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A BST R AC T 

 

This dissertation studies how the protected vista exerts power over urban form 

by examining aspects of its intellectual and cultural history. The focus is the picturesque 

view from Richmond Hill, which was celebrated by leading artists and writers in the 

eighteenth and nineteenth centuries and is the earliest vista to have been afforded 

statutory protection as we now understand it.
1
 It is argued here that the values informing 

global view protection policies remain, in no small part, the values of the eighteenth and 

nineteenth English landscape movement as produced by, and which contributed to the 

production of, the view from Richmond Hill. It is important to appreciate the 

picturesque origins of this view in order to appreciate how protected view policies 

continue to overlay eighteenth century picturesque values onto contemporary world 

cities. 

Beginning with a broad exploration of view protection policies worldwide, this 

research demonstrates the diverse nature of view protection, which exerts considerable 

power over numerous world cities. While those contexts are diverse, the values at work 

in the idea of the view, and the idea of view protection, derive in no small part from a 

highly particular physical and intellectual context; not just Western, not just British, but 

from a landscape along a few miles of the Thames river bank to the West of London and 

the values associated with it. Through a detailed study of the intellectual history of the 

view from Richmond Hill, and the role it played as a model English picturesque 

landscape, this dissertation traces the values inherent in that view. It follows its colonial 

export to the landscape of Richmond, Virginia, in the eighteenth century, and its 

subsequent influence over that American landscape. In doing so, it illustrates how the 

intellectual and cultural history of the view from Richmond Hill has shifted in parallel 

with increasingly kinetic and technologised ideas of the view, as seen from the train 

window, the car windscreen and on the cinema screen, absorbed and disseminated by 

each technological advance. In this way, this dissertation shows how the values 

originating from London’s first protected vista maintain their power in increasingly 

systematised contemporary policies of view protection. 

                                                 
1
 Certainly, it was the first view to be afforded statutory protection for public benefit within the Anglo-

American context, though private views protected by legal covenants may be traced to earlier periods. 
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Note: 

This dissertation should be read with reference to an interactive spatial rendering of the 

vista from Richmond Hill, produced by the author to accompany this dissertation with 

Photosynth software and freely available to view at the following web address: 

 

http://photosynth.net/userprofilepage.aspx?user=tbrig&content=Synths 
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University. 

 

Fig. 3.90  View, and plan, of Strawberry Hill House, Twickenham. 

Image by author, plan courtesy of the Lewis Walpole Library, Yale University. 

 

Fig. 3.91 Pear wood model for a new palace at Richmond. 

William Kent (c. 1735). Image courtesy of the National Monuments Record, 

English Heritage. 

 

Fig. 3.92 Designs for a new royal palace at Richmond. 

Robert Adam (c. 1762) and George III, Sir William Chambers (c. 1765). 

Images from D. Watkin, The Architect King: George III and the Culture of the 

Enlightenment (Royal Collection Publications, 2004) p. 103 

Fig. 3.93 Elevation for a royal palace at Richmond. 

Sir William Chambers (1765). Image from D. Watkin, The Architect King: 

George III and the Culture of the Enlightenment (Royal Collection 

Publications, 2004) p. 105 

 

Fig. 3.94 Elevation for a royal palace at Richmond. 

Sir William Chambers (c. 1775). Image from D. Watkin, The Architect King: 

George III and the Culture of the Enlightenment (Royal Collection 

Publications, 2004) p. 105 

 

Fig. 3.95 The Palace of His Majesty George the Third at Kew. 

  Image from G. Cooke, The Beauties of England and Wales (1806). 

 

Fig. 3.96 ‘Before-and-after’ fold-out images of White Lodge, Richmond Park. 

Humphrey Repton (1805). Images courtesy of the Museum of Richmond-upon-

Thames. 
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Fig. 3.97 View of Queen Charlotte’s cottage, Kew Gardens. 

  Image by author. 

 

Fig. 3.98  Examples of the fanciful gothic style, Richmond Hill. 

Images from J. Cloake, Richmond Past (Historical Publications Ltd, 1991) p. 65 

 

Fig. 3.99 The Park Keeper’s Hut, Terrace Gardens. 

  Image by author. 

 

Fig. 3.100 A View of the Wilderness with the Alhambra, the Pagoda and the Mosque. 

 Engraving from Sir William Chambers’s Designs for Kew (1763). Image from 

M. Batey, H. Buttery, D. Lambert, K. Wilkie, Arcadian Thames: The River 

Landscape from Hampton to Kew (London: Barn Elms Publishing, 2000). 

 

Fig. 3.101 Design for George III’s observatory, Richmond Old Deer Park. 

  James Adam (1770). Image courtesy of the British Library. 

 

Fig. 3.102 View of the observatory, Richmond Old Deer Park. 

  Image from Rev. D. Lyson, Environs of London (1791). 

 

Fig. 3.103 The Richmond Meridian. 

  Image by author. 

 

Fig. 3.104 Details from Panarama of the Thames from London to Richmond. 

Samuel Leigh (c. 1830). Image from J. Cloake, Richmond Past (Historical 

Publications Ltd, 1991) p. 61 

 

Fig. 3.105 View of the steamboat service, Richmond. 

Engraving by W. B. Cooke, from a drawing by J. D. Harding. Image from W. 

B. Cooke, Views of Richmond (1832). 

 

Fig. 3.106 Design for a new bridge at Richmond. 

  James Paine (c. 1774). Image courtesy of the RIBA Drawings Library. 

 

Fig. 3.107 View of Richmond Bridge under construction. 

Engraving by V. Green and F. Jukas after W. Hodges. Image from J. Cloake, 

Richmond Past (Historical Publications Ltd, 1991) p. 57 

 

Fig. 3.108 Richmond from Beneath the Railway Bridge. 

George Hilditch. Image from J. Cloake, Richmond Past (Historical Publications 

Ltd, 1991) p. 59 

 

Fig. 3.109 A View of the Thames from Richmond Hill. 

T. C. Hofland (c. 1823). Image from M. Batey, H. Buttery, D. Lambert, K. 

Wilkie, Arcadian Thames: The River Landscape from Hampton to Kew 

(London: Barn Elms Publishing, 2000). 

 

Fig. 3.110 Thompson’s Aeolian Harp. 

J. M. W. Turner (1809). Image courtesy of the City of Manchester Art 

Galleries. 

 

Fig. 3.111 View of Pope’s Villa at Twickenham During its Dilapidation. 
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J. M. W. Turner (1808). Image from M. Batey, H. Buttery, D. Lambert, K. 

Wilkie, Arcadian Thames: The River Landscape from Hampton to Kew 

(London: Barn Elms Publishing, 2000). 

 

Fig. 3.112 Nuovo Pianta di Roma (2012). A vista map of the city of Rome, author’s own 

pen and graphite drawing exhibited at the exhibition I Have Lived, British 

School at Rome, December 2012. 

 

Fig. 3.113 A Distant View of Rome from Monte Mario. 

  Richard Wilson (1763-1765). 

  Image courtesy of the National Gallery of Canada, Ottawa. 

 

Fig. 3.114 England: Richmond Hill, on the Prince Regent’s Birthday. 

  J. M. W. Turner (1819). Image courtesy of the Google Art Project. 

 

Fig. 3.115 View of Sandycombe Lodge, Twickenham. 

Engraving by W. Havell, from Picturesque Views on the River Thames (1829). 

 

Fig. 3.116 Extracts from historic Ordnance Survey maps. 

  Images courtesy of the Ordnance Survey. 

 

Fig. 3.117 Rain, Steam and Speed. 

  J. M. W. Turner (1844). Image courtesy of the National Gallery. 

 

Fig. 3.118 Bath Road, Bedford Park. 

Camille Pissarro (1897). Image from N. Reed, Pissarro in West London: Kew, 

Chiswick and Richmond (Folkestone: Lilburne Press, 1997). 

 

Fig. 3.119 Lordship Lane Station. 

Camille Pissarro (1871). Image from N. Reed, Pissarro in West London: Kew, 

Chiswick and Richmond (Folkestone: Lilburne Press, 1997). 

 

Fig. 3.120 Designs for Bedford Park Housing. 

  Richard Norman Shaw. Images courtesy of the RIBA Drawings Library. 

 

Fig. 3.121 Three railway posters: Knaresborough (LNER, 1928), Felixstowe (LNER, 

1934) and Great Yarmouth (LNER, c. 1930). Images courtesy of the National 

Railway Museum. 

 

Fig. 3.122 Valley of the Thames, London Underground poster. 

 Charles Sharland (1908). Image courtesy of the London Transport Museum. 

 

Fig. 3.123 Too Much of a Good Thing, London Underground poster. 

 John Henry Lloyd (1910). Image courtesy of the London Transport Museum. 

 

Fig. 3.124 Two London Underground posters: Richmond and The Silver Thames. 

 Alfred France (1910) and Thomas Robert Way (1910). Images courtesy of the 

London Transport Museum. 

 

Fig. 3.125 Richmond for Walking…and Other Jollities, London Underground poster 

(1908). Image courtesy of the London Transport Museum. 

 

Fig. 3.126 Richmond Park, London Underground poster. 

 Arthur G. Bell (1913). Image courtesy of the London Transport Museum. 
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Fig. 3.127 Three London Underground posters: Kew, Chiswick House and To the River. 

 Trerick John Williams (1929), Vera Ross (1937), Alan Sorrell (1938). Images 

courtesy of the London Transport Museum. 

 

Fig. 3.128 View from the Terrace, Richmond, postcard (1906). 

 Image from author’s personal collection. 

  

Fig. 3.129 Terrace Gardens, Richmond, postcard (c. 1909). 

 Image from author’s personal collection. 

 

Fig. 3.130 Two postcard views of Terrace Walk, Richmond Hill (c. 1910). 

 Images from author’s personal collection. 

 

Fig. 3.131 Cartoon depicting the Lass of Richmond Hill, from Punch Magazine. 

 Image from Punch (9 October, 1886) p. 170 

 

Fig. 3.132 Richmond Hill, viewed from the open ground between Wick House and The Star 

and Garter. 

 Jasper Francis Cropsey (1862). Image courtesy of the Google Art Project. 

 

Fig. 3.133 Joseph Glover, extract from the Twickenham Times (1 October, 1898). 

 Image courtesy of the Library of Richmond-upon-Thames. 

 

Fig. 3.134 Glover’s Island sale card (c. 1890s). 

 Image courtesy of the Library of Richmond-upon-Thames. 

 

Fig. 3.135 Max Waechter, newspaper extract. 

 Image courtesy of the Library of Richmond-upon-Thames. 

 

Fig. 3.136 Lebanon Park, Twickenham, newspaper extract. 

 Westminster Budget (26 July, 1901). Image courtesy of the Library of 

Richmond-upon-Thames. 

 

Fig. 3.137 The Richmond Hill View, newspaper extract. 

 Westminster Budget (26 July, 1901). Image courtesy of the Library of 

Richmond-upon-Thames. 

 

Fig. 3.138 The Richmond Hill View, newspaper extract. 

 Twickenham Herald (2 July, 1910). Image courtesy of the Library of 

Richmond-upon-Thames. 

 

Fig. 3.139 Everybody Knows This View, newspaper extract. 

 Thames Valley Times (30 September, 1953). Image courtesy of the Library of 

Richmond-upon-Thames. 

 

Fig. 3.140 Richmond Terrace. 

 Oskar Kokoschka (1962). Image from www.artvalue.com [Accessed 09/12/11]. 

 

4 . 0  T R A N S L A T I N G  T H E  V I E W :  

R i c h m o n d ,  V i r g i n i a  
 

Fig. 4.0   Skyline of Richmond, Virginia. 

   Screen print by author. 
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Fig. 4.1   Richmond Yorkshire. 

   J. M. W. Turner (1817). Image courtesy of the Google Art Project. 

 

Fig. 4.2   View of Richmond, near Brunswick. 

Caroline, Princess of Wales (1810). Image from D. Watkin, The Architect King: 

George III and the Culture of the Enlightenment (Royal Collection 

Publications, 2004) p. 190 

 

Fig. 4.3  “All Roads Lead to Richmond,” extract from the Daily Mail (2008). 

  Image from www.dailymail.co.uk [Accessed 10/12/12]. 

 

Fig. 4.4  Map of North American Richmonds and Richmond Hills. 

  Drawing by author. 

 

Fig. 4.5 Comparative maps of North American Richmonds: British Columbia and 

Ontario. 

Drawings by author. 

 

Fig. 4.6 Comparative maps of North American Richmonds: Quebec and Indiana. 

Drawings by author. 

 

Fig. 4.7  Comparative maps of North American Richmonds: Texas and Virginia. 

  Drawings by author. 

 

Fig. 4.8  Comparative maps of North American Richmonds: Georgia. 

  Drawings by author. 

 

Fig. 4.9  View of Richmond, Tasmania. 

  Image from www.discovertasmania.com [Accessed 10/12/12]. 

 

Fig. 4.10 View of Westover Plantation, Virginia. 

  Image by author. 

 

Fig. 4.11 Plan of Richmond, Virginia. 

William Mayo (1737). Image from M. Tyler-McGraw, At the Falls: Richmond, 

Virginia and its People (UNC Press Books, 1994) p. 46 

 

Fig. 4.12 Watercolour sketch of Belvidere, Richmond, Virginia. 

Benjamin Henry Latrobe (c. 1790s). Image from M. Tyler-McGraw, At the 

Falls: Richmond, Virginia and its People (UNC Press Books, 1994) p. 47 

 

Fig. 4.13 Sketch and plan of Westover Plantation, Virginia. 

Thomas Lee Shippen (1783). Images from T. O’Malley, M. Treib, Regional 

Garden Design in the United States (Dumbarton Oaks, 1995) p. 136-7 

 

Fig. 4.14 View of a Virginian plantation. 

Anon. Image from T. O’Malley, M. Treib, Regional Garden Design in the 

United States (Dumbarton Oaks, 1995) p. 136-7 

 

Fig. 4.15 Map of the ‘Land of Eden.’ 

  Image from W. Byrd, A Journey to the Land of Eden Anno 1733. 

 

Fig. 4.16 Plan of Mount Vernon plantation, Virginia. 
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Samuel Vaughan (1787). Image courtesy of the Digital Archaeological Archive 

of Comparative Slavery. 

Fig. 4.17 Watercolour sketch of Mount Vernon. 

Benjamin Henry Latrobe (1796). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.18 Watercolour sketch of Mount Vernon. 

Benjamin Henry Latrobe (1796). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.19 Watercolour sketch of the view from Mount Vernon. 

Benjamin Henry Latrobe (1796). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.20 Virginia State Capitol, Richmond, Virginia. 

  Screen print by author. 

 

Fig. 4.21 Postcard view of St. John’s Church, Richmond, Virginia. 

Image courtesy of Virginia Commonwealth University’s Rarely Seen Richmond 

digital postcard collection. 

 

Fig. 4.22 View of Richmond-upon-Thames. 

  F. Jukas (1795). Image courtesy of the British Library. 

 

Fig. 4.23 Three villas by architect Sir Robert Taylor: Asgill House, Richmond; No. 3 The 

Terrace, Richmond Hill and Harleyford Manor, Marlow. 

 Images by author. 

 

Fig. 4.24 View of the James River from Church Hill, Richmond, Virginia. 

 Anon. (c. 1790s). Image courtesy of the Valentine History Centre, Richmond, 

Virginia. 

 

Fig. 4.25 Watercolour sketch of the view from Church Hill, Richmond, Virginia. 

 Benjamin Henry Latrobe (c. 1795). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.26 Watercolour sketch of Richmond, Virginia, from Church Hill. 

 Benjamin Henry Latrobe (c. 1795). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.27 View of the Virginia State Penitentiary, Richmond, Virginia. 

 Image from J. A. Cohen, C. E. Brownell, The Architectural Drawings of 

Benjamin Henry Latrobe (Yale University Press, 1994). 

 

Fig. 4.28 Watercolour perspective sketch of the Virginia State Penitentiary, Richmond, 

Virginia. 

 Benjamin Henry Latrobe (1797). Image from J. A. Cohen, C. E. Brownell, The 

Architectural Drawings of Benjamin Henry Latrobe (Yale University Press, 

1994). 

 

Fig. 4.29 View of the Virginia State Penitentiary (c. 1920). 

 Image from J. A. Cohen, C. E. Brownell, The Architectural Drawings of 

Benjamin Henry Latrobe (Yale University Press, 1994). 
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Fig. 4.30 A Front View of the Penitentiary at Richmond. 

 Image courtesy of the Valentine History Centre, Richmond, Virginia. 

 

Fig. 4.31 Elevation and plans for the Virginia State Penitentiary, Richmond, Virginia. 

 Benjamin Henry Latrobe (1797). Images courtesy of the State Library of 

Virginia. 

 

Fig. 4.32 Title page from B. H. Latrobe’s Essay on Landscape (1798-9). 

Image from The Virginia Journals of Benjamin Henry Latrobe (Yale University 

Press, 1977). 

Fig. 4.33 Watercolour sketch of Kirkstall Abbey from B. H. Latrobe’s Essay on 

Landscape (1798-9). 

 Image from The Virginia Journals of Benjamin Henry Latrobe (Yale University 

Press, 1977). 

 

Fig. 4.34 Watercolour view of Hammerwood Park, East Sussex. 

 Image courtesy of the Pinnegar family. 

 

Fig. 4.35 Perspective, elevation and plans of the ‘Irregular Villa,’ Richmond, Virginia. 

Benjamin Henry Latrobe (1797). Image from B. H. Latrobe, Designs of 

Buildings Erected or Proposed To Be Built In Virginia 1795-1799. 

Fig. 4.36 Title page from B. H. Latrobe’s Designs of Buildings Erected or Proposed To 

Be Built In Virginia 1795-1799. Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.37 Elevation of the Harvie-Gamble House, Church Hill, Richmond, Virginia. 

 Benjamin Henry Latrobe, (1798-9). Image from W. Fazio, P. Snadon, The 

Domestic Architecture of Benjamin Henry Latrobe (John Hopkins University 

Press, 2006). 

 

Fig. 4.38 Section through the Harvie-Gamble House, Church Hill, Richmond, Virginia. 

 Benjamin Henry Latrobe, (1798-9). Image from W. Fazio, P. Snadon, The 

Domestic Architecture of Benjamin Henry Latrobe (John Hopkins University 

Press, 2006). 

 

Fig. 4.39 Watercolour perspective of ‘Clifton’, Church Hill, Richmond, Virginia. 

 Benjamin Henry Latrobe, (1798-9). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.40 Landscape plan for ‘Clifton’, Church Hill, Richmond, Virginia. 

 Benjamin Henry Latrobe, (1798-9). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.41 Elevation, plan and sections for an ornamental dairy/summerhouse. 

 Benjamin Henry Latrobe, (1798-9). Images courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.42 Drawing for Mr Tayloe’s Dining Room, Washington D.C. 

 Benjamin Henry Latrobe, (1796-7). Image from W. Fazio, P. Snadon, The 

Domestic Architecture of Benjamin Henry Latrobe (John Hopkins University 

Press, 2006). 

 

Fig. 4.43 Plan and elevations for Mr Tayloe’s house and garden, Washington D.C. 
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 Benjamin Henry Latrobe, (1796-7). Image from W. Fazio, P. Snadon, The 

Domestic Architecture of Benjamin Henry Latrobe (John Hopkins University 

Press, 2006). 

 

Fig. 4.44 Plan, section and image of the Pope Villa, Lexington, Kentucky. 

 Benjamin Henry Latrobe. Image from W. Fazio, P. Snadon, The Domestic 

Architecture of Benjamin Henry Latrobe (John Hopkins University Press, 

2006). 

 

Fig. 4.45 Section through proposed theatre, Richmond, Virginia. 

 Benjamin Henry Latrobe. Image from J. A. Cohen, C. E. Brownell, The 

Architectural Drawings of Benjamin Henry Latrobe (Yale University Press, 

1994). 

 

Fig. 4.46 Section through proposed theatre, Richmond, Virginia. 

 Benjamin Henry Latrobe. Image from J. A. Cohen, C. E. Brownell, The 

Architectural Drawings of Benjamin Henry Latrobe (Yale University Press, 

1994). 

 

Fig. 4.47 Elevation for proposed church, Richmond, Virginia. 

 Benjamin Henry Latrobe. Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.48 View of the Virginia State Capitol, Richmond, Virginia. 

 Anon., undated. Image courtesy of the State Library of Virginia. 

 

Fig. 4.49 Watercolour sketch of Bushrod Washington’s Island, Richmond, Virginia. 

 Benjamin Henry Latrobe (c. 1795). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.50 Watercolour sketch of Richmond from Bushrod Washington’s Island. 

 Benjamin Henry Latrobe (c. 1795). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.51 View of Richmond, Virginia from the West. 

 Lewis Clover (1834). Image courtesy of the Prints and Drawings Collection, 

Library of Congress, Washington D.C. 

 

Fig. 4.52 The View from Libby Hill Park, Church Hill, Richmond, Virginia. 

  Screen print by author. 

 

Fig. 4.53 Panoramic view from Libby Hill Park, Church Hill, Richmond, Virginia. 

  Images by author. 

 

Fig. 4.54 Plan of key landscape feature, Richmond, Virginia. 

  Drawing by author. 

 

Fig. 4.55 Vista plan of Libby Hill Park, Church Hill, Richmond, Virginia. 

  Drawing by author. 

 

Fig. 4.56 Plan of Libby Hill Park, Richmond, Virginia. Drawing by author. 

 

Fig. 4.57 Aerial view of Richmond, Virginia. 

J. Wells and R. Hinshelwood. Image courtesy of the State Library of Virginia. 
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Fig. 4.58 Lithographic view of Richmond, Virginia from Church Hill. 

Edward Sachse (c.1851). Image courtesy of the Virginia Historical Society. 

 

Fig. 4.59 View of the Brockenbrough House, Richmond, Virginia. 

  Image by author. 

 

Fig. 4.60 View of the Wickham-Valentine House, Richmond, Virginia. 

  Image by author. 

 

Fig. 4.61 Elevation of Thomas Jefferson’s Monticello. 

Robert Mills (c. 1830). Image from  J. M. Bryan, Robert Mills: America’s 

First Architect (New York: Princeton Architectural Press, 2001) p. 22  

 

Fig. 4.62 Engraving for proposed Monumental Church, Richmond, Virginia. 

William Strickland (1812). Image from J. M. Bryan, Robert Mills: America’s 

First Architect (New York: Princeton Architectural Press, 2001). 

 

Fig. 4.63 Interior view of the Valentine Museum, Richmond, Virginia. 

  Image courtesy of the Valentine History Centre. 

 

Fig. 4.64 Richmond, The City on the James, poster. 

  Image courtesy of the Valentine History Centre, Richmond, Virginia. 

 

Fig. 4.65 Photographic view of the Adams-Van Lew House, Church Hill, Richmond, 

Virginia (c.1920). Image from M. Wingfield Scott, Houses of Old Richmond 

(Richmond, VA: The Valentine Museum, 1941). 

 

Fig. 4.66 Designs for Waterloo Row, Baltimore, Maryland. 

 Robert Mills (1817-9). Image from J. M. Bryan, Robert Mills: America’s First 

Architect (New York: Princeton Architectural Press, 2001). 

 

Fig. 4.67 Daguerreotype view of Richmond, Virginia, from Church Hill. 

 Image courtesy of the State Library of Virginia. 

 

Fig. 4.68 View of Richmond, Virginia (c. 1822). 

 Image from A. W. Weddell, Richmond, Virginia, in Old Prints 1737-1887 

(New York: Johnson Publishing Company, 1932). 

 

Fig. 4.69 View of the Fairmount Waterworks, Philadelphia (c. 1822). 

 Image courtesy of the Library of Congress, Washington D.C. 

 

Fig. 4.70 View of the Fairmount Waterworks, Philadelphia. 

 J. T. Bowen (1838). Image courtesy of the Library of Congress, Washington 

D.C. 

 

Fig. 4.71 Stereographic view of the Richmond Waterworks (c. 1877). 

 Image from T. Tyler Potterfield, Nonesuch Place: A History of the Richmond 

Landscape (Charleston & London: The History Press, 2009). 

 

Fig. 4.72 View of Richmond, Virginia from the West. 

 Herman Boye (1827). Image from T. Tyler Potterfield, Nonesuch Place: A 

History of the Richmond Landscape (Charleston & London: The History Press, 

2009). 
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Fig. 4.73 Plan for New Reservoir Park, Richmond, Virginia. 

 Anon. (c. 1875). Image courtesy of the State Library of Virginia. 

 

Fig. 4.74 Richmond from Hollywood Cemetery. 

 William McLeod (1854). Image from A. W. Weddell, Richmond, Virginia, in 

Old Prints 1737-1887 (New York: Johnson Publishing Company, 1932). 

 

Fig. 4.75 Gothic carriage entrance, Hollywood Cemetery, Richmond, postcard (1895). 

Image courtesy of Virginia Commonwealth University. 

 

Fig. 4.76 View in Hollywood Cemetery, Richmond, Virginia, 1867. 

 Image courtesy of Virginia Commonwealth University. 

 

Fig. 4.77 View of the gothic pump house and assembly rooms, Richmond. 

 Image by author. 

 

Fig. 4.78 Starrucca Viaduct. 

 Jasper Francis Cropsey (1856). Image from J. A. Mott, ed., Jasper F. Cropsey: 

Artist and Architect (New York: The New York Historical Society, 1987) p. 82 

 

Fig. 4.79 Days of Elizabeth. 

 Jasper Francis Cropsey (1853). Image from J. A. Mott, ed., Jasper F. Cropsey: 

Artist and Architect (New York: The New York Historical Society, 1987). 

 

Fig. 4.80 Richmond Hill and the Thames, London. 

 Jasper Francis Cropsey (1862). Image from J. A. Mott, ed., Jasper F. Cropsey: 

Artist and Architect (New York: The New York Historical Society, 1987). 

 

Fig. 4.81 A Bend in the River. 

Jasper Francis Cropsey (1892). Image courtesy of the Google Art Project. 

 

Fig. 4.82 Design for ‘Aladdin’, near Warwick, New York State. 

 Jasper Francis Cropsey. Image from L. S. Ferber, The Hudson River School: 

Nature and the American Vision (The New York Historical Society, 2009) p. 

145 

 

Fig. 4.83 ‘Pratt’s Castle’, Richmond, Virginia, postcard (c. 1917). 

 Image courtesy of Virginia Commonwealth University. 

 

Fig. 4.84 Two Kodak Company posters (c. 1920s). 

 Images from N. M. West, Kodak and the Lens of Nostalgia (Charlottesville & 

London: University Press of Virginia, 2000). 

 

Fig. 4.85 Cover of Harper’s Weekly Magazine (c. 1870s). 

Image from T. Tyler Potterfield, Nonesuch Place: A History of the Richmond 

Landscape (Charleston & London: The History Press, 2009). 

 

Fig. 4.86 View of the James River from Libby Hill, Richmond, Virginia. 

Lefevre Cranstone (1859). Image courtesy of the Valentine History Centre. 

 

Fig. 4.87 Photographic images of the destruction of Richmond (1865). 

  Images courtesy of the Virginia Historical Society. 
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Fig. 4.88 View of Libby Hill Park, newspaper extract. 

Image from “How It Was All Done: A History of the Confederate Soldiers and 

Sailors Monument,” Richmond Times-Dispatch (30 May, 1894). 

 

Fig. 4.89 Advert for the Richmond Exhibition (1892), newspaper extract. 

Image from “Welcome Friends!: Richmond Throws Open Her Gates to the 

Exposition Visitors,” The Richmond Dispatch  (6 October, 1892). 

Fig. 4.90 Design for carriageways, Libby Hill Park. 

  Image courtesy of the State Library of Virginia. 

 

Fig. 4.91 Two postcard views of Libby Hill Park (1909). 

  Images courtesy of Virginia Commonwealth University. 

 

Fig. 4.92 Two postcard views of Libby Hill Park (1912). 

  Images courtesy of Virginia Commonwealth University. 

 

Fig. 4.93 Designs for viewing pavilion, Libby Hill Park (1911). 

  Image courtesy of the State Library of Virginia. 

 

Fig. 4.94 Postcard view of the Confederate Soldiers and Sailors Monument, Libby Hill 

Park. 

Undated. Image courtesy of Virginia Commonwealth University. 

 

Fig. 4.95 Plan of Windsor Farms Estate. 

  Image courtesy of Virginia Commonwealth University. 

 

Fig. 4.96 View of the James River, Virginia. 

Wallace Nutting (1930). Image courtesy of the Library of Congress, 

Washington D.C. 

 

Fig. 4.97 Trimming the Pie Crust. 

Wallce Nutting (1915). Image courtesy of the Library of Congress, Washington 

D.C. 

 

Fig. 4.98 Wallace Nutting photograph and catalogue exert. 

  Images courtesy of the Library of Congress, Washington D.C. 

 

Fig. 4.99 Aerial photograph of Windsor Farms, Richmond, Virginia (1928). 

  Image courtesy of Virginia Commonwealth University. 

 

Fig. 4.100 View of Agecroft Hall. 

Carnegie Survey of Architecture of the South. Image courtesy of the Library of 

Congress, Washington D.C. 

 

Fig. 4.101 Views of Warwick Priory and Sulgrave Manor. 

Images from J. Taylor, “Virginia House: The Reconstruction of Social and 

Historical Narratives” in R. G. Wilson, S. Eyring, K. Marotta eds., Re-creating 

the American Past: Essays on the Colonial Revival (Charlottesville & London: 

University of Virginia Press, 2006). 

 

Fig. 4.102 Virginia House, Richmond, postcard (c. 1920s). 

  Image courtesy of Virginia Commonwealth University. 

 

Fig. 4.103 Landscape plan of ‘Nordley’, Windsor Farms, Richmond, Virginia. 
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Image from S. H. Frazer, The Architecture of William Lawrence Bottomley 

(Acanthus Press, 2007). 

Fig. 4.104 Elevation of ‘Nordley’, Windsor Farms, Richmond, Virginia. 

William Lawrence Bottomley (1923). Image from S. H. Frazer, The 

Architecture of William Lawrence Bottomley (Acanthus Press, 2007). 

 

Fig. 4.105 ‘Before and After’ images of Ampthill Plantation, Virginia. 

Image from the Historic American Buildings Survey, Library of Congress, 

Washington D.C. 

 

Fig. 4.106 Elevation for Wilton, Windsor Farms, Richmond, Virginia. 

Thomas Tileston Waterman. Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.107 Working drawings for Wilton, Windsor Farms, Richmond, Virginia. 

Thomas Tileston Waterman. Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 4.108 Survey drawings of St. John’s Church, Richmond, Virginia. 

Historic American Buildings Survey (1934). Image courtesy of the Library of 

Congress, Washington D.C. 

 

Fig. 4.109 Comparative images from T. T. Waterman, Dwellings of Colonial America 

(1950). 

 

Fig. 4.110 Two views of ‘Nordley’ (c. 1928). 

 Images from the Carnegie Survey of Architecture of the South, Library of 

Congress, Washington D.C. 

 

Fig. 4.111 Photographic view of the Hayes McCance House, Richmond, Virginia. 

 Image from M. Wingfield Scott, Houses of Old Richmond (1941). 

 

5 . 0  C I N E M A T I C  I T I N E R A R I E S  I N  T H E  N O S T A L G I C  

P I C T U R E S Q U E :  

 C o l o n i a l  P a r k w a y  
 

Fig. 5.0  Colonial Parkway, Virginia. 

  Screen print by author. 

 

Fig. 5.1 Landscape plan of the George Washington Memorial Parkway, Washington 

D.C.  

 Image from P. Kelsch, “Cultivating History, Modernity, and Nature: the 

Planting Design for the Mount Vernon Memorial Highway” (Virginia Tech. 

unpublished, 2011). 

 

Fig. 5.2 Vista plan of the George Washington Memorial Parkway, Washington D.C. 

Image from P. Kelsch, “Cultivating History, Modernity, and Nature: the 

Planting Design for the Mount Vernon Memorial Highway” (Virginia Tech. 

unpublished, 2011). 

 

Fig. 5.3 View of the George Washington Memorial Parkway, Washington D.C. 
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 Image from P. Kelsch, “Cultivating History, Modernity, and Nature: the 

Planting Design for the Mount Vernon Memorial Highway” (Virginia Tech. 

unpublished, 2011). 

 

Fig. 5.4 Historic views of the George Washington Memorial Parkway, Mount Vernon, 

Virginia. 

 Images courtesy of the National Park Service Archives, National Archives, 

Washington D.C. 

 

Fig. 5.5 Cover image from R. R. Sterling, Scenic and Historic Old Virginia (1930). 

 

Fig. 5.6 Comparative elevations of the Capitol building, Williamsburg, Virginia. 

 Images from C. Lounsbury, The Reconstruction of Williamsburg's First 

Colonial Capitol, 1928-1934: A Critique, (1989). 

 

Fig. 5.7 Governor’s Palace, Williamsburg, Virginia, sketch. 

 Elizabeth O’Neill Verner (1936). Image courtesy of the Prints and Drawings 

Collection, Library of Congress, Washington D.C. 

 

Fig. 5.8 Blueprints for the Colonial Parkway project. 

 Image courtesy of the National Park Service Technical Information Centre, 

Denver. 

 

Fig. 5.9 Brick Veneer Bridges. 

 Historic American Engineering Record, Library of Congress, Washington D.C. 

 

Fig. 5.10 Parkway Views. 

 Historic American Engineering Record, Library of Congress, Washington D.C. 

 

Fig. 5.11 Sketch view of the C&O railroad bridge, Colonial Parkway (1934). 

 Historic American Engineering Record, Library of Congress, Washington D.C. 

 

Fig. 5.12 Photographic view of the C&O railroad bridge (c. 1968). 

 Historic American Engineering Record, Library of Congress, Washington D.C. 

 

Fig. 5.13 Unfolding views of Colonial Parkway. 

 Images by author. 

 

Fig. 5.14 West End of Yorktown’s Main Street. 

 Sidney E. King (1958). Image courtesy of the National Park Service. 

 

Fig. 5.15 Typical Brick Residence, Jamestown. 

 Sidney E. King (1958). Image courtesy of the National Park Service. 

 

Fig. 5.16 Map of Tidewater Virginia. 

 Drawing by author. 

 

Fig. 5.17 Unfolding views of Scenic Byway No. 5, Virginia. 

 Images by author. 

 

Fig. 5.18 Views of ‘historic’ signposts, Richmond, Virginia. 

 Images by author. 

 

Fig. 5.19 Richmond Auto Court, postcard (c.1960s). 
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 Image from author’s personal collection. 

 

Fig. 5.20 Two postcards of ‘colonial’ motels, Virginia (c. 1950s). 

 Images from author’s personal collection. 

 

Fig. 5.21 Bellwood Drive-In Theatre, Richmond, Virginia, newspaper extract. 

Image from Image from S. Bell, “From Ticket Booth to Screen Tower: An 

Architectural Study of Drive-In Theatres in the Baltimore-Washington-

Richmond Corridor,” in A. K. Hoagland and K. A. Breisch, eds., Constructing 

Image, Identity, and Place: Perspectives in Vernacular Architecture IX 

(Knoxville: The University of Tennessee Press, 2003) p. 221 

 

Fig. 5.22 Richmond’s ‘Interstate Image Corridors’, map. 

Image from the Planning and Development Review, Richmond Master Plan 

(City of Richmond, 2010). 

Fig. 5.23 View of the stage-set for John Adams (2008), Richmond, Virginia. 

 Image by author. 

 

Fig. 5.24 ‘Colonial’ homes at West Broad Village, Richmond, Virginia. 

 Image from www.westbroadvillage.com [Accessed 22/12/2011]. 

 

Fig. 5.25 Double exposure photograph. 

 Image by author. 

 

Fig. 5.26 Richmond-upon-Thames Riverside, watercolour and ink sketch. 

 Frances Terry (c. 1984-7). Image from View: An Exhibition about Richmond 

Hill, held at Waterstone’s, Piccadilly and the Orleans House Galley, 

Twickenham  (2003). 

 

Fig. 5.27 Richmond-upon-Thames Riverside, watercolour and ink drawing. 

 Quinlan Terry Architects (c.1984-7). www.qftarchitects.com [accessed 

03/03/20113]. 

Retail buildings, Colonial Williamsburg, VA, watercolour and ink drawing. 

 Quinlan Terry Architects (c.2001-3). www.qftarchitects.com [accessed 

03/03/20113]. 
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6 . 1  T h e  L o n d o n  V i e w  M a n a g e m e n t  F r a m e w o r k  

 
Fig. 6.0  View of St. Paul’s Cathedral from Richmond Hill. 

  Screen print by author. 

 

Fig. 6.1  “A New View of London.” 

2007 London Underground Poster by Paul Catherall. Image courtesy of the 

London Transport Museum. 

 

Fig. 6.2  “Seeing the History in the View.” 

  Image from English Heritage, Seeing the 

History in the View (2011). 

 

Fig. 6.3  Diagram showing the effects of development. 
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  Image from English Heritage, Seeing the 

History in the View (2011) p. 23 

 

Fig. 6.4 Vistas and landscapes of the River Thames between Hampton and Chiswick. 

Image by author, adapted from K. Wilkie, M. Battaggia, M. Batey, D. Lambert, 

H. Buttery, J. Pearce, D. Goode and D. Bentley, Thames Landscape Strategy 

(Thames Landscape Steering Group, 1994) p. 10  

 

Fig. 6.5  Vista diagram, Ham reach. 

Image from K. Wilkie, M. Battaggia, M. Batey, D. Lambert, H. Buttery, J. 

Pearce, D. Goode and D. Bentley, Thames Landscape Strategy (Thames 

Landscape Steering Group, 1994) p. 122 

Fig. 6.6  Plan of the Protected Vista from King Henry’s Mound, Richmond Park. 

Image from Revised Supplementary Planning Guidance: The London View 

Management Framework (Greater London Authority, July 2010) p. 252 

 

Fig 6.7  Keyhole view from King Henry’s Mound, Richmond Park. 

Image from Revised Supplementary Planning Guidance: The London View 

Management Framework (Greater London Authority, July 2010) p. 84 

 

Fig. 6.8  Assessment image for King Henry’s Mound, Richmond Park. 

Image from Revised Supplementary Planning Guidance: The London View 

Management Framework (Greater London Authority, July 2010) p. 86 

Fig. 6.9  King Henry’s Mound. 

Engraving by Johannes Kip after Leonard Knyff. Image from Britannia 

Illustrata, or Views of Several of the Royal Palaces as also of the Principal 

Seats of the Nobility and Gentry of Great Britain (London: Paradigm Press, 

1984). 

 

Fig. 6.10 “Saved for the Nation.” 

  Newspaper extract from the Evening Standard (23 February, 2004). 

 

Fig. 6.11 Components of a Protected Vista. 

Diagram from the Revised Supplementary Planning Guidance: The London 

View Management Framework (Greater London Authority, July 2010) p. 19 

Fig. 6.12 Key points of the vista. 

Diagram from the Revised Supplementary Planning Guidance: The London 

View Management Framework (Greater London Authority, July 2010) p. 253 

Fig. 6.13 Assessment equipment. 

Image from the Revised Supplementary Planning Guidance: The London View 

Management Framework (Greater London Authority, July 2010) p. 253 

 

Fig. 6.14 The ‘Shard,’ London. 

  Image by author. 

 

Fig. 6.15 Broadgate Tower, London. 

Image from R. Moore, “A Towering Compromise,” Architects’ Journal (19 

March, 2009) p. 29 

 

Fig. 6.16 Broadgate Tower plans. 
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Images from R. Moore, “A Towering Compromise,” Architects’ Journal (19 
March, 2009) p. 31 
 

Fig. 6.17 One New Change, London. 
Image from R. Olcayto, “French Etiquette,” Architects’ Journal (11 November, 
2010) p. 22 
 

Fig. 6.18 One New Change plan. 
Image from R. Olcayto, “French Etiquette,” Architects’ Journal (11 November, 
2010) p. 24 
 

6 . 2  V i e w  P r e s e r v a t i o n  P o l i c i e s  W o r l d w i d e  
 
Fig. 6.19 Protected Vistas of London. 
  Drawing by author. 
 
Fig. 6.20 ‘View cones’ of Vancouver. 

Drawing by author. 
 
Fig. 6.21 Dresden bridge proposal images. 

Images from the Visual Impact Study of the ‘Verkehrszug 
Waldschlosschenbrucke’ on the UNESCO World Heritage Site ‘Dresden Elbe 
Valley’ (Institute of Urban Design, RWTH Aachen University) pp. 104 
 

Fig. 6.22 “Preserve World Cultural Heritage!” 
  Image from Life Magazine. 
 
 
7 . 0  C O N C L U S I O N  
 
Fig. 7.0  Westover Plantation, Virginia. 
  Screen print by author. 
 
Fig. 7.1  The View that Named the City, commemorative signboard, Libby Hill. 
  Image by author. 
 
Fig. 7.2 Comparative views of Richmond, Virginia, and Richmond-upon-Thames. 
 Camden Whitehead. Images from View: An Exhibition about Richmond Hill, 

held at Waterstone’s, Piccadilly and the Orleans House Galley, Twickenham  
(2003). 

 
Fig. 7.3 Four paintings of the view from Libby Hill: View from Richmond; View of 

James from the Hill; The View – Evening; Richmond from Libby Hill. 
 E. Hatch (2011); L. Johnson (2011); S. Masters (2011); J. Burrough (2011). 

Images from the catalogue to ‘Celebrating the View: The River View Event’ 
silent art auction, Richmond, Virginia, 2011. 

 
Fig. 7.4  Photosynth model of Richmond Hill. 
  Model by author. http://photosynth.net/userprofilepage.aspx?user=tbrig& 

content=Synths 
 
Fig. 7.5  Photosynth model of Richmond Hill. 
  Model by author. http://photosynth.net/userprofilepage.aspx?user=tbrig& 

content=Synths 
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Fig. 7.6  Photosynth model of Richmond Hill. 
  Model by author. http://photosynth.net/userprofilepage.aspx?user=tbrig& 

content=Synths 
 

Fig. 7.7  Photosynth model of Richmond Hill. 
  Model by author. http://photosynth.net/userprofilepage.aspx?user=tbrig& 

content=Synths 



1 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

C h a p t e r  1 . 0  

I n t r o d u c t i o n  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



2 

 

 

This dissertation examines aspects of the intellectual and cultural history of the 

protected vista to show how it exerts power over urban form. The focus is the 

picturesque view from Richmond Hill, which was celebrated by leading artists and 

writers in the eighteenth and nineteenth centuries and is the earliest vista to have been 

afforded statutory protection as we now understand it.
1
 It is argued here that the values 

informing global view protection policies remain, in no small part, the values of the 

eighteenth and nineteenth century English landscape movement as produced by, and 

which contributed to the production of, the view from Richmond Hill. It is important to 

understand the historical development of this specific vista in order to appreciate how 

protected view policies continue to overlay eighteenth century picturesque values onto 

contemporary world cities. 

This dissertation will provide a detailed intellectual history of the values 

inherent in the view from Richmond Hill, understood as a model of the English 

picturesque landscape. It will follow its colonial export to the landscape of Richmond, 

Virginia, in the eighteenth century, and its subsequent influence over developing 

conceptions of American natural and urban landscapes. In doing so, it illustrates how 

the intellectual and cultural history of the view from Richmond Hill has shifted in 

parallel with increasingly kinetic and systematised understandings of the view, as seen 

from the camera’s viewfinder, the train window, the car windscreen and on the cinema 

screen. Both Richmonds studied here are at once exceptional and typical: unusual 

examples which explicitly indicate the integration of English landscape values, and yet 

also representative of the protected vista’s absorption of picturesque values more 

generally. This dissertation will argue that the values originating from London’s first 

protected vista maintain their power in increasingly systematised contemporary policies 

of view protection. 

 

1.1 Research Aims & Method: 

The primary aim of this dissertation is to present evidence which shows that 

London’s contemporary policies of view protection, and similar policies in diverse cities, 

can be positioned within a history of picturesque vision. Thus, the picturesque mode of 

vision, typically regarded as ‘quaint’, naïve and innocuous, is shown to play a very real 

and powerful role within policies which determine the urban and architectural form of 

                                                 
1
 Certainly, it was the first view to be afforded statutory protection for public benefit within the Anglo-

American context, though private views protected by legal covenants may be traced to earlier periods. 
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the contemporary city. Influenced by the work of Christopher Hussey, Nikolaus Pevsner 

and John Macarthur among others – each of whom have observed elements of the 

picturesque preserved in the experience of modernity – this thesis develops the 

argument for the continuity of the picturesque mode of vision beyond the movement’s 

assumed climax in eighteenth century landscape art and architecture.  

The City of London is a powerful example, its skyline is determined by 

“protected vistas” – lines of sight from Primrose Hill, Hampstead Heath, Richmond 

Park and other famous prospects, as described by planning policy guidance, including 

the Mayor of London’s View Management Framework. The City of London now 

recognises 26 protected vistas and 52 designated viewing points. London’s sightlines 

determine the profile and location of many of the city’s buildings, exerting power over 

the economic value of real estate and the sites of commerce. These vistas act to shape 

the city aesthetically, by preserving and enforcing particularly admired visual 

compositions, as well as historically and politically, by promoting certain landmarks 

and associated narratives. Where development has been perceived as ‘damaging’ to 

views deemed to be of cultural and/or historical value, controversy has followed. 

London has been a hotbed of such controversy, from UNESCO’s threats to remove the 

Tower of London from its list of World Heritage Sites – a reaction to surrounding 

commercial developments – to criticism over the effect of Renzo Piano’s ‘Shard’ upon 

views of St. Paul’s Cathedral. In each case, development has been perceived to 

‘damage’ vistas, visual environments or settings invested with values beyond the purely 

intrinsic.  

The second aim of this dissertation is to unpick the intellectual construction of 

the protected vista – i.e. what values are associated with particular vistas, by whom, and 

how are they observed and interpreted? What does the act of view protection say about 

the society that enforces it, and how is this message disseminated? In short, I aim to 

illustrate how the protected vista is loaded with shifting historical and political 

narratives, which can be ‘read’ by the observer. These narratives will be explored here, 

first through an analysis of view protection policies worldwide, then via the close study 

of a single vista of London – the view from Richmond Hill – demonstrating, via the 

view’s transposition onto the landscape of Richmond, Virginia, how the simple 

composition of a river’s bend, glimpsed obliquely from a wooded hilltop, has come to 

symbolise a complex, apparently contradictory, and shifting series of historical and 

political narratives. By following the evolution of these narratives and the emergent 
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preservation movement, I will demonstrate that the very act of a vista’s protection 

serves to reinforce particular dominant interpretations of cities and landscapes.  

This dissertation relies on ‘material culture,’ drawing upon a wide variety of 

sources, from fine art and literature to popular media such as postcards, posters, 

advertisements, novels and newspaper articles. This range of sources demonstrates the 

widespread and ongoing reproduction of picturesque images of Richmond Hill, and 

illustrates the addressing of this imagery to multiple and diverse audiences. The 

intellectual histories of each Richmond given here are necessarily detailed and 

occasionally repetitive, as it is only through tracing the recurring details of imagery and 

language that the recycling, absorption and development of specific values may be 

highlighted. From its development in the mid-eighteenth century, the image of 

Richmond has been transposed through shifting media technologies, whilst its continued 

reproduction has rendered it familiar; capable even of self-perpetuation without 

acknowledgment of its presence or influence. Thus, images of Richmond Hill cease to 

function simply as pictorial representations of a physical location but, via our saturation 

in a ‘mediascape’ composed of thousands of images, have become symbols of a 

landscape paradigm, a model that may be translated from any one landscape or location 

to any other. 

This dissertation expands the history of the view from Richmond Hill and links 

it, for the first time, to its reproduction in Richmond, Virginia, and the parallel story of 

that view. It is the first attempt to connect this history with the intellectual history of the 

picturesque landscape, and the so-called ‘English Landscape movement’. It is also the 

first substantial account of how contemporary view protection policies remain saturated 

with the values of the picturesque. 

In situating the protected vista within an intellectual history of the picturesque 

visual convention this dissertation develops both John Macarthur’s The Picturesque: 

Architecture, Disgust and Other Irregularities and Robert Tavernor’s writings on the 

protected vista, in which Tavernor links contemporary policy to the aesthetic perception 

of, among others, Viennese urban planner Camillo Sitte.
2
 Further works that seek to 

understand the power of the vista tend to come from the academic fields of cultural 

studies and sociology rather than architecture or planning. They include, notably, David 

Matless’s Landscape and Englishness (1998), W. J. T. Mitchell’s What do Pictures 

                                                 
2
 Including R. Tavernor, “From Townscape to Skyscape,” Architectural Review (1 March, 2004); R. 

Tavernor, G. Gassner, “Visual consequences of the plan: managing London’s changing skyline.” City, 

culture and society, 1 (2) (2010). pp. 99-108. 
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Want? (2005) and John Urry’s The Tourist Gaze (2002). In terms of the power of visual 

conventions in landscape architecture, Christopher Hussey’s The Picturesque: Studies in 

a Point of View (1927) stands out, but this dissertation goes beyond this by discussing 

the vista’s power over urban form. Gordon Cullen’s Townscape (1961) and Kevin 

Lynch’s Image of the City (1960), while still standard texts regarding the aesthetic 

perception and visualisation of urban form, pre-date much contemporary protected vista 

policy. It is my belief that the apparent lack of recent scholarship tackling the protected 

vista and its theoretical understanding has led to widespread confusion about which 

views of cities, landscapes and historic sites should be protected, why they are protected, 

what vistas mean to society, how they are viewed or read, and by which conventions 

they should be assessed or monitored.
3
 

To summarise, this dissertation will argue that the origins of view protection lie 

in the emergence of picturesque visual conventions. At Richmond-upon-Thames, the 

coincidence of these ideas may be seen as both temporal, developing from the early 

eighteenth-century onwards, and geographical: the Richmond landscape served as both 

model and test-bed for a fledgling Picturesque Movement and fittingly became home to 

Britain’s first statutorily protected vista. The campaign to protect this view, deemed to 

be a component of Britain’s shared national and cultural heritage, may also be viewed in 

relation to this particular landscape’s role in the development of a national trope: the 

idea of the ‘English Landscape.’  

If views of Richmond have, since at least the early eighteenth-century, been 

increasingly layered with such cultural meanings (including, but not limited to concepts 

of the gaze, the picturesque, nostalgia, authenticity and identity explored later in this 

introduction), their subsequent protection may be interpreted as the reinforcement of 

embedded narratives. Thus, despite common perceptions of the picturesque as “a 

synonym for aesthetic failure, trivial cultural products and naïve tastes”,
4
 one could 

argue that contemporary view protection policy continues to be informed by the 

picturesque, inscribing visual traditions, and their associated discourses, into the urban 

and architectural form of contemporary cities.  

                                                 
3
 This is particularly marked in my practical experience, having worked on a number of Views 

Assessments in architectural practice, where, despite guidance documents produced by English Heritage 

and other bodies, considerable debate surrounds the selection of views for analysis – which views, how 

many, and crucially, why? In some cases, lack of clarity in the selection process, accompanied by 

disagreement between planning officers and developers, has resulted in unwieldy assessments (60+ 

viewpoints) for single proposals of limited or negligible impact. 
4
 J. Macarthur, The Picturesque: Architecture, Disgust and Other Irregularities (Routledge, 2007) p.1 
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1.2 Outline of Structure: 

Following this introduction Chapter Two’s literature review develops five 

themes, the gaze, the picturesque, nostalgia, authenticity and identity, which inform 

subsequent discussions on the intellectual and cultural history of the protected views to 

follow. Chapter Two therefore situates this dissertation within a complex body of 

existing literature on the visual sense, the idea of the view and associated concepts. 

Chapters Three and Four are arranged as a tour through the picturesque 

landscapes of the Thames, and of colonial Virginia. This tour observes the development 

of visual technologies from the camera to cinematography, alongside advances in 

transport and infrastructure. Together, these developments allowed for new visual 

experiences, along with the ability to capture and distribute images. As such, 

conceptually speaking the structure of the dissertation traces an acceleration of both 

image and viewer.  

The focus of Chapter Three will be the story of London’s first protected vista, 

the view from Richmond Hill. Intriguingly, this view, preserved by the 1902 Richmond, 

Petersham and Ham Open Spaces Act forms one half of the panoramic view observed 

from the so-called ‘King Henry’s Mound’ in Richmond Park, while, turning through 

one-hundred and eighty degrees, the observer surveys a key vista protected by the 

contemporary London View Management Framework. The apparent opposition of these 

views, one rural, one urban; one expansive, one narrow; one seemingly defined by the 

physical boundaries of the landscape, one by a series of ephemeral sightlines, is 

undermined by the coincidence of their viewing positions and the values they promote. 

In fact, this coincidence of position (both geographical and ideological) offers a 

tantalising link between the two, superficially opposing, systems of protection. Thus, 

the structure of this dissertation is designed to demonstrate common linkages between 

the London View Management Framework and the Richmond Hill view. These linkages 

are recognised as elements of the five themes previously identified: an understanding of 

the gaze, the picturesque, nostalgia, authenticity, and identity. An understanding of the 

‘Indignation’ campaigns which brought about the 1902 Act, and more importantly, the 

cultural and political discourses surrounding such movements, will underpin an 

understanding of the values and narratives attached to London’s contemporary View 

Management Framework. 

 The intellectual history of the Richmond Hill prospect developed throughout 

Chapter Three demonstrates how this particular view became invested with such 



7 

 

national, and international significance as to warrant its statutory protection. As we shall 

see, it was in this landscape that the influential pioneers of the Picturesque Movement, 

including Alexander Pope, Lord Burlington, Henrietta Howard and Queen Caroline, 

first set themselves up in opposition to the ‘outmoded’ formal styles of landscapes such 

as those at Hampton Court, Ham House and Petersham’s New Park. It was also in this 

landscape that the picturesque received, arguably, its first physical manifestation in the 

gardens of Pope, as well as its first manifestation in literature, in the words and poetry 

of Pope, James Thompson, Jonathan Swift and John Gay among others, and in the art of 

Sir Joshua Reynolds, Jasper Francis Cropsey and Joseph Mallord William Turner. 

Finally, it was in this landscape that the Picturesque Movement reached its practical and 

theoretical apogee, in the landscape remodelling of Humphrey Repton and ‘Capability’ 

Brown; in the romantic architecture of Horace Walpole at Strawberry Hill and William 

Chambers at Kew Gardens; in the theoretical writing and satirical etchings of William 

Hogarth; and in the pattern books of Batty Langley and others. Thus, ideas first formed 

by the landscape, here began to re-form that very landscape. 

 Chapter Four develops the history of the Richmond Hill view by following 

eighteenth century etchings of the Richmond landscape across the Atlantic Ocean to the 

American colony of Virginia. The naming of Richmond, Virginia, on the basis that the 

town’s view bore an uncanny resemblance to the famed view from Richmond Hill, 

England, is a remarkable demonstration of the hold that early mass-produced images, 

could have over the minds of settlers encountering landscapes for the first time. 

Richmond, Virginia’s subsequent embellishment with public buildings, villas, gardens, 

parks and cemeteries has consistently reinforced a particular compositional form in the 

visual perception of the city. In particular, the view from Libby Hill Park, which bears 

such a striking resemblance to that from England’s Richmond Hill, has played an 

important role in shaping perceptions of the city’s political and cultural identity. It 

might even be suggested that Richmond’s strong visual composition played a certain 

role in the cultivation of a Southern cultural identity, the ‘Old South,’ during its time as 

Capital of the seceded Confederate States.  

In parallel to the exploration of the intellectual and cultural history of the 

Richmond Hill view this dissertation traces the increasing speed of travel, coupled with 

advances in visual technologies. Both Richmonds were experienced in new ways via 

improved river and rail travel, the camera lens and the automobile. With each 

technological advance picturesque vision was redefined and established visual 
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conventions reinforced. Taking physical form in the curious American invention of the 

Scenic Parkway, the kinetic visual experience of urban and natural landscapes quickly 

turned to the protection, then deliberate staging or ‘re-creation’, of views. Chapter Five 

examines the National Park Service’s Colonial Parkway, Virginia, a highway scheme 

designed to enable the motorist to drive through twenty-three miles of ‘authentic’ 

eighteenth-century landscapes. Contemporary developments in both Richmonds seem to 

have been influenced by this nostalgic and picturesque vision, including Quinlan 

Terry’s speculative re-creation of Richmond-upon-Thames’s riverfront, and to 

Richmond, Virginia’s Disney-esque West Broad Village. 

Returning to Richmond-upon-Thames and Richmond Hill’s intriguing King 

Henry’s Mound, Chapter Six concludes this dissertation with an attempt to close the 

apparent gulf between the 1902 Act’s preservation of Richmond Hill’s naturalistic river 

view and the London View Management Framework’s city vista. The physical 

coincidence of these two viewpoints, I argue, shows the common intellectual origins of 

each policy and the values they promote. The complexities of contemporary policy and 

the scientific accuracy by which vistas are now defined will be explored in juxtaposition 

to the apparent values and narratives attached to vistas by their observers and societies 

more generally. Chapter Six will demonstrate that the protected vista cannot simply be 

understood as an object of aesthetic and/or amenity value, but is laced with a series of 

narratives to be ‘read.’ Just as the American parkway projects successfully united 

experimentation in highway engineering and technology with a nostalgic picturesque 

vision, so too the nostalgic picturesque is inevitably absorbed into contemporary policy, 

as views of our cities have become important factors in the touristic and economic 

potential of cities. It seems no wonder, then, that we seek to engineer ‘historic’ and 

‘scenic’ views of cities, defining them with increasing technological precision. The 

view becomes a series of lines, angles and coordinates inscribed onto the city plan, as in 

the London View Management Framework. Intensified by the collective gaze of 

millions of citizens, tourists, their cameras, and the images they make, urban 

development pressures are forced into submission by the overwhelming power of the 

narratives inscribed in these lines, angles and coordinates.  
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2.0 Literature Review 

This literature review aims to locate this dissertation in relation to other bodies 

of work, and to identify a number of research themes which repeatedly coincide with 

understandings of the vista, the view, and vision more generally. 

In his influential book The Picturesque: Studies in a Point of View (1927) 

Christopher Hussey gives an arresting and revelatory account of his ‘discovery’ of the 

picturesque taste at work in the gardens of his grandfather’s country house at Scotney 

Castle, Kent. In many ways, this dissertation is intended to be equally revelatory, 

presenting the argument that the specific landscape vista from Richmond Hill came to 

influence conceptions as diverse as ‘Englishness’, ‘authentic’ society, noble rusticity 

and what it was, or is, to be English, American, southern ‘cavalier’ or northern 

‘yankee’. Hussey’s argument is that the picturesque and its various conventions became 

so pervasive during the early nineteenth century, not limited to landscape gardening 

alone but ubiquitous in landscape art, architecture and literature, that its presence goes 

largely unnoticed by the contemporary observer trained in this form of visual 

perception. In a continuation of Hussey’s thesis, this dissertation will set out to 

demonstrate that not only do picturesque conventions continue to operate in the 

language of contemporary planning policies, but that the Richmond Hill vista itself 

continues to have tremendous, and largely unrecognised, influence in shaping the visual 

form of cities and landscapes all over the world. 

One could argue that Hussey’s description of the picturesque’s continued 

prevalence opened up the field for a number of scholars to follow with accounts of the 

convention’s influence over contemporary architecture and urban planning. This is 

reflected in the writing of Nikolaus Pevsner, in particular Townscape: Visual Planning 

and the Picturesque, as well as his peers at the Architectural Review who wrote 

extensively on the potential for a return to picturesque principles of planning. To 

Pevsner and his colleagues picturesque visual planning offered a peculiarly ‘English’ 

twist on global modernist architecture. This would be extended by John Macarthur in 

his authoritative account of The Picturesque: Architecture, Disgust and Other 

Irregularities (2007), in which Macarthur demonstrates picturesque convention at work 

in even the most contradictory of examples, from eighteenth century depictions of 

extreme poverty to 1960s brutalist architecture. Similarly, this dissertation seeks to 

demonstrate that particular visual conventions popularly perceived as quaint or 
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innocuous continue to operate in the most contradictory of situations, influencing the 

form and composition of the city’s centres of commerce and its glassy towers.  

If, as described above, this dissertation can be located against a discourse of the 

picturesque as a continuing cultural phenomenon, it achieves this through a close 

comparison of images and texts, from eighteenth century landscape art through to 

twentieth century travel posters and postcards. In doing so, this dissertation sits 

alongside works such as Nancy Martha West’s Kodak and the Lens of Nostalgia (2000), 

in which West traces the gradual shifts which have occurred in the presentation and 

perception of photographic images. In contrast, W.J.T. Mitchell suggests in What Do 

Pictures Want? (2007) that we should not only question what pictures do, or what they 

mean, but what they want. Mitchell’s suggestion is that pictures in fact have lives of 

their own, living “in genealogical or genetic series, reproducing themselves over time, 

migrating from one culture to another,”
1
 with the agency to both establish new and 

change existing societal values. In discussing the ways in which the Richmond Hill 

vista seemingly continues to demand its own reproduction, shaping society according to 

its own engrained values, this dissertation might therefore be said to share Mitchell’s 

belief in the agency of the image itself. 

As noted previously, a key aim of this dissertation is to demonstrate that 

picturesque values continue to overlay contemporary policies of view protection. In 

discussing contemporary planning policy, this dissertation should therefore also be 

viewed in relation to an emerging body of literature and policy documentation on the 

topic of view protection and the visual settings of historic monuments. In particular, 

English Heritage’s Guidance on Tall Buildings (2007), Seeing the History in the View 

(2011) and The Setting of Heritage Assets (2011) should be viewed as evidence of a 

growing discourse to which this dissertation aims to contribute. 

 

2.1 Five Themes: The Gaze, The Picturesque, Nostalgia, Authenticity, Identity 

Having positioned this dissertation between the cultural histories of Hussey, 

Macarthur and West, the media theory of Mitchell and contemporary planning policy, 

five themes are introduced here which inform the intellectual basis of the protected vista 

as understood in this dissertation. These five themes repeatedly surface in the 
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 W.J.T. Mitchell, What Do Pictures Want? (University of Chicago Press, 2006) p. 93 
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aforementioned works, demonstrating common linkages between the works and 

important fascets of images, views and vision more generally. These are: an 

appreciation of the gaze, the vista as a manifestation of panoptic surveillance and 

power; the aesthetic conventions of the picturesque; a sense of nostalgia for some 

perceived ‘golden age’; the view or image imagined as an expression of identity, 

regional, national or cultural; and the question of authenticity, which seems to arise 

wherever supposedly ‘original’ images are manipulated. These five themes are not 

exhaustive but they are mutually reinforcing. In charting these thematic understandings 

of the view this literature review also serves to establish a detailed glossary of terms 

which repeatedly surface in tracing the narratives underlying the view from Richmond 

Hill, and demonstrates that these narratives are subject to continuing debate and 

evolution. 

The Gaze 

In its most basic form, the vista functions primarily through the visual sense – 

the view perceived as an image on the retina – secondarily reproduced in various 

representations – pictures, prints and photographs. It is important to define the word 

‘image’ in opposition to ‘picture’; a subtle but important distinction which sheds light 

on the power relations between image and viewer manifest in the viewer’s gaze. As W. 

J. T. Mitchell has written: 

“You can hang a picture, but you cannot hang an image. The image 

seems to float without any visible means of support, a phantasmatic, 

virtual, or spectral appearance. It is what can be lifted off the picture, 

transferred to another medium, translated into verbal exphrasis, or 

protected by copyright law. […] The picture is the image plus the 

support; it is the appearance of the immaterial image in a material 

medium.”
2
 

Mitchell’s definition of the image as “phantasmatic, virtual, or spectral” dematerialises 

it, peeling it away from the physical, material, object of the picture. In Camera Lucida, 

Roland Barthes similarly characterises the production of an image via an object’s 

emission of ‘eidolons,’ fragments which together form the ‘Spectrum’ of the image, 

projected into the eye.
3
 In this way, the image appears as it does in the drawings of 

renaissance optical instruments, a ghostly spectre transferred into the eye via the forceful 
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 W. J. T. Mitchell, What Do Pictures Want? (Chicago: University of Chicago Press, 2005) p. 85 

3
 R. Barthes, Camera Lucida (New York: Hill & Wang, The Noonday Press, 1980) p. 9 
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diverging lines of the viewer’s ‘gaze.’ It follows that the idea of vision, deriving its 

power from the force of the preceding gaze, is located externally to the viewer, 

prompting the argument that vision is decentred from within the eye of the self to the 

space between object and eye – the ‘space of the gaze.’ As Norman Bryson has written 

“when I see, what I see is formed by paths and networks laid down in advance of my 

seeing. […] It may […] be that I always feel myself to live at the centre of my vision 

[…]; but, that vision is decentred.”
4
 

 Equally, there is an important distinction to be made between ‘image’ and 

‘representation’ in relation to the function of the gaze. In a prize-winning dissertation by 

Eugene Fink (a student of philosopher Edmund Husserl) entitled Representation and 

Image, Fink clarifies ‘representation’ as “what comes at the place of the thing, in form 

of ideas, beliefs, fictions, etc.”
5
 On the other hand, an ‘image’ is the “reproduction of 

the thing in a mirror, in the eye of a viewer, on a screen, on a photographic film or 

digital chip. The image witnesses an immediate contact between the body and the world 

of things.”
6
 Thus, one could argue that the gaze, unpeeling as it does the image from the 

material object, is a bodily force located in the world of things, concerned with the 

image and not with the ideas, beliefs and fictions of representation. 

The notion of the gaze has been a major preoccupation of twentieth century 

continental philosophy, where it has been addressed by Jean-Paul Sartre, Maurice 

Merleau-Ponty, Michel Foucault, Jacques Lacan and Roland Barthes among others. 

This preoccupation with the gaze reflects a more general priority afforded to the visual 

sense – described as the ‘occularcentrism’ of Western culture. Mitchell has connected 

the priority afforded to this one sense with the conflation of vision and cognition, noting 

that “Idea” derives from the Greek verb meaning “to see.” Chris Jenks adds that, in 

consequence, “looking, seeing and knowing have become perilously intertwined.”
7
  

To Michel Foucault, the privileging of vision in Western thought is 

demonstrated by supposedly enlightened, detached scientific disciplines rooted in the 

                                                           
4
 N. Bryson, “The Gaze in the Expanded Field” in H. Foster, ed., Vision and Visuality (DIA Art 

Foundation, 1988) p. 94 
5
 M. F. Lanfant, “The Purloined Eye: Revisiting the Tourist Gaze from a Phenomenological Perspective,” 

in M. Robinson, D. Picard, The Framed World: Tourism, Tourists and Photography (Ashgate Publishing 

Company, 2009) p. 244 
6
 Ibid.  

7
 L. Wittgenstein, Tractatus Logico-Philosophicus (London: Routledge, 1961) p. 19 Quoted in C. Jenks, 

ed., Visual Culture (London: Routledge, 1995) p. 1 
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power of le regard (the gaze or the look). For example, his book The Birth of the Clinic: 

An Archaeology of Medical Perception (1963) follows the development of the doctor’s 

medical gaze, the expert who observes the physical manifestations of disease from a 

detached position of power.
8
 Foucault’s use of the term le regard inherits powerful 

negative connotations in French thought from Jean-Paul Sartre’s Being and Nothingness 

(1957). As Martin Jay points out, Sartre is not mentioned as a source in Foucault’s 

work, though “it is difficult to avoid hearing echoes of [Sartre’s] chilling description of 

the alienating and objectifying power of the Other’s gaze in Foucault’s historical 

account of the rise of the specific medical practice in the classical age.”
9
 To Foucault, 

the advent of the medical gaze represented “the belief [in][…] the gaze as a way of 

initiation to the truth of things. […] Above all efforts of clinical knowledge floats the 

big myth of the pure Gaze, pure Language, the eye that talks by itself.”
10

 Foucault terms 

this unshakable faith in the ‘truth’ of vision as the “sovereign power of the gaze,” and 

he attributes to this event “the advent of scientific positivism.”
11

 

Following on from Birth of the Clinic, Foucault’s Discipline and Punish (1975) 

implicates the gaze in the construction of power relationships between individuals or 

agents, most notably manifest in the panopticon prisons of the nineteenth century, 

though the principal of surveillance could be extended to factory and even school 

buildings. In the much cited example of the panopticon prison, Foucault famously 

writes that “visibility is a trap”;
12

 the prisoner “is seen, but he does not see; he is the 

subject of information, never a subject in communication.”
13

 To him, this goal of 

absolute visibility reversed the idea of the traditional prison or infirmary, which was to 

“deprive of light and to hide,”
14

 capturing the prisoner, or the contagious, in the constant 

glowing gaze of the observer. This illustrates Foucault’s understanding of the power of 

the gaze: whether the prisoner, factory worker, or schoolchild is actively watched or not, 

a sense of ever-present panoptic surveillance maintains control.
15

 

                                                           
8
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12
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The idea that the gaze might possess a socially controlling and/or constructive 

power elevates the viewer, as Jenks has written, “from the status of the messenger of 

nature into the status of the theoretician. In this way, sight becomes properly recognised 

as artful.”
16

 It is, of course, a recognition that vision, that the gaze, and the power 

relationship between self and other, object and subject, may be manipulated. To 

Foucault, the technological development of surveillance, via reforms in prison design, 

had enabled institutions to harness the power of the gaze, thus shifting the balance of the 

prisoner-guard relationship. Others, such as Marshall McLuhan, have built upon 

Foucault’s discourse, suggesting that technological advances from the printing press to 

the telescope, photography and microscopy, have all played a part in the manipulation 

and shift of power relations and the reinforcement of Western occularcentrism from the 

Renaissance onwards.
17

 The revolutionary nature of technological advances upon the 

function of the gaze is echoed by McLuhan’s suggestion that the invention of 

photography mirrored the Gutenberg break between the Middle Ages and the 

Renaissance: “photography was almost as decisive in making the break between mere 

mechanical industrialism and the graphic age of electronic man.”
18

  

If Foucault’s interest in the gaze lay in its institutional manipulation of power 

relationships, Jacques Lacan’s interest lay in the personal and psychological effects of 

the gaze. To Lacan, infants first conceive of themselves as autonomous individuals 

through a coordination of their movements with their reflection in a mirror, well-known 

as Lacan’s theory of the “mirror stage.” As the child develops, so they begin to develop 

an understanding of the gaze of the Other, whether that ‘other’ is a person or even an 

inanimate object, thus recognising themselves as an object within a ‘world of things.’
19

 

Unlike Foucault’s prisoner, moulded by the supposed gaze of the prison guard, Lacan 

insisted that the gaze belongs not to the subject but to the object. In this respect, Lacan 

was influenced by his antecedents, writing of Maurice Merleau-Ponty that:  

                                                           
16
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“Phenomenologists have managed to assert with most clarity that 

perception is not located in the self but that it is “upon” the objects it 

apprehends, in contrary to the conception of the naïve conscience 

assuming that representation belongs to the self of the observer. We 

are facing a philosopher [Merleau-Ponty] who seizes something that is 

one of the essential correlates of consciousness and its relation to the 

unconscious.”
20

 

Lacan identified Merleau-Ponty’s belief in a gaze belonging to the object apprehended. 

For example, to Lacan, a portrait possesses its gaze before we look at it and, as a result, 

it is our own sense of lacking which may explain the apparent process of ‘desire’ 

involved in observing objects. It is this sense of desire which powers Lacan’s ‘scopic 

drive,’ a force which might be represented by a projected geometry of sightlines, which 

themselves “allow the reestablishment of the presence of the percipient himself within 

the field in which he, seemingly unnoticed, is nevertheless perceptible.”
21

 

Lacan’s work on the gaze has been reinterpreted in film theory from the 1960s to 

the present day, where Lacanian psychoanalysis has become a tool to understand the 

appeal of, and processes of desire involved in cinema. Film-theorists Christian Metz and 

Jean-Louis Baudry, among others, have applied Lacan’s theory of the “mirror stage” to 

cinema, interpreting the screen as the mirror in which the observer identifies him/herself 

as an autonomous being, i.e. recognising the self’s ‘ego.’
22

 A sense of omnipotent 

power is achieved chiefly as a result of the observer’s identification of the self with the 

viewpoint of the camera, where the camera is ever-present yet seemingly 

unacknowledged by those on screen. Thus, the observer, seated passively and ‘hidden’ 

from view in a darkened auditorium, possesses Foucault’s all-seeing and all-powerful 

‘sovereign gaze’.
23

 To this end, a chief tenet of Western cinematography has been the 

attempt to render the camera invisible, as Louis Althusser has discussed, in an attempt 
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to deceive the viewer into regarding themselves, mistakenly, as the creative agents 

behind their experiences.
24

 

This deception, that the viewer possesses agency, may also be observed in Guy 

Debord’s bemoaning of what he calls the Society of the Spectacle (1967). Debord argues 

that “all that once was directly lived has become mere representation”
25

 and that current 

society reflects a “decline of being into having, and having into merely appearing.”
26

 In 

this spectacular society then, Debord argued that images have come to mediate in social 

relationships, most obviously manifest in consumer culture’s fetishistic obsession with 

visual advertising. To Debord, it is Walter Benjamin’s flâneur, whimsically strolling 

through a landscape of images, whom is most easily swayed by the ‘spectacle’ – one 

might even say the manipulating gaze - of society and its structures, contrary to any 

notion of one’s individual agency. Jenks has echoed Debord’s criticisms, arguing:  

“What we see, and the manner in which we come to see it, is not 

simply part of a natural ability. It is rather intimately linked with the 

ways that our society has, over time, arranged its forms of 

knowledge, its strategies of power and its systems of desire. We can 

no longer be assured that what we see is what we should believe in. 

There is only a social not a formal relation between vision and 

truth.”
27

 

Where, as Foucault suggested, the visual sense had been conflated with ‘truth’ in the 

development of the medical gaze, it is within these bodies of criticism, as Nancy Martha 

West has noted, that advertising has been repeatedly presented “as corrupt and all-

powerful, the consumer as passive and hapless, consumer culture as wasteful and 

doomed.”
28

  

Following Martin Jay in his tracking of the denigration of the visual sense from 

Sartre to the film theorists,
29

 vision, and the notion of the gaze in particular, continue to 

be interpreted widely. Where Foucault recognised power relationships in the gaze, and 

Lacan its psychoanalytical development, others have traced diverse discourses. A 

number of critics, from the 1960s onwards, have shared McLuhan’s conviction that 
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technological shifts in the function of the gaze play a part in the reinvention of visual 

culture.
30

  

In America (1986), Baudrillard states that the United States “is the only country 

which gives you the opportunity to be so brutally naïve;” a land of the “just as it is,” 

with “no past” which “lives a perpetual present,”
31

 and where “things, faces, skies, and 

deserts are expected to be simply what they are.”
32

 Thus, Baudrillard sees America as an 

assemblage of autonomous images “which dominate the gaze, and which reduce visual 

experience to the uniform perception of ‘pure appearances.’”
33

 Similarly, Virilio argues 

that the acceleration of cinematic images undermined spatial orientation, “reordering 

visual experience around a temporally derived coherence inimical to the body’s 

inhabitation of space.”
34

 While there are many differing critiques of vision, most share 

an underlying scepticism of the visual sense in relation to contemporary culture, 

regarded by critics as “irretrievably inert, disorientating or worthless.”
35

 If Baudrillard 

saw a schism between the detached utilitarian gaze (the basis of American naivity) and a 

former aesthetic mode, Jameson has argued that aesthetic perception could “no longer 

offer an alternative to the routinized perception of utilitarian vision because it has itself 

become routine.”
36

 To Jameson, our continual exposure to “simulacra” of the past, by 

which he means everything from historical reconstructions to the mass-production of 

images, mechanises the gaze: “we are condemned to seek History by way of our pop 

images and simulacra of that history, which itself remains forever out of reach.”
37

 Thus, 

“in being generalized in consumer society, the utopian potential of aesthetic perception 

is withdrawn and replaced by the “reified eye” of the consumer.”
38

  

One might draw a link between Jameson’s conception of the ‘consumer gaze’ 

and John Urry’s interpretation of the tourist industry as emblematic of Debord’s society 

of the spectacle. Urry states: 

“the profusion of commodity signs, adverts, images of ‘exotic 

otherness’, filmic and televisual imagery, flow[ing] across space, 
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detach any sense of meaning and belonging to place, flattening 

localities in an homogenising process which turns all situated cultures 

into spectacles and simulacra.”
39

  

Here, Urry highlights the tourist’s susceptibility to the influence of the ‘spectacle’, 

stating that “a prevalent mode of tourist gazing is the ‘mediatised gaze’, shaped by 

rebranded places and re-presentations of heritage which draw upon films and television 

programmes.”
40

 To Urry, the tourist’s experience of cities is always mediated in this 

way, whether the gaze is directed through a hotel window, car windscreen, or television 

set.”
41

 Urry’s arguments can be linked back to Lacanian film theory. For example, R. 

Jackson writes: 

“Both tourists and film spectators/television viewers gaze. Tourists 

gaze at material reality, which in contemporary society is 

fundamentally influenced by mediated, virtual, metaphoric reality. 

Film spectators/TV viewers gaze at mediated, virtual, metaphoric 

reality, based on contemporary understandings of material reality.”
42

  

Similarly, one might also argue that Urry’s tourist gaze is necessarily intertwined with 

Foucauldian notions of surveillance and power: the tourist perceives all that he/she sees 

as exotic, ‘Other’, consuming or possessing all that is gazed upon from a detached 

position of power.
43

  

The implication that the gaze is bound up in a process of possession and/or 

colonisation, separating the self from the ‘other,’ has been explored by Paul Virilio in 

The Vision Machine (1988). Virilio proposes that “TV, film, video, photography and 

advertising provide our most immediate access to the ‘other’ through frozen, stored, 

contrived and re-presented images.”
44

 It is this system of generally accessible public 

imagery - referred to as ‘the vision machine’ - which is implicated in the moulding of 

our perceptions of the ‘other.’
45

 By extension, Virilio even suggests that the gaze plays a 

part in the process of war, in War and Cinema (1984), arguing not simply that the gaze 

                                                           
39

 J. Urry, The Tourist Gaze (London: Sage Publications, 2002) p. 151 
40

 Ibid. 
41

 Ibid., p. 90-1 
42

 R. Jackson, “Converging Cultures: Converging Gazes,” in D. Crouch, R. Jackson, F. Thompson, eds., 

The Media & The Tourist Imagination (London: Routledge, 2005) p. 190 
43

 Reflected in the adoption of a colonialist style of writing in much tourist literature. 
44

 C. Jenks, “The Centrality of the Eye in Western Culture: An Introduction,” in M. Robinson, D. Picard, 

The Framed World: Tourism, Tourists and Photography (Ashgate Publishing Company, 2009) p. 10 
45

 This is echoed in McLuhan’s description of the ‘Graphic Revolution,’ which he interprets as having 

“shifted our culture away from private ideals to corporate images. […] Instead of presenting a private 

argument or vista, it offers a way of life that is for everybody or nobody.” McLuhan, Understanding 

Media, p. 230 



20 

 

contributes to the potentially hostile organisation of self and ‘other,’ but that the 

advanced visual technology of war upsets the “the stable co-ordinates of vision which 

the modern subject had inherited.”
46

 Faced with the terrifying and unfamiliar visuality 

of war, “the isolated subject feverishly presses its eye to the instrument’s eyepiece, 

hoping that its “delocalizing geometrical optics” will bring the visual flux to order,”
47

 

thus, adopting a new “faith in the technical sightline.”
48

 For Virilio, the culture of 

accelerating mediatised imagery is produced by, and helps to produce, mechanised 

warfare. 

As we shall see in a later chapter, contemporary view protection policies, 

including the London View Management Framework, seem to demonstrate an 

increasing degree of scientific precision which might be claimed to reflect such ideas 

about the detached, othering, technical sightline of the vista. The varied interpretations 

of the gaze explored here aid in the interpretation of the space between view and 

observer
49

 and suggest that the protected vista exerts power over that observed. 

The Picturesque 

The prevailing contemporary interpretation of the picturesque as ‘quaint’ or 

‘naïve’, in a derogatory sense, underestimates the seriousness with which the theoretical 

concept was debated and developed from the eighteenth century onwards. This section 

will survey briefly the concept’s theoretical development and its subsequent uptake in 

art, architecture, urbanism, literature and other media well into the twenty-first century. 

During the first half of the eighteenth century, a dramatic shift occurred in 

English landscape architecture, from the rigid and formal layouts of the proceeding 

centuries to a more naturalistic style. While some writers have argued against over-
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identification with England, citing French, German and Chinese influences,
50

 the 

fashionable new irregularity of English landscape architecture came to be associated 

with British political liberalism in contrast to continental politics.
51

 At the same time, 

theorists were beginning to unpick the philosophical understanding of vision, leading to 

the development of the study of ‘aesthetics,’ a term first coined by German philosopher 

Alexander Baumgarten to mean “received by the senses.”
52

 By the end of the century, 

the distinction of aesthetics had been extensively developed, principally in the 

philosophy of Immanuel Kant who reflected on aesthetic beauty as a matter of ‘taste’.  

Of course, Kant’s idea that beauty is a matter of taste locates perception in the 

subjective mind of the viewer, as each individual’s sensory perception must inevitably 

differ. Kant wrote that “the various feelings of enjoyment or of displeasure rest not so 

much upon the nature of the external things that arouse them as upon each person’s own 

disposition to be moved by these to pleasure or pain.”
53

 Kant identified the contrasting 

tastes for the ‘beautiful’ and the ‘sublime’ in his treatise titled Observations on the 

Feeling of the Beautiful and Sublime (1764). Kant’s argument may be seen as marking a 

move away from an understanding of the arts as disciplines towards the work of art as 

an effect upon the senses of the individual. To John Macarthur, this shift is reflected in 

the suggestion that English gardens of the early eighteenth century were increasingly 

reliant upon the visual effects of natural features upon the viewer, rather than upon 

formal elements of artifice (statuary and architectural features).
54

 

Informal naturalistic gardens were developed from the early eighteenth century, 

initially as contrasting elements within larger scale formal plans – such as the work of 

Charles Bridgman at Stowe (1713-) and William Kent at Chiswick House (1715-). By 

the 1730s, this naturalistic style of landscaping – dubbed ‘picturesque’ – had become 
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the paradigm of English design expertise, exported to aristocratic estates all over Europe 

and beyond. 

The term ‘picturesque’ has been traced to the Italian pittoresco or the French 

pittoresque, roughly translated as “painterly” or “in the manner of painters.”
55

 From its 

earliest usage in English, the term has been inseparably linked not only to the practice of 

painting but to the specific genre of ‘landscape.’ In fact, the Oxford English Dictionary 

defines ‘landscape’ either as “a pictorial representation of scenery,” or as “an expanse of 

terrain which is visible from a particular place or direction.”
56

 Links between an 

aesthetic appreciation of the picturesque and the idea of landscape were reinforced by 

figures such as William Gilpin, a clergyman who undertook tours of celebrated English 

landscapes from 1768 to 1776, recording his observations in guides which taught the 

reader not only how to tour landscapes, but how properly to view and paint them too. 

Gilpin popularised the modern sense of the word ‘picturesque,’ defining it as 

“denot[ing] such objects, as are proper subjects for painting.”
57

 Gilpin’s observations 

were widely read and disseminated, while a close friend of his, the poet William Mason, 

“was probably the first to connect the words ‘picturesque’ and ‘garden’ in The English 

Garden of 1772.”
58

 

Mason’s use of the words ‘picturesque garden’ point to the fundamental issue of 

‘naturalistic’ gardening, where nature and human artifice are regarded as mutually 

exclusive. The picturesque on the other hand, came to mean a simulation of nature 

through artifice, what Macarthur has called a term “of delay and compromise.”
59

 It 

could be argued that this compromise between the two poles of aesthetics and art is 

epitomised by the contemporary writings of Edmund Burke and Sir Joshua Reynolds 

(founder of the Royal Academy of Art). Burke’s argument, set out in A Philosophical 

Enquiry into the Origins of Our Ideas of the Sublime and the Beautiful (1756), was that 

our neurological reactions may be explained by our visual perception of specific 

physical characteristics. To Burke, the sight of smooth and rounded objects causes our 

sensation of beauty, leading to love, while our perception of rough, angular and vast 
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objects excites the senses to that of sublime awe and/or fear.
60

 If Burke argued for a 

subjective experience of art accessible to all, Reynolds on the other hand defended the 

opinions of his fellow academicians where specific ‘genres,’ or conventions, of 

paintings could be taught to a privileged few. 

Satirical cartoonist William Hogarth took up Burke’s conception, suggesting, in 

his Analysis of Beauty (1753), that a serpentine ‘line of beauty’ underlay many works of 

art considered to be beautiful.
61

 In parallel, the early landscape works of William Kent, 

Alexander Pope and Lord Burlington preferred the serpentine lines of paths, streams 

and hillocks as a contrast to the classical symmetry of fashionable Anglo-Palladian 

country house architecture.
62

 Thus, the picturesque garden immediately relayed to the 

viewer “the paired and parallel orders of nature and culture”
63

 while acting as a suitable 

foil to the classical villa or folly, in the manner of continental artists of the previous 

century such as Claude Lorrain and Nicolas Poussin.  

Though largely understood as a style of landscape gardening, the picturesque 

might also be called a ‘mode of vision’
64

 or, as Denis Cosgrove has suggested, “an 

encoded way of seeing”.
65

 This is most obviously manifest in its contemporary impact 

upon literature, particularly in the works of the pastoral poets such as James Thompson 

and John Dyer, who absorbed the model and aims of the artistic discipline of painting in 

their attempts to evoke in language their experiences of landscape.
66

 Of course, this 

literature has roots in the classical pastoral: Theocritus’s Idylls and Virgil’s Eclogues. 

As Michael Bunce has written “the classical pastoral transcended actual landscapes […] 

combining a magical view of nature with a bucolic fantasy of rural life, [c]entral to this 

myth is the idea of a Golden Age both as present and future Arcadia.”
67

 Poetry played a 

key role in the popularisation of the picturesque arts at this time; early tourists were 

drawn to the landscapes described by Thompson and Pope while others sought out rural 
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communities, convinced of their rapid decline because of works such as Oliver 

Goldsmith’s Deserted Village (1770). Attached to this picturesque literature was a great 

deal of nostalgic and political sentiment – picturesque English landscapes could at once 

be seen as an embodiment of Britain as the heir to classical tradition, as a symbol of 

stable British liberalism in contrast to the political fundamentalism of revolutionary 

Europe, or as a superficial masking of the nation’s industrialisation, imagined as rapidly 

departing from an idealised, moral, agrarian society. 

During the last decade of the eighteenth century, the picturesque became a topic 

of considerable debate amongst architectural, landscape and art practitioners and/or 

theorists. In particular, gentleman ‘improvers’ such as Sir Uvedale Price (1747-1829) 

and Richard Payne Knight (1751-1824) were outspoken in their derision of Lancelot 

‘Capability’ Brown’s work, which they saw as formulaic and banal, in preference for a 

wilder and more irregular picturesque in the manner of Gilpin. On the other hand, 

landscape architect Sir Humphrey Repton (1752-1818) saw himself as Brown’s 

successor and was attacked as such in Knight’s The Landscape: A Didactic Poem 

(1794). During 1795, both sides published a number of retorts, including Repton’s 

Letter to Uvedale Price (1795), Sketches and Hints on Landscape Gardening (1795), 

and Knight’s re-publication of The Landscape. By 1810, Knight had developed his 

argument against the works of Brown and Repton via a philosophical understanding of 

aesthetics in An Analytical Inquiry into the Principles of Taste (1805), while Price had 

redefined himself in agreement with Repton in his Essays on the Picturesque (1810). 

Of the three principal protagonists in this debate, Macarthur considers Knight to 

have developed the deepest philosophical understanding of the picturesque, based upon 

Burke’s connection between aesthetics and the senses. To Knight, a work of art was 

most pleasing when it drew out prior associations in the mind’s eye of the observer. 

Thus, the art connoisseur achieved greater pleasure in the viewing of works as a result 

of the breadth and depth of the cultural associations available to them.
68

 Though 

Knight’s conception of the picturesque was deeply philosophical, Price’s more practical 

guidance on landscape design was arguably more influential and widely read. At the 

core of Price’s thought was an interest in the idea of the primitive – from the peasant 

farmer to the ramshackle hovel. To describe this, Price wrote about ‘disgust’ as “proof 

of disinterestedness”; i.e. the admiration of a painting of a butcher’s shop demonstrates 
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that art perception is above and beyond any perception of the objects represented.
69

 

Though Repton’s writing is perhaps the least theoretical or coherent, he was highly 

influential and socially active, acting as consultant to both landed gentry and suburban 

gentlemen. Repton’s principal asset to this end was his skill and fluency in the 

production of watercolour sketches which, with the aid of a theatrical paper ‘flap’, could 

demonstrate ‘before-and-after’ images of proposed scenic ‘improvements.’
70

  

While Repton has been criticised for the lack of theoretical coherence in his 

published works,
71

 his practical commissions reveal much of importance to the 

development of the picturesque. Not least, Repton argued for a return to elements of 

formal landscape, pointing out the impracticalities of Brownian landscapes which 

marooned country houses in an ocean of lawn. The reintroduction of formal elements 

would form both a contrasting foreground and frame to the picturesque landscape 

beyond, while also allowing for the practical additions of kitchen gardens, greenhouses, 

driveways and attendant buildings. As such, Repton may be credited for his part in the 

development of a truly picturesque architecture, via his collaborations with James 

Wyatt, Jeffry Wyattville and John Nash, in which the asymmetrically-planned country 

house was developed in response to views from the house, as well as its practical and 

functional requirements.
72

 

Throughout the nineteenth century, elements of picturesque theory may be 

detected as a theme underlying many attempts at the revival of historical architectural 

forms. For example, one may easily draw parallels between the irregularity advocated 

by Knight and the asymmetry of neo-gothic, baronial or Tudor and Queen Anne styles, 

developed in response to a diversity of new building scales and types. Meanwhile, John 

Claudius Loudon had begun publishing widely for a middle class audience, including 

the Gardener’s Magazine and the Architectural Magazine, publications which achieved 
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considerable success as far afield as America and the colonies. Loudon argued for a 

replacement of the picturesque with the ‘gardenesque,’ represented by a deeper 

understanding of the science of plants and horticulture. Connected to this interest in 

agriculture and self-sufficiency, Loudon published an Encyclopaedia of Cottage 

Architecture (1831), which served as a popular pattern book throughout many distant 

corners of the British Empire. Loudon’s ‘gardenesque’ attracted many influential 

supporters, particularly in America, where it was taken up by, among others, Andrew 

Jackson Downing, whose Cottage Residences (1842) owes much to Loudon’s 

Encyclopaedia. Downing’s cottage designs immediately followed from his influential 

Treatise on the Theory and Practice of Landscape Gardening Adapted to North 

America (1841), the first treatise on landscape to be written in America. The 

appreciation of the picturesque qualities of American landscapes had, however, already 

been established via William Cullen Bryant’s wordsworthian poetry, the romantic tales 

of James Fenimore Cooper and the paintings of the Hudson River School, including 

works by Thomas Cole, Jasper Francis Cropsey and Asher Durand among others.
73

 

In Britain, art critic John Ruskin wrote widely on the subject of the picturesque 

cottage, contributing to Loudon’s Architectural Magazine from 1835. Our 

understanding of Ruskin’s relationship to the picturesque may also be usefully informed 

by his Stones of Venice (1851), particularly his description of the ‘changefulness’ of 

Gothic architecture. To Ruskin, the aesthetic appeal of Venice lay in the way in which 

Gothic buildings had been successively adapted as a reflection of ever-changing social 

and economic conditions. To this end, Ruskin proposed that architects seek the input of 

a diverse variety of craftsmen and building users both during and after construction. 

This conception would merge with the writings of William Morris in the Arts and Crafts 

Movement, in association with a new importance placed on social inclusion and the 

search for regionally characteristic forms of architecture.
74

 To Morris’s followers, the 

firm belief in the skilled craftsman’s artistic autonomy, and in “the isolated individual 

poet and the divinations of a refined poetic sensibility,”
75

 would come to symbolise a 

peculiar form of English socialism.
76
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Ruskin’s picturesque sentiments for the ‘changefulness’ of cities had become 

largely established in Britain, and elsewhere, by the early years of the twentieth century. 

In Germany, the picturesque aesthetic had been mediated through art historian Heinrich 

Wölfflin’s use of the term malerisch to describe the perception of baroque architecture, 

often translated as ‘painterly.’ This conception, and particularly the idea that baroque 

architecture was perceived in motion, as opposed to being viewed from a single static 

point, would become embedded within urbanist Camillo Sitte’s City Planning 

According to Artistic Principles (1889).
77

 As Robert Tavernor has pointed out, Sitte 

opposed formal moves such as those of Baron Hausmann’s Paris, arguing “that the 

intuitive creative drives that underlay medieval examples [of city planning] could be 

presented as principles.”
78

 Contemporary German research into the physiology of the 

eye was of major influence upon Sitte, including the work of architect Hermann 

Maertens whom proposed the most advantageous viewing angles of buildings and 

public squares.
79

 Maertens argued that at a viewing angle of 17 degrees, the viewer 

could observe a building framed by its surroundings. From a greater distance, the 

silhouette and skyline become visually important. Maertens wrote “Just as everything in 

nature is organised by a higher Divinity in perfect harmony, the architect should 

similarly put all visible creations of men in the correct dimensional relationship.”
80

 

Sitte’s work combined with Ruskin’s in the early formation of the professional 

discipline of British town planning, largely due to Raymond Unwin’s absorption of 

Sitte’s principles in his Town Planning in Practice: An Introduction to the Art of 

Designing Cities and Suburbs (1909).  

If Sitte had been concerned with the aesthetics and morphology of urbanism, Sir 

Ebenezer Howard was more concerned with social principles, land reform and utopian 

settlements. Published in 1898, Howard’s proposal for a ‘garden city’ entitled 

Tomorrow, A Peaceful Path to Real Reform proposed a city encircled with publicly 

                                                           
77

 Akos Moravanszky has suggested that Sitte was influenced by the application of Hermann Helmholz’s 

research on the physiology of the eye to urban design – for example in Hermann Maertens’s The Optical 

Scale or the Theory and Practice of Aesthetic Vision in the Arts on the Basis of the Physiological Optics 

(1877). A. Moravanszky, “The Optical Construction of Urban Space: Hermann Maertens, Camillo Sitte 

and the Theories of ‘Aesthetic Perception”, The Journal of Architecture (Routledge, 2012), 17(5), pp. 

655-666 
78

 R. Tavernor, “From Townscape to Skyscape,” Architectural Review (1 March, 2004) pp. 78-83 
79

 This influence is made apparent by Sitte’s essay “Observations on the Fine Arts, In Particular on 

Architecture, From the Standpoint of Perspective”, undertaken when he was still a student of Vienna 

University. Moravanszky, The Journal of Architecture, pp. 655-666 
80

 H. Maertens, cited in Moravanszky, The Journal of Architecture, pp. 655-666 



28 

 

accessible garden and productive agricultural zones.
81

 These principles were partially 

realised and developed via pioneering suburban developments such as Bournville, 

promoted by George Cadbury, and landscape architects Calvert Vaux and Frederick 

Law Olmsted’s Riverside, Chicago, an exercise in the “naturalistic softening of the 

artificial urban environment.”
82

 

In parallel to the emergence of the town and country planning professions on 

both sides of the Atlantic was a growing interest in the public conservation of scenic 

and/or historic landscapes. Both Ruskin and Morris were instrumental in the foundation 

of the Society for the Protection of Ancient Buildings, in 1877. This would be followed 

in 1895 by the ‘National Trust for Places of Historic Interest and Natural Beauty.’ 

Elizabeth Helsinger has argued: 

“The aesthetics of landscape, and the activities of viewing and 

displaying English places through which it was experienced, created 

for those who could participate in it a claim on England as their 

national aesthetic property. What began in the eighteenth century with 

the improvement, display, and representation of private property, 

quickly gave birth to a concept of public property.”
83

 

In Britain, this concept was championed, among others, by geographer Vaughan 

Cornish and Arts and Crafts architect Clough Williams Ellis, both key figures in the 

development of the town planning professions and conservation movement. In The 

Scenery of England: A Study of Harmonious Grouping in Town and Country (1937), 

Cornish built his own ‘aesthetic geography’ around ‘harmonies of scenery.’
84

 To 

members of the Campaign for the Protection of Rural England (formed in 1926), 

including Williams Ellis and Cornish, Britain had reached the climax of scenic beauty 

during the late eighteenth and early nineteenth centuries:  

“A hundred years ago, just before the railway age, this island was 

almost all beautiful, even more beautiful, perhaps, than it had been a 

thousand years further back […] not least the improvements that had 
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been made in the eighteenth century, harmonising with the older parts 

in which they were set.”
85

  

This sense of the CPRE’s broad overview of the nation’s landscape, from an elevated 

position of authority - in comparison to the narrow minded and short-sighted vision of 

the developer on the ground - is common to much of the rhetoric surrounding the early 

preservation movement, demonstrating the importance of the picturesque prospect in the 

formulation of the CPRE’s manifesto.
86

 In support of the CPRE’s concerns over rapid 

and unchecked urban expansion, Sir Patrick Abercrombie re-introduced the English 

landscape to the forefront of British urban planning via his County of London Plan 

(1943) which proposed a system of gardens and parkways enclosed by a preservationist 

‘green belt.’
87

 The work of Abercrombie and the CPRE were instrumental in the 

formulation of the Town and Country Planning and the National Parks and Access to 

Countryside Acts of 1947 and 1949 respectively, fixing in statute this preservationist 

attitude towards the picturesque and/or historic attributes of landscapes.  

Meanwhile, Nikolaus Pevsner (1902-1983), would strive to link definitively the 

picturesque with modernism in architecture and town planning. From the late 1930s to 

the 1950s, Pevsner would develop the idea of ‘Townscape’ via his writings in The 

Architectural Review in collaboration with fellow editor Hubert de Cronin Hastings and 

Gordon Cullen. To Pevsner, modernism could easily be absorbed into historic urban 

contexts if it explored the potential of the picturesque in its visual arrangement, as 

illustrated in the later sketch vignettes of Gordon Cullen’s Townscape (1961). In this 

way, as Matthew Aitchison has explored in his edition of Pevsner’s unpublished Visual 

Planning and the Picturesque (2010), modernism could be popularised,
88

 while the 

underlying picturesque principles at work could tie international modernist architecture 

back to simplistic conceptions of ‘Englishness.’
89

 Pevsner is explicit in his claims for 

the sources of this vision, writing in his The Englishness of English Art (1964), “there is 
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an English national planning theory in existence which need only be recognised and 

developed. It is hidden in the writings of the improvers from Pope to Uvedale Price and 

Payne Knight.”
90

 In this respect, Pevsner had been drawing upon a long tradition of the 

picturesque’s supposed association with English national and cultural identity, 

exemplified by Christopher Hussey’s contributions to Country Life and his seminal 

work The Picturesque: Studies in a Point of View (1927).
91

  

Broadly speaking, Hussey’s understanding of the picturesque as a ‘mode of 

vision’ is now its most widely accepted interpretation. In particular, David Watkin has 

expanded upon Hussey’s work with his The English Vision (1982). At the same time, 

Watkin’s work also built upon his former supervisor, Pevsner’s, discussion of 

‘Englishness’, positioning the picturesque as an elite mode of ‘English vision.’
92

 This is 

in contrast to other writers of the 1980s, including Raymond Williams and John 

Berger,
93

 who were more dismissive of the picturesque in literature and painting as 

possessing “largely repressive political meaning,” leading to the common view in 

contemporary studies of the picturesque as a bourgeois ideology of the English 

countryside, or as Denis Cosgrove has written “an ideologically charged and very 

complex cultural product.”
94

 

The picturesque continues to find support among influential patrons. In 

particular, the Prince of Wales rallied for a return to picturesque principles in his Vision 

of Britain (1989), and via the Prince’s Trust, has enlisted various architect-theorists 

from Leon Krier to Robert Adam and Quinlan Terry in the design of communities such 

Poundbury, Dorset (1993-) and in the controversial re-masterplanning of Chelsea 

Barracks (2009-) along picturesque aesthetic lines,
95

 a testament to the continued 

relevance of the picturesque mode of vision within contemporary architecture and 

urbanism. 
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Nostalgia 

As we have seen, the picturesque mode of vision is frequently associated with 

ideas of national and cultural landscapes, and is irrevocably entwined with the 

emergence of movements in scenic and historic conservation. The link between 

landscape and nostalgia is evident in the nineteenth-century Dictionary of Psychological 

Medicine, where nostalgia is described as “the abnormally exaggerated longing for his 

home of a man who lives away from it, whether it be that relatives or friends who were 

left behind, or the peculiarity of the home as regards landscape or climate, are the object 

of his longing.”
96

 From the Greek nostos (‘homecoming’) and algos (‘pain’/’ache’), 

nostalgia as physiological disorder had been diagnosed since at least the seventeenth 

century, usually with regards to military units posted far from home for extended 

periods of many years. Symptoms of physiological nostalgia were described as sickness, 

lethargy, loss of appetite, and in extreme cases, even death. Suggested cures included 

restorative sojourns to the countryside, the sight of objects and landscapes associated 

with the homeland, and, in the most serious cases, a physical return home. 

Michael S. Roth, in his article on nostaglia’s nineteenth-century transition from 

physiological to psychological condition, has likened the condition to our “essentially 

Freudian understanding of desire as a manifestation of the death instinct, a longing to 

return to an initial, inorganic state”.
97

 Nostalgia then, is dependent on the conception of 

unrepeatable and irreversible time. Like death, the object of nostalgia is positioned as 

the ‘other,’ “beyond the present space of experience, somewhere in the twilight of the 

past.”
98

 By the 1870s, scientific insights into the cellular spread of disease had 

invalidated the physiological disorder of nostalgia, though it lived on throughout the 

nineteenth-century as a psychological illness that often did “not come into the circle of 

full consciousness.”
99

 Nostalgia at this time was generally accepted to be linked to 

memory, though the particular ‘remembered’ past may, in fact, have become a romantic 

fiction for the subject. More recently, critics of the “interiorising tendency” of Western 

thought have focused on the lived body as possessor of its own memory.
100

 Of particular 

significance to this dissertation, Edward S. Casey has supported an optical process of 
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memory: “to remember, the subject becomes part of the scene, and from his/her roving 

eye objects unfold themselves.”
101

 Linda Austin clarifies that, to Casey, remembering is 

“a form of re-enactment,” in which the observer re-lives a past visual experience.
102

 In 

nostalgic remembering then, “we can be thrust back, transported into the place we 

recall.”
103

 

If nostalgic remembering allows us to be transported to other worlds via a visual 

construction, it also allows us to transport ourselves into the memories of others, 

building upon layers of remembered pasts. As G. W. S. Trow wrote wittily in a 1974 

New Yorker article: 

“Remember remembering your first kiss? Remember remembering 

your first prom? Remember remembering your first name? […] Yes, 

those were the ‘70s – innocent days […] simpler days, when all you 

had to do for a good time was sit back and remember malt shops, 

doubledips, ponytails […]. You cherish the memory of remembering 

these memories […]. Yes you remembered it all in the ‘70s, the 

Golden Age of Nostalgia.”
104

 

One could argue that this layering of memories fuses numerous generic and vague 

episodes. Even if the reader has no personal memory of the 1970s, he or she may 

identify with the snippets of memories evoked here via a prior familiarity with images 

and/or verbal and textual accounts. As a result, Austin has argued that nostalgic memory 

“is particularly effective as a public form of remembering.”
105

 

Throughout the nineteenth century much expression of nostalgic sentiment took 

the form of a longing for a supposedly innocent childhood past. This is reflected in the 

contemporary explosion of children’s literature, and the popular depiction of the child 

figure by prolific authors and artists of the romantic period.
106

 According to David 

Lowenthal, “[F]ollowers of Rousseau and Wordsworth began to see their childhood 

selves forming their adult identity, and hence to view life as an interconnected 
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narrative.”
107

 As has been pointed out by Svetlana Boym, “[T]oday when practically no 

emotion can be felt without some reference of it to earlier experience or to childhood, 

[…] it is hard to realise that this sense of personal continuity was rare before the 

nineteenth century.”
108

 Austin has argued that as childhood experience was recognised 

as formative, so too a public collective memory of childhood could be socially 

formative. Austin writes: 

“an archive of “childhood” from ballads, novels, painting, and 

illustration, through their similarity and circulation, ensured 

predictability of thoughts and emotions in the performative practices of 

childhood they stimulated.”
109

  

It has also been suggested that much nostalgia for a romanticised vision of childhood 

might be explained by the vivacity of early cognitive development. Lowenthal has 

written that “[L]ife back then seems brighter not because things were better but because 

we lived more vividly when young; even the adult world of yesteryear reflects the 

perspective of childhood. Now unable to experience so intensely, we mourn a lost 

immediacy that makes the past unmatchable.”
110

 Significantly, Lowenthal’s use of the 

vocabulary of vision –‘brighter’, ‘vividly’, ‘reflects’, ‘perspective’ – signifies the 

importance of the visual sense in this process of nostalgic memory. 

Nostalgic sentiment towards childhood, nurtured throughout the romantic 

period, found special resonance at this time within the United States, which tended to be 

viewed as a youthful nation. Mid-to-late nineteenth century Americans “glanced 

backward, recalling the traditional space of the pre-industrial age with satisfaction and 

half-consciously ordering the spatial aesthetics of the future. What they remembered, or 

thought they remembered, blossomed in the prose, poetry, and painting of the American 

Renaissance.”
111

 The nation which emerged from the Wars of Independence and, later, 

the American Revolution, was viewed in hindsight as innocent, precious and child-like. 

At times, this was used, particularly in the southern states, as a justification for a 

sceptical view of industrial progress, which was interpreted as a corruption of the 
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‘original’ American ideal. As James Cobb has written, southerners “were far more 

comfortable exalting a glorious, imagined past than celebrating a disturbing and 

undeniably real present that suggested […] how far the white South had actually strayed 

from its ancestral ideals.”
112

 In opposition, the north viewed nostalgia as 

counterproductive and chastised the south as a difficult child. Boym writes “lack of 

patrimony, legitimacy and memory [was] celebrated in the [north] as the spirit of the 

new, at once natural and progressive.”
113

  

On either side of the Atlantic, nostalgia has long been associated with a return to 

nature and to natural processes. Where the military doctor could not prescribe a return 

home for the sufferer of physiological nostalgia, he could send the patient for 

recuperation in the nearest available country retreat. It was believed that the restorative 

qualities of the country could cure the soldier’s longing for his rural home, or at least 

serve as a visual reminder of the national homeland. This romantic approach to the 

natural world reached its peak with the rise of the Wordsworthian belief in the 

spirituality of nature. American transcendentalists, including Henry David Thoreau, 

“argued that by re-establishing contact with nature […] humankind could transcend 

physical existence and discover the perfection of the inner being.”
114

 Thus, a ‘return’ to 

natural environments and lifestyles has been associated with fundamental human values 

and psychological needs, in symbolic antithesis to the city.  

Much of the discourse surrounding nostalgia is dependent upon a constructed 

opposition between accepted understandings of the ‘country’ and the ‘city,’ as explored 

in Raymond Williams’ book of the same title (1973).
115

 In this work, Williams sought 

the origins of the repetitive myth of prior ‘Golden Ages,’ associated with a conception 

of a pre-capitalist rural way of life and a sense of “lost human wholeness.”
116

 Rose-

tinted visions of New York City’s ‘Gilded Age’ glory prove, however, that nostalgia is 

multi-faceted and cannot be so easily reduced to longings for a pastoral past. Equally, 

though nostalgia has frequently been berated as anti-progressive – Eric Hobsbawm 

called it an “ideolog[y] of resistance to progress hardly deserv[ing] the name of [a] 
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system of thought”
117

 – new additions to the literature have sought to demonstrate its 

creative and radical potential. For example, Alastair Bonnett has argued that the 

“memories and traditions of the people […] [have been] cast as the fertile ground of 

radicalism.”
118

 Though, at first, a form of radical nostalgia might seem paradoxical, 

Bonnett’s work draws attention to the haunting sense of loss which infuses the socialist 

radicalism of Karl Marx
119

 or William Morris.
120

 Likewise, Bonnet traces a form of 

radical nostalgia in the fight of colonised nations for independence, concluding that 

“anti-colonialism provides the most vigorous example of radical nostalgia in the 

twentieth century”,
121

 and in the progressive ecological preservationism of the 

contemporary ‘green’ movement, which seeks to take us back in order to take us 

forward,” adding: 

“The green challenge to the ideology of progress is profound […] 

The idea that nature must be conquered and pushed aside […] has 

come to appear unsustainable and old-fashioned.”
122

 

Bonnett points out that this conception of a radical nostalgia relies on its separation 

from memory, where empirical facts are contrasted against the idealism and creative 

potential of nostalgia.
123

 

The creative – even progressive – potential of nostalgia has been recognised by 

Yiannis Gabriel among others, who has stated that “whole sectors of the economy 

[including expanding global heritage and tourism industries] are fuelled by 

nostalgia.”
124

 Following Gabriel’s argument, Peter Glazer has diagnosed what he sees as 

a “global epidemic of nostalgia.”
125

 This feeling of omnipresence is heightened by the 

ubiquity of the word ‘nostalgia’ which, as Boym has noted, “frustrates psychologists, 

sociologists, literary theorists and philosophers, even computer scientists who […] took 
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refuge in their home pages and the cyber-pastoral vocabulary of the global village.”
126

 

The causes for this revival of nostalgia as a “habitual tendency of modern collective 

memory”
127

 have been variously attributed to a change from a sense of cyclical 

temporality to a linear temporality, and to the accelerating speed of spatial connections 

from the eighteenth to the twentieth centuries.
128

 As Bunce reminds us, by the 1750s, 

Britain, although still predominantly a rural nation, “was one in which virtually all 

vestiges of a peasant economy had disappeared.”
129

 By the middle of the nineteenth 

century Britain had become a thoroughly industrial nation, dominating the world in 

manufacturing and trade. In the process it became the first predominantly urbanised 

nation; up to the mid-eighteenth century, only London and Edinburgh had more than 

50,000 inhabitants, by the end of the nineteenth, Britain had 30 cities with populations 

of more than 100,000.
130

 Thus, at the same time that ‘nostalgia’ entered the Oxford 

English Dictionary in about 1920 as a “sentimental longing or wistful affection for a 

period in the past”,
131

 inter-war Britain seemed to be experiencing an ever-accelerating 

building boom which had turned swathes of agricultural land into housing estates and 

industrial sites. As Stephen Kohl has argued, “[T]he general feeling of the twenties and 

thirties was that the very existence of the countryside was at stake,”
132

 or as J. B. 

Priestley complained in 1935: “A wonderful heritage of beauty, we feel, is being 

recklessly squandered.”
133

 To follow the argument of Trevor Blackwell and Jeremy 

Seabrook’s The Revolt Against Change: Towards a Conserving Radicalism (1993), this 

deepening sense of loss no doubt encouraged discourses of anti-modernist thought as 

well as historical and natural preservationism which took root at this time.
134
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An important argument of Richard Terdiman’s Present Past: Modernity and the 

Memory Crisis (1993) is that anti-modernist thought was not simply a reaction to the 

spatial expansion and contraction of city and country respectively, but to the sensory 

“bombardment” that accompanied modernity.
135

 Thus, “a vague sense developed that 

human memory [associated with the visual sense] couldn’t possibly accommodate itself 

to such bombardment.”
136

 Of course, one must not forget that modernity on either side 

of the Atlantic was greeted with optimism and scepticism in something like equal 

measure. Rita Felski has written that “[I]f the experience of modernity brought with it 

an overwhelming sense of innovation, ephemerality, and chaotic change, it 

simultaneously engendered multiple expressions of desire for stability and continuity. 

Nostalgia, understood as a mourning for an idealised past, thus emerges as a formative 

theme of the modern.”
137

 

Since the nineteenth century, the work of several writers, most notably that of 

Charles Baudelaire, reflects the dissatisfaction felt by many artists and intellectuals with 

contemporary optimism in scientific and technological progress.
138

 Writing of the 

destruction of medieval Paris to make way for the spacious boulevards of the new, 

Baudelaire commented that: 

“The familiar face of [old Paris] offered to its inhabitants not only a 

means of geographical orientation, but also a cartography of 

tradition, a semantic topography within which their own social, 

economic, and personal location was set within larger historical co-

ordinates. With the destruction and rebuilding of Paris, the face of 

the city no longer bore the complex of urban histories embedded in 

the old city, but rather its appearance was formed by external 

dictates.”
139

 

In this passage, Baudelaire mourns the aesthetic experience and historical romance he 

associated with the destroyed city, replaced by the “external dictates” of the scientific, 

rational eye of the enlightenment. To Baudelaire, there are two radically different ways 

of seeing: an aesthetic vision “identified with those who are removed from the 

immediate concerns of practical industry and social action” (eg. the vision of the 
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flâneur, or artist) and the “strict utility” of the businessman’s gaze, in which “the 

fantastic reality of life becomes strangely blunted.”
140

 A number of other theorists, 

including Guy Debord, Jean Baudrillard, Paul Virilio, and Fredric Jameson, have 

equated the technological organisation of “utilitarian vision” with the fundamental 

character of modern visual culture.
141

 To Virilio and Jameson, the invention of 

photography represents the “industrialisation of vision”,
142

 and therefore it marks a 

definitive break between two modes of vision: a “disparity between inherited 

configurations of vision and the new co-ordinates of technology.”
143

 However, 

Baudelaire refused “to accept that the photographic image escapes from the direction of 

aesthetic technique because of its production by a technological apparatus;”
144

 the 

photographer still arranges the camera, and the world before it, in the production of a 

photograph. Thus, according to Baudelaire even “utilitarian vision” cannot escape from 

the nostalgic aesthetic.  

Nostalgia too has played an active role in the regeneration of what might be 

called the postmodern city. David Bayliss has written that because of “the collapse of 

the industrial base of their cities and the rise of the service sector, [governments have] 

prioritized economic development and turned to the arts and culture as one area with 

considerable potential.”
145

 In many of these cities, nostalgia for idealised former ‘golden 

ages’ has encouraged heritage and environmental preservation movements along with 

programmes of significant economic investment. Thus, the post-industrial city has 

become a carefully curated collage of historic and environmental sites, promotional 

images and marketing material. Lowenthal has described his own “image of London as 

a composite of personal experience, contemporary media, and historical images 

stemming from Hogarth and Turner, Pepys and Dickens.”
146

 This composite view of 

London fits into a genre which the journalist James Heartfield has dubbed 

‘Londonostalgia’, in which ‘Londonostalgics’ “adore everything arcane and archaic 

about the city”,
147

 encompassing everything from the ‘psychogeography’
148

 of Iain 
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Sinclair’s study of the M25, London Orbital (2003) or Peter Ackroyd’s subterranean 

exploration London Under (2012), to Michael Moorcock’s fictional novel Mother 

London (2000).
149

 This renewed nostalgic sensitivity has been highlighted as evidence 

of a society which, by “seeking to create a warm and continuous narrative that neatly 

enfolds the past into the present, [has] turned utterly aesthetic.”
150

 Architectural critics 

have noted that the emergence of a so-called postmodernist aesthetic in the 1980s was a 

time of deep cynicism towards the “predominant form of public nostalgia in England: 

heritage.”
151

 As Robert Hewison notes, “the radical wing of postmodernism betrays a 

deep, if parodic, obsession with the past.”
152

  

 According to Sven Birkerts’s interpretation, post-modern visual culture of the 

1990s “shifted from a simple, direct, unmediated sense of reality to one that is 

complexly mediated […] and virtual rather than ‘real.’”
153

 Similarly, history is now 

mediated in such complex ways that the we no longer truly believe in any particular 

‘golden age’, but rather we long for a generalised and virtual past,
154

 “generat[ing] an 

aesthetic pleasure that thrives, correspondingly, on copies and replicas.”
155

 The 

increasingly virtual dimension of nostalgic sentiment, reflected in the peculiar 

development of historical theme parks from Colonial Williamsburg to Disneyland, 

highlights the associated problem of authenticity inherent in any idealistic manipulation 

of the past. One might also detect this manipulation in the preservation of historic vistas 

of cities, for example in London, where acute development pressure is quashed by the 

artificial superimposition of viewing corridors designed to preserve vistas of landmarks 

associated with particular historical narratives of the city. While Nancy Martha West 

has perceived this artificiality as potentially positive, writing that “[I]f nostalgia does 

misrepresent the past […], it also makes the present bearable, usable, even 
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triumphant,”
156

 Susan Stewart among others, has seen it as the internal paradox of 

nostalgia, describing it as “the repetition that mourns the inauthenticity of all 

repetition.”
157

 

Authenticity 

As stated previously, the notion of ‘authenticity’ is linked to almost any study of 

the past or exercise in nostalgic sentiment. In probing the history of the ‘original’ 

artefact, the historian seems to imply a belief in the ‘inauthenticity’ of that which 

follows. Since we may never experience the past directly, it must always be mediated 

through a third party (such as the artefact or the historian), or via hegemonies of 

collective memory which can romanticise or distort the ‘authentic’ past in the manner 

typical of nostalgic memory. The imagery of the picturesque rural idyll too may be 

linked to themes of authenticity. Robert Colls and Phillip Dodd write “purity of produce 

[is linked] to a particular ‘real’ environment. […] Purity, decency, goodness, honesty, 

even ‘reality’ itself are closely identified with the rural.”
158

 

The importance of ‘authenticity’ in western thought is illustrated for example by 

the practice of collecting antiques, where the ‘original’ artefact is deemed to be of 

considerably greater value than its reproduction, even where the objects are 

indistinguishable in every aspect. With regards to the vista, the role of ‘authenticity’ 

may be better understood via its conception as antique object. In The System of Objects 

(1968), Jean Baudrillard argues that “[T]here are two distinctive features of the 

mythology of the antique object […]: the nostalgia for origins and the obsession with 

authenticity.”
159

 Going a step further, Baudrillard even sees inauthenticity in the antique 

object’s dislocation from its physical, as well as temporal, contexts of origin. He writes 

that “no matter how fine it is, an antique is always eccentric [i.e. heterogeneous with its 

context]; no matter how authentic it is, there is always something false about it.”
160

 

Baudrillard sees the antique as an object of proclaimed authenticity, despite its apparent 

contextual dislocation. If the antique is not ‘authentic’, it simply connotes its 
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authenticity through visual references, or, as Roland Barthes has explored, a system of 

signs which signify age. Baudrillard writes:  

“[T]he antique object no longer has any practical application [it is 

‘mythological’], its role being merely to signify. […] Yet it is not 

afunctional, nor purely ‘decorative’, for it has a very specific function 

within the system, namely the signifying of time.”
161

  

As a signifier, Baudrillard sees the antique object only as a sign which points to a 

historical past, and thus, it “is false in so far as it puts itself forward as authentic within 

a system whose basic principle is by no means authenticity but, rather, the calculation 

of relationships and the abstractness of signs”.
162

 Baudrillard even argues for the 

inauthenticity of collecting antiques, writing “It is impossible not to draw a comparison 

between the taste for antiques and the passion for collecting. […] in both we find the 

same narcissistic regression, the same way of suppressing time, the same imaginary 

mastery of birth and death.”
163

  

 If Baudrillard sees the de-contextualised antique object as inauthentic, he sees 

the collector’s search for the ‘authentic’ antique as “a quest for an alibi (being-

elsewhere),” in which he/she constructs his/her life in a special collector’s “time-out-of-

time.”
164

 There is an interesting parallel to this in the nineteenth-century origins of the 

Arts and Crafts Movement in Britain, in which artists, architects and designers sought a 

return to a craftsmanship imagined as representative of a former age.
165

 In retrospect, 

much of the work of nineteenth century architects has been deplored for its destruction 

of ‘authentic’ historic fabric. For example, Lowenthal has noted that “restorers who 

purged medieval churches of later additions fancied they were reconstituting the true 

past. The purpose of many such alterations was ideological; in excising ‘harmful’ 

accretions and restoring ‘pure’ Gothic, ecclesiological reformers sought to retrieve the 

atmosphere and thereby rekindle the spirit of early Christian faith.”
166

 Opponents of 
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heavy handed ‘restorations’ of historic buildings aligned themselves against so-called 

‘scrape’ techniques.
167

 Morris soon joined Ruskin in his vociferous criticism: 

“the whole surface of the building is necessarily tampered with; so 

that the appearance of antiquity is taken away […], and there is no 

laying to rest in the spectator the suspicion of what may have been 

lost; and in short, a feeble and lifeless forgery is the final result”
168

 

[Emphasis added]. 

As Morris’s comment here indicates, ‘anti-scrape’ campaigners saw much restoration 

work as tampering with the authenticity of antiquities, experienced as the ‘appearance 

of antiquity’ via the ‘spectator’s’ gaze.
169

 

In time, the use of historical architectural forms would be deplored by 

modernists as inauthentic. Both might be called works of facsimile, where, according to 

Lowenthal, a facsimile may take one of three forms: “copies imitate existing or lost 

originals; forgeries pretend to be the originals; [and] replicas reproduce well-known 

prototypes in other locales.”
170

 If the facsimile may be viewed as inauthentic, the 

‘original’ has been viewed as both an authentic object in its own right, and as the 

container of a form of fundamental authenticity, that may, somehow, be accessed by the 

individual. Describing a French modernist architect’s restoration of a medieval 

farmhouse, Baudrillard writes that “by choosing not to raze the old farm and build on 

the site in accordance simply with his own need for comfort, by his insistence on saving 

old stones and beams, our architect betrays the fact that he experiences the refinement 

and flawless functionality of his house as inauthentic, that these characteristics do not 

satisfy his deepest wishes.”
171

 The architect’s decision to retain the vernacular 

farmhouse reveals his affinity for the connotations of its rural aesthetic. To quote David 

Matless:  

“Traditional knowledge, unconsciously applied, is held to generate a 

productive beauty, a “rural aesthetics” with no division between 

beauty and use, embedded within everyday life rather than alienated 

via a fetishized commodity form. Here is a different kind of 
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functionalism to that of modern design; non-commodified, 

undesigned.”
172

  

Baudrillard even goes as far as to equate this desire for the perceived ‘authenticity’ of 

the historic structure with the fundamental notion of being, writing that “the architect, 

now transformed into a gentleman farmer, has in actuality built himself the modern 

house that he wanted all along, but modernity of itself could not invest the place with 

value, could not make the house into a “dwelling-place”: true being was still 

lacking.”
173

 At the heart of this argument is the normative assumption that humankind’s 

‘authentic’ or ‘original’ being is essentially rural in character, an assumption deployed 

by certain historians to make political arguments about the present. For example, in his 

Short History of England (1917), G. K. Chesterton writes: 

“The ordinary Englishman [was] duped out of his old possessions, 

such as they were, and always in the name of progress […] They 

took away his maypole, and his original rural life and promised him 

instead the Golden Age of Peace and Commerce” [emphasis 

added].
174

 

The complex relationship between authenticity and being has been tackled by a 

number of well-known twentieth-century philosophers. Perhaps the most influential of 

these, Martin Heidegger, saw the individual’s life as “constituted entirely by the 

understanding of human being he [or she] inherits from the culture at large.”
175

 Thus, 

contrary to our general belief, Heidegger did not see the individual as the self-

determining master of his or her own being, and even suggested that from society’s 

point of view, the “well-lived life is one that renounces all attempts at self-

determination.”
176

 

 Daniel Boorstin writes that “The Graphic Revolution [from the printing press to 

the internet search engine] has multiplied and vivified images, by new machines to 

make accurate, attractive replicas, […] and by new machines to disseminate these 

images: newspapers, magazines, cheap books, telephone, telegraph, phonograph, 

movies, radio, television.”
177

 Boorstin’s use of the word ‘machine’ here is illuminating. 

It was the very fact that the camera was perceived as a machine which ensured the 
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supposed ‘authenticity’ of photographs. In The Vision Machine, Paul Virilio describes a 

conversation between sculptors Auguste Rodin and Paul Gsell, in which they discuss 

the relative merits of art and photography with regards to the capture of movement. 

According to Virilio, Gsell asserted “when art interprets movement and finds itself 

completely at loggerheads with photography, which is an unimpeachable mechanical 

witness, art obviously distorts the truth,” to which Rodin replied: 

“No, it is art that tells the truth and photography that lies. For in reality 

time does not stand still, and if the artist manages to give the 

impression that a gesture is being executed over several seconds, their 

work is certainly much less conventional than the scientific image in 

which time is abruptly suspended.”
178

  

While Rodin argues for the inauthenticity of photography which cannot capture the 

movement of reality, Gsell’s belief in the authenticity of the camera as vision machine, 

as Miles Orvell has argued, “became its most exalted characteristic, guaranteeing the 

authenticity of its productions and forming the basis of its appeal, among artists and 

intellectuals, as a model of the synthesis of science and art.”
179

 Thus, one might argue 

that photography’s trait of staged authenticity was seamlessly absorbed by modernity, 

even at a time when discourses of ‘truth’ and ‘authenticity’ permeated modernist 

thought. 

This tension between the image and authenticity is discussed in Baudrillard’s 

Simulacra and Simulation. In this work, Baudrillard argues that technological change 

has created a world “sated with informational messages, in which everyday life is 

increasingly lived through mediated images.”
180

 The result is that we experience more 

in our daily life than simply the ‘reality’ of our being: we live in a heightened “hyper-

reality,” buffeted with images, some real, some virtual. In the ethereality of the internet 

the ‘image’ finds its home – as Daniel Boorstin has argued, the “image is synthetic,” 

separated from the ‘authentic’ object and always “hovering,” as opposed to the physical 

nature of the ‘picture.’ If Boorstin views the ‘picture’ as ‘authentic,’ the ‘inauthenticity’ 

of the ‘image’ is suggested by our use of the term which implies “that something can be 

done to it: the image can always be more or less successfully synthesised, doctored, 
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repaired, refurbished, and improved.”
181

 In this respect, as Walter Benjamin has 

suggested, the value of the ‘authentic’ work of art in an age of mechanical reproduction 

is found in its use as the original matrix from which copies can be produced.
182

 

Associated with the act of copying ‘authentic’ works of art is, of course, the danger of 

fraudulent ‘inauthenticity.’ In a contemporary society of increasingly rapid exchange of 

virtual images, the question of authenticity, as associated with fraud, has taken on 

particular potency. 

For Baudrillard, American culture represents a concentration of universal 

Western culture, a visual feast of simulacra and simulations, where “’signs of the real’ 

are universally substituted for the real itself.”
183

 Virilio argues provocatively that 

“Disneyland is for Baudrillard ‘a perfect model of all the entangled orders of 

simulation,’ and in it the “objective profile of the United States […] may be traced.”
184

 

Similarly, Boorstin has written “[Americans] suffer primarily not from [their] vices or 

weaknesses, but from [their] illusions. [They] are haunted, not by reality, but by those 

images [they] have put in place of reality.”
185

 Boorstin and Virilio share a particularly 

pessimistic view of the American theme park, which they see as symptomatic of a once 

‘authentic’ culture progressively eroded by virtuality. Virilio describes the theme park 

as “on the point of becoming a stage for pure optical illusions, a generalisation of the 

non-place of simulation with its fictitious journeys offering everyone electronic 

hallucination or intoxication.”
186

 Equally, both Boorstin and Virilio see the American 

tourist, more than any other, as the definition of the individual whom experiences the 

world via a superimposed lens of mediated images. Boorstin writes:  

“The foreign country, like the celebrity, is the confirmation of a 

pseudo-event. Much of our [the tourist’s] interest comes from our 

curiosity about whether our impression resembles the images found 

in newspapers, in movies, and on television. Is the Trevi Fountain in 

Rome really like its portrayal in the movie Three Coins in the 

Fountain? Is Hong Kong really like Love is a Many-Splendored 
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Thing?” We go not to test the image by the reality, but to test reality 

by the image.”
187

 

Boorstin terms the tourist’s visit a “pseudo-event,” by which he means the event itself is 

lessened, since the tourist has already lived the experience via a bank of mediated 

images. The tourist goes not so much in search of ‘authentic’ experiences, but to re-live 

favoured virtual ones, which may explain the tourist’s propensity to seek out commonly 

depicted vistas and photographic hot spots.
188

 Despite this, Robert Burden has argued 

that the Western tourist believes in the authenticity of his or her constructed reality.  

For Burden, the tourist’s ‘real’ landscape is the imagined one, constructed 

through engrained cultural paradigms. Sigmund Freud might have called the 

compulsion to repeat virtual experiences “die Idee einer anderer Lokalitat,”
189

  which 

Jacques Lacan has described as “the idea of another locality, another space, another 

scene, the [space] between perception and consciousness.”
190

 One might argue then, that 

our visual perception of cities and their vistas, like the experiences of Maxine Ffeifer’s 

‘post-tourist,’ “combine the imagined […], the ‘real’ (actual travel, guides and themed 

experiences) and the virtual (myths, media, Internet) into a ‘package’, a collage-like 

[vision] of over-lapping and disjunctive elements that together construct [our] 

experience.”
191

 

The relevance of the idea of ‘authenticity’ to this dissertation lies in the 

recurring notion of some imagined ‘authentic national landscape’, within which one 

may recover an ‘authentic’ way of being. This has led to a search, on either side of the 

Atlantic, for landscapes, townscapes and vistas somehow representative of what it 

means to be ‘authentically’ American or English and characteristic of ‘Americanness’ 

or ‘Englishness’. Picturesque and nostalgic vistas of natural scenery have played an 

important part in this romantic understanding of an ‘authentic’ landscape, highlighted 

by the supposed ‘inauthenticity’ of the industrial city and its technological processes of 

mass-production.  
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Identity & Landscape 

The notion of identity is fraught and multi-faceted, with personal, cultural, 

national and political dimensions. In this section, I will briefly survey the concept of 

national identity in the context of landscape imagery, and more specifically, within this 

category I will address ideas of ‘Englishness’ and ‘Americanness.’  

According to Anthony D. Smith, nationalism as an ideology and a discourse 

emerged relatively recently, during the eighteenth century, from the concept of national 

character.
192

 Jean-Jacques Rousseau wrote, “every people has, or must have, a 

character; if it lacks one, we must start by endowing it with one.”
193

 In Englishness: 

Politics and Culture (1986), authors Robert Colls and Philip Dodd argue that 

‘Englishness’, understood as a characteristic of the nation, its people or its culture, is in 

no way “an obvious or […] natural propensity of […] the territory that has come to be 

England.”
194

 In fact, they argue that Englishness has “had to be made and re-made in 

and through history, within available practices and relationships, and existing symbols 

and ideas.”
 195

 As such, Englishness and its perception are fluid or negotiable and 

constructed from a generally accepted, though no less synthetic, canon of literature, art, 

architecture and popular media. Likewise, Anthony D. Smith has argued that national 

identity cannot simply be seen as “an ideology or form of politics” but must be viewed 

as a form of “cultural phenomen[on] as well.”
196

  

It is important to note here that I make an analytical distinction between 

nationalism and a wider form of national identity. In this respect I share Smith’s belief 

that to understand the immense ideological force of nationalist politics, one must ground 

one’s analysis in the cultural phenomena of national identity.
197

 The notion of national 

identity frequently makes reference to myths of origin and the claim to ‘original’ 

territorial or ancestral rights. As such, one may draw links between conceptions or 

symbols of national culture and associated claims of ‘authenticity’, where to re-discover 
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one’s national landscape is to ‘re-discover’ the “authentic self.”
198

 As Smith writes, 

national landscapes: 

“must be the ‘historic’ land, the ‘homeland’ […], a repository of 

historic memories and associations […]. Its rivers, coasts, lakes, 

mountains and cities become ‘sacred’ – places of veneration and 

exaltation whose inner meanings can be fathomed only by the 

initiated.” 

The sense of community – political, cultural, social and territorial – engendered by 

shared values, symbols, practices and traditions, leads Smith to conclude that it is no 

wonder “the most bitter and protracted ‘inter-national’ conflicts derive from competing 

claims and conceptions of national identity.”
199

 It is this idea of a shared set of visual 

symbols representing a system of values claimed as ‘ours’ and not ‘theirs’ which is of 

utmost pertinence to the topic of this dissertation. 

In David Matless’s description of H. V. Morton’s In Search of England, (1927). 

Matless argues that Morton viewed the nation as: 

“a highly theatrical place, a land consisting of […] “staged 

authenticity,” […] [where] everything is to be consumed as a sign of 

itself; the village as village Englishness, the pub as typical village 

pub. Sites become archetypes, and if they are not archetypes they are 

not proper sites.”
200

 

Matless reminds us that Morton was not the first to see England as a system of signs and 

symbols. To an extent all early travel guides constructed a collage image of England by 

directing visitors to archetypal sites, from aesthetically pleasing landscape vistas to 

historical landmarks. However, Matless sees Morton’s distinction “in carrying out this 

way of seeing on a national scale. Searching for England becomes a national 

movement”
201

 [Emphasis added]. 

Among post-colonial theorists such as Edward Saïd, the search for symbols of 

Englishness during the late nineteenth century is illuminated by its coincidence with 

Britain’s climax of imperial power. To Saïd, imperial responsibilities, and perceived 

threats, demanded a more stable understanding of the motherland’s identity, as reflected 
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by contemporary visual and literary arts.
202

 National insularity therefore “was one 

response to the paradox of power and fear”
203

 engendered by colonialism. Colls and 

Dodd argue that the formation of groups such as the Folk Lore Society (founded 1878), 

“represented a flight away from external threats deep into the nation’s racial and rural 

essence.”
204

 The authors even suggest that, at its most serious, the teaching of English 

history as “public doctrine” advocated by the English Historical Review (f. 1886) and 

the Historical Association (f. 1906), influenced as they were by German precedent, very 

nearly matured into a form of English fascism.
205

 

 If the aforementioned national groups could be described as agents of national 

identity, albeit extreme ones, through their endorsement of particular symbols of 

Englishness, just what do we mean by these symbols? Certainly, symbols of national, 

cultural or regional identity could be said to include everything from the visual arts, to 

music, food, literature, law, religion, language and much more besides, but for the 

purposes of this dissertation it is the power of images to shape and define national and 

regional identities which will be explored. As we have seen, scholars such as Jean 

Baudrillard, Daniel Boorstin and Marshall McLuhan interpreted the world – post-

Graphic Revolution – as saturated with imagery. The power that these images can wield 

over society is evident in the link between images, advertising, consumerism and, more 

generally, capitalism on the Western model. Boorstin identifies a form of consumerism 

at work in the imagery of national and cultural identities, writing: 

“If the right “image” will elect a president or sell an automobile, a 

religion, a cigarette, or a suit of clothes, why can it not make 

America herself – or the American Way of Life – a saleable 

commodity all over the earth?”
206

 

But what are these images that ‘sell’ a country, a culture, or a community? To Matless, 

it is images of landscape that, more than any other category, come to be appropriated as 

signifiers of national identity. In his much-cited Landscape and Englishness, Matless 

points to the origins of this in the politicisation of space, as land is annexed or occupied 
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as colonised territory.
207

 Equally, with decolonisation, the territorial and ancestral rights 

of peoples to landscapes are restored.
208

  

 Identity and landscape are often fused during the process of colonisation to 

suggest that identity is cultivated within that landscape, i.e. it is a “native product.”
209

 

However, as post-colonial theorist Simon Gikandi has written, the idea of ‘Englishness’ 

is constituted as much within the nation’s former colonies, as it is from within the state, 

suggesting the constitution of identities is a “phenomenon produced in the ambivalent 

space that separated, but also conjoined metropole and colony.”
210

 Equally, Arjun 

Appadurai has seen the idea of America as “a mass-mediated imaginary that frequently 

transcends national space.”
211

 The accessibility to, and sharing of, diverse media, 

whether in physical form across political and cultural boundaries or via the virtual space 

of the internet, may thus be viewed as significant in the construction of national and 

cultural identities. 

If, as Matless suggests, landscape has always been politically charged, it is 

reasonable to suggest that images of landscape incorporate residual political meaning. It 

has been suggested that this process might be observed in relatively youthful nations, 

where, liberated from colonial dominance, national identity is self-consciously 

consolidated or reformed via literature and the arts, with images of landscapes forming a 

critical visual component. For example, M. P. Conzen notes “there is a large literature 

on the American landscape as a focus for normative thought – that is, about what [the 

nation] ought to be.”
212

 Over the course of the past two centuries and more, writers, 

artists, architects, landscape architects and politicians have debated vociferously the 

American landscape and its identity. David Lowenthal has linked this outpouring of 

interest with “the American need to create its own visible landscape history” in the 

wake of independence from ‘Old England.’
213

 In more recent years there has been a 

movement to codify the aesthetics of American identity – particularly in the American 

Parkway projects of the 1930s, but also in the promotion of the idea of a shared ‘cultural 
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landscape’ by groups such as that around the American journal Landscape
214

 – 

culminating in the increasing government involvement in landscape management and 

conservation.
215

 

The definition of identity inevitably involves constructing an image of the self in 

opposition to the ‘Other’. Thus, much of Western cultural identity has been defined 

against the backdrop of Oriental studies, where Egyptology, Chinese religion or middle 

eastern politics all serve to reinforce the imagined ‘otherness’ of the Orient.
216

 Dennis 

Cosgrove has played an important role in reconnecting the study of landscape with this 

underlying understanding of culture and society, away from the relatively narrow focus 

upon aesthetics, design and taste. In summary, Cosgrove has written that landscape is 

critically important to “the myths and memories of a culture.”
217

 W. J. T. Mitchell has 

extended Cosgrove’s thesis, focusing upon “landscape as a cultural force for the 

construction and maintenance of national and social identities.”
218

 In Landscape and 

Power (2002), Mitchell analyses the “vast network of cultural codes”
219

 that comprise 

the semiotics of landscape, and discusses collective fantasies of place “as central to the 

‘national imaginary.’”
220

 As Stephan Kohl has argued: 

“’Rural England’ […] is not the countryside, or nature, but a 

representation of the country, constructed from traditional material 

along conventional lines of combination. […] In other words, they 

are signifiers in the context of a language the rules of which are 

known to painters and writers.”
221

 

If western culture has been defined against that of a generalised ‘Orient’, the ‘collective 

fantasies’ of national identity have been defined against the imagery of their neighbours. 

For example, Matless has argued that John Betjeman’s idealised villages, and Vera 

Brittain’s “fields and lanes of lovely countryside” both stood as idyllic visions 

contrasted against the images of death and destruction returning from the continent 
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during the Second World War.
222

 While these may be regarded as personal responses to 

the imagery of War, the wartime British Government itself contributed to this 

perpetuation of the rural idyll, via its ‘Recording Britain’ project, in which artists 

fashioned rural scenes affected by war and urban development, producing “a deeply 

traditional watercolour memorial to an Englishness off the beaten track; eccentric, 

obscure, out of time.”
223

 

When it was not war on the continent that threatened the perceived sanctity of 

rural England it was supposedly dangerous continental precedent in urban design – or 

the lack of it. Patrick Abercrombie’s essay, regarding Belgian modernist poet Emile 

Verhaeren’s Les Villes Tentaculaires, most probably influenced Clough Williams 

Ellis’s England and the Octopus – a manifesto against unchecked ‘ribbon development’ 

in rural areas, which Ellis saw as a threat even to the idea of England itself.
224

 By the 

time Abercrombie came to compile the 1945 Greater London Plan, prepared for the 

Ministry of Town and Country Planning, this idealised vision of rural England had 

become thoroughly engrained, leading to its incorporation of preservationist measures 

such as the ‘greenbelt’ encircling London.
225

 

This idealisation of rural imagery was, of course, not new but had been upheld 

throughout much of the proceeding century, in contrast to the industrial reality of much 

of nineteenth century Britain. This had been predominantly by the middle classes, 

whom, profiting from industry and commerce “worked hard – through the patronage of 

arts and literature – to get this image of England into common usage.”
226

 Examples of 

such imagery are too numerous to cover at any length here, but Helen Allingham’s 

idyllic watercolours,
227

 Gertrude Jekyll’s cottage gardening,
228

 Edwin Lutyens’ eclectic 

architecture, as well as their numerous imitators, have all played their part in this 

imagined vision of Englishness. Michael Bunce reminds us that this commonality of the 

idealisation of rural England has been achieved chiefly via “images and values 
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presented […] by an increasingly dominant range of mass media,”
 229

 or what 

Baudrillard terms, “the networks of influence.”
230

 One need only to think of television 

series such as All Creatures Great and Small (1978-90), Emmerdale (1972-) or Last of 

the Summer Wine (1973-) to see this popular media perpetuation of a rural English 

identity. As Bunce points out, “Even somebody as cynical as the American travel writer 

Bill Bryson comes to the conclusion that “[England] is still the best place in the world 

[…] to stand on a hillside and take in the view,”
231

 while Salman Rushdie has identified 

“England as a pure, white Palladian mansion set upon a hill above a silver winding 

river.”
 232

  

The most striking representation of rural symbolism in the construction, or 

reinforcement of, national and cultural identities must surely be the London 2012 

opening ceremony of the Olympic Games. Filling the stadium with a patchwork of 

fields, complete with thatched cottage, heavy horses and flat-capped farm labourers, this 

idealised scene was broadcast live – in high definition – to a reputed worldwide 

audience of over four billion viewers.
233

 Journalist Sarah Lyall of the New York 

Times described the symbolism of the opening ceremony as: 

“A wild jumble of the celebratory and the fanciful; the conventional 

and the eccentric; and the frankly off-the-wall, Britain presented 

itself to the world […] as something it has often struggled to express 

even to itself: a nation secure in its own post-empire identity, 

whatever that actually is.”
234

 

In a similar process, contrasts of landscape imagery have been used as a means of 

defining regional identities within nations – a process David Jannson has called a kind of 

“internal orientalism.”
235

 This has been pronounced in Britain where the Olympic scene 

of rolling hills and thatched cottages privileges the rural landscapes of the southern 

counties, while popular culture from stand-up comedy to television documentary 

contributes towards a picture of the north as industrial, bleak and deprived.  
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On the other side of the Atlantic, James Cobb has argued that a process of 

internal orientalism allowed the American nation to locate all of its undesirable traits in 

the “imagined space called ‘the South’.”
236

 This demonization of the American south as 

culturally barren, and based upon outmoded rural economies,
237

 contributed to the 

animosity felt on either side of the north-south divide, which eventually ignited in the 

events leading to the American Civil War. Here too, images of landscape would play a 

crucial role in defining the identities of both north and south: the north defined by 

images of industrial modernity; the south defined by the English colonial plantation 

estate – a picture of social order and culture to southerners, barbaric symbol of slavery 

and economic stagnation to the north. Herein lies the danger associated with the 

construction of identities based on cultural and national boundaries; where one group’s 

identity is consolidated, another group may be excluded or demonised.
238

 

 If landscape imagery has been instrumental in the aesthetic definition of 

national, regional and cultural identities, it is in the historical content of landscapes that 

much political narrative finds its voice. The example of the southern plantation mansion 

demonstrates how historic structures and landscapes may be viewed via a lens of 

nostalgic or romantic reflection; thus the eighteenth century plantation may be viewed 

as an idealised vision of the ‘original’ America; of the South as it was, is, or should be 

once more. On the other hand, the plantation may be interpreted as alien to the ideals of 

modernism, and representative of a decadent and immoral past to which the nation 

should never return. As Eric Hobsbawm has explained:  

“History is the raw material for nationalist or ethnic or 

fundamentalist ideologies, as poppies are the material for heroin 

addiction. The past is an essential element, perhaps the essential 

element in these ideologies […] the past legitimizes by giving a more 

glorious background to a present that doesn’t have much to show for 

itself.”
239
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Similarly, Simon Schama has written that “although we are accustomed to separate 

nature and human perception into two realms, they are, in fact, indivisible. […] scenery 

is built up as much from strata of memory as from layers of rock.”
240

 

Concluding his topical study, Smith posed the question “why does national 

identity remain so ubiquitous, multifaceted and pervasive?” To Smith, national identity 

in an increasingly secular age offers the tantalising possibility of surmounting the 

finality of death, of being a part of something that transcends the limits of one’s own 

mortality. It allows us to re-connect with a community of ancestors through shared 

values, symbols and practices and to re-live the myth of a former golden age. Of critical 

importance to the construction of such notions of cultural, regional and national identity 

are the symbols of heritage, memory and nostalgia, qualities perceived in landscape 

vistas and their representations via the visual sense. According to Maxine Feifer’s 

description of visual culture, the contemporary observer “mixes and matches from the 

mediascape forming their own virtual [identity], part mythic cliché, part surprising and 

hybrid invention, part narrative debris.”
241

 Thus, one might argue that despite the 

myriad of identity symbols the individual’s interpretation is continually shaped in 

relation to the mediascape in which they are immersed: As Raymond Williams has 

written, any society “is an active debate and amendment under the pressures of 

experience, contact, and discovery, writing themselves into the land […] made and 

remade in every individual mind.”
242

 The forms of urban and natural landscapes thus 

continue to be shaped by images viewed with picturesque nostalgic sensibilities, 

tempered by notions of identity which make claims to an authentic past. 

 

2.2 Concluding Observations 

 This literature review has surveyed briefly the theoretical territory of the 

protected vista, as I interpret it. The following chapter of this dissertation will describe 

the intellectual and cultural history of Britain’s first protected vista, the view from 

Richmond Hill, demonstrating how particular values and narratives, including but not 

limited to notions of the aforementioned gaze, picturesque, nostalgia, authenticity and 
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identity, have been attached to this particular landscape vista, and how these values have 

shifted and developed over time. The intention is to show that while the aesthetic 

quality of the landscape vista has been admired from an early date, it is these particular 

interpretations or readings of the landscape which have contributed to the enduring 

qualities and power of the vista, qualities which are themselves reinforced by the very 

act of protection. 
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C h a p t e r  3 . 0  

L O N D O N ’ S  O R I G I N A L  P R O T E C T E D  V I S T A :   

R i c h m o n d  H i l l  

 

 

 

 

This chapter should be read with reference to an interactive spatial rendering of the vista 

from Richmond Hill, produced by the author to accompany this dissertation with 

Photosynth software and freely available to view at the following web address: 

 

http://photosynth.net/userprofilepage.aspx?user=tbrig&content=Synths 
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3 . 0  L ondo n’ s  Or ig ina l  Pr o t e c t ed  Vi s ta :  R i ch mon d  H i l l   

It is the aim of this chapter to outline the complex history of London’s original 

protected vista, that of the River Thames as seen from the terrace atop Richmond Hill, 

Richmond-upon-Thames. The idea of that view is produced by a series of narratives 

encoded within the Richmond landscape, which repeatedly re-surface in accounts of the 

view during the course of centuries. These narratives are decisive to any appreciation of 

the view, and - as the original protected view, in the sense that it is now understood – 

they are decisive in the conception of the idea of the protected view more broadly. This 

chapter will argue that the origin of the protected vista reflects a desire to reinforce, or 

to enforce, particular cultural and intellectual values within the representation of 

landscape and, subsequently, cityscape. 

 The structure of this chapter is chronological, beginning with an historical 

survey of the Thames landscape between Hampton and Kew. The intention of this is to 

set the Richmond Hill vista within its wider geographical, cultural and intellectual 

contexts. As we shall see, this landscape has for centuries been perceived as more than 

its physical topography, as the setting for Caesar’s crossing of the Thames and the 

crowning place of Saxon kings, a history certainly not lost upon subsequent monarchs 

who located their courts here, each generation positioning themselves symbolically 

within a romanticised and apparently seamless historical lineage. This chapter will 

outline the evolution and development of this landscape and account for the ideas which 

form its cultural topography. 

 

3.1 Early History 

The Thames between Hampton and Kew suddenly enters written history with 

Caesar’s account of the conquest of Britain.
1
 At this time, the river acted as a natural 

boundary between a complex system of tribal territories.
2
 The region stretching from the 

northern bank of the Thames as far north as East Anglia, was ruled over by 

                                                 
1
 G. J. Caesar, The Conquest of Gaul, trans. by S. A. Handford, rev. by J. F. Gardner, (Harmondsworth; 

New York: Penguin Books, 1951) 
2
 The present course of the Thames is, in geological terms, relatively recent. The river was diverted, 

around half a million years ago, when the valley was blocked by a glacier. Along the edges of these ice 

flows, moraines or gravel terraces were formed. The promenade atop Richmond Hill is just one example 

of these gravel terraces. Alternating warm and cold periods formed new gravel terraces from previous 

floodplains. These flanking terraces provided flat, fertile agricultural land and pasture and would later 

prove ideal sites for the development of towns, palaces and landscaped gardens. 



 

Fig. 3.1 Map showing the position of works by well-known architects and designers 

throughout the ages, and the location of the homes of many of local origin. Image by 

author, adapted from K. Wilkie, M. Battaggia, M. Batey, D. Lambert, H. Buttery, J. 

Pearce, D. Goode and D. Bentley, Thames Landscape Strategy (Thames Landscape 

Steering Group, 1994) p. 10 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.2 Map showing the position of views painted by well-known artists throughout 

the ages, and the location of the homes of many local artists. Image by author, adapted 

from K. Wilkie, M. Battaggia, M. Batey, D. Lambert, H. Buttery, J. Pearce, D. Goode 

and D. Bentley, Thames Landscape Strategy (Thames Landscape Steering Group, 1994) 

p. 10 
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Cassivellaunus, king of the Celtic tribe known as the Catuvellauni.
3
 The discovery of an 

oak and bronze tankard in the Thames at Brentford suggests that life on the banks of the 

river before the Roman conquest was comfortable enough to involve communal feasting 

and festivities.
4
 According to some scholars, it is from the Celtic period that we inherit 

the word ‘Thames,’ interpreted as ‘dark one.’
5
 

Brentford also claims to have been the crossing point of Caesar’s invasion force 

in 54BC, as geographically, it was the simplest and lowest place to ford the tidal river. 

Remains of sharpened stakes defending the crossing point, as mentioned by Caesar, 

have been discovered on the edge of the Duke of Northumberland’s Syon estate.
6
 

After the collapse of Roman order in the fifth century AD, the area north of the 

Thames was gradually settled by Saxon farmers. Roughly situated between the East and 

West Saxon regions, this stretch of the Thames was identified as the ‘Middle Saxon’ 

region, reflected today in the name of Middlesex County. It is from the Saxons that we 

inherit many of the area’s place-names, for example, the ‘hamms’ or bends in the river 

at Twickenham (‘Twicca’s hamm’) and Petersham (‘Peohtric’s hamm’).
7
 Kingston 

takes its name from the council held there by King Egbert of the kingdom of Wessex in 

the 9
th

 century.
8
 West Saxon kings continued to be crowned there until the Danish King 

Canute defeated Edward Ironside in 1016, thus ending the rule of the West Saxon 

dynasty.
9
 

 

3.2 Royal Retreat 

Royalty returned to the area in 1299 when, as a refuge from the insanitary 

conditions of the City of London, Edward I relocated his court to the manor house at 

‘Shene’ (Richmond).
10

 Edward III gave the manor at Shene to his mother Isabella, 

though he returned some fifty years later in the 1370’s, having abandoned the royal 

palace at Greenwich, blighted by pollution from the city upwind. Edward’s successor 

                                                 
3
 B. Cunliffe, Iron Age Communities in Britain: An Account of England, Scotland and Wales from the 

Seventh Century BC until the Roman Conquest (London: Routledge, 2009) 
4
 Part of the Thomas Layton Collection, held at the Museum of London. Thomas Layton, a well regarded 

19
th

 century antiquarian and collector, was a resident of Brentford. 
5
 Others have interpreted it as a proto-English or German word meaning ‘inhabited place where the 

estuary begins.’ For a full etymology, see http://www.proto-english.org/l10.html [accessed 01/04/2013]. 
6
 One such stake may be seen on display at Syon House. 

7
 M. Batey, H. Buttery, D. Lambert and K.Wilkie, Arcadian Thames, (London: Barn Elms, 1994), p.11 

8
 Recorded as the year 836 or 838AD. H. E. Malden, A History of the County of Surrey Volume 3 (1911), 

pp. 487-501 
9
 Edward the Elder 902AD; Athelstan 925; Edmund 940; Edred 946; Edwig 955; Ethelred 958. Ibid., pp. 

487-501 
10

 Interpreted as ‘shining,’ a reference to the reflective properties of the river floodplains. Ibid., pp. 533-

546 
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Richard II added a summer pavilion on an artificial island in the Thames, though no 

trace survives. Distraught at the death of his queen,
11

 Edward tore down the palace in 

1394, never to return. Monarchs did return to Richmond some twenty years later 

however; Henry V and then Henry VI rebuilt the palace at Shene, only for it to be 

destroyed again by fire in 1497.
12

  

Despite demolition, abandonment, rebuilding and fire, the palace rose again 

during Henry VII’s prosperous and peaceful reign, acquiring its famed silhouette of 

towers, pinnacles and heraldry. At this time, the palace was renamed after Henry’s 

favourite Earldom of Richmond, North Yorkshire. It has been argued that the chivalric 

devices, turrets and dramatic skyline seen in Antonis van Wyngaerde’s sketches of the 

palace (1561-2, fig. 3.4) are a romantic reference to Henry’s Norman castle at 

Richmond, North Yorkshire, itself similarly sited on a hill commanding extensive views 

over a bend in a river.
13

 Henry VIII was frequently in residence at his father’s 

Richmond palace in his early years and it was later Elizabeth I’s favoured winter refuge, 

and the place of her death in 1603.
14

 

Beyond the palace of Richmond, huge areas of land were appropriated by 

royalty for the pursuit of pleasures such as hunting, and to feed the enormous retinues of 

the royal court. Charles I, famously addicted to hunting, found James I’s former deer 

park so inadequate that in 1637 he enclosed 2,500 acres of heath land on Richmond Hill 

with an eight mile long brick wall, thus creating Richmond Park.
15

 A seventeenth-

century Flemish painting of Richmond Palace in the collections of the Fitzwilliam 

Museum, Cambridge, shows the palace and town as it might have appeared in Charles 

I’s reign (fig. 3.3). This view illustrates the palace and Richmond Hill, with the entrance 

to Charles’s Richmond Park to the right. 

Gradually, the old palace of Richmond fell out of favour in preference for the 

more comfortable Hampton Court upstream near Kingston, gifted to Henry VIII by 

Cardinal Wolsey in an effort to stall accusations of treason. When fire ripped through 

the ancient jumble of buildings which comprised Whitehall Palace in 1698, Hampton 

Court became the primary royal residence and, as a result, was greatly remodelled by 

William III. This involved the demolition of Henry VIII’s private apartments and the 

                                                 
11

 Anne of Bohemia died at Shene Palace on 7
th

 June 1394. Malden, A History of the County of Surrey, pp. 

533-546 
12

 Ibid. 
13

 Batey, Buttery, Lambert and Wilkie, Arcadian Thames, p.93 
14

 Malden, A History of the County of Surrey, pp. 533-546 
15

 Ibid. 



 

 

 

 

 

 

 

 

 

 

Fig. 3.3 The Thames at Richmond with the Old Royal Palace. Seventeenth-century 

painting of the Flemish School, courtesy of the Fitzwilliam Museum, Cambridge. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.4 Two views of Henry VII’s Richmond Palace by Antonis van Wyngaerde 1561-

2. Image from J. Cloake, Richmond Past (Historical Publications Ltd, 1991) 



 

 

 

  

 

 

 

 

 

 

 

 

 

Fig. 3.5 Richmond Palace was gradually abandoned in favour of nearby, and more 

comfortable, Hampton Court. This painting by Leonard Knyff (c. 1702) shows the 

palace and gardens as remodelled by William III. Image courtesy of the Royal 

Collection. 

 

 Fig. 3.6 James I’s son, Henry, Prince of 

Wales, at Richmond Palace c. 1610. 

Through the window, artist Robert Peake 

depicts some of the extraordinary 

landscape work Henry commissioned 

from French engineer Solomon de Caus to 

line the Thames at Richmond. Image 

courtesy of the National Portrait Gallery. 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.7 Design for fountain and grotesque giant, at least partially executed at Richmond 

Palace by Solomon de Caus in collaboration with architect Inigo Jones. Illustrated in 

Solomon de Caus’s La Perspective avec la raison des ombres et miroirs (1611). Image 

from J. Cloake, Richmond Past (Historical Publications Ltd, 1991) p. 16 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.8 Map of the Hampton reach of the Thames showing key perspectival vistas 

established in the seventeenth and early eighteenth centuries. Image by author. 

 

 



Fig. 3.9 Plan of a house and garden from 

Andre Mollet’s Le Jardin Plaisir (1651) 

illustrating a perspectival ‘patte d’oie’ similar 

to that executed at Hampton Court Palace in 

the 1660s (possibly designed by Mollet but 

executed by Adrian May. Image from R. 

Strong, The Renaissance Garden in England 

(W W Norton & Co Inc, 1979) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.10 Ham House, shown in this painting by Henry Danckerts (c. 1675), is an 

example of the many courtier estates established along the Thames during the 

seventeenth-century, attracted by the proximity of the city, and the presence of Royalty. 

Image from J. Cloake, Richmond Past (Historical Publications Ltd, 1991) 

 



 

 

 

 

 

 

 

 

 

 

 

Fig. 3.11 Drawing of the house and gardens at Twickenham Park by architect Robert 

Smythson c. 1609 showing the geometrical garden as cosmos. At the four corners, 

circular ‘mounts’ allow the observer to gaze down upon, and to contemplate the 

meaning of, the garden below. Image from R. Strong, The Renaissance Garden in 

England (W W Norton & Co Inc, 1979) 
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erection of a new baroque palace designed by Christopher Wren (fig. 3.5). These 

buildings are now in the care of Historic Royal Palaces. 

The permanent presence of royalty encouraged members of the court to develop 

their own estates along the Thames. Most notable today is the survival of a seventeenth 

century gentleman’s home and gardens at Ham House, built in 1610 by Thomas 

Vavasour, Knight Marshal to James I (Fig. 3.10), and now in the care of the National 

Trust. Royal patronage brought many of the great names of art, architecture and 

landscape architecture to the Thames between Hampton and Kew. Prince Henry, James 

I’s son (see Fig. 3.6), had planned a Renaissance court at Richmond laid out with 

magnificent gardens designed by hydraulic engineer Solomon de Caus and architect 

Inigo Jones. Unfortunately, this scheme, which included an enormous Italianate giant 

and grotto
16

 located on an island in the Thames (see Fig. 3.7), stalled upon Henry’s 

death.
 17

  

 Christopher Wren’s remodelling of Hampton Court complemented Charles II’s 

earlier gardens, laid out by Andre and Gabriel Mollet, and an elaborate parterre by 

Daniel Marot (1689) (fig. 3.9). The three radiating avenues of Hampton Court, the 

‘patte d’oie’ or goose-foot laid out by Charles II
18

 were originally aligned on ‘eye-

catchers’ positioned across the river; the northern avenue terminating in the spire of All 

Saint’s church, Kingston; the southern avenue planned to terminate in a Trianon 

designed by William Talman in 1699 (unexecuted, see Fig. 3.8).
19

 These early 

landscape schemes are notable partly because they provide the context in which the 

early picturesque movement evolved. Prince Henry’s pratolino giant in the Thames and 

Charles II’s vistas indicate a developing appreciation of the naturalistic river landscape 

of the Thames, which would later prove to be of immense influence upon artists, 

architects and landscape architects. 

 

3.3 Richmond Hill: The Oblique Aerial View 

 As we have seen, there is plenty of evidence to suggest that landscape views of 

the Thames have long been admired, from Richard II’s island pavilion, to Henry VII’s 

re-naming of the landscape after his dramatically sited castle in North Yorkshire. A clue 

                                                 
16

 Similar to that at Pratalino, Tuscany c.1652. 
17

 Batey, Buttery, Lambert and Wilkie, Arcadian Thames, p.93 
18

 Aided by André Le Nôtre’s pupils Beaumont and La Quintenye as well as John Rose, protégé of the 

Earl of Essex, who studied at Versailles under Le Nôtre. Malden, A History of the County of Surrey, pp. 

533-546 
19

 Batey, Buttery, Lambert and Wilkie, Arcadian Thames, p.29 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.12 Map showing the Richmond reach of the Thames with important views 

identified in the London View Management Framework and Thames Landscape 

Strategy highlight. Richmond Hill is centre-right. Drawing by author. 



 

 

Fig. 3.13 Plan of Richmond Hill with the locations of the Terrace Walk viewpoint and 

King Henry VIII’s Mound, Richmond Park indicated. Drawing by author. 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.14 Map and section of Richmond Hill’s Terrace Gardens, indicating features 

referred to in the text. Drawing by author. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.15 The view from Richmond Hill, an interactive three-dimensional photographic 

model, produced by the author using Photosynth software. The software recognises 

coincidental areas of hundreds of photographs, allowing the viewer to ‘travel’ through 

the landscape at the click of the mouse. Model freely available to view at the following 

address: http://photosynth.net/userprofilepage.aspx?user=tbrig&content=Synths 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.16 The author’s Photosynth three-dimensional model of the View from 

Richmond Hill. Each coloured pixel represents an individual photograph. The software 

calculates the viewing position and angle by analysing hundreds of overlapping images. 
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to the popularity of this particular landscape can be gleaned from a consideration of its 

many representations. Upon inspection, one finds that many early depictions of the 

Thames between Hampton and Kew adopt an oblique aerial point of view in which the 

eye is directed both downwards and laterally. The oblique aerial view is most 

commonly recognised from the summit of a hill; the so-called ‘prospect’, “an extensive 

or commanding sight or view.”
20

 The geological forces which shaped the terraces above 

the Thames floodplain created ideal vantage points from which to view the landscape in 

this manner, but the popularity of the oblique view also points to a distinctive 

perception of correct, authentic vision and landscape. The particular authority accorded 

to the oblique aerial view is important in appreciating the potency and longevity of the 

Richmond Hill vista. 

A recent project by the University of Edinburgh, led by Mark Dorrian, has 

attempted to establish the anthropological origins of the aerial view. Dorrian suggests 

that the development of human vision coincided with the aerial view when humans first 

lifted themselves, from the grounded field of animal vision, onto two legs.
21

 It has also 

been argued, most famously by Sigmund Freud, that by raising himself from the ground, 

lifting his eyes and exposing his genitalia, primitive man kick-started “the momentous 

process of cultural evolution”.
22

 Dorrian writes: 

“The elevated view – in association with the new sense of disgust and 

shame it induces […] - is posed as the foundation of culture and, 

more generally, the human.”
23

 

The elevated view, Dorrian claims, empowered the individual over the land, and thus 

may mark the formation of culture, from agriculture to religion. Comparisons could be 

made with cartography, where the map-maker takes up an imaginary raised position, 

thus acquiring the power to create boundaries and divide up the land as seen from a 

heavenly viewpoint; wielding a god-like mastery over the landscape. This is echoed by 

John Urry’s description, in The Tourist Gaze, of a photographer taking an image from 

the summit of a hill. Urry states: 

“Landscapes and townscapes typically involve the notion of 

‘mastery’. The [cartographer], and then the viewer, is seen to be 

                                                 
20

 Oxford English Dictionary, 2
nd

 Edition, vol. XII (Oxford: Clarendon Press, 1989) p.668-669 
21

 M. Dorrian, ‘The Aerial View: Notes for a Cultural History’, in STRATES, ed. by Frédéric Pousin and 

Hélène Janière (Paris: CNRS, 2007) 
22

 S. Freud, Civilisation and Its Discontents (London: Hogarth Press, 1930) p.66 
23

 Dorrian, ‘The Aerial View: Notes for a Cultural History’, STRATES. 
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above, and dominating, a static and subordinate landscape lying out 

inert and inviting inspection.”
24

 

The cartographical use of an imagined aerial vantage point is demonstrated by the 

depiction of partial elevations of buildings in early maps, as if the map-maker really 

could view the city in its entirety from a nearby hilltop. For example, engraver Franz 

Hogenberg’s bird’s eye plan of London published in Georg Braun’s Civitates Orbis 

Terrarum (1572), illustrates the city as though it were observed from the summit of a 

hill by four foreground figures. Braun and Hogenberg’s collection of prospect views 

and city plans was published in tandem with Theatrum Orbis Terrarum, which, as a 

systematic collection of maps in uniform style, was perhaps the first true atlas.
25

 It has 

been suggested that the simultaneous publication of these two works reflects two 

distinct audiences. Where the latter work was produced for serious geographers, the 

former was intended for wider distribution as a form of travel literature. This intention 

is highlighted by the former’s additions of foreground figures in local costume, depicted 

as if observing the idealised view from a real hilltop. Thus, one could argue that the 

Civitates Orbis Terrarum provided the observer with a visual experience of the city akin 

to the hilltop prospect, whereas the Theatrum Orbis Terrarum presented only an 

abstract planimetric projection.
26

   

Samuel Edgerton has seen the development of the orthographically projected 

plan as a solution to the problem of the limited boundaries of the visual field as 

observed obliquely from a single point. Even the orthographic projection, in an age 

before true aerial imagery became technologically achievable, was surveyed from an 

oblique position using a staff and ranging rod.
27

 If the oblique view focused reflected 

rays of light from the observed object into a single point, the orthographic projection 

relocated the conceptual viewpoint to an infinite height, so that the rays become parallel 

to one another. This scientific conceptualisation of an infinitely high viewpoint, from 

where the whole structure of the world may be observed and understood, recalls Leon 

Battista Alberti’s adoption of the winged eye as his personal symbol, signifying his 

                                                 
24

 J. Urry, The Tourist Gaze (London: Sage Publications Ltd, 2002) p.129 
25

 F. Koks, http://memory.loc.gov/ammem/gmdhtml/gnrlort.html [accessed 12/04/2013] 
26

 G. Braun, Civitates Orbis Terrarum (Cologne, 1572) 
27

 S. Edgerton, The Mirror, the Window and the Telescope: How Renaissance Linear Perspective 

Changed Our Vision of the Universe (Ithaca and London: Cornell University Press, 2009) p.64 



 

64 

 

thesis that, through a thorough understanding of the laws of vision,
28

 one could begin to 

approach God’s view of the world.  

King Henry’s Mound on Richmond Hill, though likely originating as a 

prehistoric burial mound, is popularly believed to have served a function associated 

with hunting in Richmond Park; the raised view serving as strategic look-out or as a 

place from which to observe the spectacle. Indeed, there were structures serving this 

latter function associated with the royal palaces. Greenwich, Richmond, Whitehall and 

Hampton Court all possessed tiltyards with raised terraces, mounts and towers designed 

to accommodate spectators of military-style jousting tournaments.
29

 Those at Hampton 

Court can be clearly observed in Anthonis van den Wyngaerde’s view of the palace in 

The Panorama of London (1544). 

The mount didn’t always serve such a military purpose, remaining a popular 

feature of garden design from the medieval period right through to the nineteenth 

century.
30

 Henry VIII commissioned an elaborate mount garden at Hampton Court in 

1533, reputedly utilising over 256,000 bricks and “12,000 quicksets (hawthorns) to hold 

the soil.”
31

 The enormous two storey banqueting house crowning its summit may be 

discerned in Wyngaerde’s contemporary sketches of the palace from the Thames. 

Confronted with an expansive oblique aerial vista of the river, one could argue that the 

diner was empowered with a sense of over-lordship, while the prospect was also an 

object of aesthetic delight; where the activity of boats on the river provided an ever-

changing backdrop to court festivities.  

The mount was also a conspicuous feature of the Thames-side garden at 

Twickenham Park, no longer in existence, recorded by Elizabethan master-mason 

Robert Smythson in a plan of c.1609 (fig. 3.11). This drawing clearly illustrates four 

circular mounts raised at the corners of a square garden. Roy Strong has suggested that 

from these points the observer could contemplate the plan of the garden, which, with its 

six concentric rings of trees, can be interpreted as a microcosm and diagram of the pre-

Copernican universe.
32

 One could argue then, by taking up a raised viewpoint and 

                                                 
28

 The Renaissance man was expected to take an active interest in all the arts and sciences in order to 

become moral, just and closer to God. D. Kipp, ‘Alberti’s ‘Hidden’ Theory of Visual Art’, British Journal 

of Aesthetics, 24 3 (1984) pp. 231-40 
29

 A. Young, Tudor and Jacobean Tournaments, (Sheridan House, 1987) 
30

 T. Longstaffe-Gowan, The London Town Garden, 1700-1840 (New Haven & London: Yale University 

Press, 2001) p.124 
31

 Extracted from Hampton Court Palace Records 
32

 R. Strong, The Renaissance Garden in England (Thames & Hudson, 1984) 
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looking down upon the garden, the observer is raised to the all-seeing and all-powerful 

position of the creator - creator of the garden as allegorical universe. One could argue 

that this oblique aerial view, a common feature of seventeenth century mannerist garden 

design achieved with mounts, earthworks and terraces, may have influenced the way in 

which artists chose to depict them, reflected by their adoption of an imagined bird’s eye 

viewing position. There may also be a connection to the aerial viewpoint of military 

surveys, where in each case the aerial view is associated with notions of power, control 

and the appropriation of landscapes. For example, the artist Paul Sandby, well-known 

for his aerial views of aristocratic gardens, had originally been employed as chief 

draftsman on the military survey of North Britain, 1747-52.
33

 These military surveys of 

landscape and coastlines would later become the working drawings for the popular 

panoramas of the mid-eighteenth century.
34

  

The eighteenth-century invention of the Panorama popularised the idea of the 

prospect and made it accessible to the general public; for the price of a ticket, the 

population of Britain’s industrialising cities could experience travelling exhibits of 360 

degree views, representing landscapes, battles and historical events. Competing 

promoters profited from the popularity of such spectacles, demonstrating the 

willingness with which people paid for the privilege of viewing a prospect.
35

 That the 

prospect was becoming an object of possession is proved by references to ‘genteel’ or 

‘enchanting’ views in contemporary London auction notices; the prospect commands a 

price as an object of the inventory. In The London Town Garden, Todd Longstaffe-

Gowan suggests that, in many cases, the amenity of a prospect was sufficient to 

overcome the lack of any real access to a garden.
36

 This ownership of a prospect, 

administrated through complex rights and building covenants, reflects the “proprietorial 

gaze”
37

 of the observer and the objectification of landscapes caught within this gaze. 

The prospect raised the status of the observer and at the same time “marked the 

                                                 
33

 J. Bonehill and S. Daniels, ‘‘Real Views from Nature in this Country’: Paul Sandby, estate portraiture 

and British landscape art’, British Art Journal, March 22 (2009) 
34

 Brothers Paul and Thomas Sandby both worked as military draftsmen and both produced panoramas for 

military and non-military purposes. Mark Dorrian has suggested that even Thomas Sandby’s non-military 

panorama of Edinburgh from Salisbury Crags, c. 1745, has a military context having been produced in the 

same year as the suppression of the Jacobite Rebellion; it renders the city an object of military strategy. 

Dorrian, ‘The Aerial View: Notes for a Cultural History’, STRATES. 
35

 M. Ellis, ‘‘Spectacles within doors’: Panoramas of London in the 1790s,’ Romanticism 14(2) (2008), pp. 

133-148 
36

 Longstaffe-Gowan, The London Town Garden, p.63 
37

 Dorrian, ‘The Aerial View: Notes for a Cultural History’, STRATES. 
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estrangement of an observer who stood outside of the landscape and looked in.”
38

 

According to eighteenth-century landscape designer Stephen Switzer, this division 

allowed the observer to “see the busie [sic] World acting their several Parts of their 

Labour and Toil below, [which] fills the Mind with immense Idea’s [sic], and makes the 

World below us as our own.”
39

 Switzer’s comment highlights the superior status of the 

observer, positioned outside of the landscape, over the rural peasant toiling in the 

landscape below. 

 One could argue that this visual opposition between landscape and observer was 

accentuated by a physical separation in the architecture of the landowning elite. For 

example, Wyngaerde’s sketches of Richmond Palace (fig. 3.4) show a raised gallery 

surrounding the Privy Garden from where the King could survey the intricate 

symbolism of the knot gardens below without having to venture outside. Likewise, 

Malcolm Andrews has discussed the use of the piano nobile,
40

 or raised principal storey, 

in the country houses of the seventeenth and eighteenth centuries.
41

 From this raised 

vantage point, the observer could gaze obliquely across the landscape but had little 

physical connection with it. This vantage point also makes sense of the highly geometric 

parterre gardens of this period, whose intricate patterns, like embroidered textile, could 

only be appreciated from above. 

In The Theory and Practice of Gardening (1712)
42

, John James refers to the 

parterres at James Johnston’s riverside garden of Orleans House, Twickenham, part of 

which still stands. Here: 

“A Parterre is the first Thing that should present itself to sight […]; 

as well on Account of the Opening it affords the Building, as for the 

Beauty and Splendour wherewith it constantly entertains the Eye, 

when seen from every Window of the House.” 

James then goes on to state how regard should be given to the wider landscape, where, 

if the “Prospect […] be agreeable; […] the sides of the Parterres should be kept entirely 
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open […] to make best of our View, and taking Care not to shut it up with Groves, 

unless they are planted with Quincunce [sic] […] which hinder not the Eye from […] 

discovering the Beauties of the Prospect on every Side.”
43

 James’ comments are 

indicative of this period in which large glazed sash windows with evermore refined 

frames introduced the landscape into the house, as if it were a series of landscape 

paintings hung on the walls of the grand reception rooms. 

The landscape of Richmond and the Thames illustrates the emergence of, and 

gave rise to, a series of tropes which later came to characterise the picturesque: the 

oblique aerial view; the raised viewpoint; the elevated status of the observer; the idea of 

the subjectivity of the viewer as the centre of their own universe; the emphasis, and 

creation, of curated opportunities for viewing the landscape and architectural objects in 

it; and, indeed, the emerging objectification of landscape and architecture itself through 

the located, perspectivised age of the gaze. 

 

3.4 Terrace Walk 

 

We have seen how the view from Richmond Hill, like other elevated views, 

might be said to elevate the status of the observer through its oblique aerial vantage 

point over the landscape. Relationships of power in landscape vistas have also been 

accentuated through the use of perspective techniques to reinforce the separation 

between observer and object, as demonstrated by Renaissance axial garden design and 

in contemporary representations of landscape. The view from Richmond Hill, later 

famous for its naturalised prospect, did not escape the influence of the Renaissance 

garden, having been accentuated with the addition of a perspectival ‘Terrace Walk’ 

sometime in the late 1690s. In The Renaissance Garden in England, author Roy Strong 

has argued that axial perspective acted as a culturally mediated frame through which to 

view the landscape beyond.
44

 Thus, one could argue that the development of Richmond 

Hill’s Terrace Walk marks the first concrete expression of the landscape as a cultural 

object to be viewed. In this way, the following section will develop in the context of 

Richmond Strong’s argument that perspective introduced to garden design the concept 

of pictorial space.
45
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Fig. 3.17 View of the Thames from Terrace Walk, Richmond Hill. Postcard by David 

Hankin 2009 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.18 Daytrippers pause on one Terrace Walk’s many memorial benches. Image 

from M. Batey, H. Buttery, D. Lambert, K. Wilkie, Arcadian Thames: The River 

Landscape from Hampton to Kew (London: Barn Elms Publishing, 2000) 

 



 

 

 

 

 

 

Fig. 3.19 A View of Richmond from the Top of the Hill, nineteenth century aquatint from 

a drawing by Wenceslaus Hollar c. 1630s. The drawing shows Henry VII’s palace and a 

hunting party proceeding to the Park on Richmond Hill. Comparison with Leonard 

Knyff’s paintings, taken from the same spot a few decades later, demonstrate how the 

cottages illustrated here were quickly replaced by developers with profitable 

townhouses. Queen’s Collection, Windsor. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.20 Jan Siberechts, View from Richmond Hill along the Thames towards 

Twickenham (1677). Image from J. Bryant, Finest Prospects: Three Historic House: a 

study in London Topography (English Heritage, 1986) p. 62 
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Like the Long Galleries of the great Elizabethan prodigy houses, the Terrace 

Walk atop Richmond Hill remains a linear space defined by movement. What little 

furniture there is is pushed to one side, allowing the visitor to stride unencumbered from 

end to end. Benches are positioned to take in sweeping views of the gardens below and 

to act as intermediate pausing stations: locations for informal discussion and brief 

respite (fig. 3.18). Memorial plaques indicate the favoured vantage points of revered 

ancestors, mirrored by the gaze of ancestral portraits lining the Long Gallery. Where the 

enclosed space of the gallery allowed for the enjoyment of nature despite a physical 

separation from it, so too Richmond Hill’s Terrace, embowered by its shady oaken 

canopy, protects the visitor from inclement weather while simultaneously framing the 

brilliantly lit landscape beyond. 

 If the Terrace acts as a viewing gallery for the landscape beyond one could also 

argue that the landscape was viewed as a series of pictures on the gallery’s walls. Dutch 

landscape artist Leonard Knyff painted two views of Richmond Hill in c.1700-20, one 

looking upstream from a point in Richmond itself (fig. 3.21), the other downstream 

from a point near the entrance to Richmond Park (fig. 3.22). Knyff’s depictions, from an 

artificially high viewpoint, illustrate how the hill was, by this time, already a favoured 

vantage point from which to admire the river landscape, experienced through movement 

along the promenade from the town to the Royal Park. Jan Siberechts had painted the 

view earlier (1677), also from an exaggerated height, the earliest known depiction of the 

view which would become a recurring image in English landscape art (fig. 3.20). 

Siberecht’s painting supports the sense of movement suggested by Knyff’s two views, 

showing a coach and horses proceeding at speed along the ridge, followed by a pair of 

cantering horses. Knyff’s paintings also include the earliest known views of the Terrace 

Walk itself, still to be constructed in Siberecht’s painting: a double row of pleached 

trees positioned to divide the landscape view into frames observed from the windows of 

a grand new terrace opposite.  

The construction of this terrace of grand homes (now demolished) demonstrates 

a period of speculative property development taking place within Richmond from 

around the 1690s.
46

 A major impetus for this period of prosperity appears to have been 

an influx of London merchants seeking country retreats removed from the city. As John 

Cloake has demonstrated in Richmond Past, these merchants might rent property, then 

purchase it, remodel it, or even replace it for profit. John Knapp, a member of the 
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‘Company of Merchant Adventurers Trading in the North West Part of America’ 

typifies the kind of merchant who flocked to Richmond at this time, initially to rent a 

property, before buying, demolishing and replacing it with a fashionable new home, 

known as ‘Marshgate House,’ in 1699 (fig. 3.23).
47

 The ‘Master Builders’ of Richmond, 

originally tradesmen specialising in bricklaying or carpentry, soon began to discover 

this lucrative and expanding market for property development. New construction was 

often self-financed by these developers, many of whom appear in manor rolls with a 

new description: ‘architect.’ One such amateur developer/’architect,’ Michael Pew, 

purchased a row of cottages on Richmond Hill in the late 1690s (visible in a drawing by 

Wenceslaus Hollar of c.1630, fig. 3.19) and replaced them with the three large houses 

appearing to the right of Knyff’s downstream painting. Cloake has suggested that the 

construction of the Terrace Walk immediately opposite, and at around the same time, 

may indicate that Pew was involved in either its commission and/or design.
48

  

If indeed, the Terrace Walk did form part of a single development with Pew’s 

homes opposite, the role of the terrace in framing the landscape view from the windows 

of Pew’s homes is implicit. Certainly, the view was seen as an desirable amenity of 

these hilltop homes as a 1717 charge in the parish court documents: 

“that the Hill common was full of great holes, and that the big houses 

discharged their filth on it. Also that the foregoing people were 

planting trees without permission, which might at some future time 

obstruct the view.”
49

 

Despite the use of the hill common as a dumping ground, and the scars left by gravel 

extraction, these comments prove that the parish vestry was determined to protect the 

amenity of the view by forbidding tenants to plant trees which might block it. This was 

probably influenced by the growing popularity of the hilltop for leisurely walks, 

celebrated in contemporary poetry such as Tom D’Urfey’s Ode to Cynthia Walking on 

Richmond Hill (c. 1692): 

 “On the brow of Richmond Hill, 

 Which Europe scarce can parallel, 

 Ev'ry eye such wonders fill 

 To view the prospect round; 

 Where the silver Thames does glide, 

 And stately courts are edified, 

 Meadows deck'd in summer's pride, 

 With verdant beauties crown'd; 
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Fig. 3.21 Leonard Knyff’s A Prospect from Richmond Hill towards the West c. 1650-

1720. Terrace Walk is to the left, marked by the avenue of trees and a number of grand 

new townhouses flanking the road.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.22 Detail from Leonard Knyff’s The Terrace and View from Richmond Hill c. 

1650-1720, this time looking downstream towards London. The houses to the right 

appear to be those built by developer Michael Pew in the late 1690s to capitalise on the 

increased rent city merchants were willing to pay. Image courtesy of the London 

Borough of Richmond upon Thames. 



 

 

 

 

 

 

 

 

 

 

Fig. 3.23 ‘Marshgate House,’ built in 1699 by John Knapp, a Merchant Adventurer 

operating in the American colonies, is typical of late seventeenth century property 

development in increasingly affluent Richmond. Image from J. Cloake, Richmond Past 

(Historical Publications Ltd, 1991) 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.24 The relationship between the Terrace Walk and Michael Pew’s townhouses in 

Augustin Heckel’s The Terrace, Richmond Hill (1749), suggests that they may have 

been designed together. The presence of a black slave serves as a particularly apt 

reminder, for the purposes of this thesis, of the close links between Richmond and the 

American colonies in the eighteenth century. Image courtesy of the Museum of 

Richmond-upon-Thames. 
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 Lovely Cynthia passing by, 

 With brighter glories blest my eye, 

 Ah, then in vain, in vain said I, 

 The fields and flow'rs do shine; 

 Nature in this charming place 

 Created pleasure in excess, 

 But all are poor to Cynthia's face, 

 Whose features are divine.”
50

 

That D’Urfey’s romantic description of walking on Richmond Hill was set to music by 

popular composer Henry Purcell points to the general familiarity of the locality among 

public audiences at this time as a prospect and an a active site of the promenade.
51

 

Terrace Walk formed a linear public space, both acting as a frame for prospect views 

and for the activity of the promenade. Augustin Heckel’s The Terrace, Richmond Hill 

(1749) would appear to support this argument, demonstrating a relationship between the 

view, framing Terrace Walk and a promenading couple (fig. 3.24). Heckel’s depiction of 

the genteel couple also suggests an inevitable relationship between view and viewer, the 

Terrace depicted as if it were the private garden of Pew’s adjacent homes. 

The suggestion that Terrace Walk may have been conceived as a single 

development associated with the construction of a row of grand homes may, it could be 

argued, place it within an established history of seventeenth century aristocratic garden 

design. Knyff’s upstream painting depicts the terrace almost as a detached fragment of 

the grand axial allées of the roughly contemporary gardens at Ham House, completed in 

1671. In the following section, we shall see how the design of axial gardens along this 

stretch of the Thames reveals a change in optical principles which overtook early Stuart 

England. The compact, enclosed and symbolic Renaissance garden gradually evolved 

into what Strong has called “a sequence of interconnecting spaces whose vital link is the 

vista” and whose organisational strategy is perspectival.
52

  

 

3.5 ‘Scopic Regimes’ and ‘Cartesian Perspectivalism’ 

As Roy Strong has pointed out, the innovation of pictorial space in landscape 

design is starkly illustrated by comparison with designs executed up to the mid-

seventeenth century. Strong has compared the aesthetic of the pre-perspective age to the 

work of the court miniaturist, Nicholas Hilliard: “his is a flat, two-dimensional world lit 
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by an even, brilliant light.”
 53

 Hilliard’s picture surfaces are not presented as “separate, 

enclosed worlds governed by their own optical principles,” instead, “everywhere there 

is pattern […] and this pattern was created by the embroiderer.”
54

 This reference to the 

embroiderer’s pattern-work is a deliberate allusion to the ‘knot’ gardens of the late 

medieval age. Incorporating emblematic, chivalric and allegorical symbols, knot 

gardens were designed to be ‘read’ from an oblique aerial viewpoint. Already going out 

of fashion by 1625, Francis Bacon remarked in his essay ‘Of Gardens’:  

“As for the making of knots or figures […] they be but toys; you may 

see as good sights many times in tarts.”
 55

 

One could argue that Bacon’s comments highlight a contemporary upheaval in the 

visual perception of the natural world; a gradual scepticism towards the symbolic and 

allegorical in favour of an increasingly subject-centred scientific approach to vision. As 

Roy Strong writes, “a magical age of alchemy and occult symbolism
56

 had given way to 

the age of experiment and the Royal Society.”
57

 Strong’s conception of a changing 

visual perception is mirrored by Svetlana Alpers’ description of the differences between 

Hilliard’s aesthetic, what she calls the ‘Art of Describing,’ and what Martin Jay calls 

‘Cartesian Perspectivalism.’ Alpers states: 

 “[Hilliard deals with] the surface of objects, their colours and textures, 

[…] rather than their placement in legible space; an unframed image 

versus one that is clearly framed; one with no clearly situated viewer 

compared to one with such a viewer.”
58

 

These differing visual frameworks have been dubbed ‘Scopic Regimes’ by Jay (after 

Christian Metz’s The Imaginary Signifier: Psychoanalysis and the Cinema), defined as 

mechanisms “designed to construct the gaze and control the consciousness.”
59

 

This tide-change began in fifteenth century Italy where the great Renaissance 

polymaths
60

 had ‘re-discovered’ the science of perspective first observed by Lucretius 
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in the first century BC.
61

 These polymaths, models of the Renaissance ‘universal man’ 

including Leonardo and Brunelleschi were architects, artists and sculptors but also 

inventors of machines and scientific optical instruments. Brunelleschi is widely credited 

with the rediscovery of one-point perspective with his optical experiments conducted 

around 1415.
62

 In one such experiment, the viewer peered through a small hole in the 

back of a painting, of the Florentine duomo’s baptistery, observing the painting’s 

reflection in a mirror opposite. This image could then be directly overlaid upon the real 

view of the baptistery as observed from the door of the Cathedral (fig. 3.25).
63

 By 

positioning the viewing hole at the point of perspective convergence, Brunelleschi had 

introduced the vanishing point to art, and had placed the eye, and the perceiving subject 

at the centre of the visual world.
64

 

It has been argued that Brunelleschi’s mode of vision reorganised the world in 

relation to the eye. As John Berger has written, linear “perspective makes the single eye 

the centre of the visible world.”
65

 Moreover, this single eye was “understood to be static, 

unblinking, and fixated, rather than dynamic.”
66

 In Norman Bryson’s terms, it followed 

the logic of the “Gaze rather than the Glance, thus producing a visual take that was 

eternalized, reduced to one “point of view” and disembodied.”
67

 Bryson’s use of the 

term ‘disembodied’ reflects Cartesian perspectivalism’s distancing of the subject from 

the object, and the subject’s assumption of a ‘God-like’ distanced gaze, which persists 

as the observational basis of modern Western science.
68

 John Berger has suggested that 

this detachment of the observer from the object, achieved via the Renaissance re-

discovery of Cartesian Perspective, is mirrored by the contemporary proliferation of 

mobile canvas or board paintings, detached from the visual field and depicted for 

circulation and sale.
69

  

Leon Battista Alberti, perhaps Cartesian perspectivalism’s first theorist, believed 

in the Renaissance polymath’s powers to uncover order and rule in nature. A proper 
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Fig. 3.25 A reconstruction of Brunelleschi’s perspective experiment. Brunelleschi 

demonstrated that a perspectival painting of a view could be mapped directly onto the 

world as experienced by the visual sense. Image from http://maitaly.wordpress.com 

[Accessed 07/12/2012] 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.26 Piero della Francesca’s Ideal City is a city constructed from geometry and 

perspective, which places the eye, and the visual sense, at the centre of the universe. 

 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.27 Stage set design by Inigo Jones for the ‘House of Oceanus’ in Ben Johnson’s 

play entitled The Fortunate Isles and Their Union. In the absence of their physical 

survival, this image gives an idea of what structures in Jones’s and Caus’s gardens at 

Richmond Palace may have looked like. Certainly, perspective effects common to 

theatrical designs at this time were important features of the renaissance garden. Image 

from R. Strong, The Renaissance Garden in England (W W Norton & Co Inc, 1979) p. 

 

 

 

 

 

 

 

 

 

 

Fig. 3.28 Drawing of the house and gardens at Ham House by architect Robert 

Smythson c. 1609, showing the formal integration of the garden as geometrical 

extension of the house plan. Image from R. Strong, The Renaissance Garden in 

England (W W Norton & Co Inc, 1979) 
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understanding of the mathematical science of perspective was a critical attribute of the 

‘universal man’.
70

 Piero della Francesca’s paintings arguably demonstrate an obsession 

with Alberti’s science of perspective, used in the construction of virtual architectural 

space.
71

 In Francesca’s Ideal City (c. 1470) (fig. 3.26), each plane of virtual buildings 

remains in sharp focus while receding into the distance.
72

 Piero’s paintings are also 

devoid of movement and human presence. As Bernard Berenson has written, Piero della 

Francesca “did not always avail himself of his highest gifts. At times you feel him to 

have been dogged by his science.”
73

 

It is this dogged determination to prioritise the science and geometry of 

perspective which has been most routinely criticised by theorists, from Erwin 

Panofsky’s criticism of perspective as convention or “symbolic form”
74

 to Martin 

Heidegger’s suggestion of its complicity with “a subject willed to mastery.”
75

 Following 

Panofsky’s argument, Jay has written that the disembodiment and ‘de-textualization’ of 

Cartesian Perspectivalism led to “abstract, quantitatively conceptualised space 

[becoming] more interesting to the artist than the qualitatively differentiated subjects 

painted within it”, thus, “the rendering of the scene became an end in itself.”
76

 

Following Heidegger, Cartesian Perspectivalism as scopic regime has been criticised as 

“complicitous with a certain notion of an isolated bourgeois subject,”
77

 a subject whom 

viewed the structure of the world from a detached ‘God-like’ position, thus failing to 

“recognise [their] corporeality, intersubjectivity and embeddedness in the flesh of the 

world.”
78

  

 

3.6 Prince Henry, Solomon de Caus and the Renaissance Gardens of Richmond-

upon-Thames 

In architectural and landscape design, the scientific and mathematical precision 

demanded by the study of perspective ensured its association with straight axes and 

vistas which came to define the dominion of the viewer over their surroundings. In 
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seventeenth century Richmond, the Huguenot ‘engineer’ Solomon de Caus, in many 

ways himself a model of the Renaissance ‘universal man,’ was employed as tutor of 

perspective to the young Henry, Prince of Wales. Henry was an amateur artist, as well 

as a collector of paintings and sculpture. His enthusiasm for Italian Renaissance art fired 

ambitious plans to build at Richmond an Italianate palace commissioned from architects 

Inigo Jones and Constantino dei Servi. At the same time, De Caus was occupied with 

the creation of an elaborate garden to complement the new palace, of which apart from a 

few sketches of sculpture in De Caus’ hand, no recorded design survives, although 

among its influences were the Mannerist gardens of Pratolino, Tuscany, and the French 

court.
79

 De Caus’ collaboration at Richmond with Jones, an architect and theatre-set 

designer, indicates a link between the science of perspective and the theatrical arts. 

Jones’ contemporary set-design for Ben Johnson’s The Fortunate Isles and their Union 

(1625) depicts a deep perspective view of grotto-like arcades - easily interpreted as a 

Mannerist garden scene - such as De Caus may have proposed at Richmond Palace (fig. 

3.27). As Strong has pointed out, surely it can be no coincidence “that radiating walks 

and vistas begin to appear at the same time as single point perspective on the stage.”
80

 

Some theorists have even proposed that optical techniques of perspective, absorbed by 

garden and theatre design, demonstrate a growing interest in the illusory, theatrical and 

virtual at this time. For example, Paul Virilio has spoken of the ‘dematerialisation’ of 

the world, a new condition in which “the image prevails over the object present”
81

 

where the virtual prevails over the real. Gina McPhee states “perhaps not surprisingly, 

the dissemination of perspectivalism in the Renaissance and Baroque was accompanied 

by a renewal of interest in trompe-l’oeil, anamorphosis, the distorting effect of mirrors, 

and the camera obscura.”
82

  

If, as has been argued, ‘scopic regimes’ were undergoing a period of change 

from the Renaissance onwards, that change might also be detectable in the formal 

planning of the landscape garden. For example, architect Robert Smythson’s collection 

of house and garden plans (c.1609)
83

 captures a period of increasing architectural design 

interest in the aristocratic garden. Early seventeenth-century examples appear 

haphazardly placed in relation to the house, though were probably located for 

topographical convenience, ease of access to the kitchens or beneath the windows of 
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principal rooms. Smythson’s plan of Countess Bedford’s now demolished Twickenham 

Park, formerly located on the opposite bank of the Thames at Richmond, is a case in 

point (fig. 3.11). 

By contrast, Smythson’s plans demonstrate that later seventeenth-century garden 

designs were emphatically related to the figurative plan of the house, becoming integral 

to the architectural arrangement of the whole. For example, Smythson’s plan of Ham 

House, Petersham, shows the house at the centre of a large platform, with gardens laid 

symmetrically about a determining central axis (fig. 3.28). As Strong has pointed out, 

“this is new. The eye could look either way, to or from the back of the house down an 

avenue of fruit trees through what can only have been designed to be a perspective 

effect.”
84

 Via this perspective effect, the wider landscape is manipulated in reference to 

the house; a long avenue “invades and takes possession of the landscape,”
85

 tying the 

village of Ham to the house, funnelling the ideal urban formality of Albertian 

perspective from village through house to garden and into the landscape beyond. 

At Ham, the architectural formality of the house was extended beyond into the 

landscape, but this force could also operate in reverse, enforcing the formality of the 

garden upon an earlier house. An example of this may be observed in Christopher 

Wren’s 1689 remodelling of Hampton Court, where Wren took the opportunity to 

realign Henry VIII’s palace with the axial symmetry of André Mollet’s ‘patte d’oie’
86

 of 

1662, itself largely determined by visual connections to the neighbouring urban centres 

of Kingston and Hampton. This ebb and flow of influence reminds John Jackson “of the 

close collaboration which once existed between urban design and what we now call 

landscape architecture, a collaboration which two centuries of anti-urban Romanticism 

all but destroyed.”
87

 

It should be clarified that the urban quality of seventeenth century axial garden 

design was far from the lived experience of the majority of contemporary British towns. 

Rather, the garden’s urban quality was that of the idealised city expressed by 

Renaissance artists such as Piero della Francesca.
88

 The image of the idealised city 

constructed around perspective vistas is strikingly illustrated by Wren’s plan to rebuild 
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London after the Great Fire of 1666. Wren proposed a city of axial thoroughfares (fig. 

3.29), in contrast to the preceding tangle of medieval alleys as depicted in Van der 

Wyngaerde’s oblique aerial views. In Wren’s ideal London, the city would be shaped 

around a number of vistas terminated by monuments and grand buildings – although 

Wren’s plans remained largely unexecuted because issues of land ownership and hasty 

construction returned the city to much of its medieval layout.
89

 

It has been argued that John Rocque’s famous map of London (1747) mediates 

between Wren’s vision and the chaos of the city as rebuilt, idealising the city by its 

deliberate disguise of disorder (fig. 3.32).
90

 Many of Rocque’s streets appear wider and 

straighter than their reality and the city’s slums are tidied up. Nothing could be of more 

contrast to William Hogarth’s contemporary engraving of gin-fuelled chaos in Night, 

which coincidentally includes Rocque’s own house (1736). Rocque was also 

commissioned to produce plans of newly ‘improved’ gardens, including that of Lord 

Burlington’s Chiswick House (1736) downstream from Richmond (fig. 3.30). Wren’s 

un-built London vistas, and Richmond’s Terrace Walk, are mirrored in Chiswick’s three 

radiating avenues of pleached trees, terminated by garden structures. The theatricality of 

exaggerated perspective in this arrangement is illustrated by Pieter Rysbrack’s painting 

of the scene (c.1728-9) (fig. 3.31). Strong observes that the use of exaggerated 

perspective manipulates the eye, drawing the spectator’s gaze and movement towards 

allegorical buildings, just as the incorporation of perspective in contemporary stage 

scenery had focused the spectators gaze upon successive allegories performed on 

stage.
91

 

Perspective’s manipulation of the viewer suggests that the perspectival garden 

possessed a controlling dimension. The great avenues of the seventeenth century garden 

take possession of the wider landscape and pronounce the visual, if not physical, 

dominion of the spectator. Johannes Kip’s 1708 engraving of New Park (built 1683), on 

the edge of Richmond’s Royal Park, illustrates the extent to which a network of vistas 

could take possession of the landscape (fig. 3.33). Control and possession are articulated 

on the ground by this vast network of vistas, whilst Kip’s oblique aerial viewpoint 

connotes the power of New Park’s comissioner, the Earl of Rochester. Samuel 

Molyneux wrote of a visit to New Park that it was “interspers’d with Vistos [sic] & 
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Fig. 3.29 Wren’s axial plan for post-fire London. Under Wren’s plans, the city would be 

organised around a series of perspectival vistas terminating in prominent landmarks and 

public spaces. This organisational strategy is demonstrated in contemporary garden 

designs, including Terrace Walk itself. Image from The Picture Magazine (1894). 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.30 John Rocque’s plan of Chiswick House showing the ‘patte d’oie’ or ‘goose 

foot’ of three converging avenues, designed for perspective effect, and with a certain 

‘urban’ quality. That the garden is designed for optical effect is demonstrated by the 

surrounding pictorial vignettes. Image from R. Strong, The Renaissance Garden in 

England (W W Norton & Co Inc, 1979) 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.31 Pieter Rysbrack’s depiction of Lord Burlington’s ‘patte d’oie’, Chiswick c. 

1728-9. Image from R. Strong, The Renaissance Garden in England (W W Norton & 

Co Inc, 1979) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.32 Part of John Rocque’s Survey of London 1744-6, showing the Thames 

between Hampton and Richmond. The riverside gardens of Hampton Court, Ham House 

and Twickenham Park are recognisable by their geometric avenues and vistas. King 

Henry’s Mound and the avenue of trees framing the view of St. Paul’s Cathedral is also 

visible within Richmond Park to the right of the image. Image from J. Cloake, 

Richmond Past (Historical Publications Ltd, 1991) p. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.33 ‘New Parke’, Petersham, as depicted by Johannes Kip in 1708. Some features 

of the gardens may also be discerned in John Rocque’s later Survey of London. 

Richmond Hill and the commons are beyond the frame to the bottom left, whilst King 

Henry’s Mound and the avenue of trees framing St. Paul’s appear as extensions to the 

perspectival garden at the top left. Image from J. Cloake, Richmond Past (Historical 

Publications Ltd, 1991) 

 

 

 

 

 

 

 

 

 

Fig. 3.34 Thomas Chapman’s Playhouse on Richmond Hill, the first purpose built 

theatre in Richmond. Image from J. Cloake, Richmond Past (Historical Publications 

Ltd, 1991) p. 35 
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innumerable private dark walks thro’ every part of it […] with unconfin’d [sic] 

prospects […] every now and then of the […] Country and River beyond.”
92

  

The avenues depicted in Kip’s engraving appear to extend to infinity, drawing 

the gaze through deep space. Jane Austen was also sensitive to this method of visual 

appropriation, remarking in Emma (1815) that:  

“a broad, short avenue of limes […] led to nothing; nothing but a view 

at the end over a low stone wall with high pillars, which seemed 

intended […] to give the appearance of an approach to the house, 

which never had been there.”
93

  

Jane Austen’s avenue leads to the physical boundary of the estate, but it deceives the 

viewer by giving “the appearance” that the estate extends beyond the wall. As Robin 

Evans has remarked “when any vista cuts through the lives of others it is a political 

instrument of a certain complexion. And when architecture petrifies its passage and 

forces movement and vision into the same privileged paths, even more so is architecture 

politicised.”
94

 Evans’ remark suggests that the optical principles of the axial garden may 

have been developed in association with the increasing visibility of the political power 

wielded by the landed gentry from the latter seventeenth century onwards.
95

 

 

3.7 Perspective and the Theatre: Richmond Hill Theatre 

One could suggest that the aforementioned link between theatre architecture and 

axial landscape design is demonstrated by the siting of Richmond’s first theatre, housed 

in a barn opposite Terrace Walk in the summer of 1714 (fig. 3.34).
96

 In 1725, the theatre 

finally moved to a purpose built structure on Richmond Hill (on the site of 10-12 The 

Terrace).
97

 On performance days, Terrace Walk was, no doubt, buzzing with theatre-

goers taking the air between acts, or refreshing themselves in the neighbouring Roebeck 

Inn, one of a serious of taverns which contributed to the hilltop’s reputation as a popular 

leisure district. Indeed, Terrace Walk and the Richmond Hill view may well have 

formed the painted backdrops to such performances, as idyllic landscapes as well as 
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local and garden scenes were the popular subjects of set-designers. This might be 

supported by an interior sketch of the later Richmond Theatre (relocated to Richmond 

Green) by F. Cornman of 1896, which, with a little imagination, could be interpreted as 

a backdrop of Richmond Hill (fig. 3.35).
98

 

The elaboration of theatrical scenery highlights a new priority given to the visual 

sense over the practical. Previously, very little scenery was utilised apart from the 

common background of the theatre building itself and its various entry and exit points; 

the eye was focused upon the activity of the actors. With the introduction of complex 

scenery, greater emphasis was placed upon the experience of setting and atmosphere. 

The perspectival ‘picture frame’ stage drew the eye into this setting, constructing 

another virtual world through perspective, into which the viewer peered. This had also 

been mirrored in Mannerist garden design which had moved away from the medieval 

model of the garden, displaying plants of a medicinal and practical utility,
99

 to a purely 

visual appreciation of the garden. As John Jackson has written, garden design “became 

the art of views and perspectives,” “the design of the landscape as background for the 

theatre of human interaction.”
100

 

 

3.8 Theatre of Human Interaction: Richmond Hill Pleasure Garden 

The overlaying of a theatrical urban axiality onto the seventeenth century garden 

has been observed by several writers. John Dixon Hunt suggests that “the French […] 

were more inclined towards the city and took it with them into their gardens, which 

were decorative and ornamental”
101

 whilst Jackson argues that, “Regardless of its 

location, the ornamental or pleasure garden […] belongs to the city. It is an expression 

of urban values and of an urban way of life.”
102

 The urbanity of the axial perspective 

garden is reflected by the popularity of formal pleasure gardens established across 

London during the seventeenth century. These gardens, part landscape, part theatre, 

were open to paying guests who could take tea in garden pavilions, visit inns, attend 

balls and watch open-air performances or fireworks illuminations (fig. 3.36). Of the 

famous pleasure gardens at Vauxhall (begun 1661), the London Magazine wrote: 

“Thy bowers, O Vaux-Hall then shall rise, 
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Fig. 3.35 Two views of Richmond theatres; the first an aquatint by T. Woodfall of the 

Richmond Hill theatre (1804); the second, a view of the New Theatre from the 

Illustrated Sport (1890). Both show painted landscape backdrops: the first is probably a 

view from Richmond Hill; the second, a view of Richmond Hill from the river. The 

association between the theatre and dramatic landscape view is of particular interest 

given the origins of Richmond’s theatre on Terrace Walk. Image from J. Cloake, 

Richmond Past (Historical Publications Ltd, 1991) p. 126 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.36 Aerial view of Vauxhall pleasure gardens by Samuel Wale, c. 1751. Image 

courtesy of the Victoria & Albert Museum. 

 

 



 

 

Fig. 3.37 Admission ticket to 

Vauxhall pleasure gardens’ 

Jubilee celebrations (1783) 

showing the gardens as a 

theatrical stage set. Image 

courtesy of the Victoria & 

Albert Museum. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.38 Engraving after Thomas Rowlandson, showing the crowds enjoying an 

evening at Vauxhall gardens. Richmond Hill’s own pleasure gardens, ‘Richmond 

Wells’, would have been thronged with crowds on popular weekends, attracted by 

music, dancing, drinking, the opposite sex and the sometimes morally relaxed 

atmosphere.  
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In all the gay pride of the field; 

Thy musick, shall sweetly surprise; 

To thee fam’d Elysium shall yield.”
103

 

The theatrical splendour of Vauxhall pleasure gardens is illustrated by an admission 

ticket to the 1783 Jubilee party, which shows the receding perspective of a shady 

avenue, framed by what could be the proscenium arch of a stage (fig. 3.37). The tent-

like roof crowning the image creates a sense of optical illusion, perhaps indicating the 

avenue as a false perspective housed within a garden pavilion or temporary structure. 

Music is indicated in the position of the orchestral pit by a lyre and drum beneath the 

‘stage’ floor. This image neatly summarises the pleasure garden which, mirroring John 

Jackson’s observations, might be dubbed “a stage set for the theatre of human 

interaction.”
104

 

 As we have seen, Richmond Hill’s Terrace Walk was a centre of leisure which 

encompassed the royal park, promenade, view, hilltop inns and theatre. The discovery 

of a spring on the hillside in the 1670s, marketed as medicinal, further attracted visitors 

and investment.
105

 By 1696, the area immediately adjacent to Terrace Walk had been 

developed as a popular pleasure garden, on the model of Vauxhall, known as 

‘Richmond Wells’ complete with a pump room, assembly hall and gaming rooms. The 

health benefits afforded by taking the waters at Richmond, followed by a stroll through 

the pleasing river landscape were extolled by contemporary writers. For example, 

traveller Charles Moritz wrote in 1782: 

“Even this town, though hardly out of sight of London, is more 

countrified, and more cheerful […]. In the streets there reigned here a 

pleasing rural tranquillity, and I breathed a purer and fresher air. […] 

[From the town] you enter immediately into a most charming valley, 

that winds all along the banks of the Thames. It was evening. The sun 

was just shedding her last parting rays on the valley; but such an 

evening, and such a valley! The terrace at Richmond does assuredly 

afford one of the finest prospects in the world. Whatever is charming 

in nature, or pleasing in art, is to be seen here.”
106

 

According to John Cloake, daily concerts and weekly balls became a regular feature of 

Richmond’s pleasure gardens, attracting not only local visitors but Londoners too, 

arriving by river boat or by carriages, housed in an extensive mews.
107

 Surviving 
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contemporary paintings, such as Knyff’s views, show only the scantest positioning of 

buildings, rendering it difficult to appreciate the scale of the gardens or their design. 

However, it is clear that the area had developed into a popular resort, ranked alongside 

London’s other pleasure garden resorts of Islington, White Conduit House and Windsor 

in Reverend C. Jenner’s Town Eclogues (1772): 

 “Time was, when satin waistcoats and scratch wigs, 

 Enough distinguish’d all the city prigs, 

 Whilst every sunshine Sunday saw them run 

 To club their sixpences, at Islington; 

 When graver citizens, in suits of brown, 

 Lin’d ev’ry dusty avenue to town, 

 Or led the children and the loving spouse, 

 To spend two shillings at White Conduit House. 

 But now, the prentices in suits of green, 

 At Richmond and Windsor may be seen; 

 There in mad parties they run down to dine, 

 To play at gentlefolks, and drink bad wine: 

 Whilst neat post-chariots roll their masters down 

 To some snug box, a dozen miles from town.”
108

 

As this poem demonstrates, the pleasure gardens of Richmond, and no doubt the 

neighbouring Terrace Walk, had begun to attract the “prentices” or nouveau riche. The 

theatricality of the pleasure garden allowed the middle class to “play” at being 

aristocracy, indulging in extravagant parties in the grand illusory setting of a stately 

home. The pleasure garden, which had once attracted the wealthy at Islington, and the 

poor at White Conduit House, now catered for a society of suburban villa owners, 

dwelling in their “snug box[es], a dozen miles from town,” who aspired to the grand 

estates of the landed gentry.  

 Richmond Wells’ cultivation of drunkenness and debauchery gradually eroded 

its popularity locally as well as amongst the fashionable set. Finally, in 1763, Susanna 

Houblon, living almost opposite, bought up the pleasure gardens and promptly closed 

them to the public, demolishing its buildings.
109

 Despite the closure of the gardens, the 

Terrace Walk, theatre and inns continued to draw visitors to the hill, immortalised by 

the song The Lass of Richmond Hill, first sung at Vauxhall pleasure gardens in 1789.
110

 

Remaining popular well into the nineteenth century, contemporary song sheets typically 

juxtapose a view of the Thames from Terrace Walk with the accompanying lyrics (fig. 

3.39). 
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Fig. 3.39 Nineteenth century song sheet for The Lass of Richmond Hill, (left) first sung 

at Vauxhall gardens in 1789, and illustrating the, by now familiar, view of the Thames. 

To the right, a song sheet from 1794 depicting the Lass, with a distant view of the 

Thames to the right of the image. Images courtesy of the Museum of Richmond-upon-

Thames. 

 

 

 

 

 

 

 

 

 

 

Fig. 3.40 View of Terrace Walk by Alfred Mudge, 1883. Image from 

www.wikigallery.com [Accessed 07/12/2012]. 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.41 Weekend promenading on the Terrace, Richmond Hill, postcard c. 1910. The 

fact that not a single person is walking away from the camera suggests either that the 

entire photo is posed, or that there was an accepted directional circuit for such 

promenades. Image from author’s personal collection. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.42 A second postcard depicting the Terrace, Richmond Hill, c. 1910. Image from 

author’s own collection. 
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Richmond Hill’s Terrace Walk conformed to the fashion for axial 

perspectivalism in popular landscape design of the seventeenth century, likened to the 

extension of country house architecture to the garden or to the overlaying of urban 

axiality upon the natural landscape. Terrace Walk, as an example of this integration of 

architecture and landscape, was a designed space for the appreciation of the landscape 

view and the act of the promenade, similar to the Long Galleries of Elizabethan houses. 

The avenue of trees served as a frame through which the landscape was to be viewed by 

the strolling gentleman, from the passing carriage or from the windows of the house. 

Knyff’s downstream painting (fig. 3.43) contrasts the sinuous curve of the river prospect 

with the hard-line geometry of this constructed perspective. The prospect itself appears 

flattened against the perspective spatiality of the foreground, creating a foil between the 

viewer and the view beyond like the proscenium arch of contemporary theatres; a 

perspective construction of space separating the landscape out as an object observed 

from the outside by the viewer peering into the image. If, following Strong’s argument, 

perspective had introduced to garden design the concept of pictorial space, in the 

following section we will see how eighteenth-century landscape architects would “leap 

the fence” of the seventeenth century axial garden and in doing so, seek to manipulate 

the image of nature itself.  

 

3.9 Richmond Hill Villas 

 Where, in the seventeenth century, the landscape was to be seen from the house 

via the perspective techniques of axial garden design, during the eighteenth century a 

shift occurred in which the house itself was seen as integral to landscape views. This 

chapter will explore the property boom which overtook eighteenth century Richmond-

upon-Thames and demonstrate how local intellectual circles began to look to natural 

views of the Thames for inspiration in contemporary literature, architecture and 

landscape design.  

Stepping down from the shady promenade of Terrace Walk into the gardens 

below, one crosses from public property to what had once been a series of privately 

owned riverside estates, most of which have been swept away in the course of the last 

century. From the early 1700s, wealthy Londoners began building elegant villas along 

the banks of the Thames at Richmond. The resulting profusion of riverside seats is 

demonstrated by Augustin Heckel’s engraving of Cholmondeley Walk (1749) (fig. 3.44), 
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and Samuel Leigh’s later Panorama of the Thames from London to Richmond (c.1830) 

(fig. 3.1.45). Writing in 1724, Daniel Defoe described the scene: 

“From Richmond to London, the River sides are full of Villages, those 

villages so full of Beautiful Buildings, Charming Gardens, and Rich 

Habitations of Gentlemen of Quality, that nothing in the World can 

imitate it.”
111

 

By the 1770s, several impressive villas had grown up around Terrace Walk, notably 

No.3 The Terrace, rebuilt by architect Sir Robert Taylor in 1769; Downe House, 

completed in 1771; Ancaster House, commissioned by the Duke of Ancaster in 1772 

and Wick House, built for the Royal Academy’s first President, Sir Joshua Reynolds, by 

architect Sir William Chambers (fig. 3.48).
112

 These grand villas were positioned to take 

advantage of unrivalled river prospects from their hilltop locations. Traveller Charles 

Morritz even remarked that “I never saw a palace which, if I were the owner of it, I 

would not give for any of the houses I now saw on Richmond Terrace.”
113

 

 As we have seen in the previous section, villa-builders and developers alike had 

been drawn to Richmond Hill by its profitability, the result of a favourable combination 

of distance from the city of London, river views, theatre, inns and pleasure garden. 

Reynolds was himself clearly drawn to the view from Terrace Walk, painting a 

romanticised version of it in 1788, one of the portraitist’s few landscapes, in which he 

exaggerates the topography of rolling hills into mountain peaks, giving it the impression 

of a bucolic Italian scene (fig. 3.46).
114

 

The site neighbouring Reynolds’ Wick House, formerly a collection of cottages 

comprising the Bull’s Head Tavern, was purchased by Lady St Aubyn in 1774, and 

developed by architect Robert Mylne as an elegant classical villa named The Wick.
115

 

Mylne’s redevelopment allowed for an extension of Terrace Walk up to the Star and 

Garter Inn opposite the entrance to Richmond Park, seen in a watercolour by J.I. 

Richards of c.1800 and in George Hilditch’s The Terrace, Richmond Hill of 1837 (fig. 

3.49).
116
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Fig. 3.43 Detail from Leonard Knyff’s The Terrace and View from Richmond Hill c. 

1650-1720. The Terrace Walk and houses opposite create a perspectival optical effect 

which draws the eye into the painting, mirroring the role of the Terrace Walk trees, 

which framed views of the landscape as viewed from the windows of the houses. Image 

courtesy of the London Borough of Richmond upon Thames. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.44 Cholmondeley Walk, Richmond, showing the recently completed mansion of 

the Earl of Cholmondeley and a number of other riverside villas. Engraving from 

watercolour by Augustin Heckel, 1749. Image from J. Cloake, Richmond Past 

(Historical Publications Ltd, 1991) p. 111 



 

 

 

 

 

 

 

Fig. 3.45 Two sections from Samuel Leigh’s Panorama of the Thames from London to 

Richmond, showing the many villa estates lining the river at Richmond by the time of 

its publication c. 1830. This was the unfolding panorama which drew weekend tourists 

to the steamboats operating from London to Richmond in the nineteenth century. Image 

from J. Cloake, Richmond Past (Historical Publications Ltd, 1991) p. 61 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.46 A highly romanticised view of The Thames from Richmond Hill, painting by 

Sir Joshua Reynolds, 1788. Image from the Tate Collection. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.47 A view of Richmond Hill’s many fine villas. Lady St Aubyn’s elegant ‘The 

Wick’ is to the right, with Sir Joshua Reynold’s ‘Wick House’ immediately 

neighbouring it on the left. The Terrace Walk is behind the artist, with the view over the 

Thames out of picture to the right. The entrance to Richmond Park is at the centre of the 

view. Watercolour by J. I. Richards, c. 1800. Image from J. Cloake, Richmond Past 

(Historical Publications Ltd, 1991) p. 63 

 

 

 

 

 

 

 

 

 

 

Fig. 3.48 Villas of Richmond Hill today. From the left: Sir Joshua Reynold’s ‘Wick 

House’ designed by Sir William Chambers (1772), Lady St Aubyn’s ‘The Wick’, 

designed by Robert Mylne (1774), and No. 3 The Terrace, designed by Sir Robert 

Taylor (1769). Images by author. 



 

 

 

 

 

 

Fig. 3.49 George Hilditch, The Terrace, Richmond Hill, 1837. Architect Robert Mylne’s 

‘The Wick’ is to the left. According to the label on the reverse of the canvas, the 

painting once hung at Asgill House, Richmond. Image from J. Bryant, Finest Prospects: 

Three Historic Houses: A Study in London Topography (English Heritage, 1986) p. 89 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.50 A View from Richmond, Looking towards Twickenham by William Marlow, 

1776. The villa built by brewer Edward Collins is to the left, later to be replaced by a 

larger house to be known as Lansdowne House. The buildings to the right of centre are 

the only record of ‘Richmond Wells’, spa and pleasure gardens. Image from J. Cloake, 

Richmond Past (Historical Publications Ltd, 1991) p. 34 
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 Lower down the hill, brewer Edward Collins built a comfortable villa which 

appears to the left of A View from Richmond, looking towards Twickenham by William 

Marlow, 1776 (fig. 3.50).
117

 This villa was replaced with a considerably larger house in 

1796 - latterly known as Lownsdowne House - and was successively host to such 

illustrious residents as Charles William Molyneux, Duke of Molyneux and Earl of 

Sefton (1770s), Lady Di Beauclerk, George Townshend Earl of Leicester and second 

Marquis of Townshend (1790s), the Marquess of Stafford, the Marquess Wellesley 

(1811), the Earl of Lansdowne (1830) and the Prince de Joinville.
118

  

A further mansion, also designed by architect Robert Mylne, was constructed in 

1791-3 on the site of part of Richmond Wells, roughly in the position of the buildings 

which appear to the right of Marlow’s painting. This was to be known as Cardigan 

House, the country retreat of the Duke of Clarence and subsequently the Earls of 

Cardigan.
119

 Despite their demolition in 1875 and 1970 respectively, images of 

Lansdowne House and Cardigan House survive in late nineteenth century sale 

catalogues, which show them to have been substantial villas set within landscaped 

grounds, with bay windows and verandas taking advantage of the river views (fig 

3.51).
120

 

 At the foot of Richmond Hill, a sign proclaims a section of the hill as Buccleuch 

Gardens. The name originates in the Duchess of Buccleuch, daughter of the Earl of 

Cardigan, later Duke of Montagu, who built a mansion here in 1761-3. Decades of clay 

extraction at the foot of the hill, associated with Richmond’s seventeenth century tile 

kilns, posed an ever-present threat of landslip, and thus the steep topography was 

deemed useless for grazing cattle. The Vestry of Richmond therefore decided to grant 

the land to the Duke of Montagu who created, at great cost, extensive gardens on either 

side of Petersham Road, which he linked with a subterranean grotto which survives to 

this day.
121

 Twickenham resident Horace Walpole said of a visit to the gardens in 1790 

that “it is perfectly screened from human eyes, tho’ in the bosom of so populous a 

village: and you climb til at last, treading the houses under feet, you recover the Thames 

                                                 
117

 Ibid., p.85 
118

 English Heritage Register of Parks and Gardens of Special Historic Interest 

http://www.parksandgardens.ac.uk/component/option,com_parksandgardens/task,site/id,6503/tab,history/

Itemid,293/ [Accessed 26/01/11] 
119

 Cloake, Richmond Past, p.63 
120

 Ibid., p.123 
121

 English Heritage Register of Parks and Gardens of Special Historic Interest 

http://www.parksandgardens.ac.uk/component/option,com_parksandgardens/task,site/id,6503/tab,history/

Itemid,293/ [Accessed 26/01/11] 



 

84 

 

and all the world at a little distance.”
122

 The spectacular setting of the Duke of 

Montagu’s gardens played host to a number of lavish garden fetes entertaining, among 

others, King Leopold of Belgium, the Duke of Wellington, Lord Melbourne and the 

Sultan of Turkey.
123

 One such occasion is recorded in an engraving by T. A. Prior, 

depicting the fete held at Buccleuch House in honour of Queen Victoria’s visit in 1842 

(fig. 3.52).  

  

3.10 Alexander Pope and the Naturalistic Garden 

In order to understand why Richmond had become such a favoured site for the 

villa estates of the gentry, it is important to understand how the landscape had entered 

the fashionable psyche, via whose agency, and through what imagery. Approaching the 

crumbling stone vaults of the Duke of Montagu’s subterranean grotto at Buccleuch 

Gardens, one is struck by the sudden re-appearance of the Thames, framed by arches of 

rusticated rubble (fig. 3.53). The Duke and his landscape architects were no doubt 

familiar with the same effect at poet Alexander Pope’s grotto, across the river at Cross 

Deep, Twickenham. What little remains of Pope’s grotto today sits beneath the 

buildings of a Victorian school, stripped of its semi-precious stone, mirror, crystal and 

shell lining, and of the garden context in which it was located. Fortunately however, a 

series of drawings and descriptions do survive, allowing an insight into Pope’s 

innovative experimentation in landscape architecture and the flowering of a genteel villa 

society on the banks of the Thames. 

Alexander Pope (1688-1744) had suffered from a crippling bone disease as a 

child which had stunted his growth, leaving him with a hunchback and rendering him 

unable to walk without the aid of a stick.
124

 As Mavis Batey has pointed out, Pope’s 

preoccupation with the reading and translation of works of classical literature may have 

acted as a release from “the many restrictions his deformity and frailty imposed upon 

his activities.”
125

 Pope’s poetry in particular, was inspired by the works of Horace and 

Virgil,
126

 whose renderings of idyllic landscapes: lawns, shady bowers, glittering 

streams, and the simple and innocent lives of the comfortable rural farmer, reminded 

Pope of the Thames-side meadows. Pope transferred this classical vision to the Thames, 
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Fig. 3.51 Richmond Hill’s mansions 

included Lansdowne House, 1796 (top) 

and Cardigan House (bottom), designed 

by architect Robert Mylne in 1791-3. 

Lansdowne House was demolished in 

1875, followed by Cardigan House in 

1970. Images from nineteenth century sale 

catalogues. B. Gascoigne, Images of 

Richmond (Saint Helena Press, 1978) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.52 A scene from E.W.A. Brayley’s A Topographical History of Surrey showing 

the Duke of Montagu’s estate on the occasion of a fete given for Queen Victoria (1842). 

Richmond Hill and the Terrace is behind Buccleuch House. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.53 The subterranean grotto built by the Duke of Montagu to link his riverside 

Buccleuch gardens with Terrace gardens beneath Petersham Road. The model for this 

grotto must surely have been Alexander Pope’s famous grotto in neighbouring 

Twickenham. Image by author. 

 

 

 

 

 

 

 

 

 

 

Fig. 3.54 The Thames at Twickenham by Peter Tillemans (1725). Alexander Pope’s 

villa, and the grotto beneath the house, appears prominently to the left of centre, 

suggesting that Pope may have been Tilleman’s patron for this particular painting. 

Image from S. Liddell, Sotherby's Art at Auction 1988-89. (London: Sotheby's 

Publications, 1989) 
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stating that on his journeys through the country he had seen “no scenes of paradise, no 

happy bowers, equal to those on the banks of the Thames.”
127

 Pope’s transferral of an 

Italianate classical vision onto the Thames landscape is illustrated by his pastoral 

‘Spring.’ Composed at the age of sixteen, the poem begins with an opening sentence 

quoted from Virgil and proceeds as a dialogue between Daphnis and Strephou, two 

Sicilian muses: 

“First in these fields I try the Sylvan strains, 

Nor blush to sport on Windsor’s blissful plains: 

Fair Thames, flow gently from this sacred spring. 

While on thy banks Sicilian Muses sing. 

… 

Blest Thames’s shores the brightest beauties yield, 

Feed here, my lambs, I’ll seek no distant field.”
128

 

Pope’s idyllic imagery continues in ‘Summer’ with an allusion to the simple and 

contented life of the pastoral shepherd, who roams a paradise on earth: 

“A Shepherd’s boy (he seeks no better name) 

Led forth his flocks along the silver Thame, 

Where dancing sunbeams on the water play’d, 

And verdant alders form’d a quivering shade. 

… 

See what delights in sylvan scenes appear, 

Descending gods have found Elysium here.”
129

 

The popularity of Pope’s pastorals, followed by the successes of An Essay on Criticism 

(1711), The Rape of the Lock (1712) and Windsor Forest (1713), enabled Pope to amass 

enough money to lease a small house at Cross Deep, Twickenham in 1719, and to 

substantially rebuild it as a classical villa. Designed, perhaps, with the aid of architect 

James Gibbs, though more likely exhibiting Pope’s own amateur hand, the villa appears 

at the centre of  Peter Tilleman’s The Thames at Twickenham (1725), interpreted by 

some as indicative that the painting was commissioned by Pope himself (fig. 3.54).
130

 

Pope wrote of his move, “The Gods and fate have fix’d me on the borders of the 

Thames, in the Districts of Richmond and Twickenham,” and frequently referred to his 

villa as his “Tusculum” after Cicero’s rural retreat outside Rome.
131

 His conspicuous 

presence in Twickenham, and the work he completed there, such as his translation of 
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Homer’s Iliad (begun in 1715 but not completed until 1720), earned it the popular 

eighteenth-century title of the ‘classic village.’ 

 Pope was not alone in Twickenham, but at the heart of a literary circle which 

included satirist Jonathan Swift and poet John Gay. The Duchess of Queensberry even 

gifted the latter with a riverside summer house in which to compose his works. Pope’s 

influential friends also included George II’s mistress Henrietta Howard, at Marble Hill 

House, Twickenham, and Lord Burlington downriver at Chiswick. Thus, the banks of 

the Thames between Hampton and Chiswick were developing as a community of 

wealthy, influential and innovative individuals. Pope himself was an innovator, though 

his imagination looked back to classical architecture and pastoral poetry for creative 

inspiration. The Twickenham villa which Pope had built in 1719 was squeezed between 

a main road and the riverside lawns, so he leased a plot of land on the opposite side of 

the road in which to extend his garden. These two plots were linked by a subterranean 

grotto, directly inspired by classical precedent, particularly the grotto of the nymph 

Egeria,
132

 outside Rome, a popular stop on the Grand Tour (fig. 3.55). Pope, in a letter 

to his friend Edward Blount, remarked “Were it to have nymphs as well – it would be 

complete in everything.”
133

 In the tradition of the eighteenth century ‘cabinet of 

curiosities,’ the grotto’s interior was decorated with alabaster, marbles, ores and crystals, 

as well as diamonds, stalactites and mirrors. The discovery of a spring during the course 

of excavation allowed a trickling water fountain to echo through the vaults, which was 

complete with a ‘camera obscura’ for projecting an inverted moving image of the 

Thames onto the grotto’s internal wall. The projection of the dappled light of the river 

into the darkened grotto, and its numerous reflections in crystal and mirror, is hinted at 

in Pope’s description: 

 “Thou who shalt stop, where Thames’ translucent wave 

 Shines a broad Mirror thro’ the shadowy Cave; 

 Where ling’ring drops from min’ral Roofs distill, 

 And pointed Crystals break the sparkling Rill, 

 Unpolish’d Gems no ray on Pride bestow, 

 And latent Metals innocently glow. 

 … 

 Approach; but awful! Lo! Th’Egerian Grot, 

 Where, nobly-pensive, St. John sate [sic] and thought;”
134
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Fig. 3.55 Interior sketch and plan of Pope’s Grotto, by Samuel Lewis, 1786. Images 

courtesy of the Pope’s Grotto Preservation Trust. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.56 Pope’s Shell Temple in a sketch by architect William Kent c. 1725-30. The 

entrance to the grotto can be seen at the centre, with a boat depicted on the Thames. 

Pope himself is probably one of the two men to the right, suggested by the presence of 

his pet dog. Image courtesy of the British Museum. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.57 Comparison with Peter Tilleman’s depiction of Pope’s villa (Fig. 4.49) shows 

the addition of the classical portico by architect William Kent in 1732. Engraving by 

Nathaniel Parr after Rysbrack c. 1735. Image courtesy of the London Borough of 

Richmond Upon Thames. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.58 A plan of Alexander Pope’s garden at Twickenham, produced by his gardener, 

John Serle in 1745. Elements of the axial, formal style remain in plan, though 

elevational views were informal and naturalistic (see William Kent’s sketch, Fig. 4.51). 

Image courtesy of the Pope’s Grotto Preservation Trust. 
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 Lord Burlington, an amateur architect, was on hand to offer Pope advice 

concerning his alterations. Burlington recommended architect William Kent, at that time 

working on the house and grounds at Chiswick, who was brought in to design garden 

structures such as Pope’s Shell Temple, appearing in a sketch by Kent of 1725-30 (fig. 

3.56). Classical imagery abounds in this sketch, with a fiery altar at its centre, a bronze 

tripod in the foreground, and the distant river and boatman, perhaps an allegory of the 

River Styx, glimpsed through the dark and other-worldly passage of Pope’s grotto. On 

the riverside, Kent was also engaged in the design of a raised portico and entrance to the 

grotto, added to the front of the villa in 1732, which appears in Pieter Andreas 

Rysbrack’s engraving An exact Draught…of Mr. Pope’s House at Twickenham (c.1735) 

(fig. 3.57).  

 Kent’s sketch of Pope’s garden shows it to have been a naturalistic landscape 

punctuated by architectural and ornamental set-pieces. It is useful to read Kent’s sketch 

in conjunction with gardener John Serle’s A Plan of Mr. Pope’s garden as it was left at 

his Death (1745) (fig. 3.58), though its precise scale and geometry must not be taken 

literally, particularly the diagonal nature of Pope’s grotto, which surviving remains 

demonstrate to have been more or less perpendicular to the road.
135

 What Serle’s plan 

does show, is that the geometry of the formal perspective garden, of Ham House’s 

grand allées and Terrace Walk’s promenade, remained in the plan of Pope’s colonnades 

and quincunxes, though in elevation the plantings were not carefully clipped but left in 

their natural state.
136

 As Mavis Batey has commented, Pope thought “Nature was to be 

dressed, but not overdressed”, a theme which came from the writings of Horace and the 

idea of simplex munditiis, translated by John Milton as “plain in its neatness.”
137

 These 

ideas come across in Pope’s An Essay on Criticism (1711) in which he writes: 

 “First follow NATURE, and your Judgment frame 

 By her just Standard, which is still the same: 

 … 

 Life, Force, and Beauty, must to all impart, 

 At once the Source, and End, and Test of Art 

 Art from that Fund each just Supply provides, 

 Works without Show, and without Pomp presides:”
138

 

Later, in his Epistle to Lord Burlington (1731), Pope makes a specific reference which 

ties this idea of simplex munditiis to the act of landscape design, remarking: 

 “In all, let Nature never be forgot. 
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 But treat the Goddess like a modest fair 

 Nor over-dress, nor leave her wholly bare.”
139

 

Between 1711 and 1731 then, Pope had linked the idea of Horaces’s simple rusticity to 

landscape architecture. The connection may well have been made at Princess Caroline’s 

conference on gardening, held at the Prince and Princess of Wales’ new home of 

Richmond Lodge in 1719, to which Pope, Burlington and Kent were invited.
140

 

Also developing at this time was a sense that gardens could be designed as 

painted scenes, perhaps an inheritance of the theatrical stage-set design of the 

perspectival garden. Indeed, William Kent, as Inigo Jones before him, had been a stage-

set designer, working primarily in scenic sketches rather than in plan. Evidence of his 

application of scenery to the garden is graphically illustrated by a comparison between 

his designs for two Arcadian hermitages; the first, a view of the hermitage he designed 

for Princess Caroline in the gardens at Richmond Lodge, and the second a stage set 

design for a hermitage complete with carefully disposed wings of trees to frame a 

pastoral drama (fig. 3.59).
141

 

In contrast to the sweeping avenues of Ham House opposite, which march out in 

military formation to annex huge quantities of land, Pope’s garden was small (around 

five acres) and introverted. For its qualities, Pope’s garden could not rely on the grand 

optical effects of perspective but was arranged with respect to techniques of pictorial 

composition. Crucially, where Pope did make use of perspective he distorted it “in the 

same manner as they do in painting,”
142

 by narrowing the planting of trees and creating 

areas of shade to enhance the illusion of depth. These optical illusions allowed Pope to 

create a series of idealised ‘scenes’ in a compact space, revealed in visual sequence 

rather than in the single distanced gaze of the axial garden. This principle is revealed in 

Pope’s Epistle to Lord Burlington of 1731:  

 Let not each beauty ev’ry where be spy’d, 

 Where half the skill is decently to hide. 

 He gains all points, who pleasingly confounds 

 Suprizes, varies and conceals the Bounds.
143

 

Garden commentator Joseph Spence wrote in the 1750s that Kent and Pope had been the 

first that “practiced painting in gardening,”
144

 supported by Pope’s comment that “All 
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Fig. 3.59 Evidence of the crossover between theatre design and landscape architecture is 

clearly demonstrated by two designs for rustic hermitages by William Kent. On the left, 

a stage-set design entitled ‘Arcadia’, to the right, a hermitage built at Richmond Lodge 

for Princess Caroline. Images from J. Cloake, Richmond Past (Historical Publications 

Ltd, 1991) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.60 Image from Robert Castell’s Villas of the Ancients Illustrated (1728) 

commissioned by Lord Burlington. The influence of this document on the architecture 

and landscape architecture of the Thames-side villas is clear in examples such as Lord 

Burlington’s own Chiswick House, Alexander Pope’s villa, and Henrietta Howard’s 

Marble Hill House. 
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gardening is landscape painting. Just like a landscape hung up.”
145

 Kent’s method of 

scenic design was no doubt informed by his personal collection of Italian landscape 

paintings, and the landscapes he had witnessed on the Grand Tour, incidentally where 

he had first become acquainted with Lord Burlington. Arguably Kent’s most important 

work with regards to the development of the picturesque movement, was his role in co-

designing the villa and gardens of Chiswick House with Burlington himself. 

 

3.11 Kent, Burlington and the Influence of the Italian Landscape 

Kent and Burlington’s design shares a formal relationship with Andrea 

Palladio’s villas, such as those lining the River Brenta outside Venice, a popular stop on 

the Grand Tour of the time. Significantly, the villa was intended as an art gallery to 

house Burlington’s large collection of landscape paintings acquired during his extensive 

travels. Works by artists such as Gaspar Poussin and Claude Lorrain were sought after 

and acted as ideal models for landscape improvements. Just as owning such a work was 

desirable, so too a landscape, modelled in their image, would become a status 

symbol.
146

 As Gina Crandell has written, “the landscape spectators of the eighteenth 

century had so thoroughly incorporated the ideas of form from painters that the actual 

landscape they saw could not be separated from the formal painting conventions.”
147

 

 Princess Caroline’s 1719 gardening conference coincided with Kent and 

Burlington’s return from the Grand Tour, and no doubt they returned brimming with an 

enthusiasm for classical scenes. This is demonstrated by Burlington’s commission of a 

graphical reconstruction of Pliny’s Tusculum, Robert Castell’s Villas of the Ancients 

Illustrated (1728), in which both villa and garden landscape were re-imagined from 

Pliny’s description (fig. 3.60). Surely Pliny’s comment that the villa gardens were “a 

landscape painting drawn with all the beauties imaginable”
148

 did not escape the 

attention of Pope, Kent and Burlington. Royal Gardener Charles Bridgeman was also 

present at the conference and following their introduction, Pope and Bridgeman 

collaborated in the design of Henrietta Howard’s garden at Marble Hill, Twickenham. 
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Mavis Batey has demonstrated how a contemporary plan of Marble Hill bears many 

similarities with Robert Castell’s work, including a semi-circular ‘hippodrome’ lawn 

and irregular wilderness garden (fig. 3.61).
149

 

 Designed by architect Colen Campbell, and carried out by Roger Morris 

between 1724 and 1729, the architecture of Marble Hill too, was an essay in the idea of 

the Palladian villa, a simple, compact cube inspired by Palladio’s River Brenta villas. 

As Julius Bryant has written, “Marble Hill House…has long held a recognized 

position…as a perfect example of an English Palladian villa,”
150

 with the influence of 

what John Summerson has referred to as an “epoch-making model.”
151

 Marble Hill’s 

influence can be attributed to its publication in the third volume of Colen Campbell’s 

Vitruvius Britannicus (1725) (fig. 3.62), as well as its visibility from the public 

thoroughfare of the Thames and its towpath. The conspicuous nature of the house, along 

with the dramatic stage-set frame of Pope and Bridgeman’s gardens, led to its popular 

depiction by travelling artists, mass-produced in prints and engravings, such as 

Augustin Heckell’s Marble Hill House (1749) (fig. 3.63). The influence of the house 

certainly also impressed upon its many guests, some of whom would go on to build 

their own essays in Anglo-Palladianism. For example, Lord Islay, Duke of Argyll, was 

probably influenced in the design of Whitton Park, Twickenham, built in 1730,
152

 

possibly to designs by Roger Morris.
153

 A 1794 engraving of Whitton Park  shows it to 

have been a Palladian cube with flanking pavilion wings, whilst a plan of the park (1766) 

shows it to have been in the manner of Marble Hill, with formal plantings and 

hippodrome shaped pools, giving way to an irregular wilderness garden (fig. 3.65). 

 The extent of Marble Hill’s influence is illustrated by architect Roger Morris’s 

involvement in the design of a third Palladian villa, this time for a royal patron: White 

Lodge in Richmond Park, published in the fourth volume of Colen Campbell’s Vitruvius 

Britannicus (1767) (fig. 3.66). Begun by George I sometime after 1727 and completed 

by George II, the villa was a favourite retreat of Princess Caroline. The elegant 

simplicity of the Palladian villa, advocated by Pope, Burlington and Kent, perfectly 

befitted the lodge’s use as a simple rural retreat, set within a largely naturalistic park 

designed for the rustic sport of hunting.  
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Fig. 3.61 Plan of Marble Hill 

House gardens, Twickenham, 

which may be compared to 

Robert Castell’s depictions of 

classical villas in Villas of the 

Ancients Illustrated (1728). 

Image from M. Batey, H. 

Buttery, D. Lambert, K. Wilkie, 

Arcadian Thames: The River 

Landscape from Hampton to Kew 

(London: Barn Elms Publishing, 

2000) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.62 Designs for Marble Hill House, Twickenham, by Lord Herbert and Roger 

Morris, 1724-9. Adapted by Colen Campbell for Vitruvius Britannicus (1725). Image 

courtesy of the RIBA Library Drawings Collection. 



 

 

 

 

 

 

 

 

 

 

Fig. 3.63 The Countess of Suffolk’s House at Twickenham, engraving after Augustin 

Heckel, 1749. This image shows Charles Bridgeman’s stage-set like wings of trees 

planted to frame views of the villa from the river. Image courtesy of the London 

Borough of Richmond upon Thames. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.64 The Thames near Marble Hill, by Richard Wilson, 1762. The house appears as 

a gleaming white classical villa amongst the Arcadian landscape. Image from 

www.artfund.org [Accessed 08/12/2012]. 
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Emerging attitudes to solitude and nature are demonstrated by the furore which 

surrounded George II’s gradual closure of the park surrounding White Lodge to 

members of the public. Trouble had started when George removed the public ladders 

erected over Charles I’s enclosing wall, replacing them with gate lodges to control 

public access.
154

 Initially “all respectable persons” were admitted in the daytime, whilst 

carriages were admitted if drivers acquired pass tokens (fig. 3.67). However, it 

gradually became more difficult to acquire tokens or to be admitted.
155

 Under the 

rangership of George’s daughter Princess Amelia, access was further restricted, royal 

sources “declaring that so many people crowded into the Park on hunting days, they 

interfered with the sport.”
156

 In response, local activists petitioned and rallied against the 

ranger, insisting that there had been free access to the park since time immemorial. 

Finally, a local gentleman
157

 took the deputy ranger to court. After a two day trial, 

judgment was given for the deputy ranger, and virtually all public access to the park 

ceased.
158

 The interest of this case for the purposes of this dissertation lies firstly in 

George’s view that signs of urbanity, including carriage drivers and the urban poor, 

should not interrupt the supposedly rustic naturalism of his hunting retreat. Secondly, 

the furious reaction of local inhabitants was a reaction to the perceived privatisation of 

publicly accessible land, and as such was prescient of future campaigns to preserve 

landscapes and their vistas, ultimately leading to the Richmond, Petersham and Ham 

Open Spaces Act of 1902. 

In the same year that work was begun on White Lodge, royal uptake of the ideas 

which emerged from Princess Caroline’s conference found expression in the 

commissioning of Bridgeman and Kent to lay out the royal gardens at Richmond Lodge 

(now Kew Gardens), Caroline’s and the Prince of Wales’s personal Thames-side retreat. 

Kent’s aforementioned hermitage was one of a number of fabriques, or ornamental 

structures, which complemented Bridgeman’s landscape. The combined influences of 

these figures helped to produce at Richmond a transitional garden, combining elements 

of the old perspective tradition with the scenographic and naturalistic qualities of an 

emerging picturesque taste. This combination of perspective geometry and aesthetic 

scenery is demonstrated by the way in which the gardens were recorded, drawn as 

geometric plans surrounded by scenic vignettes, for example in John Rocque’s An Exact 
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Fig. 3.65 Plan and elevation of Lord Islay, the Duke of Argyll’s Whitton Park, 

Twickenham, which may, like Marble Hill, have been designed by Roger Morris. 

Whitton Park would later become the home of Sir William Chambers. The hippodrome 

shaped lawn and woodland wilderness garden owe much to the gardens of Marble Hill, 

Pope’s villa and Chiswick House. Images courtesy of the Twickenham Museum. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.66 Architect Roger Morris’s White Lodge, Richmond Park, with its flanking 

wings, added in 1754. Drawing by J. Gandon and engraved by T. Miller, as illustrated in 

Volume VI of Colen Campbell’s Vitruvius Britannicus (1767).  

 



 

 

 

 

 

 

 

 

 

 

 

Fig. 3.67 Keys, admission tokens and tickets for entry to Richmond Park c. 1740s. 

Courtesy of the Museum of Richmond upon Thames. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.68 The ‘bounds beating party’ forces entry to Richmond Park in May 1751. 

Frontispiece to M. Cooper, Two Historical Accounts of…New Forest…and Richmond 

New Park (1751). 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.69 John Rocque’s An Exact Plan of the Royal Palace Gardens and Park at 

Richmond (1754), showing Charles Bridgeman’s landscape plan, inset with vignettes of 

William Kent’s garden ‘fabriques’. Image from M. Batey, H. Buttery, D. Lambert, K. 

Wilkie, Arcadian Thames: The River Landscape from Hampton to Kew (London: Barn 

Elms Publishing, 2000) 

 

 

 

 

 

 

 

 

 

 

Fig. 3.70 Richmond Lodge from the south c. 1725, showing Charles Bridgeman’s 

landscape of formal avenues interspersed with agricultural fields. Engraving by I. Van 

de Gucht. Image from J. Cloake, Richmond Past (Historical Publications Ltd, 1991) p. 

30 



 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.71 Engraving by Chatelain after Marco Ricci’s View from the Middlesex Bank, of 

Richmond Lodge (1736). The image shows one of Queen Caroline’s ‘fetes galantes’, 

rustic soirees where ladies and gentlemen played at being simple rural farmers in the 

setting of Richmond Lodge’s naturalistic gardens. Image from T. Badeslade & J. 

Rocque, Vitruvius Brittanicus, Volume VI (London, 1739) pl. 8 

 

 

 

 

 

 

 

 

 

 

Fig. 3.72 Thomas Sandby and Paul Sandby, Richmond Lodge c.1770. Image from D. 

Watkin, The Architect King: George III and the Culture of the Enlightenment (Royal 

Collection Publications, 2004) p. 25 
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Plan of the Royal Palace Gardens and Park at Richmond (1754) (fig. 3.69), or his Plan 

du Jardin & Vue des Maisons de Chiswick (1736). Despite the Prince of Wales’ initial 

comment that his wife should be “abused for such childish silly stuff,” Royal patronage 

had secured the longevity of naturalistic gardening and thus placed Richmond at the 

forefront of a fledging picturesque movement. 

Associated with this emerging movement was the recurrent theme of a retreat 

into agrarian rurality, exemplified by the connotations of Kent’s Arcadian hermitage. 

The gardens at Richmond Lodge included agricultural fields, consistent with Frederick, 

Prince of Wales’s keen interest in modern farming techniques. Princess Caroline too, 

lived a romanticised vision of rural life, holding so called fêtes galante in the grounds at 

Richmond, an elaborate series of picnics and masquerades often held in the costumes of 

the rural peasantry (fig. 3.71).
159

 This pastoral symbolism and the influence of the 

Marble Hill and Richmond Lodge models was immortalised in Jonathan Swift’s 

Pastoral Dialogue between Richmond Lodge and Marble Hill (1727): 

“Then let him come and take a nap 

In Summer on my verdant lap; 

Prefer our villas, were the Thames is, 

To Kensington, or hot St. James’s:”
160

 

  

3.12 Richmond’s Poetic Landscape 

Returning to Richmond Hill’s Terrace Gardens, we may now appreciate that the 

wealth of villas, constructed from the mid-eighteenth to the nineteenth centuries, were 

not only the result of economic pragmatics, but were influenced by a local though 

nationally renowned and fashionable elite which included royalty and members of the 

court, poets, artists, architects and landscape architects. This circle popularised the 

notion of the pastoral retreat; of refined and elegant simplicity, encouraging a move 

away from the palatial estates of the gentry to a more comfortable idea of semi-rural 

society. In doing so, the villa was born, and so too was an appreciation of landscapes 

which did not rely on the optical effects of vast scale perspectives, composed instead as 

a series of naturalistic or ‘picturesque’ scenes. The mass production and circulation of 

architectural designs, as well as of prints of garden views, greatly increased the 

accessibility and dissemination of the new fashion, which would be further bolstered in 

the writings of the nineteenth century. The potency of this imagery in the contemporary 
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perception of the Richmond Hill view is best summed up by Poet James Thompson’s 

frequently quoted passage in The Seasons, published in 1727: 

 “To where the silver Thames first rural grows, 

 There let the feasted eye unwearied stray: 

 Luxurious, there, rove through the pendant woods, 

 That nodding hang o’er Harrington’s retreat 

 And stooping thence to Ham’s embowering walks, 

 Hence let us trace the matchless vale of Thames; 

Far-winding up to where the muses haunt 

To Twit’nam’s bowers 

… 

Heavens! What a goodly prospect spreads around, 

Of hills and dales, and woods, and lawns, and spires, 

And glitt’ring towns, and gilded streams, till all 

The stretching landscape into smoke decays.”
161

  

The poetry of Thompson, Pope and Swift secured the influence of Richmond’s 

landscape upon future generations. The literary image of the Thames landscape became 

inevitably associated with the classical and romantic references saturating the works of 

local architects and amateurs such as Kent, Morris and Burlington, as well as works of 

landscape architects such as Charles Bridgeman. Kent even drew the frontispiece to 

‘Spring’ in Thompson’s The Seasons, sketching an Arcadian landscape that bears an 

uncanny resemblance to contemporary views of the Thames and Kent’s own 

remodelling of Pope’s villa (fig. 3.73).  

William Wordsworth, arguably Britain’s most influential poet, championed as a 

figurehead of patriotism, would later write of the Thames at Richmond (1790): 

“Glide gently, thus forever glide 

O Thames! That other bards may see, 

As lovely visions by your side 

As now, fair river! Come to me. 

… 

That in thy waters may be seen 

The image of a poet’s heart, 

How bright, how solemn, how serene! 

Such heart did once the poet bless, 

Who, pouring here a later ditty, 

Could find no refuge from distress, 

But in the milder grief of pity.”
162

 

The poet to whom Wordsworth refers is William Collins, whose Ode Occasion’d by the 

Death of Mr. Thomson (1749), was published in his lifetime.
163

 Collins’s poem paints 
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Fig. 3.73 William Kent’s frontispiece to ‘Spring’ in James Thompson’s The Seasons 

(1730 edition). Kent’s use of a classical Arcadian landscape to accompany a poem about 

the Thames at Richmond is almost certainly intended as a deliberate analogy between 

the two landscapes. The riverside villa to the right, complete with portico over a grotto 

entrance, likewise, might be seen as a romanticised version of Pope’s Twickenham 

villa, for which Kent himself had acted as architect. Image from M. Batey, H. Buttery, 

D. Lambert, K. Wilkie, Arcadian Thames: The River Landscape from Hampton to Kew 

(London: Barn Elms Publishing, 2000). 

 



 

 

 

 

 

 

 

 

 

Fig. 3.74 The lawn at the foot of Terrace Gardens melts into the water, seemingly 

natural enough, but in fact a feature of landscape architecture introduced by ‘Capability’ 

Brown at the Thames-side estates of Syon, and Kew. Image by author. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.75 Diagrammatic plan of Lancelot ‘Capability’ Brown’s landscape work at 

Stowe, showing the serpentine lake which replaced Charles Bridgeman’s formal 

gardens. Crossing the lake, key vistas connect views of the many ‘fabriques’ designed 

by architect William Kent. Image by author. 
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Thompson’s life as simple and rural, referring to him in suitably romantic fashion as a 

‘druid’ he writes:  

“The genial meads, assign'd to bless 

Thy life, shall mourn thy early doom; 

Their hinds and shepherd-girls shall dress, 

With simple hands, thy rural tomb. 

 

Long, long thy stone and pointed clay 

Shall melt the musing Briton's eyes; 

O! vales and wild woods, shall he say 

In yonder grave your Druid lies!”
164

  

Wordsworth’s reference to Collins thus also references Thompson, perpetuating a 

mythic and nostalgic view of the Thames, learned via the writing styles of his 

predecessors.  

This section has demonstrated how the nostalgic and romantic vision of an 

Arcadian landscape, attributed by Pope to the Thames first in literature then in the 

physical realities of his architectural innovations, became deeply engrained. In 

promoting such a vision, Pope, Burlington, Howard, Thompson and others explicitly 

linked the Thames to the landscapes of a classical ‘golden age’, suggesting that 

eighteenth-century Britain was, or could be, a glorious new Augustan age. At a time of 

increasing mass production of prints and literary works, the view from Richmond Hill 

became a recognisable and distributable model of Arcadia, in whose image new 

architectural and landscape set-pieces could be designed. The following chapter will 

discuss the further development of the picturesque, as its model, consolidated on the 

banks of the Thames in Richmond was extended from the private gardens of the elite to 

the public parks and suburban streets of a growing middle class. In this way, picturesque 

vision was to spread rapidly from a pictorial interpretation of the landscape along this 

particular stretch of the Thames, to an all-encompassing mode of vision. 

 

3.13 Theorising a Picturesque Convention 

Where the previous sections have followed the emergence of picturesque 

landscape design and literature along the Richmond stretch of the Thames, the 

following sections will chart the apogee of its theoretical expression. From the mid-

eighteenth to mid-nineteenth centuries, the appreciation of the picturesque was hotly 

debated in the writings of Uvedale Price and Richard Payne Knight, whose works 
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remain subjects of academic debate to this day.
165

 These debates influenced the design 

of Richmond’s riverside gardens. There is perhaps no better place to compare and 

contrast the developing ideas of the picturesque movement than here, where works by 

William Kent and Charles Bridgeman sit cheek-by-jowl with those of Horace Walpole, 

‘Capability’ Brown and Humphrey Repton among others. 

Descending through the Duke of Montagu’s subterranean grotto at the foot of 

Terrace Gardens, Richmond-upon-Thames, one emerges onto a verdant lawn stretching 

seamlessly to the lapping water at the river’s edge (fig. 3.74). Such an effortless meeting 

of lawn and water might seem natural enough, but a quick survey of any natural 

riverbank, eroded into muddy banks, gravelly beaches or bristling with reed-beds, 

would indicate it to be man-made. The gentle melting of lawn into water is in fact a 

landscape feature of Buccleuch’s eighteenth century gardens. A striking illustration of 

the eighteenth century introduction of this feature appears in John Rocque’s An Exact 

Plan of the Royal Palace Gardens and Park at Richmond (1754) (fig. 3.69). In this 

image, Rocque juxtaposes the residual geometry of Charles Bridgeman’s 1718 

Richmond Lodge gardens with the recent re-landscaping of Syon Park, on the opposite 

bank, by Lancelot ‘Capability’ Brown. Rocque’s plan illustrates how Bridgeman’s 

gardens had been walled in and screened by dense plantings of trees along the riverbank, 

with but a few openings providing for key vistas from the house. This is demonstrated 

by Jean-Baptiste Claude Chatelain’s View from the Middlesex bank of Richmond Lodge 

(1736) (fig. 3.71), published by Rocque, which shows the tall fence and plantations 

surrounding the Lodge, as compared to the more naturalistic bank of Syon Park in the 

foreground, complete with roaming cattle. The innovation which allowed for such a 

breaking down of physical boundaries is clearly depicted in Rocque’s plan; a serpentine 

line snaking across the parkland indicates the introduction of a ‘ha-ha’, confining the 

cattle to the riverside meadows without interrupting views to, or from, the house. 

 Brown’s work at Syon, commissioned by the Duke of Northumberland, was 

probably begun in 1753.
166

 By this time Brown had already served as head gardener at 

Stowe for over ten years in collaboration with architect William Kent. Brown’s work, 

particularly the ‘Grecian Vale’ at Stowe, began to show a preoccupation with serpentine 

forms and an emphasis on the manipulation of landscape forms, rather than the playful 

scattering of fabriques exercised by Kent (fig. 3.75). Weekly newspaper The World 

noted William Hogarth’s contemporary advocation of the ‘serpentine line of beauty,’ as 
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detected in works of art and the human form. In one anecdote, the editor of The World 

was shocked to find “a young lady of the most graceful figure” in the act of being 

corseted into the most fashionable flattened shape of the time, continuing: 

“I protest, when I saw the beautiful figure that was to be so deformed 

by the stay maker, I was as much shocked, as if I had been told that she 

was come to deliver up those animated knowls of beauty to the surgeon 

- I borrow my terms from gardening…Let us suppose that Mr Brown 

should, in any one of the many Elysiums he has made, see the old 

terraces rise again and mask his undulating knowls, or straight rows of 

trees obscure his noblest configurations of scenery.”
167

 

Not for the first or last time, supposed unspoilt natural curvilinear garden design was 

here equated with a supposed unspoilt naturalness of femininity. Perhaps not 

coincidentally, in the year Brown began his work at Syon Park, local man Hogarth (like 

Brown, a fellow resident of Hammersmith and close friend of Twickenham’s Horace 

Walpole), published his Analysis of Beauty (1753), complete with diagrams to illustrate 

the superior beauty of the serpentine line.  

In 1764, Brown returned to work at Richmond Lodge under the patronage of 

George III and immediately began the process of stripping away formality from 

Bridgeman and Kent’s design.
168

 The high fences, terrace walk and plantations 

bordering the Thames were removed to create a mirror image of Syon’s graceful 

riverside meadows. Brown’s design successfully united the two parks in a single 

naturalistic landscape, appearing in Richard Wilson’s The Thames at Syon (1760s) (fig. 

3.76). The effect observed in Wilson’s picture is described by Arthur Young, who wrote: 

“Richmond Gardens have been lately altered: the terrass [sic] and the 

grounds about it, are now converted into waving lawn that hangs to the 

river in a most beautiful manner: the old avenue is broken, and the 

whole clumped in some places with groves; in others with knots of 

trees, and a very judicious use is made of single ones: …The lawn 

waves in a very agreeable manner, the wood is so well managed, that 

the views of the river vary every moment. A gravel walk winds 

through it, which commands the most pleasing scenes…a flock of 

sheep scattered about the slopes, add uncommonly to the beauty of the 

scene.”
169

 

Brown’s graceful vision of undulating lawns melting into shimmering bodies of water 

would inspire many imitators. Indeed, the Brownian style would soon become conflated 
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Fig. 3.76 The Thames at Syon by Richard Wilson (c. 1760s), demonstrating ‘Capability’ 

Brown’s seemingly effortless merging of the Kew and Syon estates into one picturesque 

landscape composition. Image from the Neue Pinakothek Gallery, Munich. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.77 George III, Syon House from Richmond Gardens c.1760. Image from D. 

Watkin, The Architect King: George III and the Culture of the Enlightenment (Royal 

Collection Publications, 2004) p. 66 

 

 



 

Fig. 3.78 George III, Design for 

a Temple based on Chambers’s 

Temple of Victory, Kew c.1759. 

Image from D. Watkin, The 

Architect King: George III and 

the Culture of the 

Enlightenment (Royal 

Collection Publications, 2004) 

p. 71 

 

 

 

 

 

 

 

 

 

Fig. 3.79 A View of the Seat of the Late David Garrick Esq., showing the villa designed 

by Robert Adam, the Shakespeare Temple by the river and the serpentine path that 

linked the riverside lawns with the gardens behind via a grotto beneath the Hampton 

Road. Engraving from The Modern Universal British Traveller (1779). 
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with patriotic notions of an idealised English landscape. This is suggested by Princess 

Augusta’s
170

 commissioning of Brown in the design of a park near Brunswick, Germany, 

in 1767, to be “laid out in the English Tast [sic].”
171

 It would appear that even by this 

date, the Brownian picturesque had come to be associated with an idealised vision of 

Richmond, demonstrated by Augusta’s naming of her German estate ‘Richmond’ due to 

the topographical and pictorial similarities of its sloping site, overlooking the River 

Oker. David Watkin has suggested that the elegant house at Richmond, Brunswick, was 

also designed with reference to the Royal gardens at Richmond, in a Palladian style 

which recalled aspects of William Chambers’ work.
172

 If Brown’s remodelling of the 

Richmond Lodge estate inspired imitation, Lord Montagu also certainly sought to 

emulate it in his re-landscaping of the Buccleuch riverbank, seeking the effect of 

Brown’s “waving lawn that hangs to the river.”
173

 

Satisfied with our stroll along the sweeping lawns of the Buccleuch riverbank, 

we now re-cross Petersham Road, beginning the ascent back to our starting point on 

Terrace Walk. A serpentine path hugs the contours of the hill, weaving between groves 

of ornamental trees in a gentle ascent. As we have seen, the serpentine path had been a 

feature of Kent and Bridgeman’s landscapes, though they were often combined with 

geometric avenues and vistas as at Richmond Lodge. Brown took the serpentine path 

and made it the dominant feature of his landscapes, as demonstrated by the circuitous 

carriage drive with which he encircled the Duke of Northumberland’s estate at Syon 

Park. Whilst only the largest estates could provide for such a carriage drive, even the 

smallest could incorporate a series of serpentine paths, guiding the visitor through 

successive garden scenes. 

An example of the application of the serpentine picturesque to a small estate is 

the garden of popular actor David Garrick, a few miles upstream at Hampton. Garrick 

developed his riverside gardens soon after his purchase of a villa there in 1754.
174

 As 

Batey has pointed out, Garrick was a keen collector of Hogarth’s paintings, even writing 

the epitaph for Hogarth’s tomb in 1764. Garrick’s close friendship with Hogarth no 

doubt informed the serpentine paths of his garden, one of which appears in A View of 

the Seat of the Late David Garrick, Esq. (1779) (fig. 3.79). This path, and a series of 

Brownian ‘clumps’ acted to break up the regular shape of the riverside lawn, which lay 
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sandwiched between the river and parallel road, whilst directing the visitor’s gaze to 

carefully composed scenes. These included views of Garrick’s Temple to Shakespeare, 

constructed in 1755. Indeed, the Brownian nature of Garrick’s garden, as observed in 

Johann Zoffany’s Mr and Mrs Garrick by the Shakespeare Temple at Hampton (1762) 

(fig. 3.81) and A view in Hampton garden with Mr and Mrs Garrick taking tea (1762) 

(fig. 3.82), may indicate Brown’s contribution to its design. Certainly, Brown was 

consulted in 1756 over the construction of a grotto, similar to Alexander Pope’s, which 

would link the house and riverside lawns.
175

 

Hogarth and Brown were just two of Garrick’s influential acquaintances and 

neighbours.
176

 He had the existing villa rebuilt in 1775 to the design of architect Robert 

Adam, whom had also been employed locally with the remodelling of the Duke of 

Northumberland’s Syon Park (1760s).
177

 Garrick also sought landscaping and design 

advice from his neighbours antiquarian and politician Horace Walpole, of Strawberry 

Hill, Twickenham and poet Richard Owen Cambridge of Cambridge Park, Twickenham. 

Walpole, Garrick and Cambridge all contributed to the aforementioned weekly 

newspaper The World with satirical observations on the new taste for serpentine 

landscapes. Garrick’s own play The Clandestine Marriage (1766) includes the line: 

“Ay, here’s none of your strait [sic] lines here – but all taste – zig-zag 

– crinkum-crankum – in and out – right and left – to and again – 

twisting and turning like a worm my Lord.”
178

  

Despite their satirical witticisms, the taste for serpentine design extended to Walpole 

and Cambridge’s own Thames-side gardens. Certainly, the neighbours shared views on 

the picturesque in architecture, landscape and literature. Indeed, Walpole is said to have 

provided many of Garrick’s trees from his own gardens at Strawberry Hill.
179

  

 Walpole acquired his Twickenham villa in 1747 and immediately began to 

develop the gardens, purchasing piece-by-piece the lands which led down to the Thames. 

By 1754 he had created a picturesque meadow, enclosed by a ha-ha, on which cattle 

grazed in view of the windows of the house (fig. 3.85). The aesthetic function of the 

cattle is suggested by Walpole’s remark that they were “studied for their colours for 
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Fig. 3.80 A plan of actor David 

Garrick’s villa and gardens, possibly 

designed by his friend and neighbour, 

‘Capability’ Brown, as is suggested by 

the Brownian ‘belt’ of trees and clumps 

breaking up lawns. Image from a sale 

catalogue (1822), courtesy of the 

London Borough of Richmond upon 

Thames. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.81 Johann Zoffany’s Mr and Mrs Garrick by the Shakespeare Temple at 

Hampton (1762). Image from the collection of Lord Lambton. 

 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.82 A view in Hampton garden with Mr and Mrs Garrick taking tea (1762), 

showing the lawn running down to the river in a particularly Brownian manner, perhaps 

indicating his hand in its design. Collection of Lord Lambton. 

 

Fig. 3.83 Sketch plan 

of Strawberry Hill 

showing the serpentine 

path from which views 

of the house were 

carefully composed. 

Image courtesy of the 

Lewis Walpole 

Library, Yale 

University. 

 

 

 

 

 

 

 



 

99 

 

becoming the view.”
180

 The ornamental nature of the cattle, to populate views from the 

house, highlights Walpole’s familiarity with amateur gardener Philip Southcote’s 

Thames-side ferme ornée, upstream at Woburn Farm, Addlestone, which Walpole 

considered to have been influential to the development of the picturesque.
181

 Walpole’s 

own garden was certainly influenced by Woburn’s circuitous perimeter walk which 

presented views of the farm as a series of scenes. This, Walpole imitated; the house and 

landscape at Strawberry Hill were framed in successive views, experienced in motion 

along a perimeter serpentine path (fig. 3.83).  

 Walpole’s idea of a visual experience of landscape in motion is mirrored by his 

comments on the “animated view of the country” observed from the windows of 

Strawberry Hill. Wapole describes the continual view of “swans, cows, sheep, coaches, 

post-chaises, carts, horsemen and foot passengers”
182

 which enlivened the scene, as did 

all manner of river boats passing on the Thames, illustrated by an engraving of Horace 

Walpole in his library at Strawberry Hill by J. Muntz (1756) (fig 3.85). As a contrast to 

these scenes of activity, Walpole created a series of secluded nooks within his 

serpentine woodland path, including a gothic chapel and shell bench. These romantic 

spots, dripping with climbing flowers, were inspired by the writings of poets, 

particularly Edmund Spenser’s Faerie Queene (1596) and the works of William Mason, 

a frequent visitor to Strawberry Hill, and author of The English Garden (1772).  

Mason was a friend of Reverend William Gilpin, whose writings no doubt also 

influenced the painterly compositions of Walpole’s garden views. Walpole’s garden 

quickly achieved considerable fame, attracting many a curious visitor. Picturesque 

tourism had been popularised in Gilpin’s travel accounts, such as Observations on the 

River Wye (1770), which taught visitors to view the landscape as a series of painted 

scenes. Similar guides were published of designed landscapes, such as Stowe, notably 

Views of the Temples and other Ornamental Buildings in the Gardens at Stow [sic] 

(1748), also by Gilpin.
183

 The village of Twickenham was soon a popular stopping point 

for tourists in search of picturesque scenes, who flocked both to Walpole’s Strawberry 

Hill and Pope’s neighbouring garden. Pope’s garden became so popular a haunt of 

visitors that in his Epistle to Dr. Arbuthnot Pope exclaimed: 
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Fig. 3.84 View from the 

Holbein Chamber at 

Strawberry Hill. Walpole’s 

gardens were composed as 

a series of picturesque 

glimpses of the river and 

house, framed by planting 

and experienced via a 

circuitous serpentine path. 

Image courtesy of the 

Lewis Walpole Library, 

Yale University. 

 

 

 

 

 

 

Fig. 3.85 Horace Walpole 

in his Library at 

Strawberry Hill, engraving 

after watercolour by J. 

Müntz (1756). Walpole’s 

romantic image of the 

medieval past was not only 

reflected in the interiors 

and architecture of 

Strawberry Hill but 

extended to the naturalistic 

landscape of his gardens 

and the Thames landscape 

beyond. Image courtesy of 

the Lewis Walpole Library, 

Yale University. 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.86 View of Horace Walpole’s fantasy ‘castle’ of Strawberry Hill, Twickenham c. 

1775. Watercolour by Paul Sandy. Image courtesy of the Ashmolean Museum, Oxford. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.87 Hollyhock Teahouse in Terrace gardens. The columns made from tree 

branches and the roof, originally thatched, conform to the ‘rustic’ style popularised by 

proponents of the picturesque towards the end of the eighteenth century. Compare, for 

example, with Robert Adam’s plans for rustic cottages on Horace Walpole’s estate at 

Twickenham (Fig. 4.85). Image by author. 
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“Shut, shut the door, good John!
184

 fatigu'd, I said,  

    Tie up the knocker, say I'm sick, I'm dead. 

    The dog-star rages! nay 'tis past a doubt, 

    All Bedlam, or Parnassus, is let out: 

    … 

        What walls can guard me, or what shades can hide? 

    They pierce my thickets, through my grot they glide; 

    By land, by water, they renew the charge; 

   They stop the chariot, and they board the barge.”
185

 

Pope wrote these words in 1734, before Gilpin published his works. At this time, the 

unconventional nature of Pope’s garden and grotto were in themselves impressive. 

However, by the time visitors thronged to Walpole’s garden at Strawberry Hill, they had 

been educated in the pictorial appreciation of landscape advocated by Gilpin. In 

particular, the visitor came to view a series of openings in Walpole’s woodland walk 

which directed the viewer to carefully composed scenes of the villa and picturesque 

Thames landscape beyond. A watercolour by Paul Sandby (1775) (fig. 3.86), illustrates 

such a view towards Twickenham which “in the setting sun and the long autumnal 

shades” Walpole comments “enriched the landscape to Claude Lorraine.”
186

 Mason also 

makes explicit references to the Italianate landscape paintings of artist Claude Lorraine; 

in one such passage from The English Garden (1772) he writes: 

“[…] your eyes entranc’d, 

Shall catch those glowing scenes, that taught a CLAUDE 

To grace his canvas with Hesperian hues, 

And scenes like these, on Memory’s tablet drawn, 

Bring back to Britain; there give local form 

To each Idea; and, if Nature lend 

Materials fit of torrent, rock and shade, 

Produce new TIVOLIS […]”
187

 

In 1771, Walpole published An Essay on Modern Gardening which re-emphasised both 

the contribution of poetical works such as Pope’s and Mason’s, and the influence of 

classical sources of art and literature, to modern movements in naturalistic landscape 

architecture.
188

 

  Having followed Terrace Garden’s serpentine paths halfway up Richmond Hill, 

one now comes across a curious garden structure, a cottage ornée of rustic timber 

construction, originally thatched, and surrounded by ornamental rockeries. Built 
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sometime between 1800 and 1899,
189

 the current Hollyhock Teahouse occupies the site 

of a former summerhouse, designed by the Adam brothers sometime in the latter half of 

the eighteenth century (fig. 3.87). This earlier summerhouse may be that depicted to the 

left of John James Chalon’s The View from Richmond Hill (1837) as no other traceable 

building matches that which is represented (fig. 3.88). However, the view is arguably 

taken from too high a vantage point to have included the Adams’ summerhouse. 

Whether or not Chalon’s painting shows the earlier summerhouse, the Adams brothers’ 

design is known to have been a classical structure incorporating antique capitals.
190

 

Interestingly, Robert Adam was also engaged, during the 1760s, in the design of several 

cottages for Horace Walpole’s estate at Strawberry Hill, for which drawings survive in 

the Lewis Walpole Library at Yale University. These clearly show Adam’s 

experimentation in ‘rustic’ architecture, prescient of the current Hollyhock Teahouse 

(fig. 3.89). The replacement of the Adams’ classical structure with its rustic successor 

illustrates a shift in architectural fashions, arguably influenced by Walpole’s gothic 

remodeling of Strawberry Hill. 

 Along with the improvements Walpole made to his gardens at Strawberry Hill, 

dramatic alterations were also made to the existing villa. Many of these alterations were 

intended to take advantage of the views, which Walpole commented were: 

“very different from every side, and almost from every chamber and 

makes a most agreeable contrast; the house being placed almost in an 

elbow of the Thames, which surrounds half, and consequently 

beautifies three of the aspects. Then my little hill…gazes up to royal 

Richmond; and Twickenham on the left and Kingston Wick in the right, 

are seen across bends of the river, which on each hand appears like a 

Lilliputian seaport.”
191

 

Since Walpole’s views differed “from every side,” once could argue that the 

symmetrical placement of chambers in conventional Anglo-Palladian villa design could 

not maximise the site’s scenic potential. Walpole’s piecemeal additions took advantage 

of the contrasting aspects, whilst simultaneously creating a series of irregularly planned 

rooms, themselves an unfolding series of contrasting scenes (fig. 3.90). The picturesque 

irregularity of the interior is mirrored by the exterior, which appears ever-changing in 

the sequential views observed from Walpole’s serpentine woodland path. As opposed to 

the relatively strict compositional rules of the Anglo-Palladian style, Walpole’s fanciful 
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Fig. 3.88 John James Chalon’s The View from Richmond Hill, 1837, showing what 

could be the Adams’ brothers classical summerhouse in Terrace Gardens. Image from J. 

Bryant, Finest Prospects: Three Historic Houses: A Study in London Topography 

(English Heritage, 1986) p. 89 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.89 Architect Robert Adam’s 1768 design for a rustic cottage, complete with 

thatched roof and tree-trunk columns, for Horace Walpole’s estate, Strawberry Hill, 

Twickenham. Compare with the current Hollyhock Teahouse in Terrace Gardens today 

(Fig. 4.79). Image courtesy of The Lewis Walpole Library, Yale University. 



 

 

 

 

 

 

 

 

 

 

Fig. 3.90 Walpole’s fanciful Strawberry Hill Gothic revels in irregularity, allowing the 

adaptation of an older building and the adoption of a freer and irregular plan, in contrast 

to the rigid symmetry of Anglo-Palladian architecture. Sir Joshua Reynolds, among 

others, suggested that architects consider their buildings with a painterly eye, whereby 

interiors as well as exteriors become picturesque sequences of unfolding images. 

Photograph by author, plan courtesy of The Lewis Walpole Library, Yale University. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.91 Model for a proposed new royal palace at Richmond, by William Kent (c. 

1735). Image courtesy of the National Monuments Record, English Heritage. 
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gothic was freer and could easily be applied to irregular plans. Joshua Reynolds, a 

resident of Richmond Hill, was to write of irregular planning in 1786: 

“It may not be amiss for the Architect to take advantage sometimes of 

that to which I am sure the Painter ought always have his eyes open, I 

mean the use of accidents; to follow where they may lead, and to 

improve them, rather than to trust to a regular plan. It often happens 

that additions have been made to houses at various times, for use or 

pleasure. As such buildings depart from regularity, they now and then 

acquire something of scenery by this accident…Variety and intricacy 

is a beauty and excellence in every other of the arts which address the 

imagination; why not in Architecture?”
192

 

One could argue that William Chambers’ curious design for Reynolds’s Wick House, 

Richmond Hill (1772), torn between an asymmetrical plan which includes a corner stair 

tower and the symmetry of Chambers’ classical façade, is a little more understandable 

in the light of Reynolds’ endorsement of architectural irregularity. 

  

3.14 Gothic’s Absorption of the Picturesque 

A demonstration of the changing fashion, from severe Anglo-Palladianism to 

fanciful gothic, is a comparison between six abortive plans for Royal palaces at 

Richmond proposed between 1735 and 1828. Kent had been involved in the design of a 

palace from 1735
193

 and, though no drawings survive, a pear-wood model demonstrates 

the influence of Lord Burlington’s architectural experimentations, particularly the 

Italianate steps and Palladian windows Kent also provided at Chiswick House (fig. 3.91). 

Chambers’ second plan (1765), intended to replace Richmond Lodge and to 

complement Brown’s landscape, shows a neat twenty-three bay Anglo-Palladian edifice 

(fig. 3.92). George III’s taste had, however, already begun to change. Chambers’ five 

classical schemes were eventually dropped in favour of architect James Wyatt’s scheme 

for a huge castellated palace on the banks of the Thames at Kew (fig. 3.95). 

Construction began on the palace in 1802 though, by 1828 George IV, already weary of 

the gothic style, had begun construction of his oriental pavilion in Brighton, and 

promptly had it demolished.
194

 Kew’s castellated palace belongs to a series of early 

gothic designs, including Robert Adam’s Culzean Castle (1777) and Roger Morris’s 

Inverary Castle (1746) which retained Palladian symmetry whilst adopting gothic motifs. 
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Nevertheless, a shift towards picturesque “variety and intricacy” in works of 

architecture had been initiated. 

 Upstream at Windsor in 1824, Wyatt’s nephew Jeffry Wyattville was 

commissioned to remodel large portions of the medieval castle, increasingly in favour 

as a summer retreat from 1776.
195

 In the late-eighteenth century, Windsor Castle had 

been visible on the horizon in views from Richmond Hill (now obstructed by the 

terminal buildings of Heathrow Airport). The picturesque romanticism of Wyatville’s 

neo-gothic ‘restoration’ successfully re-connected the germanic Royal family to a 

romanticised conception of English history and identity, populated with mythic visions 

of noble knights and chivalric deeds. Arguably, this could be viewed as a potent visual 

statement in the wake of the French Revolution.
196

 Historian David Watkin has pointed 

out that Edmund Burke’s Reflections on the Revolution in France (1790), admired by 

George III, drew political comparisons between the preservation of historic buildings 

and historic institutions such as the monarchy.
197

 Richmond itself had become a refuge 

of the French aristocracy, fleeing the violence on the continent for the ‘old world’ of the 

British monarchy; Walpole’s letters are full of references to this immigrant 

community.
198

 No doubt the nostalgic and patriotic overtones of gothic architecture, as 

opposed to continental classicism, soothed the nerves of the weary émigrés and a 

paranoid English aristocracy.  

 The gothic style had been promoted as nostalgic and patriotic since at least the 

early eighteenth century. Pope argued that Shakespeare’s work resembled “an ancient 

majestic piece of Gothick [sic] Architecture, compar’d with a neat Modern building: 

The latter is more elegant and glaring, but the former is more strong and more 

solemn.”
199

 Pope’s neighbour, garden commentator Batty Langley even authored a book 

entitled Ancient Architecture, Restored, and Improved […] in the Gothic Mode For the 

Ornamenting of Buildings and Gardens (1742) in which he promoted the style “as part 

of his patriotic campaign for English traditions, crafts and craftsmen.”
200

 Whilst gothic 

was emerging as a suitably patriotic architecture, the picturesque English landscape 
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Fig. 3.92 Designs for a new royal palace at Richmond: on the left, Robert Adam c.1762; 

on the right, George III and Sir William Chambers c.1765. Images from D. Watkin, The 

Architect King: George III and the Culture of the Enlightenment (Royal Collection Publications, 

2004) p. 103 

 

 

 

 

 

 

 

 

Fig. 3.93 Elevation for a fourth royal palace for George III at Richmond, by Sir William 

Chambers (1765). Image from D. Watkin, The Architect King: George III and the Culture of 

the Enlightenment (Royal Collection Publications, 2004) p. 105 

 

 

 

 

 

 

Fig. 3.94 Elevation for a fifth royal palace at Richmond, from the office of Sir William 

Chambers c.1775. A variation of this plan was probably that which was started, though 

it too was eventually abandoned. Image from D. Watkin, The Architect King: George III 

and the Culture of the Enlightenment (Royal Collection Publications, 2004) p. 105 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.95 The Palace of His Majesty George the Third at Kew, in G. Cooke’s The 

Beauties of England and Wales (1806). James Wyatt’s castellated palace at Richmond 

was begun in 1802, and demolished by 1828 before it was even completed. 
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style was being heralded as symbolic of English conservatism. In Sketches and Hints on 

Landscape Gardening (1795), Landscape Architect Humphrey Repton wrote: 

“The neatness, simplicity, and elegence of English gardening, have 

acquired the approbation of the present century, as the happy medium 

betwixt the wildness of nature and the stiffness of art; in the same 

manner as the English constitution is the happy medium between the 

liberty of savages, and the restraint of despotic government; and so 

long as we enjoy the benefit of these middle degrees, between the 

extremes of each, let experiments of untried theoretical improvement 

be made in some other country.”
201

 

Repton’s dedication of Sketches and Hints to George III likewise demonstrates it as a 

work of patriotism. Familiar with Repton’s famous ‘Red Books,’ in which he presented 

fold-out watercolour sketches of proposals to clients, it was probably on George III’s 

recommendation that Repton was commissioned to re-landscape the grounds 

surrounding Richmond Park’s White Lodge for Prime Minister Henry Addington in 

1805 (fig. 3.96).
202

 Repton shared the criticisms of the Brownian picturesque as set out 

in Uvedale Price’s Essay on the Picturesque (1794) and Richard Payne Knight’s The 

Landscape (1794), which they regarded as “bland and outdated.”
203

 Repton’s surviving 

‘Red Book’ watercolours illustrate the lodge in its Brownian state, with the house 

marooned in an ocean of lawn. In a witty comment, Repton depicts a number of 

inelegant fences positioned to keep the deer from sheltering within the portico, though 

the disobedient animals have dislodged two and forced entry anyway. Repton’s 

proposed improvement, illustrated on a folding ‘flap,’ was to introduce a simple floral 

arbour, mediating between the park and house, and framing strategic vistas. This 

enables a pair of figures to once again populate the garden, allowing for the rustic 

intellectual pursuits of gardening and botany. 

 The pervasive idea of a return to simple rusticity, demonstrated by a move away 

from the extravagance of classicism to frugal medievalism is nowhere better illustrated 

than in Queen Charlotte’s cottage ornée in Kew gardens (c.1771) (fig. 3.97). Queen 

Charlotte’s cottage shares similarities with cottages proposed by architects such as the 

Adam brothers and Humphrey Repton himself.
204

 A contemporary source observed that 

“The queen’s cottage in the shade of the garden is a pretty retreat […] The design is said 
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Fig. 3.96 ‘Before-and-after’ fold-out 

images of White Lodge, Richmond 

Park, by Humphrey Repton (1805). 

The images demonstrate Repton’s 

criticism of ‘Capability’ Brown’s 

landscape, which left the house 

isolated within the park. Repton’s 

solution was to introduce foreground 

elements, such as decorative arbours, 

to frame views to and from the house. 

Images courtesy of the Museum of 

Richmond upon Thames. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.97 Queen Charlotte’s rustic cottage, Kew Gardens, probably by William 

Chambers. Image by author. 

 



 

 

 

 

 

 

 

 

Fig. 3.98 Gothic, inspired by Horace Walpole’s Strawberry Hill, George III’s castellated 

palace and romantic ideas of medieval modesty, became an increasingly popular style 

among the villa gentry of Richmond. On the left, Elleker House, Richmond Hill 

(surviving today as the Old Vicarage School), on the right, Gothic House, Petersham 

Road (demolished 1938). Images from J. Cloake, Richmond Past (Historical 

Publications Ltd, 1991) p. 65 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.99 The Park Keeper’s Hut, Terrace Gardens (1887), a rare, listed example of 

somewhat naïve Anglo-Japanese architecture popularised by, among others, William 

Chambers’ eclectic garden structures at Kew. 
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to be her majesty’s,”
205

 though David Watkin suggests Chambers was likely involved. 

The half-hipped thatched roofs, timber-frame construction, brick nogging and leaded 

casement windows bring to mind rural associations. The principal first floor room, 

sparsely decorated with a painted floral arbour and simple oriental-style bamboo 

furniture, acted as the rustic setting for garden tea-parties. The stripped simplicity of 

Queen Charlotte’s garden retreat was venerated as an expression of polite society; 

George III himself had been praised for “his soul, full of sweetness and equally open to 

feelings for nature as for humanity, tenderness and friendship” and his home at Kew 

was described as “a house full of simplicity and modest elegance.”
206

 

The patronage of the rustic gothic style by royalty, and eminent figures such as 

Walpole, encouraged a proliferation of new gothic ‘castles’ on the banks of the Thames. 

Richmond Hill’s Terrace Gardens were bordered by several of these gothic villas, 

illustrated in Samuel Leigh’s Panorama of the Thames from London to Richmond 

(c.1830) (fig. 3.104). Gothic House on Petersham Road was constructed in about 1810, 

including the substantial remodeling of an earlier house, and was for a time the home of 

Madame de Stael, a member of Richmond’s aforementioned French community. 

Though Gothic House and a neighbouring villa were demolished in 1938, a third gothic 

villa survives on Richmond Hill (now the Old Vicarage School). The applied stucco 

ornamentation, turrets and crenellations disguise a late seventeenth century mansion, 

also completely remodeled in 1810 (fig. 3.98).
207

 

 

 

3.15 Centering the Imperial Landscape in Richmond 

Along with gothic and Palladian schemes, Chambers had also been producing 

orientalised designs in his role as architect to Princess Augusta at Kew from 1757.
208

 

Born in Sweden to British parents, Chambers’ employment in the Swedish East India 

Company had taken him to Bengal and China (1740-49), where he sketched oriental 

designs at first hand. These he reproduced at Kew, creating more than twenty-five 

structures, including typical features such as classical temples and a Palladian bridge, 

along with the unconventional additions of a gothic ‘cathedral,’ ‘mosque,’ moorish 
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‘alhambra’ and Chinese pagoda (1761), which survives today (fig. 3.100). According to 

David Watkin: 

“Chinese garden buildings were associated with the new appreciation 

of nature and the ‘natural’ style in gardening which also symbolised 

individual liberty and the politics of the country Whigs in opposition to 

Robert Walpole. For members of this ‘Patriot Opposition’ or country 

party, landscape design and the politics of ‘retirement’ into the 

countryside became a medium for the expression of patriotism.”
209

 

Nature and rustic simplicity could thus find expression in oriental as well as gothic 

styles, whilst the collection of structures at Kew demonstrated the nation’s learned 

society and the extent of British influence worldwide. At Kew, the English picturesque 

garden was presented as equivalent to any that the world could offer. The idea of the 

superiority of the English landscape over even the most famed of foreign landscapes is 

illustrated by a verse from Alaric Watts’s Lyrics of the Heart (1851): 

“Let poets rave of Arno’s stream 

And painters of the winding Rhine 

I will not ask a lovelier dream, 

A sweeter scene, fair Thames, than thine; 

An ‘neath a summer’s sun’s decline 

Thou wanderest at thine own sweet will 

Reflecting from thy face divine 

The flower-wreathed brow of Richmond Hill.”
210

 

 That one could interpret the garden buildings of Kew as a reflection of a society 

which viewed itself assuredly as the enlightened centre of the world is suggested by the 

incorporation of scientific instrumentation in the garden design. At Richmond, 

Chambers was responsible for the design of George III’s personal Observatory, 

constructed for the King’s observation of the transit of Venus on the 3
rd

 June 1769.
211

 

James Adam had also produced a design for a circular weather station at Richmond, 

most likely rejected on grounds of cost and practicality (fig. 3.101).
212

 The interest in 

developing such an Observatory was stimulated by a rivalry with other nations, 

particularly France, in viewing the transit.
213

 Designed in collaboration with the King’s 

astronomer, Stephen Demainbray, Chambers produced a plain Anglo-Palladian structure, 

a Thames side villa in its own right, not unlike Sir Robert Taylor’s neighboring Asgill 

House, a few hundred meters upstream (fig. 3.102). As architectural historian James 

                                                 
209

 Watkin, The Architect King, p.44 
210

 A. A. Watts, Lyrics of the Heart (1850) 
211

 Woolf, Transit of Venus 
212

 Watkin, The Architect King, p.109 
213

 Ibid., p.44 



 

 

 

 

 

 

 

 

 

 

 

Fig. 3.100 A View of the Wilderness with the Alhambra, the Pagoda and the Mosque. 

Engraving from Sir William Chambers’s Designs for Kew (1763). At Kew, the visitor 

not only experienced an unfolding sequence of picturesque scenes, but travelled the 

world through vistas of its fantasy structures. This was fitting for the Royal Garden at 

the centre of an Empire which thought itself equal, if not superior, to all the other great 

empires in world history. Image from M. Batey, H. Buttery, D. Lambert, K. Wilkie, 

Arcadian Thames: The River Landscape from Hampton to Kew (London: Barn Elms 

Publishing, 2000). 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.101 James Adam, Design for George III’s observatory, Richmond Old Deer Park, 

1770. Image courtesy of the British Library. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.102 Sir William Chambers’s observatory, Richmond Old Deer Park, constructed 

for George III in 1769. The scientific observatory was itself, a picturesque object to be 

observed from within the garden in the same manner as Kew’s pagoda, glimpsed in the 

distance to the right. Image from Rev. D. Lyson’s, Environs of London (1791). 

 

Fig. 3.103 The Meridian line at 

Richmond is marked today with a 

steel marker and sliver of light. 

Behind, the slot aligns with one 

of William Chambers’s stone 

obelisks, the original markers of 

the Meridien which determined 

the King’s own time. Image by 

author. 
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Early explains, the use of Anglo-Palladianism for scientific buildings was befitting of 

the contemporary “belief in a uniform standard of taste valid for all arts in all ages” and 

“is analogous to Newton’s effort to comprehend all the diversity of the physical 

universe within a single system of mathematical laws.”
214

 Thus, the simplicity and logic 

of Palladian architecture conformed to the “close, naked, natural way of speaking […] 

near [to…] mathematical plainness” advocated by the scientists of the Royal Academy.  

Early suggests that another work at least as influential as Newton’s Principia 

Mathematica (1685-1686) in creating habits of thought congenial to Anglo-

Palladianism was Locke’s Essay Concerning Human Understanding (1689):  

“Locke held that there are no innate ideas, that all our ideas are based 

ultimately upon sense experience. Eighteenth century architects and 

aesthetes, starting from this conception of mind, reasoned that if ideas 

were dependent upon sensation, architecture must be clearly organised 

in order to produce strong and sharply defined sensations. The 

Lockean stress upon sense impressions fused with the Palladian 

admiration for the strong and ordered architecture of Rome.”
215

 

Internally, Chambers’ Observatory was fitted out by carpenter James Arrow, with 

glazed bookcases and model display cases, housing many of the King’s personal 

scientific dioramas and instruments, as well as a collection of minerals and ores.
216

 In 

many ways the King’s Observatory, housed in its classical temple in the gardens at 

Richmond, was a simple development of the garden-museum of Pope’s grotto, or Kent’s 

hermitage at Kew; it placed landscape architecture and the picturesque movement at the 

heart of contemporary scientific advancements. 

 Richmond’s gardens seemed to be at the epicentre of the scientific world at that 

time; with the construction of the Observatory, a new meridien was established at 

Richmond, marked by a series of obelisks positioned in the gardens (fig. 3.103). Though 

the Richmond meridien never succeeded in overtaking Greenwich’s Prime Meridien, 

the idea was the same, that all time pieces should be adjusted in relation to the Royal 

Time at Richmond. The Empire, and the world, thus looked to Richmond, and the 

King’s Arcadian gardens would be at the spiritual and scientific centre of it all.  

We have seen how the Thames landscape, and the visual conventions by which 

it was observed, evolved during the course of centuries. Each advance in fashion, taste 

and science is reflected in the architecture and landscape architecture along this stretch 

of the Thames. Looking over the view from Richmond Hill once more, the visitor may 
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notice how the picturesque myth of rural Arcadia lives on, despite suburban expansion, 

and major transformations in infrastructure which have placed road, rail and one of the 

world’s busiest airports all within sight of Terrace Walk. From the late eighteenth 

century, Richmond would undergo drastic economic and infrastructural changes, but as 

we shall see, the picturesque mode would continue to absorb these technological shifts, 

remaining relevant right up to the present day. As we shall in the remaining sections of 

this chapter, only where development has challenged the picturesque quality of the view 

has controversy arisen. Thus, even the ‘Indignation’ campaigns of the early 1900s, 

which led to the preservation of the view from Richmond Hill, may be seen as a 

continuation of a culturally-engrained picturesque mode of vision. 

 

3.16 The Railway, Suburbia and the Persistence of the Picturesque 

This section will chart the story of increasing suburban and infrastructural 

developments from steamboat, to rail, and the extension of the London Underground. It 

is remarkable that the picturesque mode of vision persisted, and indeed was reinforced 

in this process, not least by the advertising campaigns of transport companies. As the 

view from Richmond Hill became increasingly accessible to the wider general public, 

one could argue that its continuous reproduction in tourist literature also truly rendered 

it visual public property. Thus, one might suggest that this sense of public ownership 

over the view would inevitably lead to preservationist calls for its transfer into state 

protection, to be achieved under the Richmond, Petersham and Ham Open Spaces Act 

of 1902. 

As we have seen, the second half of the eighteenth century saw a period of 

prosperity which encouraged a spate of development along the Thames. A rash of 

fashionable villas may be discerned in Samuel Leigh’s Panorama of the Thames from 

London to Richmond (c.1830) (fig. 3.104). Along with this explosion in development, 

new infrastructure rapidly increased the number of visitors to the town for leisure 

purposes. Leigh’s panorama, taken from a boat in the Thames, reflects the popularity of 

the steamer service on the river, introduced in 1816, which allowed all classes the 

opportunity to take a day trip to the country from London Bridge in affordable and 

relative comfort (fig. 3.105).
217

 An 1825 newspaper correspondent gives an account of 

the journey which, along with Leigh’s panorama, paints a vivid picture of the Thames 

landscape around Richmond at this time: 
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“The Aits, or Osier Islands, are picturesque interspersions on the 

Thames. Its banks are studded with neat cottages or elegant villas […] 

the lawns come sweeping down like green velvet to the edge of its 

soft-flowing waters, and the scenery improves till we are borne into the 

full bosom of its beauty – the village of Richmond. On coming within 

the sight of this, the most delightful scene in our sea-girt isle, the band 

on board the steam boat plays “The Lass of Richmond Hill” while the 

vessel glides on translucent water.”
218

 

Many of the qualities which made steamboat travel so alluring are highlighted in this 

passage. In particular, the picturesque gardens and villas lining the Thames could, in 

many cases, only be viewed from the river. Moreover, the visual experience of ‘gliding’ 

through the unfolding scenery remained in stark contrast to the experience of 

contemporary road travel. The paucity of the road network is highlighted by the lack of 

a river crossing at Richmond until the construction of the first bridge, proposed in 

1772.
219

 The bridge proposal caused widespread controversy as it was feared it might 

damage the picturesque qualities of the Thames landscape. As such it represents 

perhaps the earliest expression of ‘indignation’ over the development of a landscape 

which was then already perceived to be of special historical, cultural and aesthetic value. 

A correspondent of Lloyd’s Evening Post angrily remarked: 

“It is to be a wooden bridge – what a cat-stick building this must be, to 

be executed in so short a time! Methinks I hear Old Thames groan, to 

be so vilely strode […] If our view up and down that delightful River 

must be obstructed […] let it be an elegant and free bridge.”
220

 

Succumbing to pressure, parliament passed the Richmond Bridge Act (1772), selecting 

90 commissioners to redesign the bridge, among whom were Brown, Walpole and 

Garrick. Architect James Paine, a noted designer of ornamental landscape garden 

bridges up and down the country,
221

 was selected to design a Palladian crossing in white 

Portland stone, completed in 1777 (fig. 3.106). Contemporary writers praised the new 

bridge for its scenic embellishment of the picturesque landscape; as an article in The 

London Magazine of 1779 stated: 

“[the bridge] presents the spectator with one of the richest landscapes 

nature and art ever produced by their joint efforts, and connoisseurs in 
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Fig. 3.104 Two sections from Samuel Leigh’s Panorama of the Thames from London to 

Richmond, showing the many villa estates lining the river at Richmond by the time of 

its publication c. 1830. This was the unfolding panorama which drew weekend tourists 

to the steamboats operating from London to Richmond in the nineteenth century. Image 

from J. Cloake, Richmond Past (Historical Publications Ltd, 1991) p. 61 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.105 One of the regular steamboat services, packed with visitors, leaves Richmond 

for London Bridge (1832). Engraving by W.B. Cooke from a drawing by J.D. Harding. 

Image from W.B. Cooke’s Views of Richmond. 

 

 



 

 

 

 

 

Fig. 3.106  James Paine’s elegant design for a Palladian bridge at Richmond. Image 

courtesy of the RIBA Drawings Collection. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.107 In this engraving of Richmond Bridge under construction, 1776, the bridge is 

presented as picturesque ruin, which would not look out of place in a landscape by 

Claude Lorraine or Gaspar Poussin. Engraving by V. Green and F. Jukes after painting 

by W. Hodges. Image from J. Cloake, Richmond Past (Historical Publications Ltd, 

1991) p. 57 
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painting will instantly be reminded of some of the best performances 

of Claude Lorraine.”
222

 

Further promoting the Richmond landscape as if it were the picturesque garden of a 

gentleman’s seat, Paine illustrated his bridge design in the second volume of his Plans, 

Elevations, and Sections of Noblemen and Gentlemen’s Houses (1783). Paine’s bridge 

is celebrated in Reverend Thomas Maurice’s Richmond Hill; A Descriptive and 

Historical Poem (1807), which references Anglo-Palladianism (“no useless, glaring 

ornaments offend”), classical Greece (“Attic elegance”) and the Thames landscape 

(“embowered in verdure heaped unbounded round”): 

“Mark where yon beauteous Bridge with modest pride 

Throws its broad shadow o'er the subject tide —  

There Attic elegance and strength unite, 

And fair proportion's charms the eye delight ; 

There, graceful while the spacious arches bend, 

No useless, glaring ornaments offend —  

Embowered in verdure heaped unbounded round 

Of every varied hue that shades the ground. 

Its polished surface of unsullied white  

With heightened lustre beams upon the sight.”
223

 

Maurice’s poem was employed by the Thames steamboat companies who added it to 

their posters in order to advertise their services. Prior to the construction of Paine’s 

bridge, all traffic had to be ferried over the river. Up to this date, the river landscape of 

Richmond was, therefore, most commonly appreciated from the water, which afforded 

the traveller unrivalled views of the riverside villas and their gardens. This is 

demonstrated by an article from The Builder, which pointed out in 1890 that “thousands 

have scanned curiously from the deck of a river steamer”
224

 the gardens of Marble Hill 

House. Their diligent search was for the fictional location of a scene from Walter 

Scott’s popular novel The Heart of Mid-Lothian (1818), in which character Jeanie 

Deans pleads with Queen Caroline, in the company of Lady Suffolk, for her half-sister’s 

life.
225

 The contemporary reader was probably already familiar with the picturesque 

view from Richmond Hill via its many literary and pictorial reproductions, but Scott’s 

historical novel reinforced its perception as an important historic landscape view, 

describing it as: 
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“A commanding eminence…where the beauty of English landscape was 

displayed in its utmost luxuriance…A huge sea of verdure, with crossing and 

intersecting promontories of massive and tufted groves, was tenanted by 

numberless flocks and herds, which seemed to wander unrestrained and 

unbounded through the rich pastures. The Thames, here turreted with villas, and 

there garlanded with forests, moved on slowly and placidly, like the mighty 

monarch of the scene, to whom all its other beauties were but accessories, and 

bore on its bosom an hundred barks and skiffs whose white sails, and gaily 

fluttering pennons, gave life to the whole.”
226

 

By 1840, there were three daily steamboats from London Bridge to Richmond, 

increasing to six daily by 1843. On the roads too, the number of users was booming; the 

combined users of public coaches and omnibuses (introduced from 1830) on the 

Richmond to London route in 1843 has been estimated at 1,180,000 passengers a 

year.
227

 Railway promoters soon realised that the abundance of passengers was a 

potentially lucrative market, and hoped to tap some of the profit themselves. 

The arrival of the London & South Western Railway in Richmond (1846) further 

increased the attraction of this stretch of the Thames for weekend retreats and leisure 

pursuits. The line’s extension to Twickenham (1848) necessitated the crossing of the 

Thames with three 100 foot cast iron spans. However modern the introduction of Joseph 

Locke’s Twickenham railway bridge was, it was quickly absorbed into the picturesque 

landscape of the Thames and appropriated by artists for their own pictorial effects. This 

is demonstrated by artist George Hilditch’s Richmond from beneath the Railway Bridge 

(c.1849) (fig. 3.1.108), which depicts Paine’s Richmond road bridge, neatly framed by 

the brick vault of Locke’s new railway. Hilditch was tutored by Richmond resident 

Thomas Hofland, whose landscapes, including A View of the Thames from Richmond 

Hill, were in a style reminiscent of Claude Lorrain and Gaspar Poussin (fig. 3.109). The 

Claudian nature of many Richmond paintings led the author of poem Richmond Hill 

(1809), to describe the view as “A brighter, richer landscape lies display’d, Than ever 

Poussin sketch’d, or Claude portray’d.”
228

 Hilditch, whose many works depicting the 

area
229

 earned him the nickname of “the Richmond painter,”
230

 frames this picturesque 

landscape with what could be interpreted as the archaeological remains of some ancient 

Roman structure, though it is the land-arch of Locke’s newly constructed railway bridge. 
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Fig. 3.108 Richmond from 

beneath the Railway Bridge, by 

George Hilditch. In this painting, 

the railway is absorbed into the 

picturesque landscape. In the 

same way that the passenger’s 

view of the river is framed from 

the windows of the train, so too, 

the railway bridge acts as a frame 

to the landscape. Here, that frame 

takes on a classical air as a kind 

of triumphal arch. Image from J. 

Cloake, Richmond Past 

(Historical Publications Ltd, 

1991) p. 59 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.109 A View of the Thames from Richmond Hill, c. 1823, by T.C. Hofland. Distant 

Windsor Castle is marked on the skyline to the right of centre. Image from M. Batey, H. 

Buttery, D. Lambert, K. Wilkie, Arcadian Thames: The River Landscape from Hampton 

to Kew (London: Barn Elms Publishing, 2000). 



 

 

 

 

 

 

 

 

 

 

Fig. 3.110 Thompson’s Aeolian Harp by J.M.W. Turner (1809) distorts the view of the 

Thames to include a clear view of Twickenham and Pope’s villa. Turner also freely 

adds a depiction of the Egerian grotto to the right of the scene, complete with classical 

dancers. Image courtesy of the City of Manchester Art Galleries. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.111 View of Pope’s Villa at Twickenham During its Dilapidation by J.M.W. 

Turner (1808). Turner positions Alexander Pope’s dilapidated villa at the centre of the 

picturesque landscape, in the usual location of a crumbling classical ruin, with the 

intention of evoking the same romantic notions of a fallen golden age. Image from M. 

Batey, H. Buttery, D. Lambert, K. Wilkie, Arcadian Thames: The River Landscape from 

Hampton to Kew (London: Barn Elms Publishing, 2000). 
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The classical cornicing and rustic collection of loose stones to the foreground strengthen 

this allusion to the landscapes of classical antiquity.  

Another local artist, J.M.W.Turner, had also experimented with the addition of 

classical antiquities to the Richmond landscape. In Thomson’s Aeolian Harp (1809) (fig. 

3.110), Turner introduced the shattered remains of the Egerian Grotto, a classical 

association with which we are already familiar from the writings of Pope. Pope is 

himself indirectly referenced in the painting by Turner’s distortion of the landscape to 

include the Thames-side villas of Twickenham. In doing so, Turner connected the 

writings of Pope and Thomson, and the classical histories to which they referred, 

directly to the view from Richmond Hill. It is important to note here that while the 

Thames landscape was infused with a generalised romantic vision of the Italian 

landscape, Grand Tourists frequently visited specific viewpoints famed for their 

painterly qualities. These popular viewpoints included the Egerian Grotto mentioned 

above, the Temple of Vesta at Tivoli, and significantly, the vista of Rome from Monte 

Mario to the north of the city. First mentioned by the poet Martial in the 1
st
 century AD, 

this spot was a favourite destination of touring eighteenth and nineteenth-century 

English ‘milords’, who came to admire the extensive view of the city and campagna 

beyond, complemented by the picturesque ruins of Raphael’s Villa Madama. For the 

purposes of this dissertation however, the principal interest lies in the fact that many 

touring English artists who depicted the Richmond landscape also visited and painted 

the Monte Mario view, including Wilson (fig. 3.113), Marlow and Turner, many of 

whom noted the striking similarities between Monte Mario and the view from 

Richmond Hill. The very fact that this similarity was noted highlights the influence of 

each landscape upon the other, whose individual values could be read and translated 

from one landscape to another. 

A further demonstration of the reinforcement of eighteenth century perceptions 

of the view is Turner’s own poetry, which he modelled on that of Thomson. For 

example, Thomson’s Aeolian Harp, was accompanied by a poem in tribute to the two 

poets: 

“On Thomson’s tomb the dewy drops distil, 

Soft tears of pity shed for Pope’s lost fane, 

To worth and verse adheres sad memory still, 

Scorning to wear ensnaring fashion’s chain. 

 

In silence go fair Thames for all is laid; 

His pastoral reeds untied and harp unstrung, 
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Sunk is their harmony in Twickenham’s glade. 

While flows thy stream, unheed’d and unsung.”
231

 

Turner’s poem conveys a melancholic vision of decay echoed in his contemporary 

painting A View of Pope’s Villa during its Dilapidation (1808) (fig. 3.111). In this work, 

Pope’s villa is depicted in its derelict and crumbling state, shortly before its demolition 

by Baroness Howe. The ruinous villa in Turner’s painting performs the same role as the 

classical ruin in an Arcadian landscape, drawing out nostalgic recollections of a former 

golden age. To accompany the painting, Turner wrote the following lines in despair: 

 “O lost to honor [sic] and the sence [sic] of shame, 

 Can Britain so forget Pope’s well earned fame, 

 To desolation doom the poet’s fane, 

 The pride of Twickenham’s bower and silver Thame, 

… 

Now to destruction doom'd thy peaceful grott, 

Pope's willow bending to the earth forgot, 

Save one weak scion by my fostering care, 

Nurses into life which fell on bracken spare, 

On the lone bank to mark the spot with pride, 

Dip the long branches in the rippling tide.”
232

 

Though Turner’s poetry suggests his deep regret – his ‘indignation’ - at the loss of 

Pope’s villa and gardens, representatives of a former golden age subjected to 

melancholic and ruinous decay, he did in fact continue to paint many aspects of the 

Thames landscape, reinforcing the notion of the landscape’s national historic and 

cultural significance. Turner returned to Richmond Hill with England: Richmond Hill, 

on the Prince Regent’s Birthday (1819) (fig. 3.114). The title of this work underscores 

the painting as a patriotic work; the view from Richmond Hill comes to represent 

England itself, and the theme is a celebration of the British monarchy, highlighted by 

Turner’s inclusion of Windsor castle on the horizon. The party recalls the rustic fêtes 

galantes of Queen Caroline’s Augustan court at Richmond, a symbolic return to, and 

celebration of nature and pastoral simplicity. 

 Turner himself practiced this idealised dream of pastoral life, building himself a 

comfortable villa on land adjacent to Marble Hill House, Twickenham, in 1807. 

Sandycombe Lodge has survived, albeit in a much-altered state, hemmed in between 

ranks of Edwardian suburban terraces. Though the villa is thought to be of his own 

design, it has been suggested that Turner’s friend, architect John Soane, provided 
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Fig. 3.112 Nouvo Pianta di Roma. A vista map of the city of Rome, author’s own pen 

and graphite drawing, exhibited at the exhibition I Have Lived, British School at Rome, 

December 2012. 

 

 

 

 

 

 

 

 

 

Fig. 3.113 Richard Wilson, A Distant View of Rome from Monte Mario (1763-1765). 

This view, a favourite of touring English artists in the eighteenth-century was frequently 

compared to the view from Richmond Hill, suggesting a cross-pollination of landscape 

imagery and ideas. 



 

 

 

 

 

 

 

 

 

 

Fig. 3.114 England: Richmond Hill, on the Prince Regent’s Birthday, by J.M.W. Turner 

(1819). In this work, the landscape of Richmond, and the hill in particular, are 

emphatically linked with the notion of Englishness. Image courtesy of the Google Art 

Project. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.115 J.M.W. Turner’s villa, Sandycombe Lodge, Twickenham. Turner himself 

designed the villa, though probably with help from architect John Soane. Engraving by 

W. Havell from Picturesque Views on the River Thames (1829). 

 



 

114 

 

advice.
233

 An engraving by W. Havell depicts the villa’s generous gardens, which ran 

seamlessly into Twickenham Park in one direction, and Marble Hill’s parkland in the 

other (fig. 3.115). Turner thus benefitted from an unbroken view of the Thames and 

first-hand familiarity with the popular image of Richmond as a landscape of genteel 

villas and picturesque gardens. 

The image of an affluent society of riverside villas within easy reach of the city, 

promoted by the work of artists and writers, began to attract scores of commuters after 

the arrival of the railway – Turner and Charles Dickens included – who set up their own 

comfortable villas and gardens in the vicinity of Richmond. As land prices continued to 

rise, the ample gardens of these villa estates came under increasing development 

pressure. An Ordnance Survey map of 1879 shows Turner’s gardens largely as they 

were at the time of their sale in 1826, and illustrates the villa’s location on a quiet 

country lane (fig. 3.116).
234

 By 1913 however, Turner’s garden and adjacent 

Twickenham Park had been subdivided into a number of villa plots, leading to 

Sandycombe Road’s current appearance as a typical suburban street.
235

 The 

transformation is complete in an Ordnance Survey map of 1935, which shows a dense 

infilling of plots, the demolition of Twickenham Park and an almost total 

redevelopment of Cambridge Park with new housing and a motor engineering works.
236

 

 As these expanding suburban developments encroached upon large areas of 

former landscape garden, they began to adopt many of the features associated with 

picturesque landscape design. An excellent example is the suburban estate of St. 

Margaret’s, Twickenham, developed in 1854 on a part of the grounds of Twickenham 

Park which had been severed from the house by the building of the railway (1848). This 

land was bought from the Earl of Kilmorey by the Conservative Land Association, who 

immediately began to develop the site as a residential estate for the professional middle 

classes. At the centre of the scheme, a large medieval fishpond was reworked into a 

more picturesque serpentine lake, set amid a series of pleasure gardens for the sole use 

of the occupants. To maintain these grounds, a Trust was established to produce 

covenants and to carefully control any further development or alterations to the estate. 

The topography of the site was used in the creation of separate grades for pedestrians 

and road traffic, linking three pleasure gardens and a riverside promenade with grotto-

tunnels similar to those of Pope, Garrick and Lord Montagu. This move created an 
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unbroken landscape setting for the suburban villas which lined the grounds, re-creating 

elements of the picturesque landscape of Twickenham Park despite its whole-scale 

redevelopment. The St. Margaret’s estate successfully played to the middle class market 

who dreamed of the perfect blend of privileged rus-in-urbe, provided by the estate’s 

riverside location, aristocratic pleasure gardens, and the adjacent mainline station with 

direct services to London Waterloo. 

 Just as the railway was absorbed into the picturesque composition of St 

Margaret’s, new railway technology was being admired by artists with picturesque 

sensibilities. Whilst Turner, in Rain, Steam and Speed (1844) (fig. 3.117), attempts a 

novel depiction of a speeding locomotive seen through a haze of thundering rain and 

billowing steam, he nevertheless chose a fairly conventional picturesque landscape in 

which to set it; the view is of Isambard Kingdom Brunel’s Great Western Railway 

Bridge at Maidenhead, with a bend of the Thames, complete with boatman, bridge and 

distant wooded hills, all conforming to conventions familiar to us from Richmond Hill’s 

popular view.  

French Impressionist Camille Pissarro was, like Turner, intrigued by the 

railways, and by the new suburbs growing up around London. In 1892, Pissarro moved 

to 1 Gloucester Terrace, Kew, painting Bank Holiday, Kew and Kew Green from the 

windows of this house.
237

 Pissarro’s affinity with picturesque landscapes is 

demonstrated by his depiction of ‘Capability’ Brown’s Rhododendron Dell at Kew 

(1892), which he described as “a dream. What trees, what lawns, what attractive and 

subtle undulations of the land!”
238

 Pissarro’s paintings, including Upper Norwood in the 

Snow, The Avenue, Dulwich and Crystal Palace, present London’s growing suburbs as 

picturesque scenes. In particular, Pissarro’s Bath Road, Bedford Park (1897) (fig. 3.118) 

could be an image of an idyllic rural lane complete with cottages and smoking chimneys, 

but the subject is a new suburb of semi-detached homes; the artist’s picturesque 

composition reflects the idyllic dreams of suburban commuters. Camille’s son Lucien 

Pissarro had moved to a new home at 62 Bath Road, Bedford Park, Chiswick in the 

1890s. On a visit in 1897, Camille Pissarro made a series of seven paintings, all taken 

from the windows and roof terrace of the Bedford Park home. The role played by the 

railways in encouraging the development of Bedford Park suburb is highlighted by 

Pissarro’s paintings Lordship Lane Station (c.1870) (fig. 3.119) and The Train, Bedford 
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Fig. 3.116 Three Ordnance Survey maps, showing the development of the environment 

surrounding J.M.W. Turner’s Sandycombe Lodge in 1879 (left), 1913 (centre), and 

1935 (right). The development of this area may be seen as a microcosm of the enormous 

urban expansion of Richmond and Twickenham during the early years of the twentieth-

century. Images courtesy of the Ordnance Survey. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.117 Rain, Steam and Speed by J.M.W. Turner (1844) showing the railway bridge 

over the Thames at Maidenhead, highlights the changes that technologies and increasing 

speed were having on visual experience, and yet the raised vantage point and view of 

the river’s bend is a continuation of compositional conventions familiar to us from 

paintings of Richmond Hill. Image courtesy of the National Gallery. 

 



 

 

 

 

 

 

 

 

 

 

 

Fig. 3.118 Bath Road, Bedford Park by Camille Pissarro (1897) represents the modern 

suburban development as idyllic country scene. Image from N. Reed, Pissarro in West 

London: Kew, Chiswick and Richmond (Folkestone: Lilburne Press, 1997). 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.119 Lordship Lane Station by Camille Pissarro (1871) presents the suburb of 

Dulwich as picturesque village, and the railways as a scenic way of travelling in the 

suburbs. Image from N. Reed, Pissarro in West London: Kew, Chiswick and Richmond 

(Folkestone: Lilburne Press, 1997). 
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Park (c.1897), both of which seem to promote the railways as a means to tour the 

countryside; a continuation of the picturesque tourism advocated by William Gilpin and 

others. Pissarro’s paintings are full of rural imagery, despite their depiction of suburban 

subjects; The Footbridge at Bedford Park (1897) and Jubilee Fete at Bedford Park 

(1897) are full of people enjoying country life amid open fields and verdant landscapes, 

and the railway’s conspicuous presence is as the facilitator of this blissful suburban 

existence. Camille’s son Lucien
239

 would himself later go on to produce over fifty 

paintings of Chiswick, Kew Gardens and Richmond, where he came to live briefly in 

1935,
240

 including Richmond Bridge, View from my Window at Richmond and The 

Thames at Richmond (all 1935). 

The semi-rural imagery presented by the Pissarros’ works is a feature of the 

design of Bedford Park itself, which has been described by John Betjeman as “the most 

significant suburb built in the last century, probably in the western world” (fig. 

3.120).
241

 Though the project was initiated by developer James Carr in 1875, it was the 

arrival of leading architect Richard Norman Shaw, in 1877, which had such a profound 

effect on: 

“The architectural character of Bedford Park, one which delighted 

and surprised visitors who, emerging from Turnham Green station, 

felt themselves to be in a village or small country town where 

nothing had happened for at least a hundred years. In fact none of 

the houses bore more than a superficial resemblance to anything 

built in the 17
th

 or 18
th

 centuries; their apparent artlessness 

concealed a great deal of sophistication.”
242

 

Shaw’s architecture referred to the historic buildings of the surrounding towns of 

Chiswick, Kew and Richmond, with prominent gables, ornamental bargeboards and 

jettied overhangs. These touches, combined with an irregular street plan which took into 

account existing mature trees, made for a picturesque streetscape with a certain rural 

quality. The Bedford Park architects took the idea of the country villa, popular since the 

eighteenth century, and condensed it onto a smaller plot, reproducing the idyllic dream 

of villa life but making it accessible to the middle classes. As Herman Muthesius has 

written “It signifies neither more nor less than the starting point of the smaller modern 
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house, which spread from there over the whole country.”
243

 A contemporary 

advertisement dubbed it “The Healthiest Place in the World”
244

 due to its provision of 

private gardens to every home and the addition of a communal club and tennis courts. 

These attributes of villa life were in contrast to the dirty and cramped conditions of the 

city with which it was always meant to be compared. 

 The function of the railway as a machine for viewing the landscape, suggested 

by the works of Turner and Pissarro, is illustrated by a proliferation of contemporary 

railway posters advertising excursions to picturesque locations across the country. The 

ever-changing view from the carriage window was a popular subject, directly tying 

railway technology to the picturesque view, for example in posters of Knaresborough 

(LNER, 1928) and Felixstowe (LNER, 1934) among others (fig. 3.121). Later, the new 

technology of photography would reproduce this arrangement, proposing the railway 

carriage as an ideal location for capturing the landscape on film, for example in LNER’s 

Great Yarmouth. As a popular destination of weekend sojourns, Richmond itself was a 

subject of several of these railway posters, designed to entice weary city dwellers to 

weekend retreats and, in the process, to make a profit for the railway companies. For 

example, Charles Sharland’s Valley of the Thames (1908) (fig. 3.122), which shows a 

view of Richmond Hill crowned by its villas from the riverbank. A subsequent poster by 

John Henry Lloyd entitled Too Much of a Good Thing (1910) (fig. 3.123), depicts 

Sharland’s poster, along with a selection of other picturesque views, lining a subway 

tunnel, each calling for the attention of the weekend traveller. The posters are 

themselves like windows on idyllic landscapes of eternal summer, viewed from the 

dimly lit grime of the tunnel, and promise respite from the realities of city life, an 

escape to Richmond’s Arcadia. 

 This effect, where the landscape view is framed as through a window, is a 

recurrent theme of railway poster art depicting the Thames landscape at Richmond. 

Alfred France’s Richmond and Thomas Robert Way’s The Silver Thames (both 1910) 

are composed of a series of small windows, like photographic snapshots or William 

Gilpin’s watercolour vignettes (fig. 3.124). The former work demonstrates the draw of 

Richmond for both the appreciation of nature (the upper view shows a picturesque scene 

in Richmond Park), as well as for leisure pursuits (boating on the Thames). 

Significantly, the Richmond Hill view is illustrated in the bottom left-hand scene of the 

latter work, and the title is a nostalgic reference to James Thomson’s description of the 
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Fig. 3.120 Architect Richard Norman Shaw’s drawings for his ‘Queen Anne’ style 

Bedford Park suburban villas, Chiswick. Image courtesy of the RIBA Drawings Library. 

 

 

 



 

 

 

 

 

 

 

 

Fig. 3.121 The train as machine for viewing the landscape; three railway posters: 

Knaresborough (LNER, 1928), Felixstowe (LNER, 1934) and Great Yarmouth (LNER, 

c. 1930). Images courtesy of the National Railway Museum. 

 

 

 

 

 

 

 

Fig. 3.122 Charles Sharland’s Valley of the 

Thames (1908), showing Richmond Hill and 

its crowning villas. Image courtesy of the 

London Transport Museum. 
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view in The Seasons (1730). The Richmond Hill view also features in a 1908 poster 

entitled Richmond for Walking…and Other Jollities, accompanied by an extract from 

William Ernest Henley’s Ballade of Midsummer Days and Nights (1897) (fig. 3.125). 

Though there is no evidence to suggest Henley’s poem was connected with the 

Richmond view, he did write another poem about walking this stretch of the Thames, 

which he named On the Way to Kew. Both poems have suitably romantic and nostalgic 

overtones and the landscape described in the former work could easily fit the familiar 

landscape of Richmond Hill’s view: 

“The wood's green heart is a nest of dreams, 

The lush grass thickens and springs and sways, 

The rathe wheat rustles, the landscape gleams - 

Midsummer days! Midsummer days!”
245

 

It could be argued that the poetical references of these railway posters continue Turner’s 

attachment of poetry to his scenes of Richmond, which itself continued an illustrious 

regional history of poetry from the seventeenth century onwards. Arthur G. Bell’s 1913 

poster, Richmond Park  (fig. 3.126) is again accompanied by a poem (author unknown), 

which directly advocates a painterly vision of the Richmond landscape: 

 “Here as the green leaves fade, the gold leaves fall. 

 A still enchantment widens over all, 

 Painting the woods with vaguer autumnal dyes 

 Like ancient tapestries.”
246

 

 Tony Sarg’s comedic ‘The Summit of a Far-Famed Hill’: Richmond Park (1913) 

shows just how popular the hill became as a rural retreat for city dwellers: a curious 

family timidly feeds a herd of deer, an experience they may have never been exposed to 

in the city. The comedic value of Sarg’s image is in his depiction of the hill’s popularity, 

which ensured it could never be the tranquil retreat projected in paintings and literature - 

particularly on public holidays and weekends when crowds thronged through the gates 

of Richmond Park. Later posters would return to idealised views of picturesque 

tranquillity, choosing to adopt scenes from eighteenth century landscape gardens as 

representative of the whole Thames valley region, for example in Trerick John 

Williams’s depiction of Chambers’s Temple of Bellona, Kew Gardens (1929), Vera 

Ross’s Chiswick House (1937) and Alan Sorrell’s view of Garrick’s Temple to 

Shakespeare (1938) (fig. 3.127). 
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Fig. 3.123 John Henry Lloyd’s Too Much of 

a Good Thing (1910) showing Sharland’s 

Valley of the Thames to the left, competing 

for the attention of the day-tripper. The 

landscape poster acted as a window to eternal 

summer weekends on the walls of London’s 

underground system. Image courtesy of the 

London Transport Museum. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.124 Alfred France presents Richmond (1910) as a series of distinct ‘pictures’ to 

be experienced by the visitor, as does Thomas Robert Way in his poster of Richmond, 

which also includes the view from Richmond Hill to the bottom left (also 1910). Images 

courtesy of the London Transport Museum. 



 

Fig. 3.125 Richmond for Walking…and 

Other Jollities (1908), showing the view 

from Richmond Hill as a destination for 

‘Sunday afternoons’. Image courtesy of the 

London Transport Museum. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.126 Arthur G. Bell’s Richmond Park 

(1913). Image courtesy of the London 

Transport Museum. 
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 Lured to Richmond by the imagery of London Underground posters, by the early 

twentieth century visitors could take a piece of this imagery home, or send it on to 

family and friends, in the form of mass produced photographic postcards. Originally 

blank, the first photographic postcards were introduced in around 1895, though the 

image was usually small to allow the message to be written on the same side. By 1902, 

the Post Office allowed the picture to take over a full side, with message and address 

written on the reverse.
247

 In doing so, the role of the postcard changed from a simple 

note to a souvenir of travel, leisure and landscapes. The Richmond Hill view, familiar 

from the mass circulation of prints, was an obvious and popular subject for postcard 

views. Though photography had taken over from the work of the artist, a certain 

painterly quality remains as the result of the hand colouring of many of these images. A 

1906 postcard View from the Terrace, Richmond prominently displays a foreground 

vacant bench (fig. 3.128), as does View on the Terrace, Richmond (1909), enticing the 

viewer to the spot. The latter image draws attention to the implied view, framed by an 

opening in the trees opposite. Of a similar date Terrace Gardens, Richmond depicts 

such a glimpse of the thatched Tea House in the gardens below (fig. 3.129), observed 

through a theatrical opening in the trees. Interestingly, images of the Terrace itself are 

common, suggesting that the activities of walking and observing the view were as 

important to the Edwardian visitor as the view itself. Two postcards of c.1910 

graphically illustrate this, showing the Terrace buzzing with promenading families, 

dressed in their Sunday ‘best’, and the benches crowded with people admiring the view, 

both a spectacle of landscape and of fellow day-trippers (fig. 3.130). 

 The effect of these postcards and posters was to perpetuate the mythic landscape 

of Richmond Hill, recycling the associations placed upon it by eighteenth century poets, 

architects and artists. When the Marble Hill estate, which lies at the centre of the 

famous view, was threatened by redevelopment in 1901, a local newspaper article 

recycled a quote from Jonathan Swift’s Pastoral Dialogue between Richmond Lodge 

and Marble Hill (1727): 

 “Some South Sea broker from the City, 

 Will purchase me, and more’s the pity, 

 Lay all my fine plantations waste 

 To fit them to his vulgar taste.” 

The author went on to state that the contemporary threat was not from a South Sea 

broker, but from “the demon builder who will in all probability destroy this historical 
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Fig. 3.127 Eighteenth century landscapes as representative of the Thames region; 

Trerick John Williams’s Temple of Bellona, Kew (1929), Vera Ross’s Chiswick House 

(1937) and Alan Sorrell’s Temple to Shakespeare, Hampton (1938). Images courtesy of 

the London Transport Museum. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.128 Postcard View from the Terrace, Richmond (1906). Image from author’s 

personal collection. 

 



 

 

 

 

 

 

 

 

 

 

Fig. 3.129 Postcard of Terrace Gardens, Richmond (c. 1909), showing the thatched 

Teahouse glimpsed through an opening in the foreground trees. Image from author’s 

personal collection. 

 

 

Fig. 3.130 Two 

postcards of Terrace 

Walk (c. 1910) showing 

the promenade packed 

with visitors in their 

Sunday best, observing 

the view, and eachother. 

Images from author’s 

personal collection. 
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demesne with his exhibition of latter-day villadom.”
248

 Swift’s fear that the Marble Hill 

estate might be destroyed, as early as 1727, highlights a perceived vulnerability of 

Richmond Hill’s prospect from at least the eighteenth century.  

 

3.17   ‘Indignation’ 

‘Indignation,’ the name given to a number of popular campaigns which have 

voiced concern over development within the Richmond Hill view, originated in the late 

nineteenth century. In 1886, the Richmond Vestry, headed by Charter Mayor and one 

time Mayor of London Sir Whittaker Ellis, purchased the Lansdowne and Buccleuch 

estates to form Richmond Hill’s Terrace Gardens, thus initiating the first steps towards 

the preservation of the view. A contemporary cartoon in popular magazine Punch 

depicts the ‘Lass of Richmond Hill’ being saved from the ‘Jerry-Builder’ dragon, whose 

stucco, cast-iron railings and smoking chimneypots menacingly threaten to attack the 

landscape (fig. 3.131).
249

  

By the late 1890s, the Richmond Corporation, particularly Alderman Charles 

Burt, Mayor of Richmond, had grown increasingly vociferous in their calls to protect 

aspects of the view. In a letter dated 10 December 1892, Burt wrote to the Trustees of 

the Earl of Dysart’s estate at Ham House to enquire about rumours circulating 

concerning the Trustees’ intention to construct a road along the river bank at Ham. Burt 

feared that the road would be the first step in a complete redevelopment of the estate 

and that the character of the landscape would be irrevocably spoiled. Instead, Burt 

proposed that the meadows be leased to the Richmond Corporation which would seek to 

preserve the rural character of the land.
250

 Ellis, responding on behalf of the Dysart 

Trustees, reminded Burt of their rights over Petersham Common, stating that “the apple 

of the eye to the view” from Richmond Hill “could at once be made available for 

building…by putting roads through […] which would give a ready access to Petersham 

and Kingston.” The impact of any development on this conspicuous meadow and the 

subsequent damage to the view from Richmond Hill can be judged from Jasper Francis 

Cropsey’s Richmond Hill, viewed from the open ground between Wick House and The 

Star and Garter (1862) (fig. 3.132). In order to prevent such a development, Ellis 

demanded that Richmond Corporation make “some recompense” to the Dysarts in the 
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Fig. 3.131 Cartoon from Punch magazine showing the ‘Lass of Richmond Hill’ being 

saved from ‘Jerry-Builder Dragon’ whose stucco, cast-iron railings and smoking 

chimneypot hat threaten to invade the landscape. Image from Punch (9 October, 1886) 

p. 170 

 

 



 

 

 

 

 

 

 

 

 

 

Fig. 3.132 American artist Jasper Francis Cropsey’s Richmond Hill, viewed from the 

open ground between Wick House and The Star and Garter (1862). The early 

‘indignation’ campaign centred around the protection of the meadows at the centre of 

this view from development. Image courtesy of the Google Art Project. 

 

 

Fig. 3.133 Joseph Glover, as 

he appears in the Twickenham 

Times (1 October, 1898). 

Image courtesy of the Library 

of Richmond upon Thames. 
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form of allowing development proposals elsewhere.
251

 This recompense, the Dysart 

Trustees hoped, would be manifest in the abolition of public access rights to its vast 

‘Lammas Lands,’
252

 in effect an act of enclosure, which would free them up for 

development.  

 Richmond Corporation was quick to identify the motives of the Dysart Trustees, 

defaulting on any agreement until a bill was finally prepared for presentation to 

parliament in 1896. This had been the culmination of several meetings by newly formed 

‘amenity societies’ which sought to preserve open spaces for their aesthetic and 

recreational value. With the backing of Richmond’s ‘Amenities Committee,’ Burt had 

already appealed to Her Majesty’s First Commissioner of Works to purchase Bute 

House, from the same Sir Whittaker Ellis, in order to preserve another portion of 

Richmond’s view.
253

 The failure to procure Bute House in 1894 was, in many ways, 

prophetic of the downfall of the Petersham and Ham Lands and Footpath Bill (1896), 

eventually undermined by its concession to the Dysarts in the abolition of certain 

Lammas Rights. Opponents of the bill accused the Trustees, and Richmond Corporation 

alike, of bribery, claiming that residents were pursued to give up their rights in return 

for £15,000 towards the cost of a new school. Defeated, Burt wrote to The Times in 

frustration that “The Corporation indignantly repudiate the suggestion that they were to 

receive money for the sacrifice of public rights,” adding that “the saving of the view 

from Richmond-Terrace is what the Corporation and their constituents have been 

striving after for years; it is one of the great objects of their existence.”
254

 To Burt, these 

slanderous accusations would achieve nothing but the undermining of the bill under 

which “the view would be secured forever,” adding that “by the rejection of the Bill [the 

view] is gravely imperilled.”
255

 

 One year previous to the Lammas Lands controversy, another property with a 

direct impact on the view, Petersham Ait, was put up for sale. The aforementioned Ellis, 

adjacent landowner, declined to purchase the island for a sum of £5,000, proposing that 

the Richmond Corporation buy it for the town. Burt’s Amenities Committee considered 

the proposal, eventually concluding: 

“That while the Committee think it desirable that the Island should 

be acquired for the Corporation if it could be obtained at a 
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reasonable price, they are of the opinion that in view of the sum 

now named, it would be useless to enter into any negotiation for its 

purchase.”
256

 

By the end of 1895, no suitable purchaser had been found for the island. Three years 

later, owner Joseph Glover put the island up for auction, again offering it to the 

Corporation for a reduced price (fig. 3.133). If the Corporation would not buy it, Glover 

made it clear he was prepared to sell the island to an advertising company,
257

 as the 

island’s conspicuous nature, in terms of passing boat and road traffic as well as its 

prominence within the Richmond Hill prospect, rendered it potentially lucrative as a 

location for billboards.
258

 Glover’s contemporary sale cards make this explicit, 

juxtaposing a photograph of the view with the statement “It will be seen that ‘Glover’s 

Island’ […] is a most conspicuous object from Richmond Hill,” while an auction notice 

stated it would make “a splendid site for the erection of a first class Club or Hotel, or for 

an electric storage station, Launch Works, or as an advertising medium” (fig. 3.134).
259

 

As a local newspaper article clarified, “The Island lies right in the foreground of the 

famous view from Richmond Hill, and for that reason it has caused something like a 

spasm of alarm when the owner has threatened […] to sell it as the site for advertising 

hoardings […] or for something else equally disagreeable.”
260

 Another article 

speculated on Glover’s motives:  

“Mr Glover may have hoped that the members of the Town 

Council, with their nerves shaken by dreadful apparitions of big 

chimneys, unsightly sheds, ugly hoardings, or fearsome sky signs 

[…] would be prepared to pay anything to prevent their waking 

hours being made wretched by the materialisation of this 

phantasmagoria.”
261

  

Though the Corporation did hope to purchase the island from Glover, the Richmond and 

Twickenham Times reported that, again, it could not afford the high price demanded.
262

 

Burt is reputed to have said: 
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“If the island were used as an advertisement station a big gallows 

would rise on Petersham Meadows opposite, with an effigy of the 

owner suspended […] Anyone who attempted to use the island for 

a disfiguring purpose would be hounded out of Richmond.”
263

  

In the event, the highest auction bid received was just £1,000, so Glover promptly 

withdrew the island from sale.
264

  

Petersham Ait was eventually secured, in 1900, by philanthropist Max Waechter, 

a resident of Richmond Hill, for an undisclosed sum (fig. 3.135). Waechter donated the 

island, along with the house and grounds of nearby Petersham Lodge, to Richmond’s 

council, in an effort to preserve the view for posterity.
265

 At a celebration dinner held at 

the Star and Garter Hotel on Richmond Hill, attended by such notable figures as Sir 

Edward Poynter (President of the Royal Academy) and Viscount Midleton among 

others, Mayor Chancellor handed Waechter a framed and illuminated address which 

read: 

“this Council […] desire to place on record their high appreciation 

of so generous an act whereby the far-famed view from Richmond 

Hill will forever be preserved. They would further add their 

conviction that with this preservation of Richmond’s famous 

landscape Mr. Max Waechter’s name will for all time be 

associated.”
266

 

Waechter’s gift of Glover’s Island to the Richmond Corporation was not, however, 

enough to secure the view from Richmond Hill, as new fears over the fate of the Marble 

Hill Estate surfaced just months after Waechter’s jubilant banquet.  

The Marble Hill estate was purchased following the death of Lady Peel by 

William Cunard of the shipping family, whose Orleans House estate was immediately 

adjacent. Together with a third neighbouring villa, Lebanon House, the Cunard’s had 

acquired a large proportion of the Twickenham lands visible from Richmond Hill, as 

illustrated by an article and map in the Westminster Budget (fig. 3.136).
267

 Cunard’s 

decision to develop the Lebanon House estate
268

 with suburban villas was viewed as a 
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Fig. 3.134 Sale card c. 1890s 

demonstrating the conspicuous 

nature of the island, and 

therefore its suitability for 

development with billboards. 

Image courtesy of the Library 

of Richmond upon Thames. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.135 Portrait of 

philanthropist Max Waechter, 

whom donated ‘Glover’s 

Island’ to Richmond Council 

after purchasing it from Joseph 

Glover in 1900. Image courtesy 

of the Library of Richmond 

upon Thames. 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.136 Article in the Westminster Budget (26 July, 1901), showing plans for the 

redevelopment of the Lebanon House estate by the Cunard family, of shipping fame. 

The proposal caused outrage as many feared a similar fate would befall the 

neighbouring Marble Hill Estate, which also belonged to the Cunards. Image courtesy 

of the Library of Richmond upon Thames. 
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harbinger of what would soon befall all of the Twickenham riverbank.
269

 It was widely 

felt that Richmond Corporation could not continue to successfully secure the future of 

the view without nationwide pressure for governmental assistance. The Daily Mail 

wrote “Richmond turns to all England for help in preserving what all England has so 

thoroughly enjoyed,” adding “The view from Richmond Hill is the World’s view, not 

Richmond’s only. Let the work of preservation be started by the City of London or the 

Country at large.”
270

 A correspondent for the Daily News summed up what was at stake 

for the citizens of, not only Richmond, but London, and even the nation as a whole: 

“Hundreds and thousands of people have acquired by long lapse of 

time a vested interest in the natural beauty of a certain spot. They 

have gazed on it often and often, it has put thoughts in their minds 

that chased out the little grimy pre-occupations of a mean existence, 

as mountain water would cleanse a vessel. Their parents may have 

taken them to see it; they may show it to their children, who may 

have little enough of nature or of beauty in their small brick-bound 

experience. Then, suddenly, the hand of a man unknown to them is 

lifted, and the trees fall […] for building purposes; a man can do as 

he likes with his own. But what man owns the glory that Turner 

painted?”
271

 

These fears had been sparked by road-building activity on the Marble Hill estate,
272

 

which the Architectural Review stated was “The centre and critical point of the view,” 

adding “it is evident that the deep wedge of woodland formed by Marble Hill is [the 

view’s] most necessary and indispensable part; that spoiled, the view tumbles to pieces, 

with an eyesore for its focus” (fig. 3.137).
273

  

 Along with the aesthetic argument for saving the Marble Hill estate, the 

Architectural Review re-emphasised the historical and literary associations of the villa, 

stating “Marble Hill is a monument to our poetry, where we may taste the orderly 

dream of eighteenth century classics,” declaring it “an architect’s rendering of the 

feelings of Pope in the forms of Palladio.”
274

 While the architectural community viewed 

Marble Hill House as a monument worthy of protection, the popular press also 

presented Richmond’s view as a monument, worthy of the same protection: 
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“Why are we to lavish our picturesque sensibility, our feeling for 

history, romance and beauty on lands and scenes not our own, to 

protect against the restoration of St. Mark’s at Venice or against 

the submersion of the Temple at Philae, and yet care nothing for 

such a truly national possession as the prospect from Richmond 

Hill? […] Shall it be said of this wealthy and prosperous 

generation that it could spare no money and give no thought to the 

preservation […] of what still remains of beauty and sylvan charm 

to the most characteristic English landscape to be found within the 

four seas?”
275

 

Encouraged by the press campaign, a ‘Richmond Hill View Executive Committee’ was 

formed in July 1901 by a number of influential founding members including artists Sir 

Edward Poynter, P. R. A. and Sir William Blake Richmond, R. A. The work of this 

Committee was to prepare a bill for Parliament seeking the preservation of both Marble 

Hill and the Dysart Estate, as well as to drum up the support of the media and other 

figureheads. Early proposals for the bill appear in the Twickenham Herald‘s ‘The 

Dysart Proposals: To Stand or Fall Together,’
276

 The Times’s ‘Richmond Hill 

(Preservation of the View)’
277

 and Richmond and Twickenham Time‘s ‘The Bill to Save 

and the Bill to Build.’
278

 In many respects, the ‘Dysart Estates Bill,’ or the ‘Richmond 

Hill View Preservation Bill’ as it was popularly dubbed, was a repeat of the Bill thrown 

out by parliament in 1896, stipulating many of the same terms previously rejected, such 

as the abolition of Lammas Rights. However, as an article in the Twickenham Herald 

pointed out, changes to the Bill ensured that all parties were likely to benefit from its 

enactment;
279

 Richmond would receive new public lands, Ham residents would be 

compensated for the loss of Lammas Rights and the riverside road proposal was to be 

dropped.
280

 Despite these concessions, the Bill was met with some opposition. Max 

Waechter, in a letter to the Daily Chronicle, criticised the Bill’s terms as “sops to the 

different local bodies in order to buy off their opposition.”
281

 However, the Bill was 

eventually passed in 1902 as the Richmond, Petersham and Ham Open Spaces Act. 
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Following the success of the Bill, the Marble Hill estate was secured for the nation
282

 

and opened as a public park under the authority of the London County Council on 30 

May 1903.
283

 The Twickenham Herald, in an account of the opening stated that: 

“[The committee] felt that a national view was at stake; that a 

historic view was at stake, nay, that a view that was necessary to 

the whole world was at stake; and they never relaxed their efforts 

till victory was won […] It was not only the glory of London, but 

the glory of the British Empire.”
284

 

 The events of 1900-1903 were replicated in 1910, when Councillor Chancellor 

secured a buyer for the Meadowside estate, another property adjacent to Marble Hill. 

According to the Twickenham Herald, restrictive covenants were placed on this, and 

many other lands bordering the Thames,
285

 which together have maintained the view 

from Richmond Hill (fig. 3.138). The protection of the view, via the 1902 Richmond, 

Petersham and Ham Open Spaces Act, marks a significant victory for preservation 

advocacy groups at a time when most, including the National Trust (formed 1894) and 

the Society for the Protection of Ancient Buildings (formed 1877), were still in their 

infancy. In fact, the Act which saved Richmond Hill pre-dates the 1913 Ancient 

Monuments Consolidation and Amendment Act, highlighting the extent to which the 

vista was perceived to be of national historical importance. 

 It should be noted that along with the emergence of preservation bodies, the 

protection of Richmond Hill’s view also coincides with the establishment of a British 

Town Planning profession. This is demonstrated by the discipline’s first statutory 

recognition in the Housing and Town Planning Act of 1909,
286

 and by the establishment 

of the first formal university program at the Department of Civic Design, Liverpool 

University. By 1913, the Town Planning Association had founded the International 

Garden Cities Federation,
287

 ensuring the place of the picturesque tradition as one of the 

touchstones of British town planning. One could make a comparison between the 
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Fig. 3.137 An article from the Westminster Budget describing the purchase of the 

Marble Hill estate, and others, in order the protect the view from Richmond Hill (26 

July, 1901). Image courtesy of the Library of Richmond upon Thames. 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3.138 An article from the Twickenham Herald describing the purchase of the 

Meadowside Estate, upon which restrictive covenants were placed, in order to secure 

the view from Richmond Hill (2 July, 1910). 

 

 

 

 

 

 

 

 

 

 

Fig. 3.139 An article from the Thames Valley Times (30 September, 1953). Image 

courtesy of the Library of Richmond upon Thames. 
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movement which sought to control the view of Richmond, and the emergence of a 

profession concerned with the design and aesthetics of townscapes. 

 Since the 1900s many other development proposals have reignited fears over the 

view’s destruction. With every controversial proposal, the extensive historical, literary 

and artistic associations of the view have been revived in its defence. For example, a 

1958 proposal to build 27 garages on land at Haversham Grange, Twickenham, was met 

with bewilderment by the Council which called it “the most monstrous application that 

has ever come before this tribunal,”
288

 after its disfigurement of Richmond’s “Historic 

Hill View.”
289

 Some years later, local residents petitioned against proposals to erect a 

hotel of ‘skyscraper’ proportions on the site of the Royal Star and Garter, Richmond 

Hill.
290

 This proposal was accused of “gravely damaging the historic view of or from 

Richmond Hill, part of our national heritage and an important ‘amenity’, not only for 

residents of Richmond but for all London and countless visitors from all parts of Great 

Britain and Overseas.”
291

 One particular visitor, Austrian artist Oskar Kokoschka 

painted an idyllic Richmond Terrace (1962), oblivious to its proposed defilement (fig. 

3.140). A contemporary newspaper article, inspired by Kokoschka’s painting of the 

endangered view, entitled ‘Poets and Artists have Loved this View’ quotes from 

Thomson’s Seasons (1726),
292

 demonstrating how eighteenth century associations were 

repeatedly evoked to challenge contemporary proposals. 

 The quoting of Thomson’s Seasons is symptomatic of a time of renewed interest 

in the history of Richmond, and importantly, in its visual character. This interest may 

have been a reaction to the redevelopment of historic city centres in the wake of the 

Second World War. The Greater London Plan (1944) was a bold attempt to plan for 

post-war London in which significantly, and contrary to movements in town planning 

outside London,
293

 author Sir Patrick Abercrombie advocated the protection of green-

belts and characterful urban centres. Abercrombie stated: 

“The sprawling outward expansion of London has engulfed many 

towns and villages. Within the Suburban and Inner Urban rings they 

are now embedded in a vast sea of inchoate development. […] Only a 

few have managed to resist the flow of disorderly building, and they 
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Fig. 3.140 Austrian artist Oskar Kokoschka’s Richmond Terrace (1962) presents an 

idyllic view, seemingly unaffected by the intense development pressures of the 1960s, 

though contemporary newspapers show this assumption to be false. In fact, an active 

and strong preservation movement took steps to preserve the view throughout the post-

war years. Image from www.artvalue.com [Accessed 09/12/11]. 
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have retained individuality. […] Unyielding barriers such as 

permanent open spaces and rivers have defended their integrity.”
294

 

Of the few remaining old centres, Abercrombie references only one as an example of an 

intact and characterful centre, stating: 

“Richmond, which lies between the Thames and Richmond Great Park 

in one direction and between Kew Gardens and Petersham Common in 

the other, is an example of a well-defined community in the Suburban 

Ring which has stood firm.”
295

 

No doubt Abercrombie was well aware that it was policies such as the Richmond, 

Petersham and Ham Open Spaces Act which had preserved the common lands and 

served to protect Richmond’s well-defined rural character and views.  

 Further evidence of growing post-war interest in Richmond’s historic visual 

character can be found in the publishing of a number of historic guides, including Janet 

Dunbar’s significantly entitled A Prospect of Richmond (1966). Intriguingly, Dunbar 

connects contemporary negative attitudes towards Richmond’s development with a 

historical lineage of anti-change sentiment. She writes: 

“From the sixteenth century onward, inhabitants of the town cried Woe 

and behold! When familiar buildings came down to make way for a 

newer look: from the eighteenth century onward, householders held 

Indignation Meetings when there was a danger of the Rates Going Up. 

Patterns of thought and behaviours repeat themselves in fascinating 

variation. Disapproving Richmond fingers pointed at the dissolute 

nobles of the 1500s, the outlandish Carolean fashions of the 1600s, the 

uninhibited raffishness of the 1700s, the Sabbath-breakers of the 1800s 

– just as they point to the gaudy goings-on of our own day.”
296

 

Dunbar’s reference to a “pattern of thought” legitimises the message of anti-

development campaigners as the unbroken historical tradition of “disapproving 

Richmond fingers”; loyal townsfolk campaigning to protect their town from the 

“outlandish” actions of external investors and developers. Dunbar’s thoughts on 

contemporary architecture are implied via a passage on Richmond’s eighteenth century 

homes: 

“Here is a great sweep of beautiful houses, Queen Anne and Georgian. 

There is much variety and complete unity: each house stands happily 

by its neighbour, whatever the difference in style.”
297
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In this passage, Dunbar reveals her appreciation of the picturesque qualities of 

Richmond’s eighteenth century townscape. Dunbar’s use of the words “variety and 

complete unity” incorporate much the same message as Gordon Cullen’s roughly 

contemporary seminal examination of urban picturesque in Townscape (1961). Cullen 

uses the words “variety” and “harmony,” which may be traced to William Gilpin’s use 

of the same in Three Essays on Picturesque Beauty (1794). 

 Cullen’s work, and particularly his emphasis on the qualities of a serial visual 

experience of townscapes, shares much with the picturesque movement in landscape 

architecture. His work no doubt played an influential role in the Thames Landscape 

Strategy (1994),
298

 created as a management and development plan for the stretch of the 

Thames between Hampton and Kew, which re-envisaged the river, the old settlements 

and suburban developments as a single coherent picturesque landscape. The importance 

placed upon the history of art, architecture and landscape particularly, is demonstrated 

by the involvement of English Heritage, the Royal Fine Art Commission and the 

Garden History Society in drawing up the document, and by a remarkable image in 

which the authors map the contributions of architects, artists and designers to the 

region.
299

 Much of the strategy is indebted to the work of landscape architect Kim 

Wilkie, whose 1991 exhibition Thames Connections
300

 proposed a river landscape 

“connected by an elaborate network of avenues and vistas.”
301

  

 As such, the Thames Landscape Strategy imagined all the landscaped gardens of 

the Thames, regardless of their respective ages, stylistic and conceptual differences, as a 

single landscape experienced through a series of picturesque vistas. One could argue 

that the strategy succeeds in creating a landscape unity approaching that described by 

romantic eighteenth century poets and artists, despite the fact that the reality of 

innumerable small, private estates and restricted access has always been very much 

more complicated. Thus, the Thames Landscape Strategy sought to fulfil in planning 

policy the poetic image of the Thames landscape, repeatedly promoted through the 

centuries as “a symbol of idealised English scenery, still inspiring artists, musicians and 

writers,”
302

 rather than to ‘restore’ it to any particular historical condition.  
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 Among many examples of this, the strategy suggests that a view be ‘restored’ 

between a seventeenth century avenue in Bushy Park and Garrick’s eighteenth century 

Shakespeare Temple at Hampton, although the two were never conceived as a single 

composition.
303

 Along with opening new and historic vistas between landmarks, the 

strategy sought to increase accessibility and physical connections; to create a series of 

walks connecting landmarks, vistas and viewpoints in picturesque sequence, not unlike 

the aims of Pope at Twickenham, or Walpole at Strawberry Hill. Therefore, one could 

argue that the Thames Landscape Strategy builds upon a long history – to quote Dunbar, 

a “pattern of thought” – in an attempt to fulfil the picturesque values since ascribed to 

that history. A set of values which have, since the eighteenth century, recycled and 

reinforced a particular way of viewing the Richmond landscape: through a web of 

poetic writings and artistic images in order to fix their depictions as a design guide for 

the future development of the Thames. 

 Depictions of the Thames at Richmond, although imagined and romanticised, 

together produce a new reality, which has come to be perceived, somehow, as more 

‘authentic’ than real reality. That romantic, authentic idea seems to demand its own 

preservation as a historical and cultural object, as well as its repeated reproduction in 

images, poetry, and even architecture and landscape. In fact, the protection of the 

Richmond Hill view by Act of Parliament in 1902 preceded the 1913 Ancient 

Monuments Consolidation and Amendment Act, understood to be have been critical to 

the creation of the heritage industry and national bodies such as English Heritage. As 

such, one may view Richmond not only as an inevitable origin of the idea of the 

protected view, but also as a key progenitor of the very idea of conservation. 

 

Concluding Remarks 

This chapter has examined the Richmond Hill vista in detail, placing it within 

the wider context of national architectural and artistic discourse. This examination has 

revealed the important role that the Richmond landscape played in the development of 

an ‘English’ landscape movement, and the definition of ‘Englishness’ more generally. 

Richmond was therefore not only a locally admired landscape but came to symbolise 

Britain, its people and politics more generally. From the eighteenth through to the 

twentieth century Richmond was conflated with a classical Arcadia, viewed as a near 

perfect blend of urban and rural life and became a model for prototype suburban 

communities. This chapter has presented the evidence that it was here, in Richmond, 
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that the English picturesque movement in art, architecture and landscape developed. 

The important influence that the view from Richmond Hill had over the early 

development of this movement was recognised by the 1902 Act of Parliament which 

designated this particular view as Britain’s first statutorily protected vista.  

 The aim of tracing this intellectual and cultural history of the landscape was to 

recover the values inherent in London’s original protected vista, which itself informs 

subsequent protected view policy worldwide. The values inherent in the Richmond Hill 

vista traced in this chapter include a sense of nostalgia for some imagined past, from 

Caesar’s army to Saxon Kings and Tudor courts; the visual conventions of the 

picturesque, the development of which was facilitated by a concentration of wealthy 

London patrons who established country estates here and by the nature of those estates 

which were primarily for pleasure and retreat rather than agricultural profit; a developed 

theoretical understanding of the gaze, facilitated by contemporary scientific and 

philosophical inquiry in the fields of vision and aesthetics; and a growing sense that an 

authentic way of life could be found in a return to an imagined rural past; all of which 

gave rise to a number of tropes that would later characterise a peculiarly ‘English’ 

landscape movement, as well as the development of a national conservation movement. 

The very fact that these values underlie London’s original protected vista suggests that 

they continue to be of relevance to an understanding of London’s contemporary 

protected vistas, themselves subsequently informing protected view policy worldwide. 

 The following chapter continues the intellectual and cultural history of this 

particular vista by following its export to the American colonies during the eighteenth-

century. In doing so, Chapter Four will demonstrate that the narratives and values 

attached to the landscape vista continue to develop and shift in response to different 

geographical, cultural and political contexts. As we shall see, these values are at times 

remarkably consistent, at others divergent, highlighting that the subjectivity of the 

individual plays an important part in the production of varied interpretations of 

landscapes and townscapes. Ultimately, policies designed to protect or enhance such 

vistas are themselves influenced by the values attached to them, serving to reinforce 

particular dominant interpretations.   
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4.1 The Appeal of ‘Richmond’: Richmonds Worldwide 

 The repeated depiction of the view from Richmond Hill in early travel guides, 

mass distributed prints, and later in posters and photographic postcards, have made it a 

well-known and much-admired image both in Britain and internationally, frequently 

connected to themes of national and cultural identity. An eighteenth century viewer of 

an image of Richmond Hill might have associated it nostalgically with the palaces of 

royalty, the home of celebrated poets and the subject of artists, architects and landscape 

designers; they might also have seen it as a landscape symbolic of the British Empire’s 

power, epicentre of the King’s very own measurement of time, and home to his state-of-

the-art scientific Royal Observatory. Evidence of widespread popular exposure to the 

view from Richmond Hill, whether via pictorial or literary sources, is suggested by an 

examination of worldwide settlements, all of which came to be named after the 

‘original’ town of Richmond-upon-Thames. This chapter will argue that the view 

became not only ubiquitous and pervasive in the eighteenth and early-nineteenth 

centuries, but that the values encoded within the picturesque image were capable of 

translation from one landscape to another, from the ‘original’ to the ‘simulacra.’
1
 

In fact, the town of Richmond-upon-Thames is no ‘original,’ having taken its 

name from the palace of Henry VII, which in turn was a reference to Henry’s Earldom 

of Richmond, North Yorkshire, the dramatic skyline of Henry’s palace, bristling with 

turrets and chivalric devices as observed in the drawings of van Wyngaerde, a romantic 

re-visioning of the Norman castle of Richmond, North Yorkshire (fig. 4.1).  

If the naming of Richmond-upon-Thames was itself a romantic reference to 

another place and time, what of Richmond, North Yorkshire? Is it ‘original’? In fact, as 

one traces the origins of the name ‘Richmond,’ it appears ever more elusive – local 

historians have suggested that Richmond, North Yorkshire, takes its name from the 

Norman ‘Comtes (translated as ‘Earls’) de Richemont,’ a town located in Normandy, 

France, and an honour held by the Dukes of Brittany from the twelfth to fourteenth 

centuries.
2
  

 In the same way that the authentic ‘Richmond’ slips away as it is traced 

backwards, it also becomes more complex as it is traced forwards, as travellers and 

colonial settlers all over the world transferred romanticised images of Richmond-upon-

Thames to new locations and new landscapes. Perhaps the earliest example is not a 

                                                 
1
 To use Jean Baudrillard’s terminology. See J. Baudrillard, Simulacra and Simulation (University of 

Michigan Press, 1994) 
2
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settlement as such, but a palace built for George III’s sister, Princess Augusta, which 

she named ‘Richmond Palace’ near Brunswick, Germany in 1768,
3
 its landscaped 

gardens “laid out in the English Tast [sic]”,
4
 to evoke King George III’s gardens at 

Richmond-upon-Thames recently re-landscaped by ‘Capability’ Brown (fig. 4.2). As 

Princess Caroline’s sketch illustrates, the combination of Fleischer’s Palladian villa and 

Brown’s serpentine landscape re-created a portion of the Thames landscape at 

Richmond, Brunswick. Its hill, rising above a broad bend in the river, flanked by 

meadows, grazing cattle and backed by distant views, all conform to the imagery of the 

Thames at Richmond. Watkin comments that “The grounds of Richmond [Brunswick] 

were […] the first English garden of their kind in Germany”,
5
 and it seems that the 

image of Richmond-upon-Thames was central to the spread of the English Picturesque 

throughout Europe in the late-eighteenth century. 

That the imagery of Richmond, particularly the compositional qualities of the 

view from Richmond Hill, had become a revered and instantly recognisable landscape 

model is demonstrated by the frequency of references to it in the journals of travellers. 

Settlers arriving in the ‘New Worlds’ of the American colonies, Southern Africa and 

Australasia perceived these new landscapes through their nostalgic imagination of the 

old. Even the slightest similarity in physical features between new landscapes and the 

pervasive image of Richmond could recall references in the mind’s eye of the observer. 

As C. Allan Brown has written, “the mind may impose imagery on the land, at times 

endowing a landscape with attributes that bear little relation to its physical character.”
6
 

According to Brown, many eighteenth century travellers would refer to popular 

viewpoints, familiar from literary descriptions or mass-produced prints, in reference to 

new landscapes, thus providing the learned reader with a general impression of the 

scene.  

The prominent position that Richmond-upon-Thames held in the minds of early 

settlers is indicated by a 2008 newspaper article entitled ‘All Roads Lead to Richmond’ 

in which it was reported that ‘Richmond’ came top in a league table of popular 

worldwide place-names as compiled by The Times Universal Atlas Of The World (fig. 

4.3).
7
 According to the atlas, Richmond has given its name to 55 towns and cities across 

three continents, pushing the cities of London and Manchester into second and fourth 

                                                 
3
 Watkin, The Architect King, p. 190 

4
 Ibid. 

5
 Ibid. 

6
 C.A. Brown, ‘Eighteenth-Century Virginia Plantation Gardens: Translating an Ancient Idyll’, in 

Regional Garden Design in the United States, ed. T. O’Malley, M. Treib (Dumbarton Oaks, 1995) p.125 
7
 ‘All Roads Lead to Richmond’, Daily Mail (29 December, 2008) 



 

 

 

 

 

 

 

 

 

 

 

Fig. 4.1 J.M.W. Turner painted Richmond Yorkshire in 1817, eight years after his first depiction 

of Richmond-upon-Thames, and just a year before his England: Richmond Hill, on the Prince 

Regent’s Birthday. Coincidentally, Turner’s chosen position east of the town, as opposed to the 

more common western viewpoint favoured by artists, renders the composition similar to the 

view from Richmond Hill, Richmond upon Thames; i.e. the river bend appears to the left and 

trees frame the view towards the town off to the right. Image courtesy of the Google Art Project. 

 

 

 

 

 

 

 

 

 

 

Fig. 4.2 Caroline, Princess of Wales’s View of Richmond, near Brunswick (1810). The image 

demonstrates the topographical similarity of the palace, sited on a hill overlooking a broad river, 

with the setting of the royal palace at Richmond-upon-Thames. Lancelot ‘Capability’ Brown 

was also involved in the landscaping of both palace gardens. Image from D. Watkin, The 

Architect King: George III and the Culture of the Enlightenment (Royal Collection Publications, 

2004) p. 190 



 

 

 

 

 

 

 

 

 

 

Fig. 4.3 Image from the 2008 Daily Mail article entitled “All Roads Lead to Richmond,” 

showing the locations of ‘Richmonds’ worldwide. Inset is a portrait of the Duke of Richmond, 

after whom many of these towns are named. Image from www.dailymail.co.uk [Accessed 

10/12/12]. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.4 The ‘Richmond’s (solid outline) and ‘Richmond Hill’s (dashed outline) of North 

America. Image by author. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.5 Comparative drawings of North American Richmonds: British Columbia and Ontario. 

Images by author. 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.6 Comparative drawings of North American Richmonds: Quebec and Indiana. Images by 

author. 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.7 Comparative drawings of North American Richmonds: Texas and Virginia. Images by 

author. 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.8 Comparative drawings of North American Richmonds: Georgia. Image by author. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.9 Richmond, Tasmania is a particularly striking example of a ‘Richmond’ clearly named 

for the similarities of its topographical setting, on the bend of a broad river. Richmond, 

Tasmania is now marketed to tourists as a picturesque eighteenth century pastoral village, in 

much the same way as Richmond-upon-Thames sees itself. Image from 

www.discovertasmania.com [Accessed 10/12/12]. 
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places respectively. This remains a vivid illustration of how powerful the image of the 

view from Richmond Hill must have been at the time of European colonisation. For 

example, in his Travel Journal of 1732, William Hugh Grove refers to aspects of 

Richmond in many parts of America, perceiving Yorktown, Virginia, as “like Black 

heath or Richmond Hill and Like that Overlooks a fine river Broader than the Thames.”
8
 

Grove also described the Mattaponi River, Virginia, as “thick seated with gentry on its 

Banks […] Most of These have pleasant Gardens and the Prospect of the River render 

them […] equall [sic] to the Thames from London to Richmond.”
9
 

A topographical analysis of thirty North-American Richmonds reveals a number 

of surprising similarities, often sited on the summit of a hill overlooking the bend of a 

river or major body of water (figs. 4.4-4.8). The geographical distribution of sites is also 

illuminating, almost exclusively situated in fertile, lowland regions of rolling hills. 

Despite the proliferation of gold-rush towns which sprang up in the high Rocky 

Mountains and deserts of the mid-West, there is just a single mid-Western Richmond 

and this too, is situated in the fertile rolling hills of northern Utah’s Cache River 

Valley.
10

 While it is no surprise that settlements have flourished in these rich 

agricultural areas, it seems clear that early settlers drew comparisons between the 

topography of these American landscapes and popular contemporary depictions of 

Richmond-upon-Thames, naming their ‘discoveries’ accordingly. Similarities may also 

be observed among the topographies of Richmonds in South Africa, the Caribbean, 

Australia and New Zealand. A particularly striking example is the village of Richmond, 

Tasmania, popularly believed to have been named for the similarity of its river views, 

which survey Australia’s oldest stone bridge and a gothic church in some curiously 

‘English’ landscape compositions (fig. 4.9). 

If topographical similarities played a part in the naming of new landscapes after 

those familiar from the old world, nostalgia, or a sense of longing for the motherland 

was certainly also a factor. As David Lowenthal has explained, “Nostalgic evocations 

long antedate our time. Virgil immortalised the heroic and the pastoral past; Petrarch 

sought refuge in antiquity from his own “wretched” and “worthless” age; bitter-sweet 

regret for an Arcadian past suffused sixteenth and seventeenth century poetry and the 

canvases of Claude and Poussin.”
11

 As we have seen, the landscape of Richmond-upon-
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Thames was itself permeated with nostalgic sentiment; the villas of Pope and Burlington 

were evocations of the classical model while their gardens called to mind Claude 

Lorrain’s paintings and Virgil’s texts.  

While American author Henry James argued, in Hawthorne (1879), that 

“History, as yet, has left in the United States so thin and impalpable a deposit that we 

very soon touch the hard substratum of nature,”
12

 in reality, the American continent 

already possessed a long and illustrious native history. Nevertheless, as James’ 

comments suggest, settlers of the ‘New World’ seemed reluctant to engage with native 

histories and cultures, supplanting them with romantic and nostalgic narratives of their 

own. The importation of place-names, and their associated histories, some – like 

Richmond – already deeply nostalgic in their own right, justified and legitimised the 

colonisation and Europeanisation of the Americas, rendering it seemingly inevitable, 

peaceful and just. Such imported histories became important in the construction of 

hierarchies of power within the New World, where any settler could “trace back their 

ancestry, institutions, culture [and] ideals to validate claims to power, prestige, and 

property.”
13

 

Given the power of nostalgic recollections of Britain, and the number of settlers 

originating from the capital, one might be surprised to find that the place-name of 

‘London’ was exported far less than that of its small, rural neighbour, ‘Richmond.’ A 

possible reason is given in the accounts of the American military doctor Theodore 

Calhoun who claimed of nostalgia sufferers: “The soldier from the city cares not where 

he is or where he eats, while his country cousin pines for the old homestead and his 

father’s groaning board.”
14

 Similarly, philosopher Friedrich Nietzsche has argued that 

modern man is a “deprived creature wracked with homesickness for the wild”.
15

 

Nostalgia then, even when it was understood as a physical rather than psychological 

condition, has always been linked to rural imagery; the urban soldier does not pine for 

his city but for some semi-fictitious rural homeland. Calhoun even conceived of 

nostalgia as a shameful disease that “revealed a lack of manliness and un-progressive 
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attitudes.”
16

 This was the typical attitude in the urban north-eastern states of nineteenth-

century America, where nostalgia was linked to idleness and inefficiency, of which pre-

industrial rural communities (and the Southern states in general) were frequently 

accused. One could argue that to rural settlers, Richmond’s familiar mass-produced 

image of Arcadia offered a utopian vision of a timeless ‘old England’ in opposition to 

the chaos and flux of the urban London many had escaped. 

 

4.2 Translating the Richmond Landscape: The Founding of Richmond, 

Virginia 

 

Not only was Richmond-upon-Thames, and specifically the view from 

Richmond Hill, repeatedly reproduced in paintings, poetry, postcards and literature, but 

it was physically reproduced by nostalgic colonials in the so-called ‘New World’. This 

chapter takes another parallel path through the intellectual landscape of Richmond 

between seventeenth century ideas of reproducing classical Arcadia and the twenty-first 

century protected view. This path branches chronologically from the one followed in the 

previous chapter in the opening years of the eighteenth century. It tracks the export of 

Richmond’s values to America, specifically to Richmond, Virginia. This trail charts 

another process of the nostalgic reproduction of picturesque images, another set of 

claims to authenticity, which are different to – but have striking parallels with – the 

process shaped by, and shaping, Richmond-upon-Thames. It leads towards ideas of the 

protected view whose intellectual origins are identical but whose flavour is subtly, 

importantly and interestingly different from the policies implemented in London. 

While the precise circumstances surrounding the origins of most American 

Richmonds remains obscure,
17

 there is one well documented city which can be directly 

attributed to the influence of the landscape view. Founded on the James River in 1733, 

the city of Richmond, Virginia, prospered as a centre of the tobacco and cotton trades, 

servicing extensive plantations on the tidal inlets of Chesapeake Bay.
18

 These 

plantations fostered “the development of an affluent rural society grown up from the 

rich alluvium of the coastal plain and dispersed along the navigable waterways leading 
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 Boym, The Future of Nostalgia,  p. 6 
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to the sea.”
19

 Each plantation was like a colony in miniature, governed from the great 

houses at their centre, whose stately lawns leading down to tidal waterways doubled as 

makeshift ports for the exportation of tobacco, rice and indigo and the importation of 

fine English furniture and the ubiquitous Tea.  

The landowner and founding father of Richmond, Virginia, was William Byrd 

II, a British educated plantation owner, whose estate at Westover Hall, still standing, 

commands a fine view of the James River south of the city (fig. 4.10). Though born in 

Virginia, Byrd II had spent much of his youth in England, picking up a circle of 

influential friends including Sir Robert Southwell, President of the Royal Society. After 

inheriting his father’s 26,000 acre Virginian estate in 1704, Byrd returned twice to 

England for long periods (first in 1714-19, second in 1721-26), conducting business as 

President of the Colonial Council and visiting acquaintances in estates up and down the 

country. Allan Brown argues that it was during these visits that Byrd must have become 

familiar with the Thames landscape around Richmond.
20

 Although no explicit reference 

of Byrd visiting Richmond survives, he certainly visited the Earl of Orkney, then 

governor of Virginia, at his Thames-side home of Cliveden, Buckinghamshire.
21

 Byrd 

was also a correspondent of Archibald Campbell, 3
rd

 Duke of Argyll, Henrietta 

Howard’s agent during the construction of Marble Hill House and a patron of two 

classical villas himself, the first at Sudbrook House, Petersham (1726-28),
22

 the second 

at Whitton Park, Twickenham (c.1730).
23

 It is plausible to suggest that it was in 

Twickenham that Byrd reputedly met with Mrs. Howard and Alexander Pope in 1719.
24

 

Indeed, it was at this time that Richmond and Twickenham were emerging as 

fashionable retreats from the bustle of the city and its affairs. It could be suggested that 

Byrd, well aware of the potency of this fashionable association, hoped it might 

encourage the marketability and prosperity of Richmond’s Virginian namesake.  

Byrd himself makes no mention of the connection between the two Richmonds, 

stating simply that the “two places being the uppermost landing of [the] James and 

Appomattox Rivers, are naturally intended for marts, where the traffic of the outer 
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inhabitants must centre.”
25

 Byrd’s silence on the subject of the name may suggest that at 

this time it was still largely a personal reference, obvious only to those with first hand 

experience of Richmond-upon-Thames, as had Byrd, or those educated and wealthy 

enough to be familiar with Thomson’s The Seasons, published in 1727. Whilst 

commerce was clearly an important consideration, there is evidence that Byrd also 

favoured the view and its ‘classic’ associations. The 1737 plan of Richmond, 

commissioned by Byrd, shows a series of large plots positioned on hills overlooking the 

river, clearly intended for suburban villa estates as suggested by the English names 

given to them, such as Hampstead, Kingston and Guildford (fig. 4.11). These estates 

were probably intended to follow the model of Byrd’s son, William Byrd III’s classical 

villa on Gamble Hill, to which he gave the Italianate name Belvidere; literally Beautiful 

View.
26

 A watercolour depicting the Belvedere estate by British architect Benjamin 

Henry Latrobe (c.1798), demonstrates its commanding prospect over the river landscape 

(fig. 4.12). Reverend Andrew Burnaby wrote of a visit in 1759: 

“The honourable colonel Byrd has a small place called Belvedere, 

upon a hill at the lower end of the falls, as romantic and elegant as 

anything I have ever seen. It is situated very high, and commands a 

fine prospect of the river, which is half a mile broad, forming cataracts 

[…]; there are several little islands scattered careless[ly] about, very 

rocky, and covered with trees; and two or three villages in view at 

small distance. Over all these you discover a prodigious extent of 

wilderness, and the river winding majestically along through the midst 

of it.”
27

 

Whether or not Byrd was recalling classical associations or the Thames 

landscape consciously, he was certainly knowledgeable enough to discuss classics as 

well as the latest fashions in art and architecture. A catalogue of Byrd’s library at 

Westover Hall, Virginia
28

 contains entries such as Palladio’s Quattro Libri and Stephen 

Switzer’s Iconographia Rustica (1718).
29

 Thus, Byrd would seem to have been familiar 

not only with Palladio’s villas of the Brenta, but with fashionable trends in Anglo-

Palladianism and naturalistic gardening pioneered by Pope and Burlington. Byrd also 

had first-hand experience of picturesque landscape design. During his first visit to 
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Fig. 4.10 William Byrd II’s estate at Westover on the James River (built c. 1730), about twenty 

miles south-east of Richmond, Virginia. Image by author. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.11 William Mayo’s 1737 plan of Richmond, Virginia, commissioned by William Byrd II. 

The large suburban plots north of the town are given distinctly English names, such as 

‘Hampstead,’ ‘Kingston,’ and ‘Guilford.’ M. Tyler-McGraw, At the Falls: Richmond, Virginia 

and its People (UNC Press Books, 1994) p. 46 



 

 

 

 

 

 

 

 

 

 

Fig. 4.12 Watercolour sketch, by English architect Benjamin Henry Latrobe, of William Byrd 

III’s Belvidere, named for its impressive views over the James River (left). Image from M. 

Tyler-McGraw, At the Falls: Richmond, Virginia and its People (UNC Press Books, 1994) p. 47 

 

 

 

Fig. 4.13 Plan of Westover 

plantation by Thomas Lee 

Shippen, 1783, and an anonymous 

view from the James River, 1811. 

The images show how elliptical 

‘wings’ of trees framed the house 

in views from the river. Compare 

to Augustin Heckell’s engraving of 

Marble Hill from the Thames. 

Images from T. O’Malley, M. 

Treib, Regional Garden Design in 

the United States (Dumbarton 

Oaks, 1995) p. 136-7 
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England, Byrd accompanied Sir John Percival on a tour through England and Scotland 

in the manner of Gilpin, visiting a number of influential landscape gardens along the 

way.
30

 Allen Brown has demonstrated that Byrd transferred these first-hand experiences 

of English landscapes to the gardens at Westover, which were admired as “the finest in 

that Country” for “the magnificence of the buildings, the beauty of its situation, and the 

pleasures of the society to be found there.”
31

 Among the alterations Byrd made to 

Westover influenced by contemporary English landscapes were the construction of a 

‘ha-ha’ and the curation of ‘seats’ from which to admire garden vistas.
32

 A sketch plan 

of Westover’s gardens, produced after Byrd’s death in 1783, also shows the house 

framed by elliptical arcs of trees (fig. 4.13), an effect which may be usefully compared 

to Pope and Bridgeman’s layout at Marble Hill, Twickenham. 

Byrd’s Westover estate seems to demonstrate his self-identification with the 

genteel villa society of Richmond-upon-Thames, supplanting the Thames with the 

James River “as though the James were some far Western tributary.”
33

 Indeed, Byrd 

wrote of his return to the “solid pleasures of innocence, and retirement” at Westover in 

1726, an echo of Pope’s advocacy for Plinian pastoral retirement.
34

 As Pope’s garden at 

Twickenham had been, Westover would be Byrd’s ‘Tusculum,’ the scene of his 

retirement from London affairs and an elegant setting for the intellectual pursuits of 

gardening, reading and writing. Byrd wrote: “a library, a garden, a grove, and a purling 

stream are the innocent scenes that divert our leisure.”
35

 Allusions to classical 

retirement, and the garden villas of Pliny and Horace, abound on either side of the 

Atlantic; Landon Carter was described as “at Sabine Hall [near Warsaw, Virginia], 

retir’d from public praise”
36

 whilst Stephen Switzer, in his Ichnographia Rustica, wrote 

“twas in their Villas, that the Antient [sic] Greeks and Romans pass’d away the happiest 
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Part of their Times. How does Horace exult in his Sabine Villa!”
37

 As Allen Brown has 

pointed out, “Virginia was, in essence, only a particularly distant English province,”
38

 

and Byrd clearly saw his Virginian plantation as a satellite of London when he stated 

“where’s the difference between its lying in Virginia or in Berkshire as long as I receive 

the Profits of it in London?”
39

 Thus, Byrd transferred the affluent pastoral image of 

Twickenham’s ‘classic village’ to Virginia, an early example of the construction of a 

mythic American landscape, a theme which has surfaced repeatedly in the perception of 

American landscapes.
40

 Allen Brown states, “These mythical settings were ‘translated’ 

from one cultural idiom into another and, in the archaic meaning of that word, were 

“carried across” the ocean from one hemisphere to another.”
41

  

In fact, Byrd’s transferral of the name ‘Richmond’ to Virginia was an additional 

mythic overlay onto a landscape which had already been mythologised from at least the 

early seventeenth century. The James River or ‘King’s River,’ named after James I in 

1607, already tied this particular Virginian river to the King’s ceremonial river Thames, 

lined as it was by Royal palaces at Greenwich, The Tower, Whitehall, Richmond and 

Hampton Court.
42

 Explorer John Smith remarked of the native Powhatan village located 

on the site which later became Richmond, “No place we knew so strong, so pleasant and 

delightful in Virginia, for which we called it Non-such,”
43

 an oblique reference to the 

unrivalled beauty of Henry VIII’s destroyed Nonesuch Palace, formerly located within a 

few miles of Richmond-upon-Thames. Of course, even the naming of the colony 

‘Virginia’ is indebted to Elizabeth I, the Virgin Queen. Chronicler Samuel Mordecai 

demonstrates the extent to which Virginian place-names were derived from members of 

the British Monarchy:  
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“[Queen] Anne seems to have been a great favourite, for we have 

Princess Ann, Urbanna, Rivanna, Fluvanna, North Anna, South Anna, 

Rapid Ann – resigning to Maryland Queen Ann and Annapolis.”
44

  

Royal associations were not limited to place-names and the names of geological 

features such as rivers, bays, mountains and forests however. From the seventeenth 

century, the identity of American ‘southerners,’ and particularly the plantation gentry, 

were frequently compared to the “Cavaliers” of Civil War Britain. The common myth 

that the Southern gentry descended from England’s pro-monarchy “Cavaliers,” in 

opposition to the rebellious “Roundheads” of the Northern colonies entered circulation 

at this time. One contemporary observer commented that Virginia was “the only refuge 

left in His Majesty’s Dominions […] for distressed cavaliers.”
45

 By the time of the 

American Civil War, this myth had gained such currency that one propagandist casually 

remarked “this cavalier or Anglo-Norman element that had presided at the founding of 

the original Southern colonies entered largely into the new populations; […] mingling 

the refinement of the courtier with the energy of the pioneer,”
46

 while another wrote that 

the South had been settled by “persons belonging to the blood and race of the royal 

family […] a race distinguished in its earliest history for its warlike and fearless 

character, a race in all times since renowned for its gallantry, chivalry, gentleness and 

intellect.”
47

 The sense of identity the South drew from British sources is nowhere better 

demonstrated than in one commentator’s furious remark that “the Saxonized maw-

worms creeping from the [North] have [no] right to kinship with the whole-souled 

Norman British planters of a gallant race.”
48

 

Connections were not only drawn between Virginia, Britain and the monarchy 

but were elaborated with allusions comparing the New World with the biblical Promised 

Land. Allen Brown has demonstrated how a quote from the King James Bible (1611) 

which states “Judah and Israel dwelt safely, every man under his vine and under his fig 

tree”, has been repeatedly referenced in correspondence to prospective English 

colonists, presenting the American colonies as an affluent, plentiful and godly 

landscape, despite the harsh realities of poverty, hostile natives and malarial swamps.
49
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For example, in 1616, John Rolfe portrayed Virginia as a land of “Peace […] every man 

sitting under his figtree in safety, gathering and reaping the fruites [sic] of their labours 

with much joy and comfort,”
50

 while William Fitzhugh assured colonists that they might 

“sit safely under their own Vines and fig trees.”
51

 Byrd himself, in a letter to Charles 

Boyle, fourth Earl of Orrery, wrote that he was “like one of the patriarchs, I have my 

flocks and my herds, […] so that I live in a kind of independence […] we sit securely 

under our vines, and our fig-trees without any danger to our property […] Thus my Lord 

we are very happy in our Canaan.”
52

 The symbolism of the vine and fig leaf, which 

appears in an early nineteenth century oil painting held by the Metropolitan Museum of 

Art, New York, not only drew out biblical associations but classical allusions of an 

affluent villa society (fig. 4.14). On his retirement to his plantation home at Mount 

Vernon, Virginia, George Washington wrote:  

“I am now enjoying domestic ease under the shadow of my own 

Vine and my own Fig tree; and in a small Villa, with the implements 

of Husbandry […] You will see the plain manner in which we live; 

and meet the rustic civility, and you shall taste the simplicity of rural 

life.”
53

  

Byrd made extensive use of such biblical and pastoral analogies, demonstrated by his 

authorship of a book entitled A Journey to the Land of Eden Anno 1733. In this 

remarkable work, Byrd describes his exploration and purchase of a tract of fertile 

meadow, now in North Carolina, which he promptly laid out as a utopian community to 

be named ‘Eden’ (fig. 4.15).
54

 

The association of a bountiful Virginia with the biblical Garden of Eden is 

reflected in the eighteenth-century popularity there of the new naturalistic fashions for 

garden design which had emerged in the villas of Richmond-upon Thames. A 1787 site 

plan of the George Washington’s own Mount Vernon Estate demonstrates how a 

formerly rectilinear layout of gardens and central driveway were re-worked by 

Washington into serpentine forms, revealing glimpses of the house on approach (fig. 

4.16). The rear lawn sloping down to the Potomac River was also re-landscaped with 

groves of trees framing picturesque views of the river, as recorded in the watercolours 
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Fig. 4.14 Anonymous view of a Virginian plantation, in the Metropolitan Museum of Art, New 

York, probably early nineteenth-century. Note the fig leaves and vine, a biblical reference to 

comfort and plenty. Image from T. O’Malley, M. Treib, Regional Garden Design in the United 

States (Dumbarton Oaks, 1995) p. 127 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.15 Map of the ‘Land of Eden’, South Carolina, from William Byrd’s A Journey to the 

Land of Eden Anno 1733, with a plan of one of the proposed utopian new towns inset to the top 

left.   



 

Fig. 4.16 Plan of the gardens at George 

Washington’s Mount Vernon estate, Virginia, 

by Samuel Vaughan, 1787. The plans show the 

reworking of the approach drives in the 

fashionable serpentine manner, albeit at this 

stage still demonstrating a reluctance to break 

away from symmetry. Image courtesy of the 

Digital Archaeological Archive of Comparative 

Slavery. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.17 Watercolour view of the gardens at George Washington’s Mount Vernon estate, 

Virginia, by British architect Benjamin Henry Latrobe (1796). The view, exhibiting classic 

picturesque compositional techniques, demonstrates how the gardens had been re-landscaped in 

the naturalistic style with undulating lawns and clumps of trees framing the majestic views of 

passing ships on the Potomac River. Image courtesy of the Prints and Drawings Collection, 

Library of Congress, Washington D.C. 
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of Latrobe, heightened by the addition of a portico to the house, from which to enjoy the 

prospect (figs. 4.17-4.19).
55

 Two walled ‘hippodrome’-shaped garden enclosures mirror 

those at Whitton Park and Marble Hill, Twickenham, themselves probably based on 

Robert Castell’s depictions in The Villas of the Ancients Illustrated (1728). 

Washington’s alterations, arguably the first attempts at naturalistic, or pictorial, garden 

design in the American colonies demonstrate the layering of classical associations and 

English fashions onto the landscape of America. The journals of traveller Baron Von 

Closen portray a society, and a landscape, which could easily be mistaken for a 

description of the riverside villas of Richmond-upon-Thames: 

“For the most part, both banks of [the James] river are embellished with 

plantations, one more beautiful than the other, and inhabited by the aristocracy 

of the country […]. Our journey along the James River seemed to us like a 

pleasant dream, or, to speak as a young man, like the flight of a butterfly, who 

goes from one flower to another.”
56

  

Thus “the seeds of an American ideal of affluent, independent, rural, or quasi-rural 

living were first sown on the Virginia plantation, and its garden became the conspicuous 

emblem of this cultural paradigm.”
57

 Byrd’s further overlay of the cultural, literary and 

architectural associations of Richmond acted to reinforce this mythic view of the 

Virginia landscape, as at once a re-creation of the villa societies of the Thames, 

Palladio’s Brenta and Pliny’s campagna. Richmond, Virginia, was presented as both 

“Eden and Arcadia, the Promised Land and the Heperides.”
58

 

 

The translation of the Richmond Hill view onto American landscapes, or 

elsewhere, might be seen as a tool to obscure or obliterate native histories and to impose 

colonial authority and an ‘English’ identity. From a cynical and pragmatic point of 

view, the translation of an image of civility, wealth and prosperity might have been used 

to lure settlers on dangerous journeys to unproductive wildernesses and contested 

territories. The following sections will further explore the landscape of Richmond, 

Virginia in order to demonstrate that the values imported with the view from Richmond 

Hill have at times been exaggerated and reinforced, while at others they have been 

suppressed and denied. They show that the vista may be transformed into a political 
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Fig. 4.18 Watercolour view of George Washington’s Mount Vernon, by British architect 

Benjamin Henry Latrobe, 1796. This view shows the re-landscaped naturalistic gardens and the 

portico added to take advantage of the sweeping views of the Potomac River. Image courtesy of 

the Maryland Historical Society. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.19 Benjamin Henry Latrobe’s depiction of the view of the Potomac River, from the 

portico of George Washington’s Mount Vernon, 1796. Image courtesy of the Maryland 

Historical Society. 



 

 

 

 

 

 

 

 

 

 

 

Fig. 4.21 St. John’s Church, infamous as the site of Patrick Henry’s revolution-inciting “Give 

me liberty, or give me death” speech (1775), crowns the district of Church Hill, Richmond, 

Virginia. Image courtesy of Virginia Commonwealth University’s Rarely Seen Richmond digital 

postcard collection. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.22 A 1795 engraving by F. Jukes, of Richmond-upon-Thames showing architect Sir 

Robert Taylor’s ‘Asgill House’ to the left. Richmond Hill is right of centre. Image courtesy of 

the British Library. 
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tool, the values encoded within it shaped according to contemporary cultural values and 

culture itself shaped by the values inherent in the vista. 

 

4.3 The View as Symbol of American Nationalism: Church Hill, Richmond, 

Virginia 

 

This section will examine the history of Richmond, Virginia’s oldest district, 

Church Hill, established overlooking the James River by William Byrd I in 1733, by a 

reading of the personal journals of British architect Benjamin Henry Latrobe who 

emigrated to the Virginian colony in 1796. Latrobe’s journals not only give a 

contemporary account of life in 1790s Richmond but also provide information regarding 

the early development of American forms of architecture, urbanism and landscape at a 

time when the nation still regarded itself as youthful. Visual perception, it is shown, was 

central to the ways in which the colonies expressed and formulated their identities, from 

landscape architecture to modern theatre and prison design. In each, the visual 

experience of buildings, cities and landscapes was crucial: not only in terms of 

picturesque beauty and delight, but in the notions of social reform brought about 

through the gaze of surveillance. These observations lead to a detailed reading of 

Latrobe’s Virginia villas, designed for Richmond, which bore a direct relationship to 

views of the James River landscape. Thus, in Richmond, Virginia at least, the 

beginnings of an American architectural profession can be traced to intimate 

connections between visual perceptions of landscape, mediated through mass-produced 

representations of popular views - among them, the view of the Thames from Richmond 

Hill.  

Visiting Richmond, Virginia, today, one is immediately struck by sweeping 

views of the James River. The river carves a meandering course through the city and its 

wooded banks form a series of verdant riverside parks. As we have seen, even before 

the city was founded, its topography had been compared to various European 

landscapes as well as that of its Arcadian namesake. This continues today in 

contemporary postcards which proclaim “Richmond (like ancient Rome) is built […] on 

seven hills.”
59

 It can be argued that Richmond’s association with a mythologised and 

idealised history is reinforced by accounts of eminent local heroes who struggled for 

American independence, and later by the pivotal role the city played in the Civil War as 
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Capital of the Confederate States. As we shall see, Church Hill district and its fine river 

views is the symbolic heart of this mythic landscape.  

St. John’s Church (fig. 4.21) was constructed on an area of high ground donated 

by William Byrd II in 1741. Commanding extensive views over the James River, it was 

in this building that one of America’s heroes, Patrick Henry, gave his infamous speech 

at the second Virginia Convention (1775), ending with the words “Give me liberty or 

give me death!” Among those present for Henry’s revolution-inciting speech were 

George Washington, Thomas Jefferson and General Lee. It is notable that discontent 

with the old world and its colonial masters was fuelled here, overlooking Byrd’s 

symbolically named city and the river view reminiscent of ‘Old England’ that had 

inspired him. 

In many ways, Patrick Henry’s revolution-inciting speech on Church Hill is 

representative of America’s contemporary internal identity crisis; a desire for change 

and modernity, defined in relation to romantic perceptions of ‘Old England.’ This 

identity crisis is highlighted by David Lowenthal: 

“Taught to disdain inherited precepts, succeeding generations were 

torn between antipathy toward authority and obligations to revere 

and defend the legacy of the Founding Fathers. To emulate them, 

they should throw off the shackles of the past; to safeguard their 

inheritance they must preserve, not create anew.”
60

  

This tension between an independent future and a reverence for the past is also evident 

in the writings of Henry David Thoreau who, “when not inveighing against the 

accumulated rubbish of antiquity,”
61

 found it “much more agreeable to sit in the midst 

of old furniture [which has] come down from other generations, than in that which was 

just brought from the cabinet-maker’s and smells of varnish, like a coffin!”
62

 In 

Richmond, Virginia, a similar tension is evident in the Virginia conventions, which held 

up the American colonies and their picturesque landscapes as at least equivalent to those 

of the colonial power,
63

 despite the fact they were imagined through their associations 

with romanticised imagery of Old England.  

The apparent lack of acknowledgment at this time regarding the provenance of 

Richmond, Virginia’s view may represent a deliberate quashing of memories of the ‘old 

country’. It took an Englishman, architect Benjamin Henry Latrobe, to revive 

acknowledgment of Byrd’s naming of Richmond in reference to the landscape of 
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Richmond-upon-Thames. Latrobe, known chiefly for his later work on the White House 

and Capitol Building, Washington D.C., emigrated from England to Richmond, Virginia 

some twenty years after the American Revolution in 1796. Latrobe had trained in 

Britain under neo-classicist architect Samuel Pepys Cockerell. Cockerell’s influence on 

Latrobe’s early work was strong, as was the work of Cockerell’s former partner Sir 

Robert Taylor.
64

 It is quite likely that Latrobe was familiar with Taylor’s works 

throughout the Thames valley region, including Asgill House and Bridge House, two 

riverside villas at Richmond (fig. 4.22), and similar villas at The Oaks, Carshalton and 

Harleyford Manor, Marlow (fig. 4.23). Taylor has also been credited with the design of 

No.3 The Terrace, a prominent classical townhouse crowning Richmond Hill which 

enjoys its expansive view.
65

 Authors Michael Fazio and Patrick Snadon have suggested 

that Latrobe studied Taylor’s work carefully through a series of watercolours, 

commissioned by his son, from which Latrobe derived his own drawing style.
66

 

Whether or not he was aware of Taylor’s work in the area, Latrobe was certainly 

familiar with the topography and character of the Thames, having assisted canal 

engineer John Smeaton
67

 with the construction of the Weybridge Navigation, linking the 

Thames to the Basingstoke canal in 1786. This familiarity is demonstrated by a 

description of the view from Church Hill in his Virginia Journals (1795-1798), which 

should be read in conjunction with two surviving watercolours Latrobe painted from the 

same spot (figs. 4.25, 4.26): 

“There are, I believe, few towns […] in old England that have not a 

namesake in North America. In few cases has similarity of situation 

had the smallest influence upon the sameness of name. Richmond 

however is an exception to this remark. The general landscapes from 

the two Richmond-hills are so similar in their great features, that at 

first sight the likeness is most striking. […] the windings of the James 

river have so much the same cast with those of the Thames, the 

amphitheatre of hills covered partly with wood partly with buildings, 

[…] are so like the range of hills on the south bank of the Thames, and 

the situation of Twickenham on the north […], that if a man could be 

imperceptibly and in a instant conveyed from the one side of the 

Atlantic to the other he might hesitate for some minutes before he 

could discover the difference.”
 68
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Fig. 4.23 Three of Sir Robert Taylor’s Thames-side villas: Asgill House, Richmond; No. 3 The 

Terrace, Richmond Hill and Harleyford Manor, Marlow. Images by author. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.24 Anonymous, late eighteenth-century view of the James River from Church Hill, 

Richmond, Virginia. Image courtesy of the Valentine History Centre, Richmond, Virginia. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.25 Watercolour sketch of the view from Church Hill, Richmond, Virginia, by British 

architect Benjamin Henry Latrobe, c. 1795. Compare this view with the landscape paintings of 

Richmond-upon-Thames by Tillemans, Marlow, Wilson and others which date prior to 1795, 

with which Latrobe may have been familiar through mass-produced prints. Image courtesy of 

the Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.26 Latrobe’s second view of Richmond, Virginia, from Church Hill c. 1795. Compare 

this view with those of Richmond-upon-Thames by Wenceslaus Hollar and Leonard Knyff, with 

which Latrobe may have been familiar through mass-produced prints. Image courtesy of the 

Library of Congress, Washington D.C. 
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That Latrobe had first hand knowledge of this reach of the Thames is further suggested 

by his ability to spot the following ‘differences’:  

“The want of finish and neatness in the American landscape would 

first strike his eye, while his ear would be arrested by the roar of the 

falls of James river below him. He would miss the elegance of 

Richmond bridge, and find in its place the impatient torrent tumbling 

over huge masses of granite […]. Instead of the velvet lawns of Mr. 

Cambridge’s Park and the precise arrangement of Twickenham, the 

wild trees growing among the irregular islands and the rambling 

edifices […] would bewilder his attention. The neat walks and iron 

railings surrounding him there, would be changed into rough roads and 

wooden inelegant fences. The perfection of cultivation in the first 

instance, in the second, the grandeur of Nature, would fill his mind 

[…]. When however the whole country was in wood, I am convinced 

that it was the general similarity of the characters of the two situations 

that impressed upon this spot the name of Richmond.”
69

 

 

Critical of the ‘inelegance’ of the wilder Virginian view, Latrobe indicates his opinion 

of the superiority of the serpentine picturesque landscape of the Thames. As an 

Englishman, it could be argued that Latrobe’s comments once more take possession of 

Richmond, Virginia, for the defeated colonial masters. However, it is also conceivable 

that Latrobe’s comments reflect a much wider expression of post-independence 

nostalgia for the romanticised former age of the Founding Fathers. This more 

generalised perception of an imagined golden age is reflected in Latrobe’s analogies 

which draw to mind both English and Italianate landscapes. Writing of his purchase of 

Bushrod Washington’s island in Richmond, Virginia, Latrobe states “It is a beautiful, 

fertile and romantic spot […] its scenery would not disgrace the magic rivers of Italy.”
70

 

In familiar fashion, Latrobe invoked Richmond-upon-Thames through Arcadian 

imagery with reference to Italian as well as English landscapes. Thus, the newly 

independent nation was promoted as a new Arcadia; Richmond, Virginia as both Italian 

Renaissance city and Augustan age Richmond-upon-Thames of the 1720s.  

Latrobe’s Italianate references are akin to Pope’s frequent analogies comparing 

the Thames and the Veneto’s Brenta, and might also be viewed as a reference to the 

paintings of either man’s hero, artist Claude Lorrain.
71

 Classical allusion was common 

amongst Virginian society at this time, as described in chronicler Samuel Mordecai’s 
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Richmond in By-Gone Days. Though published in 1860, Mordecai’s birth in 1786 

renders his memoirs one of the last glimpses of eighteenth century Richmond society. 

He shows the abundance of classical allusion among the well-educated circles of 

Richmond, Virginia, at a time when the young Republic of America associated itself 

with the model of Athens and Republican Rome.  

 

4.4 The View, and its Manipulation, in the Work of Benjamin 

Henry Latrobe  

Latrobe’s reputation in America – where he is still a familiar name among 

architects and historians – continues to outstrip his reputation in Europe, where he is 

now little known. As Richmond’s most famous architect, his designs, themselves and 

through their imitations, did much to construct the idea of that city and its landscape. It 

is worth spending time, here, with Latrobe’s works – a prison, several villas and some 

public buildings – to show in detail how they translated the values of one Richmond to 

the other. In doing so, they helped to shape the landscape of the new American republic 

as well as its intellectual landscape and its design practices. 

The city of Richmond’s growing wealth and new-found importance as Capital of 

the Commonwealth of Virginia (1780),
72

 combined with a desperate need for 

reconstruction following its burning by British forces (1781)
73

 and the jubilation 

following the colonies’ new independence,
74

 placed Latrobe in a lucrative position as 

one of America’s first professional architects. Latrobe’s first large commission of 1797, 

a penitentiary, reveals contemporary reforms founded on new principles of surveillance. 

British proponents of this reform, chiefly the writings of Jeremy Bentham and John 

Howard, argued for “the reduction of capital punishment to a minimal number of 

crimes, the substitution of imprisonment for the death penalty, and the transformation of 

jails […] from sordid places of confinement to healthy, secure institutions of moral 

reform.”
75

 In the Commonwealth of Virginia, Thomas Jefferson had been promoting 

reform based on Philadelphia’s the legislative act of 1789. However, despite Jefferson’s 

efforts, penal reform did not make an appearance in Virginia until the legislative act of 
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1796, which provided for the erection in Richmond of a “goal [sic] and penitentiary 

house.”
76

 

The Virginia Executive Council purchased a plot of land on a hill overlooking 

the James River in Richmond on 5
th

 May 1797 (fig. 4.27). Latrobe’s competition 

winning scheme for the site placed prisoner cells in a semicircle, watched over by a pair 

of bow-fronted guard residences, in a similar configuration to Bentham’s fully 

developed circular ‘Panopticon’ designs of 1785.
77

 Latrobe’s familiarity with 

Bentham’s designs can be attributed to his experience as surveyor to the London 

Police,
78

 and by his apparent friendship in the 1790s with Bentham’s brother Samuel,
79

 

also a proponent of penal reform.
80

 Other contemporary works which may have 

influenced Latrobe’s penitentiary design include William Blackburn’s prisons at 

Liverpool (1779), Ipswich (1786) and Bridewell (1785), Thomas Harrison’s Chester 

prison (1785-1801) and George Dance the younger’s Newgate (1768-84). All of these 

examples share a common origin in the visual principles of Bentham’s panopticon.  

The revolution in visual principles which Bentham had brought about has been 

discussed by French philosopher Michel Foucault in Discipline and Punish, who shows 

that the Panopticon derives its power from the visual sense.
81

 In effect, “visibility is a 

trap”;
82

 the prisoner “is seen, but he does not see; he is the subject of information, never 

a subject in communication.”
83

 The goal of absolute visibility reversed the idea of the 

traditional prison or dungeon, which was to “deprive of light and to hide,”
84

 capturing 

the prisoner in constant glowing surveillance. The cunning of the Panopticon design is 

in its automatic function, whereby constant surveillance is affected irrespective of the 

guard’s physical presence; the sight of the observation tower itself is enough to induce 

in the inmate a sense of being watched. Jaques Lacan might have called this powerful 

sense the ‘gaze,’ amplified by the architectural configuration of the Panopticon. In 

Richmond, the bow windows of Latrobe’s guard houses are an architectural 

manifestation of this ‘gaze,’ allowing the attendant guard to command greater visibility 
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Fig. 4.27 Engraving of Benjamin Henry Latrobe’s Virginia State Penitentiary, Richmond, 

Virginia, in 1837. The penitentiary was built on a hill, with the cells arranged so as to take 

advantage of the James River view. The Arcadian view is, perhaps, utilised here for its 

perceived restorative and/or reformative power. As the engraving shows, the prison was also 

intended to be seen from within the landscape, a symbol of the State’s moral and judicial 

systems. Image from J. A. Cohen, C. E. Brownell, The Architectural Drawings of Benjamin 

Henry Latrobe (Yale University Press, 1994). 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.28 A watercolour perspective of the main gate of Benjamin Henry Latrobe’s Virginia 

State Penitentiary, Richmond, 1797. This sketch conveys something of the visual drama Latrobe 

intended of the building, perched on its hill under ominous dark clouds overlooking the James 

River, just shown by a curve to the left of the view. Image from J. A. Cohen, C. E. Brownell, 

The Architectural Drawings of Benjamin Henry Latrobe (Yale University Press, 1994). 



 

 

 

 

 

 

 

 

Fig. 4.29 View of Latrobe’s Virginia State Penitentiary hemicycle, c. 1920. Image from J. A. 

Cohen, C. E. Brownell, The Architectural Drawings of Benjamin Henry Latrobe (Yale 

University Press, 1994). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.30 Early nineteenth-century engraving of Richmond Penitentiary, showing how it 

dominated views of the James River. Image courtesy of the Valentine History Centre, 

Richmond, Virginia. 
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of the semi-circular cell block beyond. This is clearly illustrated by the plan (fig. 4.31) 

where the watch tower of Bentham’s prison is substituted with what looks like a 

conventional villa, its bows comparable with that of Asgill House. Similarly, Latrobe 

commonly deployed this architectural device on residential schemes, directing the bow 

towards the most picturesque prospects, as Taylor had done at Asgill House, Richmond 

(1757-8).  

In many ways, the bow window of Latrobe’s villas functions like a fragment of 

Bentham’s panopticon, an architectural configuration which enhances the power of the 

gaze via the spatial construction of a power relationship between the viewer and the 

view. As Foucault explains, “power has its principle […] in a certain distribution of 

bodies, surfaces, lights, gazes in an arrangement whose internal mechanisms produce 

the relation in which individuals are caught up”; the Panopticon is an additional 

mechanism, configured in order to “assure dissymmetry, disequilibrium, difference”
85

 

and so deliver subjectivity unto the inmate. Penal reformers anticipated that this system 

of surveillance would improve the behaviour of the prisoner; Bentham went even 

further, promoting its use in school and factory design as a measure to increase 

productivity. In the case of Latrobe’s classical Virginian villas the bow window 

surveyed a manicured landscape tended by slaves, another form of imprisonment, and 

another example of the manipulative power of the gaze. This observation also highlights 

the contradictions at work in depictions of Richmond’s landscape, which was repeatedly 

presented as a bucolic Arcadia appealing to the picturesque sensibilities of the gentry, 

despite the realities of its industrial productivity laboriously worked by slaves. 

As has been argued by Cohen & Brownell, Latrobe shared Bentham’s belief in 

the power of surveillance shaped and enhanced by architectural form, feeling 

comfortable enough “about his provisions for confinement and for surveillance in 

general to make the screen walls bounding the [penitentiary] relatively low.”
86

 Foucault 

has seen the introduction of such structures at this time as symptomatic of a cultural 

shift from a society governed through physical threats and punishment, to a society of 

surveillance and discipline. Following Foucault’s argument, one could argue that the 

introduction of the Panopticon demonstrates the new-found potency and power of the 

gaze in eighteenth century thought, and is an illustration of the deliberate and calculated 

manipulation of both viewer and view, manifest in contemporary architectural and 

landscape design. 
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Fig. 4.31 Benjamin 

Henry Latrobe’s 

plans and elevation 

for the Virginia 

State Penitentiary, 

Richmond, 1797, 

based on Jeremy 

Bentham’s 

Panopticon 

principles. At the 

centre, the guards’ 

house with 

projecting bay 

windows and 

observation tower 

for surveillance of 

the cells. Images 

courtesy of the State 

Library of Virginia. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.32 Title page from Benjamin Henry Latrobe’s unpublished Essay on Landscape (1798-9), 

no doubt inspired by the literary works of Humphrey Repton, Richard Payne Knight and 

Uvedale Price. Latrobe’s Essay is a practical guide to landscape painting and composition, 

which shares many similarities with William Gilpin’s painterly tips in Observations on the 

River Wye (1770). Image from The Virginia Journals of Benjamin Henry Latrobe (Yale 

University Press, 1977). 
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4 . 5  L a tr ob e  and  t he  P i c tu r esq ue  

 

 Latrobe was not a pioneer in the manipulation of the viewer’s gaze, nor would 

the principle have been alien to him before his work on Richmond’s Penitentiary. 

Latrobe’s surviving British works show him to have been up-to-date with contemporary 

fashions for picturesque landscape design and the creation of vistas, almost certainly 

designing the serpentine lake and grounds of Hammerwood Park, East Sussex (c. 1792) 

(fig. 4.34). Latrobe’s familiarity with the picturesque is also suggested by his extensive 

correspondence which reveals him to have been an acquaintance of John “Jack” Repton, 

Humphrey Repton’s son. Writing much later, Latrobe even claimed ‘intimate 

acquaintance’ with Humphrey Repton himself in 1794, though it is possible that he 

meant 1792 or 1793, during the architect’s work at Hammerwood.87
  

Whatever the truth may be concerning Latrobe’s acquaintance with Repton, it is 

clear that he was a “devotee of the picturesque”.
88

 Whilst most of his English papers, 

including his entire library, have been lost,
89

 evidence remains in the form of fourteen 

volumes of sketchbooks and correspondence. Of particular note is an apparently 

unfinished and unpublished work, An Essay on Landscape (1798-9), written as an 

instruction in landscape painting to a friend, Ms. Susanna Spotswood (fig. 4.32). This 

work, one of the earliest drawing books to be written in America,
90

 shares many 

similarities with Gilpin’s famous travel guides.
91

 Indeed, at this time the boundaries 

between travel writing on landscape, landscape perception and garden design were 

increasingly blurred; Latrobe, for example, also edited and provided illustrations for 

William Bruce’s Travels to Discover the Source of the Nile (1790).
92

 The works of both 

authors instructed the reader not only in the historical and political narratives of 

landscapes, but in how to create pictorial compositions worthy of the great Italian 

painters such as Lorrain. In An Essay on Landscape, Latrobe reveals the debt his visual 

perceptions owe to Lorrain, remarking: 
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“Words cannot describe his pictures. They live. The spectator can 

travel in them. They contain the geography of kingdoms […] Nothing 

can be more beautiful and correct than his architecture, in which most 

landscape painters fail.”
93

 

Edward Carter, editor of Latrobe’s Virginia Journals writes, “The influence of Claude, 

in fact, underlies both the subtle atmospheric effects and the composition of many 

Latrobe drawings” (fig. 4.33).
94

 Gilpin and Lorrain are among dozens of references 

Latrobe makes to proponents of the picturesque in his writings, proving his familiarity 

with contemporary works such as Richard Payne Knight’s The Landscape, A Didactic 

Poem (1794) and William Mason’s Heroic Epistle to Sir William Chambers (1773) 

among others.
95

 

 Though Latrobe’s An Essay on Landscape was never published, his work did 

influence indirectly the course of American landscape painting and perception. Carter 

has pointed out that Latrobe’s pupil, William Strickland, produced the title vignette for 

Fielding Lucas’ The Art of Colouring and Painting Landscapes in Water Colours 

(1815). In addition, Benjamin’s son John Latrobe wrote The Progressive Drawing Book 

(1827-8), profusely illustrated with English as well as American views, signifying the 

trans-Atlantic absorption of the picturesque taste. Carter notes, “John H. B. Latrobe 

based at least eight of his fifteen plates of American scenery on drawings by his father, 

an English-born amateur who had carved the Picturesque point of view into the 

American landscape.”
96

 

The picturesque conventions by which Latrobe tended to view American 

landscapes, learned from his appreciation of English landscape architecture, is indicated 

by his following description of a hilltop prospect, and how that vista might be 

‘improved’. Latrobe writes:  

“When you stand upon the summit of a hill, and see an extensive 

country of woods and fields […] spread before you, you look at it 

with pleasure […] turn yourself […] to include in your view a wide 

expanse of water [and] your pleasure is immediately doubled.”
97

 

In an echo of picturesque landscape architects from Brown to Repton, Latrobe suggests 

that a body of water could increase the beauty of a prospect. Latrobe’s enhancement or 
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Fig. 4.33 A demonstration of picturesque composition: watercolour sketch of Kirkstall Abbey in 

Benjamin Henry Latrobe’s Essay on Landscape (1798-9). Image from The Virginia Journals of 

Benjamin Henry Latrobe (Yale University Press, 1977). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.34 Benjamin Henry Latrobe’s watercolour of Hammerwood Park, East Sussex, as 

originally proposed. The viewpoint is from the south-east, coinciding with the position of a 

landscape vista which survived until at least the 1940s, and which, it is just possible, may have 

formed part of Latrobe’s original landscape plan. Image courtesy of the Pinnegar family. 



 

 

 

 

 

 

 

 

Fig. 4.35 Benjamin 

Henry Latrobe’s 

‘Irregular Villa’, 

designed for a site on 

Church Hill, Richmond, 

Virginia, in 1797. The 

irregular nature of the 

plan, designed to take 

advantage of sweeping 

views of the James River 

(as seen to the left of the 

perspective), enhances 

the picturesque massing 

of the building as viewed 

from the landscape and 

creates a diverse 

sequence of interior 

spaces. Image from B. H. 

Latrobe, Designs of 

Buildings Erected or 

Proposed To Be Built In 

Virginia 1795-1799. 
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‘improvement’ of the picturesque scene is a form of subtle manipulation, deceiving the 

viewer into believing that what one sees is a grander, more expansive and more 

historically charged landscape. Latrobe’s use of illusion and artifice in the description of 

landscapes is mirrored by his comments on landscape painting. For example, in the 

introduction to An Essay on Landscape, Latrobe lays down “some general principles, 

[…] a sort of stage-trick to which the imperfection of human art renders it necessary 

that the greatest painters should stoop.”
98

 

 

4 . 6  L a tr ob e ’s  V i rg in ia  V i l l a s  

 

Latrobe’s advocation of picturesque conventions in landscape art and 

architecture may also be apparent in his built architectural works. In particular, 

Latrobe’s design for an irregular villa intended for a hilltop site in Richmond, Virginia 

(1797) – conceived in direct relation to the landscape – could be interpreted as an 

exceptionally early example of picturesque architectural planning.
99

 Known to us only 

from a plan and perspective drawing (fig. 4.35) produced for Latrobe’s folio of work 

entitled Designs of Buildings Erected or Proposed To Be Built In Virginia 1795-1799, 

the villa is one of a number of executed, as well as unexecuted, schemes proposed for 

Richmond’s Church Hill district. The title-page vignette in Latrobe’s own hand (fig. 

4.36), depicts many of these projects clustered around the hill as an Arcadian scene of 

classical villas set within undulating landscape.
100

  

Curiously, the aforementioned irregular villa cannot be identified in Latrobe’s 

vignette, perhaps because the project was still unrealised at the time of writing. It has 

been suggested that the design may even have been intended for the architect’s own 

home, supported by the setting of the perspective drawing which seems to indicate the 

site Latrobe himself owned adjacent to Harvie’s property. Certainly, Latrobe was 

planning to build himself a home on Church Hill, writing that it was his intention to 

“have a little house upon my beautiful little hill here by the end of summer [1798].”
101

 

The attribution is also supported by the unusual nature of the plan, an odd choice for a 

client at a time when asymmetrical planning was in its infancy. In fact, Snadon & Fazio 

                                                 
98

 Carter, The Virginia Journals of Benjamin Henry Latrobe, p.469 
99

 For a related argument on the picturesque planning of Latrobe’s Hammerwood Park, East Sussex, see 

Fazio, Snadon, The Domestic Architecture of Benjamin Henry Latrobe, p. 122 
100

 To the right, the winged figure of Philadelphia raises up victoriously an image of Latrobe’s Bank of 

Pennsylvania, his first great commission and, one suspects, a symbol of Philadelphia’s gain as 

Richmond’s loss.  
101

 Cohen, Brownell, The Architectural Drawings of Benjamin Henry Latrobe, p.81 



 

155 

 

have described the villa as “without doubt one of the most imaginative domestic 

solutions proposed in America in the eighteenth century” adding that “it antedates most 

published English experiments with such an asymmetrical type.”
102

 For example, James 

Malton’s An Essay on British Cottage Architecture appeared a year later in 1798
103

 

while John Nash’s irregular cottages largely appear post-1800. The informality of 

Latrobe’s planning suggests a form of semi-rural and unpretentious existence; to which, 

if we are to believe the attribution, Latrobe himself must have aspired.
104

 Internal 

volumes are expressed externally, though here Latrobe’s concern for a degree of 

classical symmetry is illustrated by his somewhat forced addition (indeed it was 

apparently added to the plan drawing at a later stage) of a single storey spur wall, 

intended to centre the bow window in elevation. As in Latrobe’s English works,
105

 each 

room’s orientation is carefully considered, so that each possesses its individuality of 

form and, accessed one after another, reveals a sequence of distinctive landscape vistas 

(fig. 4.35). Though Latrobe never did build his new life on Church Hill, the dream 

persisted, leading him to later purchase a second property known as Bushrod’s Island in 

the James River (fig. 4.49).
106

 Here, Latrobe planned his comfortable retirement, writing 

that he would “[shut] myself up in my island to devote my hours to literature, 

agriculture, friendship, and the education of my children.”
107

 

If landscape vistas from the villa were an important consideration of its internal 

planning, one could also argue that the irregularity of exterior form created by Latrobe’s 

blind openings, stepping volumes and projecting bows was intended to enhance the 

stereometry of kinetic and oblique views of the villa from within its landscape setting, 

suggested by Latrobe’s own perspective views. Robert Adam might have called this 

concept of kinetic architectural form ‘movement.’ As Adam explains in Works in 

Architecture (1773):  

“Movement is meant to express, the rise and fall, the advance and 

recess, […] of form […] so as to add greatly to the picturesque of the 

composition. For the rising and falling, advancing and receding, […] 

have the same effect in architecture, that hill and dale, fore-ground and 

distance, swelling and sinking have in landscape: That is, they serve to 

produce an agreeable and diversified contour, that groups and contrasts 
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like a picture, and creates a variety of light and shade, which gives 

great spirit, beauty and effect to the composition.”
108

 

That Latrobe considered the ‘movement’ of his villa’s composition from a kinetic 

viewpoint
109

 is suggested by the presence of perspective construction lines faintly 

visible on the ground floor plan; Snadon & Fazio have pointed out that converging rays 

to the upper-left indicate Latrobe’s consideration of a view of the villa from at least one 

other oblique angle (now lost).
110

  

 The apparent complexities of Latrobe’s irregular villa then, suggest the 

architect’s consideration of picturesque visual effect in both prospect and aspect. This is 

reflected by the manner in which Latrobe’s representation of the project is decidedly 

pictorial, the villa depicted obliquely within its landscape setting, rather than as a 

standard series of flattened elevational drawings. Latrobe wrote that “The elevation is 

the very last thing to be thought of: it must grow out of the plan, and the same plan may 

give scope to much fancy and variety in the choice of Elevation.”
111

  

 Of the projects collected in Designs of Buildings Erected or Proposed To Be 

Built In Virginia, only two were completed by the time Latrobe left Virginia. Of these, 

the Harvie-Gamble House on Church Hill, Richmond, was so altered during 

construction that Latrobe dismissed it as “garbled and disgraced, and I disdain it.”
112

 

Latrobe’s design intent however, is clear from his remaining drawings for the house 

(figs. 4.37, 4.38). A longitudinal section demonstrates how the arcaded wings 

(unexecuted), were to frame landscape views - a surprise revelation of the sweeping 

James River vista, hidden to the visitor approaching the house from the rear. A similar 

arrangement was intended for Latrobe’s ‘Clifton’ project,
113

 another villa overlooking 

the James River from its dramatic hilltop site.  

Latrobe’s landscape plan and perspective watercolours of Clifton demonstrate 

the importance of the naturalistic landscape, enhanced by his provision of undulating 

serpentine pathways from which the house was to be observed within its setting (figs. 

4.39, 4.40).
114

 This connection with the landscape is also highlighted by his depiction of 

figures standing at the open windows of the James River façade. However, the reality of 
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Fig. 4.36 Title page vignette of Benjamin Henry Latrobe’s Designs of Buildings Erected or 

Proposed To Be Built In Virginia 1795-1799. Latrobe’s executed buildings, Captain Pennock’s 

House and the Harvie Gamble House, appear rooted to the ground, while his other, unbuilt, 

schemes appear as ‘castles in the sky’. To the right, Philadelphia appears holding up Latrobe’s 

Bank of Pennsylvania triumphantly, the scheme that would launch his career on a national scale. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.37 Elevation of the Harvie-Gamble House, Church Hill, Richmond, Virginia, by B. H. 

Latrobe, 1798-9. Image from W. Fazio, P. Snadon, The Domestic Architecture of Benjamin 

Henry Latrobe (John Hopkins University Press, 2006). 

 

 

 

 

 

 

 

 

 

 

Fig. 4.38 Section drawings of the Harvie-Gamble House, Church Hill, Richmond, Virginia, by 

B. H. Latrobe, 1798-9. The upper drawing shows how the sweeping landscape views from 

Church Hill were to be framed by the colonnaded wings (unexecuted), which also acted to 

screen the view from the approach (above) to increase the sense of surprise. Image from W. 

Fazio, P. Snadon, The Domestic Architecture of Benjamin Henry Latrobe (John Hopkins 

University Press, 2006). 
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Clifton’s site was far from Latrobe’s idealized vision; research has shown the site to 

have been bordered by a three storey tobacco factory, along with the noise and pollution 

of a wash and smoke house.
115

 Latrobe’s design clearly sought to screen and disguise 

these intrusions into the Arcadian landscape he imagined, directing views from the 

peripheral pathways towards the house itself and the James River beyond, to create, as 

had Walpole at Strawberry Hill, a picturesque timeless oasis within what was actually 

becoming a busy industrial suburb.
116

 

 One simple way in which unavoidable structures could be ‘improved’ in the 

picturesque manner, was to dress them as suitable embellishments within the landscape. 

Latrobe would have known many examples of this practice in Britain, and even 

proposed structures of his own to his Virginian clientele. The most interesting of these 

is a project for a small dairy, apparently intended for Richmond, though no indication of 

patron or site survive (fig. 4.41). It may be that the exceptional detail and quality of the 

drawings point to their use as a presentation model for prospective patrons rather than as 

the working drawings of a live project.
117

 Even at the diminutive scale of this garden 

structure, Latrobe reveals his consideration of landscape views, depicting with dashed 

lines the multiple axes of the plan. As in his irregular villa, each room is individually 

orientated by the positioning of fireplaces and doors. A visitor would therefore be 

presented with a dynamic sequence of internal as well as external scenery, culminating 

in an expansive view across the landscape framed by the Doric columns of an 

ornamental portico.  

  A scenic device of particular novelty employed by Latrobe is the chimneybreast 

window designed by him for Mr. Tayloe’s House, Washington, in 1796-7. This curious 

device places the real garden landscape over the mantelpiece, as if it were a painting. 

This impression is highlighted by Latrobe’s depiction of Tayloe’s dining room (fig. 

4.42), where picturesque landscape paintings lining the walls are mirrored by the 

                                                 
115
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 In 1772 Walpole’s Strawberry Hill suffered from the consequences of an accident at a nearby 

gunpowder factory. Walpole, in a letter to his cousin dated 7
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Making’, American Notebook (1901) 



 

 

 

 

 

 

 

 

 

 

Fig. 4.39 Perspective drawing by B. H. Latrobe, for ‘Clifton’, Church Hill, Richmond, Virginia 

c.1798-9. The project shares a similar configuration to the Harvie-Gamble House, where a 

closed entrance facade conceals a more open rear, with colonnaded wings and bow windows to 

take advantage of the extensive views. The house was also clearly designed to be seen from 

within the landscape, as a picturesque subject in itself; all this despite the fact that the site was 

adjacent to a noisy, and dirty, tobacco factory – though Latrobe’s idyllic image successfully 

conceals this fact. Image courtesy of the Prints and Drawings collection, Library of Congress, 

Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.40 B. H. Latrobe’s landscape plan for ‘Clifton’, Church Hill, Richmond, Virginia c.1798-

9, one of America’s earliest picturesque landscape plans. A circuitous, serpentine path in the 

manner of Horace Walpole’s at Strawberry Hill, Twickenham, directs views of the house and 

landscape. Image courtesy of the Prints and Drawings collection, Library of Congress, 

Washington D.C. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.41 Elevation, plan and sections by B. H. Latrobe, for an ornamental dairy/summerhouse, 

apparently intended for Richmond, Virginia (since it appears in the frontispiece to Latrobe’s 

Designs of Buildings Erected or Proposed To Be Built In Virginia 1795-1799, fig. 5.38). Images 

courtesy of the Prints and Drawings Collection, Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.42 Developed surface drawing of Mr Tayloe’s Dining Room, Washington D.C., by B. H. 

Latrobe, 1796-7. The landscape paintings displayed on the walls of the room are echoed by the 

landscape seen through the floor-to-ceiling garden windows. Image from W. Fazio, P. Snadon, 

The Domestic Architecture of Benjamin Henry Latrobe (John Hopkins University Press, 2006). 

 

 

 

 

 



 

Fig. 4.43 Plan and 

elevations for Mr 

Tayloe’s house and 

garden, Washington 

D.C., by B. H. Latrobe, 

1796-7, described by 

Snadon and Fazio as 

“the first formal design 

drawing for an 

American house 

integrated with a 

designed landscape.” 

The service quarters to 

the rear of the site are 

screened by picturesque 

plantings and a temple 

portico. This garden 

has no access from the 

house, it is simply a 

‘scene’ to be observed 

from the house. Image 

from W. Fazio, P. 

Snadon, The Domestic 

Architecture of 

Benjamin Henry 

Latrobe (John Hopkins 

University Press, 

2006). 
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landscape of the garden as seen through its large windows. Latrobe’s plan of house and 

garden (fig. 4.43) has been described by Snadon and Fazio as “an extraordinary 

document in American architecture; the first formal design drawing for an American 

house integrated with a designed landscape” adding that “its picturesque composition 

precedes the groundbreaking planning of American picturesque cemeteries by more 

than thirty years.”
118

 Latrobe seems to have been influenced here by his experiences in 

England, Snadon and Fazio have indicated Taylor’s Asgill House, Richmond-upon-

Thames as possible precedent, especially the prominent bow facing the landscape.
119

  

 As we have seen, Latrobe’s villa designs owe certain influences to British 

models. Perhaps the clearest instance of this is the unfinished sketch design Latrobe 

produced for a domed Virginian villa, which Cohen & Brownell trace to Robert Morris’ 

designs, notably Marble Hill, Twickenham. As an amateur architect himself, Jefferson 

had also been experimenting with the square-plan domed villa,
120

 creating various 

designs for Virginia governors (1772-3) and for the President’s House, Washington 

(1792).
121

 Certainly, Anglo-Palladian influence can be detected in Latrobe’s 1810 

designs for the coincidentally named Pope Villa,
122

 Lexington, Kentucky (fig. 4.44), 

particularly its elevation of three Venetian windows reminiscent of Burlington’s 

Chiswick.
123

 In another notable coincidence, the Pope Villa sat amid large landscaped 

grounds bordering the main road to another American Richmond in Kentucky, a 

developing suburb of commuter villas from the early 1800s. It is tempting to suggest 

that the suburban retirement of the coincidentally named ‘Popes’ at ‘Richmond’ may 

have been factors in Latrobe’s evocation of Chiswick House.  

 

4 . 7  Th o ma s  Je f f e rs on  in  Ri ch mond  

 

 The importance Latrobe placed upon surveillance in his Penitentiary design, and 

the frequent use of classical reference and picturesque optical devices in his Virginian 
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 Despite the novelty of Latrobe’s groundbreaking designs for Tayloe’s House, his scheme remained 

unexecuted. Tayloe did build a house in Washington, known as the ‘Octagon’, though evidently on a 
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 Jefferson was influenced by the work of Palladio, via the Anglo-Palladianism of Morris, Kent and 

Burlington. 
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 Though none of these designs were executed. Fazio, Snadon, The Domestic Architecture of Benjamin 

Henry Latrobe, p.395 
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 Named after the client, Senator John Pope (1770–1845). 
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 Further evidence of Chiswick’s influence can be seen in Latrobe’s competition perspective for New 

York City Hall of 1802. Among many similar features, Latrobe shows Burlington’s curious obelisk 

chimneys, venetian windows set within arches, pedimented portico and central rotunda. 



 

Fig. 4.44 (Top) Plan and 

section of the Pope Villa, 

Lexington, Kentucky, by B. 

H. Latrobe. Image from W. 

Fazio, P. Snadon, The 

Domestic Architecture of 

Benjamin Henry Latrobe 

(John Hopkins University 

Press, 2006). (Below) The 

Pope Villa, as restored. Image 

by author. Not the similarities 

between Latrobe’s rotunda 

villa, and Lord Burlington’s 

villa at Chiswick. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

Fig. 4.45 Section through the theatre and stage building designed by Benjamin Henry Latrobe, 

for Richmond, Virginia, showing European perspective-enhancing features such as the raked 

stage and angled scenery. Image from J. A. Cohen, C. E. Brownell, The Architectural Drawings 

of Benjamin Henry Latrobe (Yale University Press, 1994). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.46 Section through the theatre, designed by Benjamin Henry Latrobe, for Richmond, 

Virginia. Latrobe’s drawing emphasises the pictorial effect of the stage by depicting an 

Arcadian set with picturesque landscape beyond. Image from J. A. Cohen, C. E. Brownell, The 

Architectural Drawings of Benjamin Henry Latrobe (Yale University Press, 1994). 
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villas is also evident in the work of Thomas Jefferson. In 1785 Jefferson had been asked 

to procure in Europe designs for a government building to be erected high on a hilltop 

overlooking the James River (fig. 4.48).
124

 Following a European Grand Tour of 

classical ruins and picturesque landscapes, Jefferson submitted plans based on the 

Maison Carrée at Nîmes,
125

 which he stated “is allowed without contradiction to be the 

most perfect and precious remain of antiquity in existence […] [superior to] anything at 

Rome, in Greece, at Balbec [sic], or Palmyra.”
126

 

Just as Jefferson had first seen the Maison Carrée on his travels in Europe, so 

too, his importation of the Roman temple was explicitly designed to appeal to the tastes 

of the picturesque tourist. An example of this is Jefferson’s statement that “it is noble 

beyond expression and would have done honor [sic] to our country as presenting to 

travellers a morsel of taste in our infancy, promising much for our maturer age.”
127

 

Jefferson imagined that his Virginia State Capitol would promote good taste in America 

and inspire a great future, mirrored by Early’s suggestion of the important role 

Richmond’s Capitol played in the development of the classical and later romantic 

movements in American architecture. Early writes: 

“Virginia’s capitol became the first modern building modelled after a 

specific ancient edifice and the first example in the United States of the 

new type of classicism characteristic of the romantic movement.”
128

 

With Latrobe’s classical villas and public buildings, and Jefferson’s gleaming 

white Roman temple perched high above the river, the James River landscape was 

becoming established as an English landscape garden, emulating the Italian landscape 

paintings which had inspired such gardens. Jefferson surely recognised this, as he had 

toured English picturesque gardens on his travels, stating that “The gardening in that 

country is the article in which it excels all the earth.”
129

 Extracting ideas from these 

gardens, Jefferson imagined a garden pavilion for his ‘Plinian’ villa-estate at 

Monticello, Virginia, where “the roof may be Chinese, Grecian, or in the taste of the 
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Fig. 4.47 Elevation for a church at Richmond, Virginia, by Benjamin Henry Latrobe. The 

church was to terminate a vista along Broad Street at a point where the road leads down to the 

river crossing. Latrobe’s inclusion of the view over the river, to the right, suggests that the right-

hand tower, with its open arcade, may have been intended as a belvedere for admiring the 

prospect. Image courtesy of the Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.48 Engraving, undated, of Thomas Jefferson’s Virginia State Capitol, Richmond, based 

on the roman temple, the Maison Carrée at Nîmes, France. Image courtesy of the State Library 

of Virginia. 
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Lantern of Demosthenes at Athens.”
130

 He also considered building “a small Gothic 

temple of antique appearance” and noted in his journal the pyramid he had seen at 

Stowe.
131

 Though the square surrounding Jefferson’s Capitol building in Richmond 

received no formal landscape plan, picturesque landscape ideas were certainly 

integrated into Jefferson’s design. For example, in its original configuration the raised 

podium of the portico was not reached directly by steps, as at the Maison Carrée, but by 

a pair of imperial stairs on the broad sides of the building. This arrangement shares 

similarities with Lord Burlington’s Chiswick House where the stairs lead the visitor to 

the first floor porticos from which to take in vistas of the landscape beyond. Similarly, 

the Capitol’s portico served as a viewing terrace from which to view the expansive river 

landscape. Writing later, in 1846, Scotsman George Mackay noted that the river was “so 

directly beneath you that it almost seems that you could leap into it.”
132

 This viewing 

function of Jefferson’s Capitol is today regrettably lost, the result of a dense crowding 

of later, and much taller buildings, and the addition of steps to the portico.  

As well as serving as a place from which to view the landscape, Richmond’s 

Capitol also embellished it in a manner typical of the picturesque. This, I suggest, was 

not lost on Latrobe, whose watercolour sketch of the Virginia capitol from the proposed 

site of his island villa has all the compositional hallmarks of picturesque landscape 

painting; a foreground tree carefully positioned to frame the view, balancing shrubs 

opposite and a middle ground of water and clumps of trees enlivened by the distant 

classical temple (fig. 4.50). As Latrobe wrote in An Essay on Landscape: 

“Having satiated your eye with this prospect, retire within the Grove, 

so that the foreground shall consist of trees, and shadowy earth. The 

landscape is immediately lightened up with a thousand new beauties, 

arising from the novelty of the contrast. This particular effect, of 

seeing a distant view glittering among near objects is familiar to 

every observer. The Landscape is now become a perfect 

composition.”
133

  

Just as the disparate villas and gardens of the Thames were imagined to be united in one 

great picturesque landscape from the viewpoint on Richmond Hill, so too Latrobe unites 

the city, the river, the villas and their gardens in one great Arcadian landscape 

composition.  

America’s renowned landscape architect, Frederick Law Olmsted, would later 

write in his travel journal A Journey in the Seaboard Slave States (1856): 
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Fig. 4.49 View of Bushrod Washington’s Island, now Belle Isle, Richmond, which Benjamin 

Henry Latrobe purchased for his own home in the 1790s. Watercolour by B.H. Latrobe, 

courtesy of the Prints and Drawings collection, Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.50 Benjamin Henry Latrobe was particularly drawn to purchase Bushrod Washington’s 

Island for its picturesque views. In this watercolour by B. H. Latrobe, Jefferson’s Capitol forms 

the centrepiece of an Arcadian landscape, which may easily be compared to English landscape 

gardens such as those at Stowe. Latrobe envisaged building a villa, and living a noble, back to 

basics, lifestyle on the island, though he never achieved this, as his work increasingly saw him 

in Philadelphia and Washington. Image courtesy of the Prints and Drawings collection, Library 

of Congress, Washington D.C. 
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“Richmond, at a glance from adjacent high ground, […] has a very 

picturesque appearance […]. It is […] situated upon and among some 

considerable hills, but the moment it is examined at all in detail, there 

is but one spot, in the whole picture, upon which the eye is at all 

attracted to rest. This is [Jefferson’s] Capitol, an imposing Grecian 

edifice, standing alone, and finely placed on open and elevated 

ground.”
134

 

Richmond’s picturesque townscape was increasingly enlivened with Grecian edifices as 

an increasing number of affluent villas, set within picturesque landscaped gardens of 

their own, filled the view. One contemporary writer would describe Richmond as “a 

beautiful little city, built up of rich and tasteful villas, and embellished with all the 

varieties of town and country, scattered with a fine and exquisite skill.”
135

 Its 

developing suburban morphology reflected the developing morphology of its Thames-

side namesake. A resplendent image of the city is illustrated in Lewis Clover’s 

watercolour of 1834 (fig. 4.51), depicting both Latrobe’s Penitentiary and his idyllic 

island retreat. This view of a prosperous Arcadian landscape is similar to the impression 

Alexis de Tocqueville had on his arrival to New York by way of the East River in 1831. 

De Tocqueville was delighted by “a number of little palaces of white marble, several of 

which were of classic architecture.” However, his enthusiasm was dampened when he 

learned, upon closer inspection, that the “marble temples” had walls of whitewashed 

brick and columns of painted wood. As Early states:  

“In the deception De Tocqueville found evidence of the “hypocrisy of 

luxury”, a vice he believed inherent in democracies where “appearance 

is more attended to than reality.” […] Showiness was almost inevitable 

in a period that characteristically valued the aura of nostalgic 

associations surrounding particular architectural forms more than the 

forms themselves.”
136

 

De Tocqueville found that the Arcadian image was just that, a romantic, optimistic 

image projected onto the landscape. Perhaps Tocqueville would have been bewildered 

by the stuccoed brick of Jefferson’s Roman Capitol, as landscape architect Frederick 

Law Olmsted was in 1856. Olmsted stated: 

“I perceived that the imposing edifice, as I had thought it at a distance, 

was nothing but a cheap stuccoed building; nor would anything short 

of test by touch, have convinced me that the great state of Virginia 

would have been so long content with such a parsimonious pretense 
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Fig. 4.51 Watercolour view of Richmond, Virginia, by Lewis Clover, 1834. Latrobe’s 

penitentiary is to the left, and his island home, Belle Isle, is to the right. Richmond is presented 

here as an Arcadian landscape of charming classical buildings set within a picturesque 

landscape. Despite the presence of industry shown by the canal and factory buildings, the city is 

presented as agrarian through the depiction of the foreground cattle, and civilised through the 

depiction of the canal boat as Venetian gondola. Image courtesy of the Prints and Drawings 

collection, Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.52 The panoramic view of the James River from Libby Hill Park, Church Hill, 

Richmond, Virginia. Images by author. 
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[sic] of dignity as is found in imitation granite and imitation 

marble.”
137

 

The point, perhaps, was that these buildings were imagined as more than themselves, as 

objects part of a greater whole – the object of the landscape itself. The actual fabric of 

these buildings mattered less than the fictive reality of which they were a part, a new 

classical landscape claimed from the ancients via the Thames banks for a new American 

city. For all this classical authority was imagined as a romantic conceit, it was no less 

authentic to its authors than the original. 

 

In this section I have demonstrated how the very foundations of an American 

architectural profession, and a mode of vision for the viewing of American landscapes 

and townscapes, grew from culturally-engrained examples of Anglo-Palladian 

architecture and the ‘English landscape’ movement. Specifically, the Virginian capital 

of Richmond was shaped via the mediated images of Richmond-upon-Thames. Despite 

a direct translation of many of the values encoded in the picturesque view onto the 

landscape of Richmond, Virginia, it will be seen that these values were not static, but in 

constant flux. In the following sections, the dynamic nature of the vista’s shifting 

cultural and political values in the build-up to, and aftermath of, the American Civil 

War will be examined via a study of picturesque images of the Virginian landscape and, 

more specifically, the vista from Church Hill district’s Libby Hill Park.  

 

4 . 8  Libby Hill’s Greek Revival Villas: Richmond as Classic City 

 

 As the previous chapter discussed, Richmond’s hills were long admired for their 

scenic prospects and Church Hill in particular, the site of the Powhatan village dubbed 

‘Nonesuch’ and the location of historic St. John’s Church, became one of the city’s 

most fashionable spots for admiring the picturesque view, home to the suburban 

belvederes of a new gentry society. This chapter will follow the next steps in the 

intellectual history of the view’s development and the shift in its imaginative 

construction from a rural landscape to a city suburb. It will account for the designation 

of Libby Hill Park and the construction of a viewing terrace, pavilion and serpentine 

scenic carriageways. The chapter will argue that through this process, Church Hill’s 

expansive prospect was concentrated into a narrowly defined and controlled vista, while 

at the same time its associated values were reinforced through the construction of scenic 
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Fig. 4.53 Map of key landscape features, Richmond, VA, showing the location of Libby Hill 

Park. Drawing by author. 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.54 Plan of Church Hill and the view from Libby Hill Park. Drawing by author. 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.55 Plan of Libby Hill Park. Drawing by author. 

 



 

 

 

 

 

 

 

 

 

 

 

Fig. 4.56 Aerial view of Richmond, Virginia, by J. Wells and R. Hinshelwood. Though the 

height is exaggerated, the viewpoint is from Libby Hill Park, Church Hill. Image courtesy of the 

State Library of Virginia. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.57 Lithographic view of Richmond, Virginia, from Church Hill by Edward Sachse c. 

1851. The image captures the gradual replacement of Church Hill’s comfortable villas (such as 

the Palladian villa in the foreground), with denser developments of row houses, (right of centre), 

a reflection of the rising industrial middle classes. Image courtesy of the Virginia Historical 

Society. 
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parks, cemeteries, monuments and a proliferation of inexpensive, mass-produced 

images. 

 Within the district of Church Hill may be found one of Richmond’s smallest, but 

perhaps its most important public park, an area of gardens laid out at the edge of steeply 

sloping Libby Hill. Overlooking the bend of the James which so resembled the river’s 

serpentine course at Richmond-upon-Thames, the viewing terrace at Libby Hill Park 

demonstrates, more than anywhere else, why the city received its name (fig. 4.52). 

Established in 1851, the ground which was to become Libby Hill Park was one of the 

first to be designated in a system of municipal public parks.
138

 Its goal was to preserve 

for public use an area of open ground from which to observe the view, as much had 

passed into the private ownership of property developers and architects including 

Latrobe, who had packed the hillside with the villas of an early industrial elite.  

Many of Church Hill’s villas were built from the wealth of Richmond’s 

flourishing nineteenth-century industries, including its famous ironworks and tobacco 

factories. Contemporary artists made a point of depicting the smoking chimneys, 

warehouses and railway viaducts of these industries as advertisements of the city’s 

prosperity. Indeed, Libby Hill afforded the finest panorama of Richmond’s prosperous 

semi-rural villas set against the background of this industrious activity, marking it out as 

the viewpoint of choice for touring draughtsmen, including J. Wells and R. 

Hinshelwood who mapped an aerial view of the city from Libby Hill in 1863 (fig. 4.57).  

An earlier, more detailed lithograph by Edward Sachse demonstrates the semi-

rural character of Church Hill’s many villas, interspersed with their landscaped gardens 

c.1851 (fig. 4.58). Sachse depicts an elegant Palladian style villa, reminiscent of 

Latrobe’s experimental Pope Villa at Lexington, Kentucky. Set on its large plot, planted 

in a neat, naturalistic style crossed by serpentine paths, this plantation estate in 

miniature contrasts with a pair of early row houses, complete with washing hung 

conspicuously in one of the diminutive front yards. As such, Sasche’s image serves as a 

snapshot of the changes Richmond’s communities were undergoing at a time of 

increasing prosperity and population growth. These decades immediately following the 

War with Britain (1812-1814), have been described as Richmond’s “Flush Time,” a 

period of unprecedented growth enhanced by the removal of British bureaucracy and 

taxes. Local historian Samuel Mordecai wrote that: 
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“Now is the time for speculative and dreaming or designing men. They 

relate their dreams and projects to the ignorant and credulous, dazzle 

them with golden visions and set them crazed after shadows. The 

example of one stimulates another – speculation rises on speculation – 

bubble rises on bubble – every one helps with his breath to swell the 

windy superstructure, and admires and wonders at the magnitude of the 

inflation he has contributed to produce.”
139

 

Church Hill’s grand Greek Revival villas, transforming the idea of the landscape from 

rural to rus-in-urbe, are a testament to Richmond’s “Flush Time.” Though only the 

Wickham-Valentine and Brockenbrough houses remain, these white stuccoed 

mansions, often with two-storey porticos facing the river, played a significant role in 

defining the character of Richmond’s river views. The contemporary proliferation of 

classical villas is demonstrated by the remark of a character in James Fenimore 

Cooper’s Home as Found (1838), who states: “An extraordinary taste is afflicting this 

country in the way of architecture, nothing but a Grecian temple being now deemed a 

suitable residence for a man in these classical times.”
140

 Though the Greek Revival 

style was prevalent throughout much of the east coast of America at this time, Virginia 

is often credited as its birthplace, and Jefferson as its founding father. One historian of 

the Greek Revival has written that: 

“The historians of art […] dispute the origin of the neo-classic style in 

America, but here in Richmond there can hardly be a doubt that 

residences of this type were inspired by the model Jefferson gave in 

the Capitol. The columns of a Roman façade, set on a bold Richmond 

hill, fired the imagination of not a few ambitious gentlemen.”
141

 

In Richmond too, one can trace Jefferson’s influence upon architect Robert Mills, the 

author of several early Greek Revival villas and, as architect of the Washington 

Monument and United States Treasury, America’s most influential Greek Revival 

architect. Of Richmond’s two remaining villas, the Brockenbrough House (fig. 4.59) is 

attributed to Mills, Latrobe’s protégé and rival in his late career. A grand, but plain, 

house with a two-storey colonnade facing over the formerly open hillside towards the 

river, the Brockenbrough House is chiefly known for its legendary role as ‘White 

House of the Confederacy’ during the American Civil War. The villa’s present setting 

could not be more different from the original; the river views from the rear portico have 

been blocked in recent years by tall buildings and the steep hillside re-graded. Though 
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Fig. 4.58 Architect Robert Mills’s Brockenbrough House (built 1818), later Jefferson Davis’s 

‘White House of the Confederacy’, Richmond, Virginia. Originally, the house was a 

conspicuous feature of the city skyline, and its colonnade enjoyed wide views over the James 

River, now blocked by later buildings. Image by author. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.59 The Wickham-Valentine House, Richmond, Virginia (built 1812), widely considered 

Richmond’s finest surviving classical villa, originally attributed to Robert Mills, but now 

confirmed as the work of Alexander Parris (with advice from B. H. Latrobe). Image by author. 



 

 

 

 

 

 

 

 

 

 

Fig. 4.60 Drawing of Thomas Jefferson’s Monticello, by Robert Mills c. 1830. Image from J. 

M. Bryan, Robert Mills: America’s First Architect (New York: Princeton Architectural Press, 

2001) p. 22 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.61 Engraving, by William Strickland, of Robert Mills’s curiously picturesque 

Monumental Church, Richmond, Virginia, exhibited at the Society of Artists in 1812. The 

church remains, but the spire was not executed. Image from J. M. Bryan, Robert Mills: 

America’s First Architect (New York: Princeton Architectural Press, 2001). 
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of a different building, Mordecai’s account of a similarly sited house on Ross Street, 

Richmond, gives an impression of its former setting: 

“The house […] had no claim to antiquity, but it excited admiration by 

the beauty of its elevated position and its Italian aspect. A centre 

building with wings, and a portico in the rear fronting the river 

displayed an arcade in the entire length of the edifice, commanding an 

extensive view of the city beneath, of the country around, of the river, 

its islands and its falls and its smooth water; with the sails of vessels 

glancing through the trees in the sinuosities of the stream; of yellow 

fields of wheat and green fields of corn, with a back-ground of forest 

[…]; these combined to form an exquisite landscape.”
142

 

Richmond’s villas, such as the one Mordecai describes here, not only enjoyed 

spectacular views of the landscape, but like Jefferson’s Capitol, they were intended as 

embellishments of it, contributing to the burgeoning image of Richmond as a classical 

city. Richmond’s second remaining Greek Revival villa, the Wickham-Valentine House 

(fig. 4.60), has also been attributed, incorrectly, to Mills. Built in 1812, Alexander 

Parris is now widely accepted as the villa’s architect, along with a little advice provided 

by Latrobe.
143

  

Mills was employed with the design of Richmond’s Monumental Church (1812-

1814), a commission which he won in direct competition with Latrobe. It had been 

Jefferson whom had initially spotted Mills’ talent, possibly during the construction of 

Washington’s White House.
144

 Soon after, Jefferson instructed Mills to make drawings 

of his Monticello estate (fig. 4.61) along with a series of domed villas, probably based 

on Jefferson’s Leoni edition (1715) of Palladio’s I Quattro Libri dell’ Architettura.”
145

 

Early in his career, Mills had described his first view of Jefferson’s Capitol in 

Richmond as giving him “the idea of the position of those Greek temples which are the 

admiration of the world.”
146

 If Jefferson’s Capitol brought images of Athens to Mills’ 

mind, he was certainly influenced by the model of Rome’s Pantheon
147

 in the design of 

his Monumental Church, a circular domed space preceded by a temple pavilion. Mills’ 

integration of dome, cupola, temple façade and steeple (unexecuted) would have been 

peculiarly kinetic, or picturesque, in form. The mass-production and widespread 

distribution of prints of Mills’ buildings during the first decades of the nineteenth 
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Fig. 4.62 Early interior view of the Valentine Museum, Wickham-Valentine House, Richmond, 

Virginia. Visitors to the collection, full of classical sculptures and plaster casts and housed in a 

classical villa, would have left with the strong image of Richmond as classical city. Image 

courtesy of the Valentine History Center. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.63 Richmond as glorious classical city, poster designed for sale by the Richmond 

Valentine History Center. Image courtesy of the Valentine History Center. 



 

 

 

 

 

 

 

 

 

 

 

Fig. 4.64 Early photograph (c.1920) of the Adams-Van Lew House, Church Hill, Richmond, 

Virginia. This house and its extensive gardens features in authoress Ellen Glasgow’s novel, 

Romance of a Plain Man (1909). Image from M. Wingfield Scott, Houses of Old Richmond 

(Richmond, VA: The Valentine Museum, 1941). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.65 Architect Robert Mills’s plans for Waterloo Row, Baltimore (1817-19), a terrace of 

classical villa row-houses. Image from J. M. Bryan, Robert Mills: America’s First Architect 

(New York: Princeton Architectural Press, 2001). 
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century
148

 contributed to the popular notion, promoted at this time, that Richmond was a 

city of elegant classical buildings set within a picturesque Arcadian river landscape.
 149

 

The image of Richmond as classical city has also been promoted by the city’s 

Valentine History Museum which began its life housed in Parris’s Greek Revival 

Wickham-Valentine House. The Valentine History Museum evolved from the collection 

of Mann S. Valentine Jr., whom, like many gentlemen of his time, collected antiquities, 

sculpture and paintings. The display of Valentine’s collection of classical sculpture in 

the surroundings of his Greek Revival home must certainly have left an impression in 

the minds of a generation of visitors, who viewed Richmond through a lens of classical 

romanticism (fig. 4.63). This mythic image was heightened by the aforementioned 

incorrect attribution of the house, and many others in Richmond, to Mills, who grandly 

proclaimed himself the ‘first American architect,’
150

 and whose popular works, from the 

United States Treasury to the Washington Monument, have become defining images of 

an American classical style. By association, the suggestion that Mills honed his skills in 

Richmond presents the city as the origin of an elegant, classical past.  

Today, a poster produced by the Valentine Museum depicts the city in this 

familiar manner (fig. 4.64); the Richmond landscape is presented as an imaginary 

gallery stocked with classical buildings, a popular format for depicting the monuments 

of great cities popularised from the eighteenth century onwards
151

 and reminiscent of 

Lowenthal’s description of “a family portrait or a mantel full of snapshots that gather 

one’s dear ones together, such pictures let the lover of antiquity gaze on all his favourite 

monuments at once.”
152

 

 

4.9 The Literary Portrayal of Libby Hill and the Construction of a 

Southern Regional Identity 

 

If one perceives a certain sense of nationalistic sentiment in Richmond’s 

associations with Mills, ‘America’s first’ architect and with Jefferson, key protagonist 

in the story of American neo-classicism as well as the country’s third president, there is 
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an equally strong sense of regionalism in much contemporary literature. As the city’s 

population boomed and a prosperous middle class developed, the value of land on 

fashionable Church Hill escalated, encouraging shrewd developers to infill large villa 

plots with denser compact housing. The upper classes, tired of their increasingly old-

fashioned mansions, and aware of the value of their plots for middle-class housing, soon 

began to move away towards the West.
153

 This moment is captured in local author Ellen 

Glasgow’s Romance of A Plain Man (1909). Glasgow’s protagonist is a relatively poor 

man, living during the late 1800s on “Church Hill, a portion of the city which had been 

left behind in the earlier fashionable progress westward.”
154

 The story takes place post-

Civil War, at a time when the hierarchical society of the American South, considered 

outdated by the northern victors, was beginning to unravel. A love story revolving 

around the unlikely affair of an upper class woman and a ‘plain’ man, who through hard 

work, rises through the ranks of society, Glasgow’s writing presents a nostalgic account 

of a society in flux. In Away Down South, James Cobb has written that, in both North 

and South, authors such as Glasgow and Thomas Nelson Page “churned out treacly 

romantic portraits of the Old South”
155

 where “estates swelled in size and mansions 

grew proportionately great. Gentlemen were perfected in lovely grace, gay girls in 

loveliness, slaves in immeasurable devotion.”
156

 Fenimore Cooper was also guilty of 

this hyperbole when he wrote that the South had “more men who belong to the class of 

what is termed the class of gentlemen” than “any other country of the world.”
157

 

Similarly, in John Pendleton Kennedy’s Swallow Barn (1832), set in the fictional 

Tidewater plantation of the same name, protagonist Frank Meriwether, the very 

personification of the Southern Cavalier gentleman, seldom ventures beyond Richmond 

which is for him “indisputably the centre of civilisation.”
158

 The collective works of 

these writers have been dubbed the ‘Southern Renaissance,’ when, “in the absence of a 

critical historical tradition, southern writers began to ask how such an appealing and 

glorious past could have degenerated into such a dismal and defective present.”
159
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Perceptions of the South were not only affected by American novels but were 

also certainly influenced by works of popular international literature. Mark Twain even 

blamed the secession of the southern states on the nostalgic and nationalistic novels of 

Walter Scott, stating that Scott “had so large a hand in making Southern character […] 

that he is in great measure responsible for the War.”
160

 While literature played an 

important part in the shaping of romantic perceptions of the South, so too did the 

popular song Dixie (1859), which became the popular anthem of the Confederate cause. 

Though to many the song represents the oppression and moral corruption of slavery, to 

others the song paints a romantic vision of the Old South, particularly the opening lines, 

“I wish I was in the land of cotton, old times there are not forgotten”. The initial 

popularity of Dixie among New Yorkers reflected “an already well-established tendency 

to see the South as a primitive and exotic land distinctly apart from the rest of 

America”.
161

 Such romanticised visions of the Old South were berated as such by 

northern reviewers at the time. A 1909 New York Times reviewer lamented that: 

“it is a pity that a novelist of Miss Glasgow’s gifts should select a 

theme, no matter how true it may be locally, so at variance with our 

National spirit and so impossible in any other locality. For the spirit of 

caste dominates the whole story.”
162

 

This damning review reveals how, some forty years after the end of the Civil War, 

southern society, and the South in general, were still perceived in the north as alien to 

the “National spirit.” This alien South was still later represented in Wilbur Joseph 

Cash’s The Mind of the South (1941) and Howard Zinn’s The Southern Mystique (1964) 

as “a savagely racist, intellectually stunted, emotionally deranged society unwilling to 

admit it was sick, much less heal itself.”
163

 Cash ridiculed the Old South fantasy as a 

“sort of stage piece out of the eighteenth century” where “every farmhouse became a 

Big House, every farm a baronial estate, every master of scant red acres […] a feudal 

lord.”
164

 However, as Cobb has explained, much southern renaissance literature was 

both critical of the “intellectual stagnation bred by the Old South” and the tendency for 

Reconstruction-era ‘New South’ politics “to marginalize any thought not calculated to 

produce immediate and substantial material gain.”
165
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Despite negative press from northern reviewers, Glasgow’s Romance of a Plain 

Man contains much of interest to historians of Richmond in particular and the South in 

general. Chiefly, Glasgow’s nostalgic view of the caste system illustrates the middle-

class white southern perception that a supposedly noble, agrarian, Jeffersonian and 

‘American’
166

 society was being eroded by the Wordsworthian ‘dark and satanic’ 

modernising forces of the Yankee North. Glasgow writes: 

“Our prosperity, with our traditions, had crumbled around us, yet there 

were still left the ancient church, with its shady graveyard, and an 

imposing mansion or two inherited from the forgotten splendour of 

former days. […] The other [modern] Richmond – that “up-town” I 

heard sometimes mentioned – I had never seen, for my early horizon 

was bounded by the green hill, by the crawling salmon-coloured James 

River at its foot, and by the quaint white belfry of the parish of old St. 

John’s.”
167

 

Glasgow imagines Church Hill as a ‘ghost town’ haunted by memories of a splendid 

past; her nostalgic writing abounds in examples of a contemporary obsession with the 

picturesque ruination that had long been a trope in landscape composition:
168

 

“on Church Hill it seemed almost as if we had been forgotten […]. The 

grip of poverty, which was fiercer than the grip of armies, still held us, 

and the few stately houses showed tenantless and abandoned in the 

midst of their ruined gardens.”
169

 

In many ways, Glasgow’s juxtaposition of the modern industrial “up-town” with the 

crumbling plantation houses of old Richmond is representative of the divide between 

the modernising Yankee North, the unseen enemy beyond the visible landscape, and the 

pastoral nostalgia for a half-imagined ‘Old South.’ It is also testament to the 

urbanisation of the idea of the rural landscape. Thus, one could argue that Glasgow’s 

novels contributed to a wave of anti-modern sentiment common at this time, as 

Lowenthal has written: 

“The Civil War may have freed Americans from the burden of filial 

piety, but in its wake came a wave of nostalgia for other periods or 

aspects of the American past. Increasing dissatisfaction with the 

present led Americans to yearn for the fantasised ideals and artefacts of 

the Colonial or Revolutionary golden age.”
170
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As such, Glasgow was not alone, she was just one of Lowenthal’s “Romantics and 

reactionaries” who “[blaming] the brutal “machinery” of change for a mean and rootless 

modernity, […] propped up and reinstated anachronistic features of pre-industrial 

pasts.”
171

  

In Glasgow’s Romance of a Plain Man, an obvious anachronistic feature the 

author chose to reinforce was the architecture of Richmond’s greek revival villas. In the 

novel just one mansion on Church Hill, a grand classical villa based on the Adams-Van 

Lew House (built 1815)
172

 was still occupied (fig. 4.65). Glasgow described the house 

as: 

“a fine old mansion, with a broad and hospitable front, from which 

the curved iron railing bent in a bright bow to the pavement. It was 

the one great house on the hill, with its spreading wings, its stuccoed 

offices, its massive white columns at the rear, which presided 

solemnly over the terraced hillside.”
173

 

Before its demolition in 1927, the Adams-Van Lew House was the best-known of all of 

Richmond’s classical villas and was imagined as the quintessential example of a 

Richmond typology. Glasgow was not alone in her admiration for the structure, which 

was extolled in memoirs, sketches and newspaper articles, including a full page spread 

in the Richmond Times-Dispatch (25 August, 1912).
174

 Traditionally, though doubtfully, 

also attributed to Mills, Glasgow used this villa as the setting for her wealthy female 

protagonist’s family and the faded grandeur of the villa in which they lived as a symbol 

of the rapid disintegration of an old society. Whether or not Mills had any hand in its 

design, the “enchanted garden” of the Van-Lew House plays a significant role in the 

setting of Glasgow’s romantic novel. A contemporary newspaper described the garden 

as “a miracle of beauty, a terraced wilderness of flowers and trees and shrubbery, just 

sufficiently cared for to heighten without impairing the privileges of nature through the 

art of landscapes.”
175

  

Along with the imagery of the classical house and its picturesque garden setting, 

the view of the James River is also an important component of Glasgow’s writing. In 

Romance of a Plain Man, the vista from Libby Hill takes on a symbolic role; Glasgow 

repeatedly connects imagery of the Church Hill neighbourhood with the rural 

associations of the river view, whilst disconnecting the modern industrial ‘up-town’ by 
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removing it from view. In doing so, the picturesque view of the river from the old 

mansions of Church Hill acts as a nostalgic symbol of a former age when the river was 

the life-blood of the city. Glasgow writes: 

“Before our feet the ground sank gradually to the sparkling river, and 

farther away I could see the silhouette of an anchored vessel etched 

boldly against the rosy clouds of the sunset.”
176

 

It could be argued that Glasgow’s image of the sun setting over an anchored vessel on 

the river is a literal ‘rose-tinted’ vision of the end of an economic era and a supposed 

‘golden age’. Local historian Doctor Little also used the romance of sunset to bathe his 

writing in flattering golden hues. Little writes: 

“Among the most beautiful views in or about Richmond, that which is 

seen from the top of Church Hill strikes me as superior to all others. As 

a walk around Calton Hill in Edinburgh is said to have first suggested 

the idea of the panorama […]; so here we have at once suggested the 

same idea, because of the exceeding and diversified loveliness of view 

that nature and art have combined their efforts to produce. No man of 

taste has ever stood upon the point of Church Hill at sunset […] 

without being enraptured with the exquisite beauty of the view, and 

struck with the panorama-like character of the picture presented to his 

gaze […] while over the whole scene the gorgeous hues of a summer 

sunset give colouring and softness and finished beauty to the picture 

[…] enriching with its flood of light the combined view of city, river, 

and country landscape.”
177

 

Writing in 1852, Little evokes the picturesque with his reference to the combined efforts 

of “nature and art,” the idea of the men “of taste,” and his description of the view as a 

“picture” or “panorama.” Little’s picturesque imagery and romantic lighting serve to 

disguise the contemporary development of the hilltop where the spattering of villa 

estates had become condensed, multiplied and further urbanised; the row house, with its 

classical detailing, raised principal floor and neat picket-fenced gardens imitated the 

plantation villa on a further reduced scale.
178
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4.10 Richmond’s Municipal Park System: Institutionalisation of 

the View 

 

Richmond’s earliest photograph, indeed very early in the history of photography, 

a daguerreotype taken from a similar spot to Sasche’s painting, demonstrates the rapid 

development of the Church Hill neighbourhood with speculative row housing by c.1855 

(fig. 4.66). This pre-crash property boom in cities of the ‘New South’ was a favoured 

subject of ‘Southern Renaissance’ authors, in particular Phillip Alexander Bruce’s The 

Rise of the New South (1905), Mildred Rutherford’s The Old South: What Made It, 

What Destroyed It, What Has Replaced It (1916) and the novels of Thomas Wolfe.  

Wolfe’s semi-autobiographical accounts of life in Ashville, North Carolina, such 

as Look Homeward, Angel (1929), The Web and the Rock (1939) and You Can’t Go 

Home Again (1940) all deal with the impacts of ‘New South’ modernity in historic 

southern towns during the late-nineteenth century. Significantly, in The Web and the 

Rock, Wolfe gave his hometown the fictional pseudonym ‘Libya Hill.’ It is tempting to 

speculate that Wolfe penned this name in reference to Richmond’s Libby Hill, 

embellishing his fictional story with his characterisations of real individuals and the 

realities of Richmond’s formerly grand but declining townscapes.
179

 Certainly, the 

sections of Wolfe’s novels set in Richmond demonstrate his affinity with the 

topography and historical geography of the city; in one passage, character George Webb 

is instantly transported back in time by views of the city - Wolfe states: 

“They saw [Jefferson’s] state house and heard the guns. They knew 

that Grant was pounding at the gates of Richmond. [...] They felt, 

they knew, they had their living hands and hearts upon the living 

presence of these things.”
180

  

It is important to note here that the widespread assumption that the ‘Old South’ 

declined as a result of the North’s modernising ‘New South’ policies is misleading. The 

glorious past described in the writings of Southern Renaissance authors is as much a 

figment of their imaginations as the exclusive association of industrialisation with the 

North. For example, the common picturesque description of Richmond’s landscape in 

later novels is often at odds with eyewitness accounts of the city, which was, even at the 

height of its supposed glory in the 1850s, a rather ramshackle affair. Former president 
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Fig. 4.66 Richmond’s earliest surviving photograph, c. 1854-56, a daguerreotype of the city 

from Church Hill, showing the spread of row-house development (compare to fig. 5.59). Image 

courtesy of the State Library of Virginia. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.67 View of Richmond, Virginia, c. 1822, showing one of the many islands (left of centre) 

connected via footbridges. These islands provided recreation space for citizens, ‘Vauxhall 

Island’ was even run as a commercial pleasure garden based on the model of Vauxhall Gardens, 

London. Image from A. W. Weddell, Richmond, Virginia, in Old Prints 1737-1887 (New York: 

Johnson Publishing Company, 1932). 



 

 

 

 

 

 

 

 

 

 

 

Fig. 4.68 A view, c. 1822, of Philadelphia’s ornamental Fairmount Waterworks, initiated by 

B.H. Latrobe and completed by architect Frederick Graff. Image courtesy of the Library of 

Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.69 J. T. Bowen’s engraving of the viewing terraces and gazebo above the Fairmount 

Waterworks, Philadelphia (1838). Image courtesy of the Library of Congress, Washington D.C. 
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John Tyler described the “surface on which the city stood [as] untamed and broken,” 

adding that: 

“Almost inaccessible heights and deep ravines everywhere prevailed. 

The capitol square was ruda indigestaque moles, and was but rudely, if 

at all, enclosed. The ascent to the building was painfully laborious. The 

two now beautiful valleys were then unsightly gullies, which 

threatened, unless soon arrested, to extend themselves across the street 

north […].”
181

 

Far from the tidy image conveyed in the writing of authors and journalists, and in 

lithographic illustrations circulated in the newspapers,
182

 it is clear that Richmond had 

its share of problems. The popular picturesque description compensated for the visual 

shortfalls of the city, as revealed by early photography. Former wastelands would 

gradually be absorbed and landscaped as public parks, providing suitably picturesque 

foregrounds to landscape and townscape views beyond. A writer in the Daily Richmond 

Whig commented that: 

“This beautiful spot […] acts as a ventilator to Church Hill. Over its 

summits blow the breezes which old father James imports from the 

ocean, and from it the eyes take in a grand sweep of country. Here, in 

days gone by, ladies, and children with their mammies, used to 

assemble in happy groups to enjoy the freshness of the morning and 

the coolness of the evening air.”
183

 

 As this passage reminisces fondly, prior to the establishment of the municipal 

park system, Libby Hill had served as a popular promenade. Other popular destinations 

were the private pleasure gardens of ‘Vauxhall Island’ in the James (c.1800-70).
184

 In 

much the same way as its London counterpart, Vauxhall gardens entertained visitors 

with refreshments, illuminations and concerts. Influenced, no doubt, by the international 

acclaim of British landscaped examples, a wooded grove at the centre of the island 

concealed a number of entertainment pavilions including an inn, shuffleboard house and 

bathhouse, though no depiction of them survives.
185
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Vauxhall Island was just one of a myriad of James River islands used for 

recreational purposes at this time. Footbridges connected some of these islands, linking 

together a string of common lands where Richmond residents could meet, and eat (fig. 

4.68); Englishman Isaac Weld noted in 1794 that residents “bordering the James River 

are extremely fond of an entertainment which they call a barbecue”, which consisted of 

a “large party meeting together” to eat “sturgeon or pig roasted in the open air, on a sort 

of hurdle, over a slow fire.”
186

 One could argue that this pursuit, imagined as a return to 

the rustic rural living of the early settler set amid the picturesque groves of the James 

River islands, shares the same impulse and values as Queen Caroline’s contemporary 

‘fêtes galantes’, in the grounds of her Thames-side palace at Richmond.  

Mordecai’s description of another pleasure garden, Prior’s Gardens (c.1790 – 

1815), downstream at the foot of Seventh Street, provides us with a vivid account of 

Richmond’s public gardens and their relationship to the wider river landscape. Mordecai 

describes it as: 

“a capacious inclosure [sic], with a graduated lawn in front of the 

large mansion, which, with its extended wings […], divided the lawn 

from the garden in the rear. A succession of grassy or flowery slopes 

and terraces extended down to the [water] […] and the upper portion 

of the garden commanded a fine view of the river, the islands, and of 

the country beyond. Here fireworks delighted the spectators, and 

equestrians and rope-dancers astonished them.”
187

  

The river views enjoyed from Prior’s Gardens could also be enjoyed from a promenade 

and garden established at the James River waterworks (1831). Like those of 

Philadelphia, initiated by Benjamin Henry Latrobe and completed by architect Frederick 

Graff between 1819 and 1822,
188

 the James River waterworks were designed to 

complement and enhance the landscape with a series of picturesque classical pavilions. 

That the waterworks were to be viewed as an embellishment of the landscape is 

suggested by the presence of onlookers admiring the view in the foreground of a 

contemporary landscape painting (c.1822) (fig. 4.69) and by the series of viewing 

terraces and gazebos constructed above the waterworks illustrated in J. T. Bowen’s 

etching of 1838 (fig. 4.70). Richmond’s waterworks served a double function as both an 

embellishment of the landscape and a place from which to view it. As in Philadelphia, 

trails led above the works to a popular viewpoint over the city and its landscape setting, 
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Fig. 4.70 Stereographic view of the Richmond Waterworks viewing pavilion, shortly before its 

destruction by floodwaters in 1877. Image from T. Tyler Potterfield, Nonesuch Place: A History 

of the Richmond Landscape (Charleston & London: The History Press, 2009). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.71 This view of Richmond from the West, from the Herman Boye map of Virginia 

(1827), presents the city as an Arcadian landscape punctuated with classical buildings. Image 

from T. Tyler Potterfield, Nonesuch Place: A History of the Richmond Landscape (Charleston 

& London: The History Press, 2009). 



Fig. 4.72 Non-attributed and 

unexecuted plan for New Reservoir 

Park, Richmond, in the style of Calvert 

Vaux and Frederick Law Olmsted 

(c.1875). The design is complete with 

gothic gatehouse (top right) and 

belvedere tower overlooking the river 

(middle, bottom). Image courtesy of the 

State Library of Virginia. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.73 Engraving, by William McLeod, of Richmond from Hollywood Cemetery (1854). The 

cemetery was a popular destination for carriage drivers and strolling couples, who were 

attracted by the picturesque views and historical monuments. Image from A. W. Weddell, 

Richmond, Virginia, in Old Prints 1737-1887 (New York: Johnson Publishing Company, 1932). 
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depicted in W. J. Bennett’s Richmond from the Hill above the Waterworks (1834)
189

 and 

in a similar view on the Herman Boye map of Virginia (1827) (fig. 4.72).  

Little described the “fine view of Richmond presented from the upper extremity 

of the [waterworks],” continuing that: 

“Here I climbed a hill that rises on the river bank near the reservoir, 

and sat down to enjoy the beauty of the view. It certainly [is] […] a 

most beautiful one, as the ground is covered with forest trees, and 

instead of the dead level […] is beautifully undulated.”
190

 

The genesis of Richmond’s Municipal Park System can, to a significant degree, be 

credited to Richmond’s waterworks. As a measure to solve the contamination of springs 

through increasing industrial development, the city purchased thirty-two acres above the 

James River on which to construct Marshall Reservoir, the same described by Little. 

When this proved inadequate, the city was advised by engineer Wilfred Cutshaw to 

purchase land at Three Mile Locks, to be developed as a larger reservoir and municipal 

park.
191

 Known as New Reservoir Park, the three hundred acre site encompassed a 

terrain of hills, creeks and groves, to be enhanced with the creation of a lake and 

gravelled walks. A comprehensive landscape plan (un-attributed, c.1875, fig. 4.73) 

survives in the Library of Virginia, depicting a central formal zone encircled by a 

picturesque landscape of wooded gullies and viewing pavilions including a gothic 

belvedere. In its exuberance, both as landscape design and in the manner of its drawing, 

the scheme may be compared to the work of Calvert Vaux and Frederick Law 

Olmsted’s Central Park, New York (1859) and Prospect Park, Brooklyn (1869), though 

Richmond’s most ambitious park scheme would remain largely unexecuted. 

 

4.11 Richmond’s ‘Rural Cemeteries’ 

 

The influence of a picturesque mode of vision upon American park design is 

mirrored by parallel developments in cemetery design and landscaping, known as the 

‘Rural Cemetery Movement.’ Two Richmond businessmen, inspired by the success of 

park-like landscaping at Mount Auburn Cemetery, Boston, formed Richmond’s 

Hollywood Cemetery Company in 1847.
192

 The company promptly commissioned 

landscape architect John Notman to oversee the design of Hollywood cemetery on land 

purchased above the James River waterworks. This extensive tract of woodland, with its 

                                                 
189

 After George Cooke (1793-1849) 
190

 Weddell, Richmond Virginia in Old Prints, p. 80 
191

 Potterfield, Nonesuch Place, p. 106 
192

 Potterfield, Nonesuch Place, p. 84 



 

176 

 

undulating terrain and expansive river prospects, had been specifically identified by the 

company for its picturesque qualities, which Notman enhanced with serpentine 

carriageways and strategically placed groves (fig. 4.74). Mordecai wrote that at 

Hollywood Cemetery: 

“Nature has done her part in hills, valleys, rivulets and woods, and Art 

has embellished, without rendering formal, the beauties of Nature. The 

landscape embraces every variety of forest and placid stream, hills 

crowned with woods, or with steeples, shaded valleys and blazing 

furnaces, bridges, on which railroad vehicles are moving sixty feet in 

the air, and, almost beneath your feet, boats gliding on the gentle curve 

of a broad canal.”
193

 

Mordecai’s description demonstrates how even the industrial landmarks of the city – the 

“blazing furnaces” of the ironworks and the railway viaducts which cut through the 

valley – were capable of being viewed with picturesque vision if suitably framed by 

naturalistic landscaping.  

Following Hollywood’s success, Mount Calvary (1885) and River View (1887) 

cemeteries were similarly sited for their picturesque situations, re- developing the 

former Marshall Reservoir. Developed as destinations in their own right, the James 

River cemeteries were to be enjoyed aesthetically in the same manner as municipal 

parks, with ornate funerary monuments enlivening the visual experience of the 

promenade.  

Some years later, Hollywood Cemetery was embellished with a ruinous gothic 

carriage entrance (1877-1897) complete with trailing ivy (fig. 4.75).
194

 One could argue 

that Hollywood’s gatehouse reflects a somewhat morbid interest in the picturesque 

qualities of ruin and decay popular throughout the late nineteenth century. By this time 

the cemetery, with its plethora of grand funereal monuments, including the iron canopy 

of James Monroe’s tomb and the granite Pyramid to the Confederate dead (1869), had 

become a popular tourist attraction, demonstrated by the mass-production of postcards 

and a bustling view of 1867 (fig. 4.76).
195

 A contemporary visitor to Richmond’s rural 

cemeteries would be confronted with both an aesthetic experience and an historical one, 

with monuments and landscape acting to narrate supposedly glorious events, people and 

places past. Of course, one should note here that the touristic appeal of these cemeteries 

owed much to their elitism, a fantasy picturesque landscape closed in behind miles of 

stone wall and imposing gates; the visitor was a privileged guest on hallowed ground, 
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the preserve of the wealthy, influential, and even white sectors of society. Thus, it could 

be argued that ‘Rural Cemeteries’ played a part in the historicising of native American 

landscapes, legitimising the story of Richmond’s European white colonial roots.
196

  

 

4.12 The American Picturesque in Landscape Art and Architecture 

 

Along with the fantasy gothic structures of Richmond’s parks and cemeteries, 

engineer William Cutshaw was also involved in the development, on the banks of the 

James River at Three Mile Locks, of a Pump House and Assembly Rooms (1882) (fig. 

4.77). This remote spot was a fitting location for rustic soirees, where guests arrived by 

boat to take the waters and to attend lavish balls held in the upper assembly room, 

whose open loggia offered extensive views of the river. Cutshaw’s new pump house 

appears, along with Libby Hill Park, in a series of picturesque locations illustrating an 

1892 article on the benefits of Richmond. The article, which is mainly concerned with 

wealth and property values, seems to equate the city’s picturesque landscape setting and 

structures with prosperity, whilst also using them as alluring advertisements for 

attracting investment.
197

 

The fascination with picturesque ruin and decay evident in Cutshaw’s gothic 

park structures and the monuments of Richmond’s Rural Cemeteries reflects themes 

common to the work of contemporary landscape artists, particularly that of America’s 

most revered Romantic painter, Thomas Cole. Cole, who emigrated from England to 

America at the age of seventeen, had toured extensively in Europe studying the 

paintings of Claude Lorrain and the landscapes which had inspired him.
198

 Perhaps 

Cole’s greatest, and certainly his best known work is The Course of Empire (1836), a 

series of five landscapes depicting the rise, decline and fall of a civilisation. At a time 

when youthful America popularly associated itself with the early Roman Republic, 

Cole’s painting told a cautionary tale of what might yet befall rapidly modernising 

American society, whilst nostalgically alluding to the supposed blissful innocence of an 

Arcadian past. Cole’s work, along with that of Turner, proved immensely influential 

upon a generation of American landscape artists including Jasper Francis Cropsey 
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Fig. 4.74 Postcard, dated 1895, showing the ruinous gothic carriage entrance and the Monument 

to Confederate Dead, Hollywood Cemetery, Richmond, Virginia. Image courtesy of Virginia 

Commonwealth University. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.75 Visitors are shown flocking to Hollywood Cemetery, Richmond, to take in the 

picturesque scenery and its fantastical historical monuments, in this view of 1867. Image 

courtesy of Virginia Commonwealth University. 



 

 

 

 

 

 

 

 

 

 

Fig. 4.76 The gothic Pump House and Assembly Rooms, at Three Mile Locks, Richmond, 

Virginia. Engineer William Cutshaw envisaged the building as a setting for rustic balls amid the 

naturalistic scenery of the river rapids, with guests arriving by boat from the city. Image by 

author. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.77 Jasper Francis Cropsey’s Starrucca Viaduct (1856). This view shares many 

compositional qualities with the view from Libby Hill, Richmond, in particular, the bend of the 

river observed from a high point, and the absorption of industry by the picturesque, shown here 

by Cropsey’s depiction of the steam train and viaduct. Image from J. A. Mott, ed., Jasper F. 

Cropsey: Artist and Architect (New York: The New York Historical Society, 1987) p. 82 



 

178 

 

(1823-1900).
199

 Cropsey was considered to be a principal figure of the so-called 

‘Hudson River School’ of landscape art
200

 which promoted the establishment of a 

national landscape vision. The Hudson River School played a significant part in the 

creation and propagation of a national style by depicting landscapes as expressions of 

cultural and national identity, leading to its current conception “as shorthand for the 

dominant American landscape vision […] between 1825 and 1875.”
201

 The promotion 

of landscape art at this time can be seen as a reaction to rapid urbanisation and 

industrialisation, and a deeply felt desire for a reconnection to the perceived values of a 

romanticised rural past.
202

 If an appreciation of landscape art could compensate for a 

disconnection from nature, it could also mediate between the urban and rural, 

assimilating symbols of industrial modernity through picturesque composition.  

Cropsey, like Turner, was fascinated by the railways springing up across 

America at this time.
203

 In his Starrucca Viaduct (1856) (fig. 4.78) which, like Turner’s 

Rain, Steam and Speed, is a study of a railway viaduct and river, Cropsey juxtaposes 

modern and ancient modes of transport, demonstrating the new picturesque vantage 

points the railway afforded of the river and valley. He wrote,  

“What a beautiful view from the [railway] bridge looking over the 

Susquehanna [Valley], how green and delightful were the meadows – 

how luxuriant and beautiful were the trees – how white and tidy were 

the houses and how many wealthy looking cottages among them – how 

the horses did scamper as the train passed their full mane long tail and 

graceful movements came in very beautiful with the flourishing and 

suburban appearance of all around.”
204

 

In the same way as naturalistic landscaping softened the impact of modern cemeteries 

and suburban developments, the absorption of the railways by landscape art seamlessly 

assimilated symbols of modernity, veiled in the conventional imagery of picturesque 

composition.  
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Cropsey travelled twice to Europe. Even before he came to tour England, 

Cropsey already had a romantic vision of ‘Old England,’ painting scenes of gothic 

castles amid picturesque landscapes in Days of Elizabeth (1853) (fig. 4.79) and Days of 

Chivalry (1854). In Jasper F. Cropsey: Artist and Architect, biographer J. Mott suggests 

Cropsey may have been inspired by readings of Walter Scott’s romantic novels.
205

 It 

may even have been Scott’s romantic accounts of eighteenth-century Richmond-upon-

Thames, in Heart of Midlothian (1818), which encouraged Cropsey to visit, and to 

paint, the view from Richmond Hill in 1862 (fig. 4.80).
206

 

One could argue that Cropsey’s later paintings of American landscapes sought to 

reproduce American equivalents of the Richmond Hill view, treating the Hudson River 

Valley as a glorious, patriotic landscape in the manner of the Thames Valley. 

Compositionally speaking, Cropsey’s Hudson River paintings share many 

characteristics of his View from Richmond Hill (1862); a high wooded vantage point 

overlooking a bend in a river, often dramatically lit by the golden rays of the setting sun. 

In fact, one may easily compare Cropsey’s Richmond Hill with his later American 

landscapes Sunset, Lake George, New York (1867) and Bend in the River (1892) (fig. 

4.81). 

Cropsey’s landscape art is particularly interesting to the architectural historian as 

he had originally trained as an architect. Significantly, during his five year 

apprenticeship in the office of New York architect Joseph Trench,
207

 Cropsey first 

learned to paint landscapes as backgrounds to architectural drawings.
208

 Of the 

surviving drawings in Cropsey’s hand, a series of rural cottage plans demonstrate his 

affinity to the eclectic works of architectural theorist and landscape architect Andrew 

Jackson Downing.
209

 Downing’s hugely popular pattern books for fantasy gothic 

retreats no doubt also acted as inspiration behind the design of Cropsey’s own 

fantastical country house ‘Aladdin,’ near Warwick, New York, constructed at the height 

of his career in the 1860s (fig. 4.82).
210

 Downing wrote: 

“the man of sentiment or feeling and the man of imagination are the 

men for picturesque villas, country houses with high roofs, steep 

gables, unsymmetrical and capricious forms. The architect may safely 
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Fig. 4.78 J. F. Cropsey’s romantic Days of Elizabeth (1853), probably inspired by the writing of 

Sir Walter Scott. Image from J. A. Mott, ed., Jasper F. Cropsey: Artist and Architect (New 

York: The New York Historical Society, 1987). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.79 J. F. Cropsey painted Richmond Hill and the Thames, London during his visit to 

England in 1862. On his return to America, Cropsey refined his patriotic picturesque style, 

producing some of the most famous canvasses of the Hudson River School. Image from J. A. 

Mott, ed., Jasper F. Cropsey: Artist and Architect (New York: The New York Historical 

Society, 1987). 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.80 J. F. Cropsey’s A Bend in the River (1892), presumably a location in the Hudson 

Valley, shows many compositional similarities with his earlier Richmond Hill and the Thames, 

London, and with the work of English artist J. M. W. Turner. Image courtesy of the Google Art 

Project. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.81 Architectural drawing, by J. F. Cropsey, of his own fantastical country house 

‘Aladdin’, near Warwick, New York State. Image from L. S. Ferber, The Hudson River School: 

Nature and the American Vision (The New York Historical Society, 2009) p. 145 



 

180 

 

introduce tower and campanile – any and every feature that indicates 

boldness, energy and variety of character.”
211

 

 

4.13 Scenic Architecture and the Invention of Photography 

 

Downing’s comments neatly tie together concepts of the picturesque, to be 

achieved through ‘variety’ and ‘character,’ and the notion that through historical 

allusion, picturesque architecture appealed to the learned and cultured man of 

‘sentiment or feeling.’ Downing’s picturesque architecture found particular resonance 

among the growing industrial middle classes, reflected in many of Richmond’s late 

nineteenth century buildings. Of the city’s many fantasy structures, none demonstrates 

an affinity for scenic effect more so than Pratt’s Castle, constructed by William Abbott 

Pratt on Gamble Hill in 1854 and demolished in 1958 (fig. 4.83). Pieced together from 

rolled sheet iron scored and painted in imitation of stone,
212

 Pratt’s castle accented the 

western skyline of the city as viewed from Libby Hill. Mordecai stated that the “Gothic 

tower, on the very apex of the hill; […] [gave] a distant view of […] the hill a Rheinish 

aspect.”
213

 In the manner of Walpole’s sham castle at Strawberry Hill, the interior of 

Pratt’s Castle was designed as a picturesque sequence of varied room shapes, sizes and 

aspects, dramatised with coloured glass and chivalric devices. Pratt, an Englishman 

trained in architecture and engineering, had served as Superintendent for Baltimore’s 

Green Mount Rural Cemetery where he certainly had input in the picturesque landscape 

design.
214

 Pratt’s talent for the scenic is also demonstrated by the success of his Virginia 

Sky Light Daguerrean Gallery, the first such gallery in Virginia, opened in 1846.
215

 

Pratt’s Gallery produced the first photographic postcards of his sham ‘castle,’ which he 

no doubt hoped would became a favourite subject of city views, and a popular tourist 

destination in its own right.  

The allusion to romanticised medievalism exhibited in Pratt’s iron castle shares 

attributes with his early daguerreotype photographs, many of which exhibit the 

contemporary fashion for themed costume scenes. Lowenthal has written, “the very 

notion of ‘seeing’ the past gained currency from the […] proliferation of book 
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illustrations that began to accustom people to the past as a visual experience. 

Photography made such images accurate and ubiquitous, replacing not only the tangibly 

antique but history and memory as well.”
216

 

The impact of the invention of photography, and the possibility of its infinite 

reproduction,
217

 on the perception of the city cannot be underestimated. In Kodak and 

the Lens of Nostalgia (2000), Nancy Martha West suggests that, through advertising, the 

Kodak company taught consumers to “apprehend their experiences and memories as 

objects of nostalgia, for the easy availability of snapshots allowed people for the first 

time in history to arrange their lives in such a way that painful or unpleasant aspects 

were systematically erased.”
218

 Equally, the photograph captured the realities of 

American cities and instilled in citizens a heightened sensitivity towards what was, and 

was not, picturesque or photogenic. As cultural theorist Marshall McLuhan has written: 

“This immense tidying-up of our inner lives, [...] has had its obvious 

parallels in our attempts to rearrange our homes and gardens and our 

cities. To see a photograph of the local slum makes the condition 

unbearable. The mere matching of the picture with reality provides a 

new motive for change.”
219

 

Where the landscape artists of previous generations could ‘tidy’ up unsightly portions of 

the city with a brushstroke, like the unkempt wasteland which had always encircled 

Jefferson’s Capitol, photography made such spaces new objects of civic shame. It is no 

coincidence that a movement of civic beautification began to sweep through American 

cities at around this time: the ‘City Beautiful Movement’ of the late 1890s.
220

 

These newly tidied-up cityscapes would feature heavily on millions of 

photographic postcards. The early years of the photograph coincided with the 

professionalisation of American advertising; marketing experts, brand names, labels and 

packaging were all in their infancy.
221

 According to the Special Collections department 

of Virginia Commonwealth University Library, photographic postcards began to be 

widely used in the United States after the introduction of the Private Mailing Card Act 

in 1898. In the next few years the demand for postcards grew as a craze for collecting 

them spread throughout the country. This ‘golden age’ of postcard publishing and 
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Fig. 4.82 Postcard view of William Abbott Pratt’s ‘Castle’, Richmond, Virginia, c. 1917. Image 

courtesy of Virginia Commonwealth University. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.83 Two1920s Kodak posters. Kodak successfully marketed the camera as an essential 

companion for capturing happy excursions in the countryside. The poster to the right, from the 

back cover of National Geographic Magazine promotes the railway as picturesque experience, 

and the camera as collector of scenes and memories. Note the river’s bend framed through the 

train window as signifier of the picturesque. Images from N. M. West, Kodak and the Lens of 

Nostalgia (Charlottesville & London: University Press of Virginia, 2000). 



 

 

 

 

Fig. 4.84 Cover of Harper’s Weekly 

Magazine, showing the view from newly 

laid out Gamble Hill Park, Richmond, VA. 

The view of heavy industry and the middle 

class couple in the foreground represent 

the ‘New South’, liberated from the 

shackles of an outdated and hierarchical 

plantation economy, which was itself 

represented by the pastoral view from 

Libby Hill Park. Image from T. Tyler 

Potterfield, Nonesuch Place: A History of 

the Richmond Landscape (Charleston & 

London: The History Press, 2009). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.85 A heavily romanticised pastoral view of the James River from Libby Hill Park, 

Richmond, Virginia, by Lefevre Cranstone, 1859. Image courtesy of the Valentine History 

Centre. 
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collection lasted from 1898 through to the mid-twentieth century. One estimate has put 

the number of different postcard views of Richmond, Virginia produced during this 

period at around two thousand.
222

 In America, as in the UK and mainland Europe, the 

effect of the photographic postcard was to turn city views into commodities to be 

consumed. As West writes: 

“beginning at mid-century, [...] objects assumed an increasingly 

symbolic value, emerging as signs for or symbols of a seemingly 

endless variety of social meanings. Such a transformation occurred 

because formations such as advertising emerged during this period to 

represent commodities as spectacles, as objects that possessed 

unprecedented special meanings.”
223

  

The trend for increasing commodification is reflected by the Great Exhibition of 1851 

and the series of American ‘world’s fairs’ which followed. Richmond too held an 

exhibition in 1892 at which all manner of products could be viewed and/or purchased. A 

contemporary newspaper image depicts the city itself, its landscape and its architectural 

objects, as a series of commodities to be viewed, presented to the observer as if arranged 

for perusal in a gallery.
224

 Through the mass-production and distribution of photographic 

prints, the city view as commodity could now also be owned by anyone, anywhere. At 

the same time, the photographic image of a city could be nostalgic, a visual cue 

preserving the personal memories of a particular time and place. The American Kodak 

company certainly promoted this interpretation, shifting their advertising focus from the 

pleasures of taking photographs (1880s onwards) to the recording of home-life and the 

preservation of domestic memories (post-1900s) (4.84).
225

 As Lowenthal has written,  

“Nostalgia is now even planned for, [...] we look back in the midst of 

our enjoyment to recapture it for memory. No single force has so well 

conditioned this mentality as snapshot photography. Posing for a 

photograph in the midst of an experience, we already imagine that 

experience as an idealized memory before the camera’s button has 

even been pressed.”
226

  

Communicated through a burgeoning illustrated magazine industry,
227

 Kodak’s message 

reached out to a readership of nearly twenty-five million by the early years of the 
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twentieth-century, which West believes taught a whole generation to read images with 

nostalgic sensibility.
228

 Kodak’s success can, at least in part, be attributed to the success 

of these magazines, that exploited new photo-reproduction technologies such as the 

improvement of the halftone process (1890) and the photogravure process (1895). 

Boorstin has described these technical innovations as “part of a great, but little-noticed, 

revolution,” dubbing it “the Graphic Revolution,” a period in which “Man’s ability to 

make, preserve, transmit, and disseminate precise images – images of print, of men and 

landscapes and events […] grew at a fantastic pace.”
229

 An equally important factor in 

the success of these photographic magazines was their marketing as the natural 

accompaniment to leisure time. As a correspondent in a 1902 issue of Printer’s Ink 

wrote: 

“Years ago it was discovered by advertisers that a first-class magazine 

was valuable because it was the companion of the hour of rest. If you 

wished to reach people with minds free from business cares you could 

do so in these periodicals – on grassy banks, stretched at full length, 

magazine in hand; in parlor car, travelling leisurely across the 

continent.”
230

 

The railway tourist or Sunday picnic party, exposed to Kodak’s magazine 

advertisements, now sought to capture (and preserve the memory of) the landscapes they 

saw before them, particularly as periodicals such as Outing Magazine and Outdoor 

World and Recreation had begun to promote the camera as an essential accessory of the 

outdoor excursion (4.84).
231

 By the time Kodak introduced the $1 Brownie camera in 

1900, the amateur photographer was trained to see, and equipped to capture, scenes of 

picturesque, historic and/or natural interest like those of Richmond’s public parks, and 

Libby Hill was no exception.
232

 

A study of Richmond’s many postcard views demonstrates a shift in popularity 

from Western viewpoints of the City, towards the more idyllic rural view from Libby 

Hill in the east. With the arrival of heavy industry in the western part of the city, 

attracted by the canal and abundance of free water-driven power, western viewpoints 

became increasingly industrialised, as demonstrated by the cover image of Gamble Hill 

Park in Harper’s Weekly (1887) (fig. 4.85). Set against the headline “The New South,” 

this image glories in the sublime scale of Richmond’s factories, presenting them as a 
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spectacle to be observed from the foreground park bench. Post-Civil War, the defeated 

South was committed to a program of ‘reconstruction,’ or the modernisation and 

industrialisation of its primarily agricultural economy. In this image, mechanisation is 

presented as a liberating force, freeing an increasingly prosperous middle-class from the 

drudgery of labour intensive work, and at the same time allowing for leisure time in 

which to admire the city’s picturesque public parks and open spaces.  

If the ‘New South’ politics of reconstruction promised a future golden age, its 

potency was reliant upon deep rooted nostalgic sentiment for a former golden age. As 

Cobb suggests, “Defeated and embittered, southern whites drew determination and hope 

from the New South’s promises of an affluent golden age just ahead,” just as they “also 

found pride and reassurance in [the south’s] celebration of a carefully constructed 

golden age behind, the glorious and heroic heritage of the Old South and the Lost 

Cause.”
233

 If the Gamble Hill image stands for the ‘New South,’ the Libby Hill view 

could emphasise a nostalgic, picturesque rurality, a heavily romanticised image of the 

‘Old South’ in which the Confederate Cause found expression. A painting by Lefevre 

Cranstone (1859) turns away from the city completely, taking in the rural view which 

had inspired Byrd and moved Latrobe (fig. 4.86). It was this view in particular which 

most frequently drew upon the ideals of the Picturesque movement. Editor of the 

Southern Literary Messenger, George W. Bagby, stated the view contained the “rocks 

that Salvator would love to paint, and the skies that Claude could never limm [sic].”
234

 

Similarly, an 1848 article in the same journal stated the view from Libby Hill was a 

“picture” that could not “fail to fascinate the lover of the rich, the varied, and the 

beautiful in landscape painting.”
235

  

 

4.14 Making a Monument of the View: Libby Hill as Memorial to 

the Confederate Cause 

 

In 1894, a memorial to confederate soldiers and sailors – and implicitly to the 

confederate cause – was constructed on Libby Hill. This memorial effectively sought to 

claim a particular politics for the landscape of Richmond and its picturesque images. It 

also claimed the landscape for a particular politics. Its new re-imagination of the idea of 

Richmond’s landscape, rooted in familiar claims to nostalgia and authenticity, are 

worthy of note. 
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Though admired often for its picturesque qualities, Libby Hill also afforded a 

near cartographic birds-eye view of the city. The strategic nature of this prospect led to 

its use by Latrobe in mapping the Capital of the Commonwealth (c.1798), by the 

newspaper Harper’s Weekly in mapping the militarisation of the Capital of the 

Confederacy (1862), by J. Wells and R. Hinshelwood in the depiction of the smoking 

chimneys of the city’s strategic ironworks (1863) and by a series of photographers to 

record the destruction of the city in the wake of the American Civil War (1865) (fig. 

4.87). These latter photographs demonstrate a fascination with the smouldering ruins of 

war, depicting the shattered remains of the city’s grand buildings in a deeply moving 

and eerie fashion. This incredible photographic record of Richmond’s Civil War 

destruction formed the basis for the collections of the Southern Historical Society, 

established soon after in 1869. The Society’s comment that its collections would form 

“a complete arsenal from which the defenders of our cause may draw any desired 

weapon”
236

 would seem to corroborate photographer Susan Sontag’s much later 

observation that the language of photography borrows much from the military (you 

‘aim’ and ‘shoot’ the camera).
237

 The creation of historical societies, and the assembly 

of these visual ‘arsenals’, also represented a militaristic defence of a Southern collective 

memory, or “a Confederate historical memory that would vindicate both the 

Confederate cause and those who served it”.
238

 One could argue that regional identities 

were strengthened rather than weakened by Civil War. Cobb has written, “if the 

defeated southern states had emerged from the Civil War as a relatively cohesive 

‘South’, the triumphant North had simply affirmed its credentials as ‘America.’”
239

 

Thus, in the immediate aftermath of the Civil War, Richmond posited itself as anti-

North, the ‘real America’ or even anti-American, adopting the varied imagery and 

associations of ancient Greece, Rome, Augustan England and the semi-fictitious 

romanticised landscapes of American artists as its model. Richmond’s Civil War 

photographs lamented the destruction of a supposedly glorious ‘Old South’ (despite the 

fact that the city had been burned by retreating Confederate forces), romanticising the 

ruins of the Southern Union in the fashion of a fallen Empire. As if to underline this, 

Jefferson’s war-ravaged Capitol, captured by Unionist cannon, and then by their 

cameras and photographic film, plays a symbolic lead role in many of the images.  
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Fig. 4.86 The destruction of 

Richmond in the wake of the 

American Civil War (1865) 

was captured by hundreds of 

photographs. Jefferson’s 

damaged Capitol takes 

centre stage in many of 

these, inviting comparisons 

between the fall of the South 

and of classical Rome or 

Carthage. Images courtesy 

of the Virginia Historical 

Society. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.87 View of Libby Hill Park (formerly Marshall Park), showing the Confederate Soldiers 

and Sailors Monument to the right of centre with the view over the James River to the right. 

Image from “How It Was All Done: A History of the Confederate Soldiers and Sailors 

Monument,” Richmond Times-Dispatch (30 May, 1894). 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.88 The city of Richmond throws open her gates to welcome visitors to the 1892 

exhibition. In this image, the city is itself represented as a collection of classical objects, 

arranged for exhibition. The Confederate Soldiers and Sailors Monument is centre-right. Image 

from “Welcome Friends!: Richmond Throws Open Her Gates to the Exposition Visitors,” The 

Richmond Dispatch  (6 October, 1892). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.89 Working drawing showing gradient calculations, c. 1880, for carriageways and 

footpaths, Libby Hill Park. Image courtesy of the State Library of Virginia. 
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In an explicit reference to imperial Rome, Cutshaw, charged with the 

development of the municipal parks, designed the Monument to Confederate Soldiers 

and Sailors, erected on Libby Hill in 1894.
240

 This took as its model Alexandria’s 

‘Pompey’s Pillar’, erected for Emperor Diocletian in 293AD, standing 73 feet high and 

topped with a bronze Confederate Soldier. As if to highlight this classical reference, 

contemporary postcards depicting the monument claim that “it occupies one of the 

seven hills from which Richmond (like ancient Rome) is built,” adding that “from its 

summit may be obtained a magnificent panoramic view of the city and surrounding 

country, while at its foot, sweeping […] in a wide and graceful 'bend', flows the historic 

James river.”
241

  

In the decades following the Civil War, this spot had first been earmarked for a 

monument to General Lee; the Ladies’ Lee Monument Association proposed the site in 

1882.
242

 However, opinion on the location of the monument was divided and, following 

the amalgamation of the Ladies’ and State Lee Monument Associations, a site was 

identified on Richmond’s Monument Avenue development. In this light, the 

Confederate Soldiers and Sailors Monument can be seen as somewhat of a compromise; 

Cutshaw, whom had always advocated the building of the Lee monument on Libby Hill, 

simply continued with his plan to erect a monument, albeit to a different facet of the 

Confederate cause. Central to Cutshaw’s argument to build on Libby Hill was the site’s 

visibility within the landscape, and thus its visual power. A correspondent to the 

Richmond Dispatch (1886) remarked: 

“There alone will it be the common property of our people, for there it 

can be seen by more of them and from more parts of the city than any 

other. […] From the deck of the river steamers its towering form will 

greet the eye as soon as the bend […] is passed.  

Passengers by the [...] railroads could see it from the car 

windows before reaching the city limits. Standing there alone with no 

large buildings to detract from its beautiful proportions [...] it will 

show to better advantage than at any other point in the city.”
243

  

One can also detect a sense that Cutshaw, and the other advocates of the Libby Hill 

location intended the monument to act as a viewpoint itself; that the monument was a 
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celebration of Richmond’s landscape setting. The aforementioned newspaper 

correspondent continues: 

“It is a lovely spot, and from it the view of the river, landscape and city 

is unsurpassed. A lady once standing there when the evening sky was 

all aglow and flushing all nature with its radiance remarked to me: ‘I 

have seen most of the celebrated views in this country and in Europe, 

but not one of them is more beautiful than this.’”
244

 

The role of the monument as viewpoint is made explicit by an history of the project, 

published in 1894, which documents a series of improvements resulting in the creation 

of the viewing terrace and carriageways that survive today:  

“part of the plan of improvement contemplated is to extend the plateau 

on which the monument stands outward a distance of sixty or seventy 

feet, ending in a fall to the terrace below […] and a part of the 

sidewalk on the resident side of the street will be sacrificed to make a 

broad driveway around the base of the column, and the monument [and 

landscape] may thus be viewed by a carriage on every side.”
245

 

An accompanying illustration depicts the monument, improved viewing terrace and 

carriageways along with the panoramic view of the James River bend and distant hills 

beyond (fig. 4.88).
246

 

The erection of multiple monuments at this time – among which that on Libby 

Hill was most prominent – served to beautify the city, scattering it with art objects as if 

the city itself was a museum of (new) historical artefacts. As a demonstration of this, the 

Richmond Dispatch (1892) uses the Confederate Soldiers and Sailors Monument as an 

illustration of Richmond as a glorious city of classical monuments; ‘Lady Richmond,’ 

dressed in classical drapes, is shown welcoming visitors through the triumphal arch of 

an imagined city gate (fig. 4.89). Within is a whirlwind of classical objects, from 

Jefferson’s Capitol to St. Johns’ Church and the familiar form of the Confederate 

Soldiers and Sailors monument on Libby Hill.
247

 The familiar landscape was thus 

claimed, in familiar ways, for a newly reinvented idea of tradition. 

 

4.15 Libby Hill  and the Origins of the American Parkway 

 At the same time as the city, its parks and its cemeteries were being embellished 

with classically inspired monuments, the private landscape gardens of industrial tycoons 
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around Richmond were also being embellished with ornamental structures. Over a 

period of thirty years, the Dooley family landscaped much of their Maymont estate, 

built on a bluff overlooking the James River in 1893, in the manner of an English 

landscape garden, with rolling lawns, groves and summerhouses positioned to take in 

sweeping river views. A disused granite quarry was transformed into a rugged 

wilderness garden complete with waterfall and grotto in the form of a grotesque face, 

whether coincidentally or not, melding ideas from Pope’s grotto at Twickenham with 

Solomon de Caus’s project for a grotesque giant at Richmond Palace. Maymont’s 

entrance sequence, a serpentine drive offering a tour of unfolding picturesque views, 

was arguably the most important feature of any grand ‘gilded age’ landscape plan at this 

time. 

The Maymont estate was approached via Brookland Park Boulevard, laid out by 

landscape architect Frederick Law Olmsted as a broad, tree-lined avenue he dubbed a 

‘parkway.’ As historian Timothy Davis has written “Olmsted’s new term [‘parkway’] 

brimmed with novelty and refinement […] the word’s pastoral associations accorded 

with the prevailing ideology that celebrated rural virtues and equated the suburban 

lifestyle with moral welfare and material progress.”
248

 In reaction to the rapid 

urbanisation of American towns, a parkway building boom soon followed, which Davis 

has seen as “an official landscape produced by institutionally empowered designers 

intent on imposing order, stability, and traditional notions of social and aesthetic 

propriety on unruly vernacular environments that struck refined observers as unsightly 

and undesirable.”
249

 A parkway designed to hug the James River, connecting Byrd and 

Gamble Hill Parks with the Hollywood, River View and Mount Calvary Cemeteries was 

put forward in 1908. Charles Bolling “predicted that the “beautiful scenery and 

exquisite views” of his ultimately unbuilt route […] would form one of the most 

attractive parkways in the United States.”
250

 

 These suburban parkways have a direct relationship to the carriageways 

developed for Rural Cemeteries, which followed the serpentine contours of hills and 

vales to ease the transport of coffins and funeral parties. The carriageways’ sinuous 

curves and smooth grade rendered them not only a pleasure to drive, but contributed to 

the aesthetic pleasure of their visual forms. By the 1920s, the carriageway had become a 
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Fig. 4.90 Two 1909 postcard views of the carriageways and Confederate Soldiers and Sailors 

Monument, Libby Hill Park, Richmond, Virginia. Images courtesy of Virginia Commonwealth 

University. 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.91 Two 1912 postcard views of Libby Hill Park, showing the Confederate Soldiers and 

Sailors Monument, octagonal viewing pavilion, serpentine carriageways and the view over the 

James River. Images courtesy of Virginia Commonwealth University. 
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principal feature of Richmond’s public parks. The carriageway at William Byrd Park 

proved so popular with speed-hungry carriage drivers that a separate speedway facility 

was opened in the northwest corner of the park (1900) in order to secure the safety of 

pedestrians.
251

  

 One could argue that the development of the American parkway both responded 

to, and encouraged, carriages capable of increasing speeds. The concept of speed began 

to exert an increasing influence upon all areas of American culture as the railways sped 

up local and continental connections. In visual culture, the accelerating speed of 

photographic shutter mechanisms and exposure times enabled the static ‘snap-shot’ to 

capture high-velocity movement, most notably in Eadweard Muybridge’s studies of 

animal locomotion (1870s). By splitting movement into a series of successive frames, 

Muybridge played an important part in the intermediary stage towards cinematic film.
252

 

In many ways the dynamic visual experience of the parkway could be described as 

cinematic.  

This quality of the parkway, where picturesque scenery could be appreciated 

from the moving vantage point of the speeding carriage, is demonstrated by Libby Hill 

Park, where a series of serpentine carriageways were designed to link upper Franklin 

Street with lower East Main Street (fig. 4.90). The scenic effect of these curving 

cobbled roads, which complemented the vertical Confederate Soldiers and Sailors 

Monument and its sweeping background of the James River is illustrated by a 

proliferation of contemporary postcards. In particular, a pair of views from 1909 and a 

similar pair of 1912 demonstrate the popularity of the park with carriages and, 

importantly, early motorcar tourists (fig. 4.91). Many photographic postcards also show 

how the park was designed to be appreciated from this northern vantage point, further 

reinforced by the positioning of the octagonal bandstand/viewing pavilion in the 

foreground to many of the images (fig. 4.92). Plans held by the Library of Virginia 

show how this pavilion was expanded in 1911 to include a greatly enlarged first floor 

tearoom from which the picture-postcard view could be admired (fig. 4.93).
253

 Just one 

postcard in the Virginia Commonwealth University collection adopts a drastically 

different viewpoint, positioned behind the Confederate Soldiers and Sailors Monument 

with back turned to the view (fig. 4.94). The apparent motive behind this orientation 
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was to prominently display a new motorcar in the foreground of the view, highlighting 

the park’s popularity with a rising class of wealthy and fashionable motorcar owners, 

and the possibilities for viewing historic landscapes at a new speed.
254

 

 

4.16 Photography, Outdoor Pursuits and the Perception of National 

Landscapes 

 

 The appearance of carriageways and the motorcar, in postcard views of 

Richmond’s parks demonstrate how designers increasingly considered the ‘windshield’ 

view of the city. As Boorstin has noted, the immense physical endurance and “athletic 

exercise” of travel had evolved into a “spectator sport.”
255

 The ease of access to nature 

enabled by the motorcar is reflected by the growth of outdoor recreation movements 

throughout the early 1900s. In particular, it is reflected by the promotion of naturalistic 

and ornithological photography by camera manufacturers and magazines, which 

presented scientific interest as a legitimising excuse for an aesthetic practice.  

The pursuits of photography, drawing and painting were also promoted by the 

leadership of the Anglo-American Scout movement (established in 1907; Boy Scouts of 

America founded in 1910) which was founded with the goal of cultivating among city-

bred boys the qualities of “courage, loyalty, patriotism, brotherliness, self-control, 

courtesy, kindness to animals, usefulness, cheerfulness, cleanliness, thrift, purity and 

honour.”
256

 At the root of the American Boy Scout movement was a deeply pervading 

sense of patriotic nostalgia for a return to nature and the perceived noble rustic values of 

the pioneers or founding fathers. As The Official Handbook for Boys (1911) stated: 

“the scout should be a lover of his country. He should know his 

country […] what are its natural resources, scope and boundaries. He 

ought to know something of its history, its early settlers, and of the 

great deeds that won his land. How they settled along the banks of the 

James River. […] He ought to know what is expected of him as a 

citizen of his state and nation.”
257

 

The central role that the American landscape, and indeed the Richmond landscape, 

played in patriotism at this time is nowhere better demonstrated than in Samuel Smith’s 
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poem America, which appears in the Scout handbook’s ‘Patriotism and Citizenship’ 

chapter. Smith’s 1832 poem served as the de facto national anthem of the United States 

until the adoption of The Star Spangled Banner. Smith writes: 

 “My native country, thee 

 Land of the noble free, 

 Thy name I love; 

 I love thy rocks and rills, 

 Thy woods and templed hills; 

 My heart with rapture thrills 

 Like that above.”
258

 

Smith’s use of the imagery of “rocks and rills” and, notably, “templed hills” is typical of 

picturesque literature and could easily be compared to contemporary descriptions of the 

landscape surrounding Richmond, Virginia. These picturesque landscapes were thus 

promoted as quintessentially American, and generations of Boy and Girl Scouts were 

taught to appreciate such landscapes and cultivate patriotic sentiment via the visual arts. 

If the scout and other movements encouraged outdoor pursuits, developers 

promoted spacious suburban developments as ideal sites for indulging in gardening, 

walking and naturalistic photography. Advertisements in contemporary newspapers 

encouraged readers to take the street car to view the empty lots for sale in large 

suburban developments. One such advertisement promised that “You would have ample 

room for lawns, gardens, fruits and flowers”. ‘Woodland Heights,’ it asserted, “is a 

restricted, high-class residential park, and by all odds the most beautiful.”
259

 Another 

stated that ‘Westbrook Lawn’ “Offers the opportunity of a lifetime for those who desire 

to live outside the city limits with all city conveniences”
260

 while a third used the tag 

line “Back to Nature and the Farm” to sell lots at “The Village of Bensley: ‘The Suburb 

Beautiful.’”
261

 Rural appellations such as ‘village’ or ‘farm’ were often joined to names 

alluding to aristocratic and historical roots such as ‘park,’ ‘lawn,’ ‘estate’ and 

‘colonial.’
262

 Eminent landscape architects were commissioned to provide developments 

with the coherent pastoral landscaping of municipal parks and cemeteries. Of particular 

note, Law Olmsted was commissioned to lay out the street car suburb of Sherwood Park 

(1891) on a curvilinear plan familiar to us from his park landscape designs. The oval 
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Fig. 4.92 Plans for viewing pavilion, Libby Hill Park (1911). Image courtesy of the State 

Library of Virginia. 

 

 

Fig. 4.93 Undated postcard of the Confederate 

Soldiers and Sailors Monument, Libby Hill 

Park, Richmond, Virginia. Rather than 

adopting the usual position, the James River 

view is behind the observer, apparently in 

order to prominently display a motorcar in the 

foreground of the image; the motorist is 

observing the river view beyond. Image 

courtesy of Virginia Commonwealth 

University. 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.94 The curving boulevards of the Windsor Farms suburban development, Richmond, 

Virginia. Three Large estates border the river: Agecroft Hall is to the left, Virginia House is 

centre, and Nordley is to the right. Image courtesy of Virginia Commonwealth University. 
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blocks and curved streets proved too adventurous for local developers, however, who 

had abandoned the plans by 1920.
263

  

Elsewhere, Garden clubs were more successful at introducing naturalistic 

landscaping to suburban developments, working towards civic beautification, following 

another re-imagination of the picturesque tradition, by actively promoting the idea of 

historic garden and landscape restorations. The James River Garden Club was founded 

in 1915, the first in Richmond and one of the founding clubs of the Garden Club of 

Virginia (1920). A separate organisation, the Virginia Foundation of Garden Clubs was 

founded in 1933 and, by 1939, there were at least a dozen clubs operating in the 

Richmond area.
264

 The work of Richmond’s garden clubs promoting anew the traditions 

of its picturesque visions, received considerable national recognition after the Garden 

Club of America conference was held in Richmond in 1924.  

  

4.17 Windsor Farms: Projecting ‘Old England’ upon Richmond, 

Virginia
265

 

 

The work of the garden clubs became merged with the ‘windshield’ view in the 

ideals of the Garden City Movement, which we encountered exemplified near the 

Thames in the example of Richard Norman Shaw’s Bedford Park, Chiswick. In 

Richmond, Virginia, the Garden City Movement is best demonstrated by landscape 

architect John Nolen’s design for a suburban estate commissioned by tobacconist T.C. 

Williams. Given a suitably agrarian name, along with the connotations of an idealised 

aristocratic ‘Old England,’ a 1926 plan of Nolen’s ‘Windsor Farms’ survives in the 

collections of Virginia Commonwealth University (fig. 4.95). The plan demonstrates 

how, as in British examples such as Parker and Unwin’s Hampstead Garden Suburb, 

streets radiate in a curvilinear pattern about a central square and club house. The 

combination of naturalistic landscaping and historical architecture lend the suburb the 

appearance of a number of small “country house” estates with the feel of an “Old 

English village.”
266

 Describing the trend for romantic historicism in suburban 

architecture, Lowenthal has written: 
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“Architects on both sides of the Atlantic made tangible this nostalgic 

myth by reviving an Old English vernacular. Mock-Tudor became the 

predominant domestic style of the 1920s and 1930s, “quaint” and “old-

fashioned” became terms of praise; “to be up-to-date now meant to 

look as old as possible.”
267

 

Remarkably, Windsor Farms’ reference to old England was more than simply in the 

name and its visual cues; two of the constituent country house estates were 

reconstructed from architectural fragments shipped across the Atlantic.  

Before we examine these two reconstructions, something should be said about 

the context of 1920s American visual culture. The design of the Windsor Farms estate, 

with its curving roads lined with blossoming apple trees and quaint homes, conforms to 

a visual recipe popularised by contemporary postcard and photographic views. Of 

particular influence was the work of Harvard-educated Congregational minister Wallace 

Nutting, who amassed a fortune from the mass-production of his photographs, 

photographic calendars and guide books. These typically took the form of rural 

landscape views, the sinuous curve of a country lane a particular favourite subject of the 

Nutting oeuvre (fig. 4.96). The colonial homestead, with all its refined elegance amid 

picturesque naturalistic gardens, was also a popular choice; Nutting’s States Beautiful 

guidebook series, including Virginia Beautiful (1930) reads as an itinerary of colonial 

plantation estates intermingled with rural landscapes and picturesque lithographs.  

Nutting was not alone in his popularisation of nostalgic and picturesque scenes. 

In fact, as early as 1922 the Kodak Company had sent a team of marketing 

representatives “to drive along the country’s most travelled roads and scout out 

particularly scenic areas. Acting on their recommendations, Kodak’s advertising 

department erected 6000 signs to tip off motorists that a scenic view lay ahead. 

Composed simply of black lettering against a plain white background, the signs read 

“Picture ahead! Kodak as you go.”
268

 Kodak’s pairing of photography with motoring 

promoted American landscapes as pictures, visual commodities subject to aesthetic and 

artistic scrutiny, as well as nostalgic mementos of past holidays or events. In this way, 

Kodak played a direct role in the construction of what Urry calls the ‘tourist gaze.’
269

 As 

a 1917 Kodak advert caption stated: “Wherever the purr of your motor lures you, 

wherever the call of the road leads you, there you will find pictures, untaken pictures 

that invite your Kodak.”
270
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Fig. 4.95 Photographer Wallace Nutting’s depiction of cattle on the James River, in Virginia 

Beautiful (1930). Image courtesy of the Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.96 Wallace Nutting’s Trimming the Pie Crust (1915), taken at one of his New England 

show homes. Customers could not only buy his pictures, but visit the houses, and order his 

reproduction furniture, as featured in the photographs. Image courtesy of the Library of 

Congress, Washington D.C. 



 

 

 

 

 

 

 

 

 

Fig. 4.97 (Left) Coloured photograph from the Wallace Nutting studio, depicting a favourite 

subject, the anonymous country lane leading to a river through blossoming orchards. (Right) A 

page from the Wallace Nutting catalogue. Images courtesy of the Library of Congress, 

Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.98 Aerial photo (1928) of Windsor Farm, Richmond, Virginia, showing Agecroft Hall 

(left), Virginia House (centre) and Nordley (right). Image courtesy of Virginia Commonwealth 

University. 
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Unlike Kodak, Nutting also produced internal views, staged at a series of 

historic properties in New England and further afield, typically depicting nostalgic 

reconstructions of bygone daily life, such as Nutting’s Trimming the Pie Crust (1915) 

(fig. 4.97). In this view, the historic setting is complemented by reproduction furniture 

to Nutting’s own design, available along with his photos through the company’s 

successful catalogue.
271

 Enthusiasts of the Nutting ‘look’ could even spend the day 

motoring through the New England countryside to one of his five showroom houses, 

genuine historic buildings furnished with Nutting products and prints available for 

purchase (fig. 4.98).
272

 The very act of approach, speeding through the picturesque 

scenery of New England, acted as the prelude to Nutting’s consumer experience. The 

central role of the motorcar is demonstrated in the first introductory paragraph to 

Nutting’s General Catalog (1930), which states “There are superb drives in several 

directions. Our visitors come from everywhere, and our customers from all the states 

[…] The new motor route from Hartford through Stafford Springs is short and all 

rural.”
273

 One could argue that contemporary suburban developments, with their 

serpentine roads lined with blossoming cherry trees, sweeping lawns, and names 

deliberately rich with historic and aesthetic allusion, were designed to reproduce the 

visual effects of leisure motoring, as popularised by figures such as Nutting. Indeed, the 

‘Windsor’ appellation to Richmond’s Windsor Farms also alludes nostalgically to 

Windsor-backed furniture, reproductions of which achieved great popularity following 

Wallace Nutting’s guidebook to Correct American Windsors (1917)
274

 and his own 

catalogue of reproductions published one year later.
275

 As such, Nutting’s mix of 

nostalgia, colonial architecture and naturalistic landscape in Virginia Beautiful, his other 

guides, catalogues and show-homes, could be seen as a pattern book for contemporary 

suburban developments such as Richmond’s Windsor Farms.  

Certainly, the aforementioned reconstruction of two historic English buildings 

on the Windsor Farms estate demonstrates contemporary enthusiasms for the nostalgic, 
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historic and picturesque. The first such structure, Agecroft Hall, a fifteenth-century 

manor house formerly from Pendlebury near Manchester, was purchased at auction by 

developer T.C.Williams in 1925 (fig. 4.100). Its demolition and sale sparked protests in 

Britain and a debate in the House of Commons but nevertheless it was agreed that the 

Hall’s perilous derelict state amidst coal pits, the Manchester to Bolton Canal and a 

Railway was not to be preferred. The Williams’ and their architect Henry G. Morse 

salvaged only the most picturesque and interesting fragments of the house, re-erecting 

them to a new plan, designed to suit the twentieth-century requirements of the suburban 

commuter-belt family. Immediately next door, Alexander Weddell and his wife Virginia 

were also reconstructing the salvaged architectural fragments of a building they had 

acquired at auction in 1925; all that remained of Warwick Priory, an Elizabethan 

mansion incorporating medieval fabric (fig. 4.101).
276

  

The relocation of Warwick priory caused much local distress in Warwickshire 

and British newspapers were soon flooded with letters of protest. A correspondent of the 

Spectator wrote angrily: 

“It is with great concern that I, and no doubt many beside me, read in 

the daily papers of the sale of Warwick Priory and its removal to 

America. This is not the first time that wealthy Americans have bought 

ancient buildings in England and removed them piece by piece to their 

own country. No doubt if the tower of London were for sale they 

would buy and remove that. One can understand the Americans’ desire 

and love for these historical relics, but why are they allowed to remove 

them from their natural setting? These buildings belong to England, 

[…]. Cannot a petition be made to Parliament asking them to prevent 

by law any further actions of this description?”
277

  

Lowenthal has suggested that a motive behind the American importation of historic 

buildings may be discerned in the “typical moan that what was new was empty; lacking 

“the associations of tradition which are the soul and interest of scenery,” America had 

“the beauty of a face without an expression.””
278

 As has been pointed out by Jacqueline 

Taylor, an influential factor behind much of the distress caused by such importations, 

was the widening gulf between an increasingly rich and powerful United States, built on 

the profits of industry and an air of unshakable optimism, as opposed to the human and 

financial losses Britain had suffered as a result of the First World War.
279

 The very 
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notion that the ‘new money’ of America might buy up and ship out symbols of Britain’s 

ancient aristocracy and identity quite simply stung the pride of many who petitioned the 

government to take action. 

Despite protests, the Weddells succeeded in purchasing the entire building for a 

sum of £3,500 before a demolition auction for its constituent elements could be held.
280

 

The most interesting parts of the historic building were removed and transported, while 

the rest of the building was simply raised to the ground, with the help of explosives, 

before reconstruction a few months before the Stock Market Crash of 1929. This was 

much to the dismay of the editor of the Warwick and Warwickshire Advertiser who 

complained: “The Romance of Warwick Priory is over and its fate is imminent. Like 

many other art treasures and architectural gems representative of a past age of England, 

it is to go to America. Stone by stone its demolition will be complete, and all will be 

packed for transportation. The centuries old home of cloister quiet, the jingle of armour, 

of valour and the tales of chivalry will soon see Warwick no more.”
281

 Had the 

Weddells been intending a faithful reconstruction of the ancient building then, perhaps, 

protestors might have found small comfort in the retention of some perceived historical 

integrity. However, the Weddells’ intentions were entirely different. In fact, the couple 

had chanced upon the sale of Warwick Priory during a search for historic glass and 

panelling to complement a new build Tudor style home they were planning in 

Richmond. On visiting the building, it occurred to the Weddells that it contained enough 

weathered stone that it could be used as a quarry, from which they could construct a 

completely new home on a new plan, but with a suitably time-worn patina.  

 The Tudor or Elizabethan style at this time was enjoying a fashionable revival 

for reasons that the magazine Country Life in America makes clear: “Not only is it 

extremely picturesque but it offers a considerable degree of license for variation and 

unconventionality not found in other styles of architecture. One may set an Elizabethan 

house down almost anywhere and let it ramble about among natural growing trees in 

very nearly any unusual shape which best fits the landscape and still preserve 

consistency in respect to style.”
282

 The irregular plan of the new building they named 

Virginia House, reflects the confluence of two separate agendas, a home for the couple 
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Fig. 4.99 Sixteenth-century Agecroft Hall, as reconstructed at Windsor Farms, Richmond, 

Virginia. Image courtesy of Library of Congress, Washington D.C. 

 

 

Fig. 4.100 (Top) Warwick Priory, 

prior to its demolition and relocation 

to Richmond, Virginia, in 1925. 

(Bottom) The Weddells rebuilt 

portions of Warwick Priory, whilst 

incorporating a copy of Sulgrave 

Manor, Northamptonshire, the 

ancestral home of the Washington 

family, within another of the 

building’s facades. Images from J. 

Taylor, “Virginia House: The 

Reconstruction of Social and 

Historical Narratives” in R. G. 

Wilson, S. Eyring, K. Marotta eds., 

Re-creating the American Past: 

Essays on the Colonial Revival 

(Charlottesville & London: University 

of Virginia Press, 2006). 

 

 



 

 

 

 

 

 

 

 

 

Fig. 4.101 The motorist’s view, c. 1920s, of Virginia House, Windsor Farms, Richmond, 

Virginia, showing reconstructed elements of Warwick Priory. Postcard image courtesy of 

Virginia Commonwealth University. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.102 Site plan of William Lawrence Bottomley’s ‘Nordley’, Windsor Farms, Richmond, 

Virginia. Image from S. H. Frazer, The Architecture of William Lawrence Bottomley (Acanthus 

Press, 2007). 
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and, in a philanthropic gesture, a new home for the Virginia Historical Society. For the 

latter, the Weddells proposed a reconstruction of George Washington’s English 

Ancestral Home, Sulgrave Manor, which was incorporated into the Western façade of 

the new building. This curious reconstruction of a portion of a lesser medieval manor 

house, merged with the fragments of a major Elizabethan mansion creates a curious 

tension in scale between the building’s two facades. Taylor has suggested this tension 

reveals the different symbolic functions of each façade: the Sulgrave Manor portion 

firmly associates Virginia with white, English roots, while Warwick Priory 

demonstrates Alexander Weddell’s aspiration to be associated with aristocratic circles 

and a constructed ancestry.
283

 Both together form a picturesque ensemble to be viewed 

for its symbolic associations. 

 In this way, the Weddells created not only a suitably picturesque home to 

complement the landscape design of the Windsor Farms estate, but symbolically 

constructed an historical narrative for their home, linking it to Washington, Queen 

Elizabeth and a generalised and romantic vision of the ‘Old World.’ Interestingly, 

Alexander Weddell was a member of the Walpole Society, advocates of the scholarly 

collection of historical artefacts, well aware of Walpole’s ‘castle’ of Strawberry Hill, 

Twickenham, and the connections Walpole made between his architecture and a 

romantic vision of medieval chivalry. Leaving no heirs, the Weddells’ home was, from 

its inception, planned to become the home of the Virginia Historical Society, somehow 

pre-inscribing an air of historical integrity and legitimacy to the structure. This is 

heightened by a historical description of the house written by Alexander himself 

perhaps, as Taylor has suggested, inspired by Walpole’s own descriptive account of 

Strawberry Hill.
284

 This description was to act as a guide on public open days at 

Virginia House, when visitors were admitted to see treasures of the Weddell’s private 

collection and those of the Society. In 1932, the Weddell’s held an exhibition of 

landscape views of Richmond.
285

 To accompany the exhibition, Alexander Weddell 

authored a catalogue entitled Richmond Virginia in Old Prints (1932), which gives an 

insight into the Weddell’s visual perception of the city, its history and landscape. 

 Strikingly, Weddell’s catalogue begins with a passage which equates Richmond 

to the great cities of classical legend. He writes: 

“Ask any man of well-stored mind to name the most memorable 

description of a great city, and he probably will quote Pericles’ eulogy 
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of Athens […], the fall of Troy […] [or] the capture of 

Constantinople.”
286

 

Weddell’s use of analogy to describe Richmond in reference to the ‘eulogies’ of fallen 

classical cities presents the city’s destruction, at the close of Civil War in 1865, as the 

inglorious fall of a noble centre of culture and civilisation. This nostalgic romanticism 

for a former golden age is immediately connected to the picturesque image: 

“It will be noted at first glance that Richmond has been depicted more 

often and, on the whole, with somewhat more artistic spirit than most 

American cities […]. Aside from the historical appeal of many events 

in the annals of the city, the first reason for this would seem to be the 

setting of the little town […] which […] affords a situation beautiful 

and picturesque. Hills made for hard climbing but for fine prospects. 

The crescent bow of the rocky river bed was the despair of navigators 

but the dream of architects.”
287

  

This vision contrasts with Weddell’s description of the city’s destruction, perhaps as a 

plea to support the preservationist efforts of the Virginia Historical Society and also of 

the National Society of the Colonial Dames of America. If the Weddells were advocates 

of historical preservation, their home demonstrates their admiration of Garden City 

planning and historicist design as links with an authentic past: 

“when the motor car liberated the wealthy Richmonder from his 

thraldom to distance, he rediscovered the knolls that overlook the 

James and crowned them with the fine houses that castellated the 

skyline from Maymont to Westham bridge.”
288

 

In Weddell’s mind, Richmond’s new suburban developments had ‘rediscovered’ 

picturesque architectural and urban planning. The construction of ‘fine houses’ such as 

his own Virginia House might be imagined as restoring the image of the city, repairing 

the scars left by Civil War and more broadly by an age of industrialisation. A sense of 

the restorative qualities of the suburban developments is given by his statement that 

“homes were constructed past which a man could drive a guest without diverting his 

attention or changing the subject from architecture to Virginia history.”
 289

 

After the death of the Weddells, Virginia House was transformed into a popular 

tourist attraction, housing a museum and gallery of Virginian landscape paintings as 

well as the archives and library of the Virginia Historical Society. The number of 

postcard views produced of the house from the late 1920s onwards is a testament to its 

popularity as a tourist destination. Most often these depict the house viewed from the 
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curb, across its lawned forecourt (fig. 4.102). The ‘windshield’ vantage point of the 

passing motor-tourist, attracted to Windsor Farms by its pleasing blend of historical 

architecture, picturesque landscape design and speed-friendly sweeping parkways, thus 

became associated with the imagined reclamation of a particular idea of the past. 

 

4.18 William Lawrence Bottomley and the Re-Imagining of 

‘Colonial’ Richmond 

 

 Just as the ‘reconstructions’ at Windsor Farms claimed an idea of the past, and 

became assumed into that imagined past, so too were new suburban homes. An aerial 

photograph of the fledgling estate, dated c. 1928 (fig. 4.99), reveals a third house under 

construction on a plot neighbouring Virginia House. This house, the work of William 

Lawrence Bottomley, is one of a number of homes designed by the renowned architect 

in Richmond. Bottomley designed four houses on the riverside bluffs of Windsor Farms 

along with an addition to a fifth: a Jacobean style portico for Virginia House, his only 

venture in that style.
290

 Bottomley, born in New York in 1883, had trained at Columbia 

University before being awarded the McKim Fellowship in Architecture at the 

American Academy in Rome in 1906. In 1908, he enrolled at the Ecole des Beaux Arts 

and completed extensive travels throughout the European continent. No doubt it was 

during this time that Bottomley familiarised himself with the works of European 

architects, and particularly with the works of English architects of the eighteenth-

century. Later he would write that the literary works of Asher Benjamin, Batty Langley, 

William Kent, Thomas Swan, William Pain and Robert Adam were all extensively 

referenced in his own design work, stating that “this may be seen by comparing the 

designs of these books with [that] executed.”
291

 Though Bottomley produced several 

designs for high-rise buildings in New York during the 1930s, he is chiefly remembered 

for his “James River Georgian” villas; works which have played a major part in the 

construction and imagination of Richmond’s architectural and aesthetic identity.  

 Bottomley’s early works in Richmond were mainly clustered along the imposing 

Monument Avenue, site of the memorial to General Lee described previously, a grand 

project of civic beautification conceived in the 1890s. Along with the monuments to the 

great and good of the Confederate South, one could view Bottomley’s scattering of neo-

Georgian townhouses, four on the south side and five on the north, as a nostalgic 
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allusion to a glorious and orderly past. The authors of The Work of William Lawrence 

Bottomley in Richmond (1985), however, suggest that Bottomley’s architecture recalls 

not so much a romantic vision of a prosperous antebellum south, as the more distant 

‘golden age’ of colonial Virginia, stating that his homes are “more English than 

American Georgian […] [with details] which might have come from a plate in William 

Salmon or Batty Langley.”
292

 One could argue that the influence of English precedent 

evident in Bottomley’s work includes his penchant for picturesque effect. The book’s 

authors suggest this, stating that in stockbroker Coleman Wortham’s House (2301 

Monument Avenue, built 1925) “we see the beginnings of several themes that 

characterised [Bottomley’s] mature work: shaped rooms and a succession of halls that 

combine to create a series of intense spatial sensations, a definite use of historicism, and 

the inclusion of certain elements chosen solely for their exotic, picturesque effect.”
293

 

Bottomley himself wrote:  

“the things I particularly think of in making any design are, first, to 

get an interesting mass to the building […]. I work toward 

interesting silhouettes to the roof lines, contrasting plain walls with 

interesting detail at salient points.”
294

  

Bottomley’s principal criteria for ‘interest’ would appear to be a variety of visual form.  

 In later years, Bottomley’s principal commissions were for increasingly large 

suburban villas, including Milburne, Windsor Farms and perhaps his best known and 

most influential house, Nordley, whose roof may just be discerned to the right of the 

1928 aerial photo mentioned above (fig. 4.99). Built in 1923, Nordley’s owner Mrs. 

Benjamin Hodges Smith had wanted an Elizabethan house in the manner of 

neighbouring Virginia House and Agecroft Hall. However, Bottomley soon talked her 

round, stating that “the revised house would be very picturesque in mass [and] […] it 

would add to the charm of the place to have a Virginia Palladian house”.
295

 When it 

came to Nordley’s landscape design too, Bottomley envisaged an informal and 

picturesque garden in the English manner, suggesting: 

“I would have this garden mysterious, secluded, romantic, in strong 

contrast to the formal balanced lines of the house. Imagine sitting there 

in the Spring on a moonlight night, the view veiled by a silvery haze. 

White statues and vases embowered in foliage glowing faintly against 
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the dark foliage and the James with its great expanse of silver water 

flowing slowly by”.
296

 

Bottomley’s romantic vision for Nordley (figs. 4.103, 4.104) was not lost on 

Richmond’s ‘Southern Renaissance’ novelist Ellen Glasgow, who described the house, 

giving it the pseudonym “Dare’s Gift,” in a short story published by Harper’s 

Magazine in 1925. Glasgow writes: 

“Following the steep road, which ran in curves through a stretch of 

pines and across an abandoned pasture or two, I came at last to an iron 

gate and a grassy walk leading […] to the open lawn planted with 

elms. With that first glimpse the Old World charm of the scene held 

me captive. From the warm red of its brick walls to the pure Colonial 

lines of its doorway, and its curving wings mantled in roses and ivy, 

the house stood there, splendid and solitary […] the heavy cedars 

crowding thick up the short avenue did not stir as the wind blew from 

the river; and above […], a lonely bat was wheeling high against the 

red disk of the sun.”
297

 

Though the house was just two years old, Glasgow’s description presents the scene as 

replete with “Old World charm,” clearly alluding to the fiction of great age. The curving 

road crossing abandoned pastures which begins the piece is, in the mind’s eye of the 

reader, the serpentine drive of a once great, now crumbling, plantation estate, not the 

freshly laid suburban streets and vacant lots of newly developed Windsor Farms. Thus, 

Glasgow’s description historicises Nordley and its neighbouring suburban villas through 

the use of nostalgic and picturesque imagery.  

Within a few years, Bottomley’s architectural works were deemed so 

enchanting, so picturesque, that his houses had become decisive to the historicising 

image Richmond held of itself - as an elegant eighteenth-century villa society - 

eclipsing the few ‘authentic’ architectural remnants of that era.
298

 O’Neal and Weeks 

write that Bottomley “helped create some of the best new parts of a proud old city, and 

his urban/suburban villas have a cumulative effect which set the mark for an entire 

city.”
299

 Or, to quote Cobb, Richmond “entered the twentieth-century bedecked in the 

grandiose architectural splendour meant to invoke the Old South Golden Age.”
300

 This 

historicising of Bottomley’s work might be viewed as simple misidentification, as his 

Windsor Farms homes share a region of the city with a pair of ‘reconstructed’ examples 
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Fig. 4.103 Working Drawing of the entrance front, Nordley, by William Lawrence Bottomley, 

1923. Image from S. H. Frazer, The Architecture of William Lawrence Bottomley (Acanthus 

Press, 2007). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.104 ‘Before and After’ photographs of Thomas Tileston Waterman’s reconstruction of 

eighteenth-century Ampthill Plantation. Image from the Historic American Buildings Survey, 

Library of Congress, Washington D.C. 



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.105 Original drawing, by Thomas Tileston Waterman, for his reconstruction of 

eighteenth-century Wilton Plantation (built 1753) at Windsor Farms, Richmond, Virginia. 

Image courtesy of the Prints and Drawings collection, Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.106 A study of T. T. Waterman’s working drawings, held at the Library of Congress, 

demonstrates how Waterman frequently departed from historical evidence, adding steps and an 

ornamental doorcase to the rear of Wilton Plantation, between his pencil sketches (left) and his 

final ink drawings (right). Images courtesy of the Prints and Drawings collection, Library of 

Congress, Washington D.C. 
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of colonial domestic architecture: Wilton and Ampthill Plantations. While Virginia 

House and Agecroft Hall romanticise Virginia’s European roots, the Wilton and 

Ampthill reconstructions declare the importance of Virginia’s own, though linked, early 

history. And yet, set in accordance to a romantic vision of their ‘authentic’ eighteenth-

century appearance, one could argue that they too allude to visions of colonial 

‘Englishness’.  

 

4.19 Thomas Tileston Waterman: Historicising Suburban 

Richmond 

 

Ampthill, constructed by Henry Cary sometime before 1732, was formerly 

located on a riverside plantation some six miles downstream of Richmond (fig. 4.105). 

In 1928, the property was purchased for the development of the du Pont Rayon Factory 

and the house was threatened with demolition. Saved by a descendent of the Carys at 

the eleventh hour, Ampthill was carefully dismantled and reconstructed on a site at 

Windsor Farms, Richmond, close to the reconstructions of Agecroft Hall and Warwick 

Priory. Employed to oversee the project was architect Thomas Tileston Waterman, 

described as possessing “a passion for the preservation of endangered architecture”.
301

 

Before receiving the Ampthill commission, Waterman had been involved in 

many projects of Virginia’s Williamsburg reconstruction, under architects Perry, Shaw 

& Hepburn. From 1932 onwards Waterman was heavily involved with the addition of 

reclaimed architectural fragments to Henry Francis du Pont’s own Winterthur House, 

Delware.
302

 It was probably under the guidance of Perry, Shaw & Hepburn that 

Waterman honed his particular methods of reconstruction. Ampthill shares similarities 

with Williamsburg projects, where the building was returned to a romantic vision of its 

‘original’ or ‘authentic’ form. For example, Waterman removed the later porch, adding 

the more ‘fitting’ colonial doorcase it was presumed to have once had, yet the flanking 

wings - which Waterman notes as later additions - were retained for visual effect.
303

 As 

the published ‘before and after’ photographs illustrate (fig. 4.105), connections were 

added to these wings, dressed with ‘colonial’ brickwork, sash windows and cornicing, 
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which the same photographs demonstrate could never have existed.
304

 F. C. Kaynor 

suggests that Waterman justified such historical discrepancies by placing “himself 

mentally in the eighteenth century,” which allowed him to address current “architectural 

problems as he thought they would have been addressed by eighteenth-century 

people.”
305

 Waterman’s publication of the Ampthill ‘restoration’ in his Domestic 

Colonial Architecture of Tidewater Virginia (1932), presented rather opportunistically 

as a work of academic building archaeology, lends a certain legitimacy to the act of 

romanticising colonial Virginia, whilst also publicising his ‘restoration’ works to 

prospective clients.  

No doubt the inclusion of neighbouring Wilton plantation, built by William 

Randolph III in 1753, in Waterman’s book did not go unnoticed by the plantation’s 

1932 purchasers, a local branch of the Colonial Dames of America. Having rescued the 

house from demolition (apparently, Bottomley had advised a previous owner to tear the 

house down in order to reuse the brick), the Dames promptly entrusted Waterman with 

its careful dismantling and reconstruction six miles upstream in Richmond.  

The founding of the National Society of the Colonial Dames of America in 

1891
306

 reflects the contemporary popularity of movements in historic preservation. By 

1894, ancestral societies had been established in all of the original thirteen colonies. 

Terms of membership stipulated that each member prove their descent from an ancestor 

who served an American Colony prior to 1750.
307

 Thus, strikingly, these societies 

conceived of themselves as historic gene pools, comprised of the descendents of 

America’s most notable colonial families. The NSCDA’s motto “Virtutes Majorum 

Filiae Conservant” (Daughters Conserve the Virtues of Their Elders) eloquently sums 

up the Society’s attitude of familial responsibility for the historical artefacts of a shared 

ancestry. It had been the NSCDA who had funded the restoration of Washington’s 

Sulgrave Manor, Northamptonshire, in 1923, incidentally the very project which had 

inspired Weddell’s reconstruction of Sulgrave in his own Virginia house.
308
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Studying the original working sketches for Waterman’s Wilton ‘restoration’, 

housed in the prints and photographs department of the Library of Congress, 

Washington D.C., demonstrates how Waterman went beyond the simple reinstatement 

of historical features; at some stage between drawing the elevations in pencil and 

working them up in ink Waterman added a doorcase and steps to the southern façade, to 

match those on the north (fig. 4.107). This was despite any evidence for their historic 

existence, instating them purely for their visual effect.  

Wilton opened to the public in 1952 as a living museum complete with 

costumed actors and furnished with a reproduction antiques. Gardens, little based on 

real historical evidence but rather on English models, were constructed to surround the 

house.
309

 This provided a suitably picturesque foil to the scene, where the visitor could 

slip into a rose-tinted vision of Virginia’s past; an imagined time when ties with Old 

England were still strong and Virginia planters lived supposedly comfortable, elegant 

and prosperous lives. Richard Guy Wilson has interpreted the use of colonial imagery 

by the NSCDA as “the expression of an Anglo-white-gentrified and elite class who, 

traumatised by their displacement from power, employed colonial imagery to maintain 

status and “Americanize” immigrants.”
310

 

The preservation work of societies such as that of the NSCDA could be viewed 

as a reaction to the rapid destruction of historic buildings following the Stock Market 

Crash of 1929, when many owners saw demolition and the sale of contents as an 

attractive option. Parallels may be drawn between the outpouring of regret following 

Richmond’s destruction at the close of the American Civil War, and the perception of 

1930s preservation groups that a new phase of destruction had returned. Significantly, 

poet Edgar Masters published Richmond: A Dramatic Poem (1934), a nostalgic 

recollection of Civil War destruction, just at this time. Masters writes: 

“O, City of great revolt; 

O, City of the Seven Hills, 

… 

O, Capitol designed by Jefferson, 

That gazes on river and town, 

The flowering square, and many an ancient lawn, 

… 

But look! Above the tree tops sparks are sailing,  

                                                 
309
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And the flickering and dying down 

Of light, like the burning of a town. 

Looked it not so when Rome was wailing 

… 

When Carthage, cut off by land and sea, 

As Richmond is, where famine preyed, 

And the torch at last destroyed the citadel, 

And laid the walls and temples low 

… 

The beauty of cornice, column and pedestal, 

Of entablatures above the pillared porch? 

O, Richmond, this is you; 

O, Athens of our hearts 

… 

O, once great, wise Republic, 

As you seemed, 

… 

Warred thus! You now are made 

To live, repair, perhaps, but pay the wage.”
311

 

Using the tools of romantic imagery by now very familiar to us, Masters’s poem 

conjures up an image of a glorious past civilisation; of Richmond as a classical city 

whose destruction was a deplorable act comparable to the sack of Rome. Popular 

nostalgic ideas such as these played a critical role in the fledgling preservation projects 

of local and national heritage bodies in the wake of the 1929 Stock Market Crash. 

Meanwhile, recognising rates of high unemployment among architects, 

draughtsmen and surveyors, the US Government initiated a relief programme under the 

auspices of the Civil Works Administration.
312

 Specifically designed to employ highly 

skilled and unemployed workers, this programme proposed a national survey of 

America’s built heritage. Coincidentally, the new affordability of the motorcar, along 

with the dramatic infrastructural improvements which had encouraged motor-tourism in 

the manner of Wallace Nutting’s pictorial and historical guides, and the provision of 

Kodak signs, now also aided the architectural researcher in reaching remote and ruinous 

plantations. Recognising the role that the motorcar played in the documentation and 

dissemination of historic American architecture, historian Fiske Kimball has written: 

“When the river steamboats […] were stilled by the automobile, 

oblivion seemed closing over these houses and their ruins. But the 

automobile has made its own amends, bringing roads and a new 
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accessibility by land, a new opportunity for patient and prolonged 

study.”
313

 

The Historic American Buildings Survey (HABS), founded in 1933, sought to 

produce, in a comprehensive record of measured drawings, photographs and sketches; a 

‘portrait’ of American architecture. As Annie Robinson has written, “although “portrait 

of a nation” was first used in reference to the WPA’s American Guide series, and the 

writers of the Federal Writers’ Project were frequently called “portraitists,” the 

expression describes the work of HABS equally well.”
314

 That Waterman was similarly 

concerned with the visual aesthetic of American architecture is supported by Kaynor, 

who writes: 

“At no point was Waterman as interested in how a historical house had 

served its inhabitants as he was in how the house’s architraves and 

quoins had served its visual character. Acknowledging his predilection, 

Waterman eventually – in his unpublished work – renounced 

responsibility as a historian in order to follow his personal affinity for 

aethetics.”
315

 

Many of the drawings Waterman had made for Domestic Colonial Architecture of 

Tidewater Virginia were absorbed by the survey following his appointment as Assistant 

Director of the HABS program. Thus, Waterman’s romanticised aesthetic, its sensibility 

imbued with the imagined values of historic Richmond, merged with the goals of the 

HABS program in seeking to survey not only a series of the most vulnerable American 

buildings, threatened by demolition or neglect, but also conspicuous symbols of 

American identity and patriotism. Among these was St. John’s Church of Church Hill, 

Richmond, surveyed on 29
th

 March 1934 (fig. 4.108), the location, as we saw 

previously, of Patrick Henry’s revolution-inciting speech. In total, the HABS program 

documented 67 historic structures in Richmond, more than any other America city 

(compare with Williamsburg’s 24 entries). Many of those surveyed were domestic villas 

of the eighteenth and nineteenth centuries, implicitly reinforcing a romantic vision of 

genteel, colonial Richmond.
316

 The early work of the HABS surveyors, published in 

Waterman’s English Antecedents of Virginia Architecture (1939), The Mansions of 

                                                 
313

F. Kimball, Introduction to T. T. Waterman, J. A. Barrows, Domestic Colonial Architecture of 

Tidewater Virginia (New York: Da Capo Press, 1968) p. xi 
314

 A. Robbinson, “A “Portrait of a Nation”: The Role of the Historic American Buildings Survey in the 

Colonial Revival” in Wilson, Eyring, Marotta eds., Re-creating the American Past, p. 99 
315

 F. C. Kaynor, “Thomas Tileston Waterman: Student of American Colonial Architecture,” Winterthur 

Portfolio, vol. 20, no. 2/3 (University of Chicago Press, summer/autumn, 1985) p.142 
316

 Historic American Buildings Survey: Catalog of the Measured Drawings and Photographs of the 

Survey in the Library of Congress (National Park Service: Historic American Buildings Survey, 1941) 



 

207 

 

Virginia (1945) and Dwellings of Colonial America (1950),
317

 presented an architectural 

portrait of Virginia as a land of elegant plantation homes set amid picturesque 

landscapes.  

Waterman’s books also make much of the links between the ‘Old Dominion’ of 

Virginia and the ‘mother country’ of England, drawing parallels between types of 

colonial architecture and separate schools of English architecture, roughly grouped 

under the figureheads of Christopher Wren, James Gibbs and Robert Morris.
318

 In 

Waterman’s descriptions of colonial architecture, he seemingly revels in the 

architectural detective work involved in tracing features to English sources. For 

example, he notes several features of Byrd’s Westover and the Cary’s Wilton House, 

including both doorcases, to be derived from plates in William Salmon’s Palladio 

Londinensis.
319

 Waterman also notes the apparent similarity of the plans of Virginia 

plantation homes and those of the contemporary merchant villas lining the banks of the 

Thames at Kingston and Richmond-upon-Thames.
320

 For example he writes: 

“almost any of the masonry buildings shown in this volume could 

stand as appropriately in Kingston-upon-Thames as in Virginia. The 

[Governor’s] Palace has many English compeers, like Eagle House, 

Mitcham, Surrey, with which it could be transposed without 

inappropriateness.”
321

 

Waterman traces certain features of Virginia buildings directly to Thames-side 

examples, publishing a photograph of an overmantle at Westover alongside James 

Gibbs’s sectional drawing of The Octagon, Orleans House, Twickenham (fig. 4.109).
322

 

In doing so, Waterman explicitly constructs an Anglophilic image of colonial Virginia 

as genteel, learned and aesthetically beautiful - a ‘golden age’ of riverside villa society 

mirroring that of eighteenth-century Richmond-upon-Thames. Kimball, in the 

introduction to Waterman’s Domestic Colonial Architecture of Tidewater Virginia 

writes “A whole province of great mansions, most of them never drawn or published 

before, is re-discovered. The background of a vanished civilisation is exactly set forth.” 
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Fig. 4.107 St. John’s Church survey drawings by the Historic American Buildings Survey 

(1934). Image courtesy of the Library of Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.108 T. T. Waterman makes frequent, direct references between Virginian buildings and 

those of southern England, and in particular, the Thames Valley Region. In this image in 

Dwellings of Colonial America (1950), Waterman juxtaposes a section of James Gibb’s 

Octagon, Orleans House, Twickenham with the mantelpiece at William Byrd’s Westover Hall, 

Virginia.  



 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.109 William Lawrence Bottomley’s ‘Nordley’, Windsor Farms, Richmond, Virginia. 

Image c. 1928, from the Carnegie Survey of Architecture of the South, Library of Congress, 

Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4.110 Early photograph (c.1910) of the Hayes McCance House, as illustrated in Mary 

Wingfield Scott’s Houses of Old Richmond (1941). 
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Kimball therefore acknowledges Waterman’s work as an investigation of a once 

glorious past, lending legitimacy to his romantic aesthetic.
323

 

A demonstration of the renewed interest in colonial architecture was the 1947 

exhibition of Waterman’s architectural work, held at Richmond’s Virginia Museum of 

Fine Arts.
324

 Around fifty ‘before and after’ photographs and HABS measured surveys 

were exhibited, illustrating buildings both historical and new.
325

 Waterman was also 

involved in the purchase of the ‘Richmond Room’, reconstructed within the American 

Wing of the Metropolitan Museum of Art, New York. Though no record survives of the 

room’s original wallpaper, the museum opted to paper it with a reproduction of the 

‘Monuments of Paris’, a view of Parisian landmarks as if observed from the River 

Seine. This conspicuous addition adds to the familiar image of a Eurocentric, genteel, 

colonial Virginia, as if the scene itself represents Richmond, a European city reborn on 

the banks of the James River.
326

  

 

4.20  The Enduring Re-inscription of Richmond’s Romantic Image 

 

Along with HABS, a grant from the Carnegie Foundation in 1933 also 

established the Carnegie Survey of the Architecture of the South.
327

 Unlike HABS, the 

Carnegie Survey was solely a photographic record and only covered the Southern states 

of Virginia, Maryland, the Carolinas, Georgia, Alabama, Louisiana, and to a lesser 

extent Florida and Mississippi. The photographer was Frances Benjamin Johnston 

(1864-1952), one of the first American women to receive significant acclaim for her 

photographic work. Following the success of the Carnegie Survey, Johnston published 

two picture books, The Early Architecture of North Carolina (1941) and The Early 
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Architecture of Georgia (1957),
328

 the former with an architectural history provided by 

Waterman. Johnston was subsequently recognized with an honorary membership of the 

American Institute of Architects in 1945.
329

 Interestingly, though the premise of the 

Carnegie Survey was to document the rapidly disappearing antebellum architecture of 

the South, Johnston chose to photograph the Williams’ Agecroft Hall and William 

Lawrence Bottomley’s Nordley, the former a new build reconstruction of English 

historical elements, the latter a complete new build, both of which were located in a 

modern suburban residential development (fig. 4.110). Johnston’s inclusion of these 

buildings in the survey equates contemporary suburban architecture with genuine 

historic structures; historicising the buildings whilst also adding them to a canon of 

Southern architecture. Thus Johnston’s photographs reinforced the familiar romantic 

imagery of an imagined South. 

Johnston’s work demonstrates a growing interest in historic buildings and their 

preservation at this time, equally reflected by the publishing of Mordecai’s Richmond in 

By-Gone Days (1946, first ed. 1860), and Mary Wingfield Scott’s Houses of Old 

Richmond (1941) and Old Richmond Neighborhoods (1950).
330

 Wingfield Scott’s books 

played a significant role in the construction of a generalised and nostalgic image of 

Richmond, acting as a guide to picturesque and charming villas, many of which had 

already been destroyed or were threatened with demolition (fig. 4.111). The books’ 

focus on the grander homes of the middle and upper classes, and their total ommission 

of industrial and commercial buildings paints a picture of a quaint and genteel old 

society; this despite the fact that the buildings were often the products of industries, of 

different eras and did not all stand together at any single coherent point in time. A good 

example of Wingfield Scott’s use of picturesque imagery is her description of 

Richmond’s Hayes McCance House (1816), which had already been demolished as 

early as 1893. Here, Wingfield Scott quotes a suitably picturesque passage from Robert 

A. Lancaster’s account: 

“Across the garden ran a deep ravine with a stream flowing through it. 

Mr. Green terraced the ravine and by checking the flow of the brook 

with a stone dam, made a little lake which was spanned by a rustic 

bridge. Upon the lake a small boat floated, and near the shore stood a 

tiny chalet-like cottage, covered with bark […] while here and there 

                                                 
328
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among the shrubbery and flowers gleamed pieces of white marble 

sculpture from Italy.”
331

  

Wingfield Scott’s description of the Greek Revival McCance villa, amidst the setting of 

its garden, blossoming orchards and classical sculpture, suggests an image of a 

prosperous and orderly past. She writes: 

“It is hard to know whether the proportions, the beautiful cornice, truly 

Greek, or the magnificent portico in the rear is more to be admired. Its 

demolition, in 1893, is a calamity only exceeded by the loss of the Van 

Lew house. Each was perfect in its way, both had lovely settings, both 

were essential links in the study of early Richmond’s architectural 

evolution.”
332

 

With these words, Wingfield Scott, and the directors of the Valentine History Museum 

who had published her work, appealed for a preservation movement to halt the 

destruction of Richmond’s classical villas, which they saw as the remnants of a proud 

and glorious past, and the familiar architectural symbols of the city’s identity, if not the 

identity of a more generalised perception of the American South.  

 

As this chapter has shown, a fledgling American preservation movement 

coincided with developments in infrastructure and the new availability of the motorcar. 

The ability, and desire, to tour the landscape in search of scenic and historic landmarks 

was actively promoted by camera and automobile manufacturers, while at a 

governmental level historical survey was implemented together with road-building 

projects as a form of work relief programme. Richmond’s historic buildings and scenic 

landscape setting were recognised early in this process, reflecting nostalgic calls that 

symbols of a former age were threatened by industrialisation. 

  

Concluding Remarks 

 

In conclusion, this chapter has traced the appropriation of Richmond’s Libby 

Hill view during the late-nineteenth century as symbolic of an ‘Old South’ in the build 

up to, and immediate aftermath of the American Civil War. During this time, “no other 

society had so rapidly embraced innovation and invention or seen its everyday 

landscapes so thoroughly altered”
333

 as the northern Atlantic States of America. In the 
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South, a society historically structured around plantation agriculture, archaic hierarchies 

and the immoral practice of slavery, was sceptical of Yankee modernism. One could 

argue that the view of the Confederate Capital from Libby Hill became conflated with 

the last remaining symbol of that old society, and its monuments mourned their 

replacement with northern industrial modernity. As Lowenthal has written, “Up to the 

centennial, most Americans were avowed modernists: they felt fortunate to have left the 

outmoded past behind. The 1880s and 1890s heard a new note: the past had been better 

than the present.”
334

 In the following chapter, this renewed nostalgia for the past will be 

explored, particularly in relation to the American invention of the scenic parkway, 

which paired modern automotive technology with a nostalgic and picturesque mode of 

vision. In this way the picturesque vista was reborn as a model with which to shape 

whole itineraries through the American landscape. 
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5 .0  CINEMATIC ITINERARIES IN THE NOSTALGIC 
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5 . 0  C I NE M ATI C  IT INE R AR IES  I N T HE N OST AL GI C  

PI C T UR ESQ UE :  C o lon i a l  Pa rkw a y  

 

5.1 Development of the Parkways 

 

 As discussed in the previous chapter, following the new accessibility of the 

motorcar, the ‘windshield’ view has played a crucial role in the visual perception of 

Richmond, Virginia, from cemeteries to municipal parks. The design of so-called 

parkways were intended to provide the visitor with impressive vistas of the city and its 

river setting. As motor-tourism increased, these ideas fed back into rural areas, 

particularly at destinations specifically catering to motorists. In the 1920s, the National 

Park Service, and other bodies, realised the potential of Tidewater Virginia’s historic 

and natural sites as the weekend destinations of Richmonders. As such, no exploration 

of the impact of the ‘windshield’ view upon the architectural and urban form of 

Richmond could be complete without a study of these weekend annexes of the city, 

where romantic visions of ‘colonial’ Virginia – and a particular idea of vision – were 

nurtured and consolidated. This chapter will examine the influence of the kinetic view 

from the motorcar upon a growing historic preservation industry, and demonstrate that 

nostalgic picturesque vision was a central theme of modernist projects from parkways to 

interstate highways. 

The aforementioned Historic American Buildings Survey (HABS), overseen by 

Waterman and Thomas Vint, ultimately realised the proposal for a national survey of 

built heritage first suggested by landscape architect Charles E. Peterson. Peterson began 

his career under the direction of Vint as Deputy Chief Architect of the National Park 

Service in San Francisco. It was probably under Vint that Peterson picked up ideas for 

the development of National Parks along linear road corridors, a model Vint had used in 

the landscape design of Yellowstone National Park.
1
  

In 1930, Peterson served as Resident Landscape Architect at Yorktown, Virginia, 

where he was “involved with the establishment of the newly created Colonial National 

Monument (dedicated Colonial National Historical Park in 1936).”
2
 As part of the 

park’s establishment, Peterson proposed that a scenic parkway be developed to link the 
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two principal sites, Yorktown and Jamestown, with the Colony’s former Capital, 

Williamsburg. The idea of creating Colonial Parkway was no doubt influenced by the 

construction of Washington’s Mount Vernon Memorial Highway (1928, later renamed 

the George Washington Memorial Parkway). This scenic highway from Great Falls to 

Washington’s estate at Mount Vernon, via his home town of Alexandria and the city 

named after him, was hailed at the time as the greatest of all memorials erected in 

Washington’s honour.
3
  

Landscape historian Paul Kelsch has argued that the success of the George 

Washington Memorial Parkway was a result of the parkway’s combination of “modern 

highway design […] with historical significance as a pilgrimage route […] within an 

idealized natural landscape that underscored traditional American national identity.”
4
 In 

the course of his research, Kelsch has recovered an impression of the original planting 

design which, he claimed, created an “unfolding series of distinct scenes, each particular 

to its site yet linked together into a continuous experience and visual narrative.”
5
 

Landscape architect Wilbur Simonson’s planting plans, held by the National Archives, 

demonstrate the importance of this unfolding sequence of scenes with viewsheds 

conspicuously marked in plan (fig. 5.1). Using this information, Kelsch has been able to 

reconstruct the sequence of scenes, many of which have latterly been obstructed by 

planting, developments and the expansion of Ronald Reagan Airport. In its original 

1932 form, the motorist departing Alexandria was confronted by a distant view of the 

Washington Monument, framed through an avenue of trees, after which the plantings 

dissipated into clumps designed to complement the ruins of a plantation house and to 

form pleasing foreground compositions for carefully considered river and city views. Of 

one such scene, Simonson wrote:  

“The visitor will be agreeably surprised as he beholds the unusual 

skyline of the city, with the Army War College and the Naval Air 

Station across the river in the immediate foreground, and back of them 

the dome of the Capitol, the Library of Congress and the whole 

panorama of the most beautiful capital in the world spread out before 

the eye.”
6
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Simonson was almost certainly familiar with Henry Hubbard and Theodora Kimball’s 

An Introduction to the Study of Landscape Design (1917), a leading treatise of Beaux 

Arts landscape principles, which in places reads as a description of the George 

Washington Memorial Parkway.
7
 In a piece dedicated to the subject of roadway design, 

they write: 

“the best design will probably be to seize upon the particular character 

of each landscape unity through which the road passes, and develop it 

to its best expression, as far as this is possible […] for itself alone or as 

a foreground to a more distant view. Thus a sequence of different 

effects will be presented to anyone passing along the road.”
8
 

Of critical importance to Simonson’s scheme was that nothing should distract 

from the highway’s scenic coherence. To achieve this, the designers employed a 

pseudo-vernacular style with regards to the timber road signs and barriers (fig. 5.4). The 

construction of a service station at the Mount Vernon terminus was even entrusted to 

Edward Donn Jr., architect of the National Park Service’s fanciful colonial revival 

reconstruction of Washington’s birthplace at Wakefield, Virginia.
9
 While the George 

Washington Memorial Parkway choreographed views of monuments to assist in the 

narration of Washington’s biography, the aim of Colonial Parkway was to create a 

seamless experience of ‘authentic’ Tidewater Virginia. This would be achieved by 

carefully screening modern development, ‘returning’ the landscape to a romantic vision 

of its appearance to Jamestown’s early settlers. If the George Washington Memorial 

Parkway could be described as an exercise in modern motorway design, tempered by a 

picturesque aesthetic, the intention of Colonial Parkway’s designers was to simulate the 

nation’s rapidly disappearing country roads. In their advocacy of the rural lane aesthetic, 

parkway engineers reinforced an aesthetic popularised by the work of figures such as 

Wallace Nutting and the Garden City Movement. As Timothy Davis has written, 

“allusively, at first, but with an increasing literalness that eventually verged on 

caricature, [parkways] evolved into idealized simulations of classic country roads.”
10

 

The introduction to H. V. Knight and R. R. Sterling’s contemporary National Parks 

guidebook entitled Scenic and Historic Old Virginia (1930) (fig. 5.5) demonstrates the 
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Fig. 5.1 A section of landscape architect Wilbur Simonson’s original planting plan for the 

George Washington Memorial Parkway, Virginia. Highlighted in a pale blue are Simonson’s 

carefully positioned view cones, which indicate a series of unfolding scenes of the city of 

Washington D.C., to be observed by the motorist. Image from P. Kelsch, “Cultivating History, 

Modernity, and Nature: the Planting Design for the Mount Vernon Memorial Highway” 

(Virginia Tech. unpublished, 2011). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.2 Map of Wilbur Simonson’s view cones, from the George Washington Memorial 

Parkway, Virginia, to the monuments of Washington D.C. Paul Kelsch suggests those in yellow 

could be restored, those in orange have been irreversibly lost. Image from P. Kelsch, 

“Cultivating History, Modernity, and Nature: the Planting Design for the Mount Vernon 

Memorial Highway” (Virginia Tech. unpublished, 2011). 



 

 

 

 

 

 

 

Fig. 5.3 Architect Robert Mills’s Washington Monument, glimpsed from Wilbur Simonson’s 

George Washington Memorial Parkway, demonstrating unfortunate later planting along the 

Potomac riverbank. Image from P. Kelsch, “Cultivating History, Modernity, and Nature: the 

Planting Design for the Mount Vernon Memorial Highway” (Virginia Tech. unpublished, 

2011). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.4 ‘Colonial’ signposts specified for the George Washington Memorial Parkway (above) 

and architect Edward Donn Jr.’s ‘Colonial’ service station and concession stand at the Mount 

Vernon terminus of the George Washington Memorial Parkway (below). Images courtesy of the 

National Park Service. 
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peculiar mix of patriotism, history, and picturesque scenery which constituted the 

accepted image of Virginia in the mind of the American motor-tourist: 

“Virginia! Every true American thrills at the mention of her name, and 

holds in veneration her sacred ground. The heart of every student of 

our Nation’s history swells with pride as he learns of the valorous 

achievements of her illustrious sons. The traveller, in search of the 

beautiful in nature, finds delight supreme upon beholding the beauties 

of her matchless natural scenery […] while he views the broad 

panoramas of productive fields, magnificent country estates, and 

Colonial homes.”
11

 

 

 

5.2 Colonial Parkway & Williamsburg: The Romantic Image Materialised 
 

 

At the heart of the parkway, architects, historians and archaeologists had been 

working since the 1920s on a reconstruction of Virginia’s colonial capital, Williamsburg, 

fuelled by a veneration of its romantic imagery and an idea of its historical authenticity. 

At a cost of $79 million, funded by the American philanthropist and oil magnate, John 

Rockefeller Jr., the ‘Colonial Williamsburg’ project set a horizon date of the 1790 

revolution, demolishing hundreds of historic buildings and reconstructing supposedly 

more ‘authentic’ buildings in their place. In one such controversial reconstruction, the 

Capitol building was ‘recreated’ in its first iteration, destroyed by fire in 1747, and not 

its second incarnation in which the declaration of independence was signed. The 

architects Perry, Shaw & Hepburn, whose office included the young Waterman, chose 

to reconstruct this earlier building as it is depicted in a greater proportion of historic 

illustrations, justified as lending greater authenticity to the reconstruction. The 

illustrations, here, had become more authentic than historical fact and the building was 

therefore shaped in order that it would live up to the popular image expected of it. Carl 

Lounsbury has suggested that the architects simply felt that the first structure was 

“inherently more interesting architecturally”.
12

 Certainly, there has been much debate 

over the accuracy of the building: how much is devised from archaeological evidence 

and how much by the architect’s aesthetic taste. One example is the composition of the 

facade, which archaeological evidence has proven to be centred on the total width of the 

building, including its apsidal ends. This placed the entrance asymmetrically within the 
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facade. Well aware of this archaeological evidence, the architects simply chose to 

ignore it, moving the entrance over six feet in order to produce the symmetry they felt 

its eighteenth century architects must surely have intended (fig. 5.6). In a passionate 

letter, Harold Shurtleff, Director of Research for the Williamsburg Foundation, found it: 

“inconceivable that any [colonial] architect would have located an 

entrance […] "off center" […]. This seems to any architecturally 

trained mind impossible, as architects in 1700 or before were as little 

likely to do that as architects would be today. Which of course means 

the [modern] architects […] see no place for the "first period" west 

entrance except in the middle of the front […].”
13

 

The repositioning of the Capitol’s door demonstrates the capacity of culturally-

engrained imagery to shape our expectations, and ultimately alter our reality, from the 

urban scale right down to the smallest of details. In many respects, it mirrors traits of 

romantic ‘restoration’ exhibited throughout late eighteenth and nineteenth century 

Britain, which sought to alter the physical remnants of the past, idealising them in 

accordance with an imagined original intent and to suit an idea of the social aspirations 

of the present.
14

 

The Williamsburg reconstruction had been much influenced by the work of the 

Association for the Preservation of Virginia Antiquities, founded in Richmond in 1889. 

At their first meeting in 1890, historian Thomas Nelson Page pleaded to the audience: 

“Go to Williamsburg, still redolent of the perfumes wafted from the 

most romantic society which ever existed in this hemisphere, where the 

echoes have hardly died away of the daring words which called a 

nation into being […]. What will you find? Desolation and ruin; 

cowpastures and sheep walks.”
15

 

It was this overwhelming sense that a great society had been lost, that the present did 

not live up to the image of the past, which encouraged the recreation of Williamsburg.  

While this project restored, copied, and reconstructed elements of the town, the 

Colonial Parkway project went a step farther, creating a whole fictional landscape so 

that the unfolding scenery of colonial Virginia’s ‘golden age’ could be experienced 
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Fig. 5.5 The cover of H. V. 

Knight and R. R. Sterling’s 

Scenic and Historic Old Virginia 

(1930), a guide book for the 

motor-tourist. The image depicts 

a serpentine river from a 

highpoint framed by trees, which 

is romanticised as a ‘scenic and 

historic’ landscape. As such, it is 

typical of nostalgic picturesque 

depictions of ‘Old’ Virginia. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.6 Two elevations of the reconstructed Capitol building at Williamsburg, Virginia: (left) 

based on archaeological and documentary evidence, and (right) as built in 1932-3 (by architects 

Perry, Shaw and Hepburn and including T.T. Waterman). The architects freely adapted the 

building to conform to the heavily romanticised image expected of elegant, eighteenth century 

Williamsburg. Images from C. Lounsbury, The Reconstruction of Williamsburg's First Colonial 

Capitol, 1928-1934: A Critique, (1989). 



 

 

 

 

 

 

 

 

 

 

 

Fig. 5.7 Sketch by Elizabeth O’Neill Verner, 1936, of architect T. T. Waterman’s Governor’s 

Palace, Williamsburg (completed 1934). Verner was commissioned by the Rockefeller to sketch 

suitably romantic views of the Williamsburg reconstructions, here complete with imaginary 

eighteenth-century figures. Image courtesy of the Prints and Drawings collection, Library of 

Congress, Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.8 Original blueprint proposal for the route of the Colonial Parkway, from Jamestown 

(bottom left), via Williamsburg (left of centre), to Yorktown (right). The plan was subsequently 

altered to a more scenic route, following the banks of the James and York rivers. Image courtesy 

of the National Park Service Technical Information Centre, Denver. 
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from the modern vantage point of the motorcar.
16

 Established in 1930 and only 

completed in 1957, Colonial Parkway links three corners of America’s ‘historic 

triangle’, the site of the first colonial settlement at Jamestown, the colonial capital of 

Williamsburg, and the site of General Cornwallis’ surrender at Yorktown (fig. 5.8). As 

such, the parkway represents a historical timeline of colonial America - the drive itself a 

metaphorical journey through time. More practically, the aim of the parkway was to 

allow the motorist access between the three sites while carefully directing and shielding 

his or her view, immersing the motorist in a romantic simulation of ‘authentic’ 

eighteenth century landscape.
17

 This immersive aim of the Colonial Parkway project is 

highlighted by Louis Cramton’s comments that he: 

“would like the visitor to be able to drive on to Williamsburg […] 

without the impression of the early days being driven from his mind 

by a succession of hot-dog stands and tire signs, […] [protected by] 

trees shutting out all conflicting modern development, [and] not to 

be a glaring modern pavement but […] giving the impression of an 

old-time road.”
18

  

This impression was achieved by brushing and acid washing the road surface in order to 

expose the gravel aggregate. The disguise of modern ‘intrusions’ extended to the 

crossings of a highway and railroad, clad in ‘English-bond’ Virginia bricks and now 

listed as historic structures in their own right (fig. 5.9). This was despite the fact that the 

parkway follows no historic route, traversing marshes and creeks for scenic value, 

problematic areas typically avoided by colonial road-builders. In the course of 

‘returning’ the landscape to its imagined colonial appearance, contemporary rural 

businesses such as vegetable gardens, working farms and country homes were forced to 

close, in order “to produce lifeless pastoral illusions composed of placid meadows, 

winding streams, and artfully located plantings.”
19

  

If one may interpret American parkways as staged scenic experiences, as a 

reincarnation of the theatrical dimensions of picturesque architecture in both Richmonds, 

they were also intended to be educational, perhaps even substituting history books. 

National Parks Superintendent William Robinson explained: 
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Fig. 5.9 Studies of the Virginia brick-clad bridges of the Colonial Parkway, which shield 

modern interruptions to the view from the gaze of the passing motorist, by the Historic 

American Engineering Record. Image courtesy of the Library of Congress. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.10 Analyses of views from the Colonial Parkway, as recorded in the Historic American 

Engineering Record. Image courtesy of the Library of Congress, Washington D.C. 
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“For most people the study of history has meant pouring over dry and, 

oftentimes, uninteresting books in a crowded and stuffy classroom. 

When the parkway is completed, the process can be changed to a short 

drive in an automobile […].”
20

 

The idea that scenic parkways could educate the visitor was mirrored by National Park 

Service rhetoric of the 1950s which in one instance stated:  

“The park visitor is a better man afterward, a more effective and a 

more productive member of his society.”
21

 

Taking it as their social responsibility to educate, apparently towards effectiveness and 

productivity, the parks initially offered interpretive material in the form of explanatory 

notices and guidebooks but, recognising the increasing influence of popular media, 

greater importance was placed on the use of visual and pictorial presentation from the 

1950s. One park service document claimed that “problems [with interpretation would] 

multiply when travel included more city-bred people […] accustomed through the press, 

radio, television and motion pictures to the professional and graphic presentation of 

knowledge.”
22

  

 

 

5.3 The Moving Image: Parkways and Cinema 

 

Roughly contemporary with the construction of the parkways, the emerging film 

industry soon realised that audiences accustomed to the appreciation of scenic and 

historic vistas from the comfort of the motorcar could be better reached via drive-in 

movie theatres. Coincidentally, Richmond figured prominently in American cinematic 

history. Virginia’s mix of historic architecture, civil war battlefields, attractive 

mountain and seascapes, along with its proximity to Washington, rendered the state a 

popular film location among early production companies. In the late 1890s, the rivals 

Edison Company and the American Mutoscope and Biograph Company both shot short 

films at locations near Richmond.
23

 Despite a general migration of film companies 

either west to Los Angeles or north to New York, a surprising number of early 20
th

 

century films were located in Virginia. Some of the more notable 20
th

 century 
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productions include D.W. Griffith’s America (1924), Brother Rat (1938) and Giant 

(1956).  

Like the parkway projects, where viewers were encouraged to believe in the 

‘authenticity’ of the staged landscape, film producers aimed to transport the viewer to 

other locales and eras. As Patrick Brogan has written, “In the good old days, people 

believed things they read […] This sweet faith in the invariable veracity of books and 

newspapers” has given way to the belief “that the television camera never lies […] You 

can actually see it, so it must be true.”
24

 Thus, “Forgetting that camera angles are 

selected, tapes and films edited and distorted, we attend to them as raw glimpses of 

what actually happened. The feeling that the past is open to perusal as never before 

creates an illusion that we, at last, can know what it was really like.”
25

 Even director D. 

W. Griffiths said of his epic Birth of A Nation (1914), “You will see what actually has 

happened […] there will be no opinions expressed, you will merely be present at the 

making of history […] The film could not be anything but the truth.”
26

 Griffith’s 

statement demonstrates the visual power film held over early audiences, a force 

recognised by the leaders of the National Park Service who, concerned with the visual 

experience of the parks and methods by which historical information could be conveyed, 

began increasingly to look to Hollywood as a source of inspiration.  

One could argue that a number of National Park Service schemes at this time 

demonstrate a propensity for Hollywood-style theatricality. For example, designers 

were frequently involved in a process historian Ethan Carr has called “stopping the 

clock”
27

 in which demolition, selective restoration and fanciful reconstruction in the 

manner of Williamsburg was commonplace. In Philadelphia for example, four million 

dollars funded the demolition of two hundred years of urban growth surrounding a 

series of eighteenth century buildings.
28

 Peterson considered many of these later 

structures to be worthy of preservation in their own right, but nevertheless, approved 

their demolition. In their place, landscape vistas were substituted as a more ‘authentic’ 

setting for the restored buildings and their reconstructed interiors.
29

  

This methodology was particularly prevalent in the parkway projects, where the 

‘windshield view’ from the motorcar ultimately came to determine the fate of 
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landscapes and roadside structures (fig. 5.11). According to one guidebook, Virginia’s 

Blue Ridge Parkway showcased “restored agricultural landscapes and vernacular 

architecture along a 469 mile route through Virginia and North Carolina.”
30

 Along Blue 

Ridge’s supposedly ‘authentic’ rural route, motorists passed attractions from a restored 

water mill (long abandoned by modern farming communities), costumed ‘hillbillies’ 

and mile upon mile of newly laid traditional Virginia ‘split rail’ fencing. A series of 

contractual easements even allowed park authorities to control the use of neighbouring 

fields, forcing farmers to keep specific cattle breeds for aesthetic reasons and/or notions 

of historical ‘authenticity’ even where crop-planting proved more economically viable.  

 Cultural historian Jeannie Kim has pointed out that re-orientation of national 

recreational spaces in favour of the car “quietly transformed what was described as a 

democratizing gesture into a form of leisure that was directed toward a specifically 

white, middle-class nuclear family”.
31

 Despite visitor records which indicated such 

segregation, and the occasional cry of dissent, little was done to rectify the situation.
32

 

The parks’ rhetoric, particularly apparent in the publications of historic sites such as 

Colonial Parkway, only acted to reinforce this form of elitism by presenting visitors 

with narrow and romantic depictions of white colonial gentry. In parallel to this rhetoric, 

the oil paintings of Sidney E. King, commissioned by the NPS in 1954 and timed to 

coincide with the 1957 visit of Queen Elizabeth II, depict highly romanticised 

Anglophilic scenes of colonial Virginia. At the time, King’s paintings were praised for 

their historical accuracy. Archaeologists, architects and historians collaborated on their 

details while King himself made study visits to view examples of seventeenth-century 

architecture in England. However, King’s is a sanitised world, free of the real squalor, 

segregation and slavery which had existed in the early colonies. For example, King’s 

West End of Yorktown’s Main Street (1958) depicts a tranquil scene lined with picket 

fences and neat gardens, focused upon the dignified figure of a horseback country 

squire (fig. 5.14). King’s architectural studies too, though thorough in their detailing, 

project high status architecture onto the humblest of vernacular structures. For example, 

in his aerial view of Prosperous Yorktown in the Middle of the Eighteenth-Century, 

several buildings are derived from examples of rare and elite American country house 

architecture, including reproductions of Virginia’s Stratford Hall with Gunston Hall 

opposite. In his depiction of a Typical Brick Residence, Jamestown, King utilised as his 
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Fig. 5.11 Original sketch view of the C&O Railroad bridge, crossing the Colonial Parkway, 

1934. The image demonstrates how the railway was to blend into the landscaping of the 

parkway. Image from the Historic American Engineering Record, Library of Congress, 

Washington D.C. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.12 Photograph of the C&O Railroad bridge, as recorded by the Historic American 

Engineering Record c.1968. Image courtesy of the Library of Congress, Washington D.C. 



 

Fig. 5.13 The sequence of unfolding views 

along the Colonial Parkway, a study using a 

Holga 120 camera, adapted for 35mm film. 

Images by author. 
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model the 1931 ‘reconstruction’ of Washington’s birthplace at Wakefield, Virginia, 

itself almost certainly an over-inflated and grandiose romantic vision (fig. 5.15). Thus, 

King’s paintings reinforced a mythic and romantic view of colonial Virginia, describing 

it as a picturesque society of wealthy, white and educated elite.  

 Set up like billboards along the edge of the Jamestown loop of Colonial Parkway, 

King’s paintings could be likened to the carefully composed vistas of the Parkway itself. 

Both present a romantic vision of colonial Virginia, and both are to be experienced from 

the moving vantage point of the motor-tourist. As a sequential experience of romantic 

vistas, Colonial Parkway might therefore be compared to the sequential scenography of 

the English Picturesque landscape garden. As T. J. Campanella has written: 

“In responding to the automobile, the parkway was a progressive 

expression of the “spirit of the age.” But […] the parks and parkways 

were transitional creations. Final articulation was reserved for the 

humanizing idiom of a former age, in this case the gentle, idealised 

naturalism of the English landscape garden. The parkways were 

outfitted with a veneer, a stage-set of scenery which disguised their 

bold invention.”
33

 

 

 

5.4 Scenic Byways: Projecting the Romantic Vision 
 

Virginia’s parkway projects blend technologically advanced highway 

engineering with a picturesque aesthetic. Where the budget for infrastructural projects 

on this scale was not available, state governments simply dedicated existing routes as 

‘scenic byways.’ Such dedications justified a general upgrading of rural roads whilst 

appealing to a public that had grown weary of manufactured parkway scenery. As 

Timothy Davis writes:  

“Asserting that parkways were “deadly dull to drive on,” a 1950 

Harper’s Magazine column […] urged motorists to escape the 

homogenized and pasteurised parkway landscape in order to discover 

the “real America” that lay along the unconstrained byways where 

vernacular cultures were allowed to flourish.”
34

 

If parkway landscapes were now being viewed as ‘pasteurised’, ‘homogenised’ and 

perhaps even ‘globalised’, scenic byways were promoted as ‘authentic’ American 

landscape experiences. However, one could argue that the visual criteria for America’s 
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Fig. 5.14 Sidney E. King’s West End of Yorktown’s Main Street (1958) presents Colonial 

Virginia as an elegant, peaceful and picturesque place. Image courtesy of the National Park 

Service. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.15 Sidney E. King’s Typical Brick Residence, Jamestown (1958), uses architect Edward 

Donn Jr.’s fanciful 1931 reconstruction of George Washington’s birthplace as its model. Most 

historians now agree that this high status building was anything but typical of the majority of 

poorly built colonial houses. Image courtesy of the National Park Service. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.16 Map of tidewater Virginia, showing the route of Scenic Byway No.5, connecting 

Libby Hill Park, Richmond, to the James River plantations, Colonial Parkway and the colonial 

state capital of Williamsburg. Image by author. 
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scenic byways – colonial farmsteads, historic battlefields, agricultural fields, orchards 

and picturesque vistas – demonstrates the byways as equally complicit in a staged 

representation of supposedly authentic American landscapes; like the parkways, just the 

latest manifestation of Nutting’s photogenic rural lanes.  

In Richmond, Virginia, ‘Scenic Byway 5’ begins at the foot of Libby Hill Park 

and stretches as far as Williamsburg, hugging the James River and a string of colonial 

plantations including Shirley, Berkeley and Byrd’s Westover (fig. 5.16).
35

 If Colonial 

Parkway is understood as a romantic re-creation of a colonial route, Scenic Byway 5 is 

popularly recognised as the ‘authentic original’, despite the fact that much of the route 

was only laid in the 1920s. In fact, the colonial route from Richmond to Williamsburg 

took a more direct and straighter route further inland, the many plantation estates linked 

to it via a network of dirt tracks. The route of the modern byway then, may be viewed as 

a reflection of early motor tourism, affording the Richmond day-tripper a curated 

colonial plantation experience and picturesque river vistas en-route to Williamsburg via 

a leisurely, sinuous road. In a study of its scenic byways, Richmond Regional Planning 

Authority stated: 

“With Richmond serving as a hub of transportation […] the region can, 

and should, promote places of historical and cultural significance, and 

what better way to get there than by a scenic byway?”
36

 

As such, the motor-tourist departing Richmond by Scenic Byway 5 immediately entered 

a romantic vision of eighteenth-century Virginia with the vista of the James River from 

Libby Hill forming the visual experience’s symbolic opening act - an introductory 

summary of Virginia’s historic colonial landscape (fig. 5.17).  

Unlike the parkways, the designation of scenic byways did not directly allow for 

the restoration of buildings or landscaping works. However, the government label 

‘scenic’ has contributed to gentrification. For example, the erection of historical 

markers and viewpoints along byways drew attention to historic structures, increasing 

their desirability and encouraging restoration. The Scenic Roads Study concluded that: 

“Historic places and rural communities connected by regional scenic 

roads are great avenues for economic development and promotion of 

the historic qualities of the region.”
37
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Fig. 5.17 The Libby Hill viewpoint (top) is the 

opening sequence of Virginia Scenic Byway 

No. 5 (below), which links Richmond to 

Colonial Williamsburg via the plantation 

estates bordering the James River. Though, to 

the motorist, the route appears to be a 

surviving historic route, the Byway is no less 

designed than the Colonial Parkway. Images 

by author. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

Fig. 5.18 Richmond as generalised ‘historic’ landscape: (left) victorian style signposts with 

pleasant street names are a sign of the gentrification of Richmond’s industrial tobacco 

warehouses; (right) the Richmond city limit post on Scenic Byway No. 5 demonstrates – in 

none too subtle fashion - the recurring theme of Richmond as classical city, and the Virginian 

plantations as Arcadian landscape. Images by author. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.19 Postcard of Richmond Auto Court, c.1960s, showing a typical ‘colonial plantation’ 

motel arrangement, with the great house/reception at centre, the dependencies/chalets arranged 

symmetrically about it, the riverfront substituted for a swimming pool, and the sweeping lawns 

substituted for a great sweep of tarmac. Image from author’s personal collection. 
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In the case of Scenic Byway 5, a whole district of former industrial warehouses which 

border the James River below Libby Hill have benefited from the ‘scenic’ designation, 

now restored as up-market apartment buildings while similar, yet inconspicuous, 

warehouses one street away remain in dereliction. If the motorist is tempted to consider 

Richmond’s wealth of nineteenth century industrial heritage at this point, he/she is 

quickly redirected by the city-limit signpost positioned precisely at this location. In the 

form of a fluted and loosely Tuscan-order column, surmounted by a small pediment, 

one could argue that the city-marker directs the minds of visitors – in none too subtle 

fashion - to the idea of a classical and Arcadian interpretation of the landscape, setting 

the tone for the unfolding vistas en-route to colonial Williamsburg (fig. 5.18). 

Whilst gentrification has, in many cases, been the result of ‘scenic’ designation, 

more direct planning controls are also a feature of Virginia’s Scenic Byway 5. Listed as 

the criteria of designation, Richmond Regional Planning Authority states: 

 “1. The route provides important scenic values and experiences. 

2. There is a diversity of experiences, as in transition from one to 

another.  

[…] 

5. The route allows for additional features that will enhance the 

motorist’s visual experience. 

6. Local government(s) has/have initiated zoning or other land use 

controls, so as to reasonably protect the aesthetic and cultural 

value of the highway.”
38

 

One could argue that the planning authority’s allowance of ‘additional features’ as long 

as they uphold the ‘aesthetic and cultural value of the highway’ acts as a positive 

endorsement of development in suitably scenic and ‘historical’ styles. 

The operators of motels, restaurants and inns along scenic byways were quick to 

cash in on the desire to provide for the motor-tourist an immersive visual experience, 

seizing the opportunity to extend it to their lodgings, mealtimes and rest stops. Thus, the 

‘colonial’ motel was born. In fact, the colonial plantation model was easily adapted to 

the needs of the modern motel; at the centre, a great house (containing the public 

facilities), surrounded by outbuildings (tourist chalets), fronted by an expanse of lawn 

(replaced with tarmac) bordered by the river (substituted for a pool) (fig. 5.19). Boorstin 

has investigated the rapid spread of the motor court, stating that “In 1935, […], there 

were about ten thousand motels or tourist courts; after twenty years there were some 
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thirty thousand.”
39

 The popularity of these motels as destinations in their own right is 

evident from the number of postcard views produced from 1950 through the 70s, many 

of which illustrate their ‘picturesque’ nostalgic qualities. For example, a postcard for 

Dutch Gap Tourist Court depicts the type of detached ‘colonial’ style motel chalets 

popular at this time; where every family could experience the lifestyle of the colonial 

squire albeit with the added luxuries of bathrooms, hair dryers and clock radios (fig. 

5.20). Further demonstration of the tourist’s desire to re-live a romanticised colonial 

lifestyle is suggested by another postcard view of Colony Inn, Richmond, featuring 

eighteenth century figures in a suitably nostalgic pen and ink sketch.  

The implication is that, through the cultivation of idyllic visual experiences, 

parkways and scenic highways have promoted a nostalgic scenic architecture, from the 

brick veneer applied to the bridges of Colonial Parkway to the timber signposts of the 

George Washington Memorial Parkway and the ‘colonial’ motel. In turn, these 

simulated landscapes have themselves become legitimised as significant cultural 

landscapes in their own right. For example, Colonial Parkway’s bridges and landscaping 

are now recognised as statutorily protected historic monuments. As Davis has written, 

“In classic postmodern fashion, the simulacrum is now celebrated as much as its 

ostensible antecedent.”
40

  

It is no coincidence that the sequential visual experience of the parkway 

coincided with a period of booming cinema audiences. If the parkways can be likened to 

a cinematic sequence, an analogy could be made between the picturesque revival 

architecture of their attendant buildings and the theatricality of cinematic film sets. 

While Nickelodeon theatres had existed in even the smallest of American towns since 

the late 1890s,
41

 between 1930 and the mid-1950s the cinematic experience of the 

motorcar had become ubiquitous in the American landscape. Of particular relevance to 

the development of the parkways, this was the period in which the quintessentially 

American experience of the drive-in cinema developed. From the first, at Camden, New 

Jersey in 1933, the number of drive-in cinemas grew to around one thousand by 1949, 
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peaking at over four thousand by the mid-1950s.
42

 Richmond was no exception, 

encircled by no less than four theatres by 1948, not to mention those that lay further 

beyond in rural Virginia. By far the largest was the Bellwood Drive-In Theatre, 

designed by celebrated Art-Deco theatre architect Michael DeAngelis, which could 

accommodate over one thousand cars (fig. 5.21).
43

  

While drive-in theatres were more commonly styled in imitation of urban 

cinemas, their rural locations on the fringes of the city were often marketed as part of 

their appeal. One could argue it stands to reason that commercial developers, of sites 

neighbouring suburban drive-ins, might consciously choose to promote ‘rural’ and/or 

‘colonial’ imagery in an attempt to attract consumers accustomed to this mode of vision. 

In this way McLuhan has argued that cinema, advertising and consumerism are 

inextricably linked, writing that: “To a highly literate and mechanized culture the movie 

appeared as a world of triumphant illusions and dreams that money could buy.”
44

 Soon, 

roadside traders were erecting their own stage-set fantasies designed to attract the 

motorists’ gaze, as Robert Venturi has explored in his seminal work Learning from Las 

Vegas (1977).
45

 Many examples of this may be found in the developments which sprang 

up around Richmond’s Broadway and Bellwood Drive-In Theatres, including a colonial 

revival funeral parlor and freight handler’s office, both dating from the late 1940s. 

 

 

5.5 Interstate Image Corridors: The Persistence of Parkway Vision 

 

The locations of parkways and byways might lead one to assume that this form 

of visual manipulation affected rural areas only. However, parkways were conceived 

and engineered by urban planners whose target audience was the suburban motorist. As 

such, parkways were urban products whose visual aesthetic imposed an influential force 

upon the idea of the city as well as the idea of the landscape.  

In Richmond, contemporary planning policies ensure visual control is 

maintained over unfolding vistas of the city, as observed from the Interstate Highways 

which pass through it (fig. 5.22). Known as ‘Interstate Image Corridors,’ these policies 
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Fig. 5.20 Two postcards, c. 1950s, of a ‘colonial’ chalet at Dutch Gap Tourist Court, Richmond 

(left), and the Colony Inn Motel, Richmond, complete with eighteenth-century figures. Images 

from author’s personal collection. 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.21 The Bellwood Drive-In theatre, Richmond, Virginia. Image from S. Bell, “From 

Ticket Booth to Screen Tower: An Architectural Study of Drive-In Theatres in the Baltimore-

Washington-Richmond Corridor,” in A. K. Hoagland and K. A. Breisch, eds., Constructing 

Image, Identity, and Place: Perspectives in Vernacular Architecture IX (Knoxville: The 

University of Tennessee Press, 2003) p. 221 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.22 Map of Richmond’s ‘Interstate Image Corridors’ with key ‘gateway’ viewpoints 

marked. Image from the Planning and Development Review, Richmond Master Plan (City of 

Richmond, 2010). 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.23 View of the stage-set of Emmy-Award winning television series John Adams (2008), 

in Richmond, Virginia, a popular tourist attraction in its own right. Image by author. 
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could be seen as a reaction to what Boorstin has called the interstates’ “thorough 

dilution of travel experience.”
46

 Established under the Federal Aid Highway Act of 

1944, the Interstate Highway network has been described as a utilitarian exercise in 

modern highway engineering.
47

 As such, Boorstin has argued that the experience of 

travel was reduced from an ever-changing visual experience to a mere period of time, 

passing roadsigns the only visual records of landscapes traversed. In response, 

contemporary city plans designate where views should be enhanced, screened or 

protected, in order to present to traffic, hurtling past at eighty miles-per-hour, a 

promotional snapshot of the city as colonial capital and stronghold of a romanticised 

South.
48

 As the City’s 2010 Master Plan states: 

“Careful attention to these major entryways into Richmond has broad 

implications for the City’s ability to maintain a high quality visual 

environment and attract and retain new residents and businesses. 

Image corridors are key transportation corridors that should display a 

high-quality appearance to enhance the image of Richmond.”
49

 

One could argue that the resurrection of visual criteria – as demonstrated by 

vocabulary such as “visual environment”, “image corridors” and “appearance” imposed 

by contemporary planning policy upon the utilitarian highways of the 1940s - owes a 

debt to the picturesque visual planning of the early American parkways, reintroduced 

and popularised by architectural theorists on both sides of the Atlantic from the 1950s.  

British architectural criticism in the 1950s was marked by a renewed cynicism 

towards the urban sprawl of modern cities, led in substantial part by the staff of the 

Architectural Review, including Nikolaus Pevsner, Hubert de Cronin Hastings and 

Gordon Cullen. Arguably the most influential of the AR’s features, certainly in terms of 

its trans-Atlantic influence, was the polemical 1955 Outrage edition, in which authors 

Ian Nairn and Cullen attacked the featureless “low density mess”
50

 of suburban sprawl. 

The edition’s cover image, in AR’s trademark retro-screen print style, depicts a 

windshield view of exactly the kind of suburban sprawl the pair despised, complete with 

the clutter of ugly street lights and pylons. Following the success of Outrage on both 

sides of the Atlantic, Nairn and Cullen were approached, by Fortune magazine, to tour 

and comment on the visual planning of selected American cities from Chicago to San 
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Francisco. The projected book for this ambitious project, given the working title 

Townscape USA, though eventually published as The American Landscape: A Critical 

View (1965), would have fitted neatly into a developing American discourse at this 

time. Other contributions to this discourse, which sought to reinvigorate American 

architectural criticism with regards to urban form, include Jane Jacobs’ Death and Life 

of Great American Cities (1961), Peter Blake’s God’s Own Junkyard (1964) and Lynch, 

Appleyard and Myers’ The View from the Road (1964).
51

 

Nairn used the project’s fee to undertake a monumental road trip from 

Philadelphia to Los Angeles, an experience which would cement his hatred of urban 

sprawl. In a similar project undertaken by the AR some years earlier in 1939, artist John 

Piper set out to photograph every visual structure en-route from London to Bath, as part 

of the journal’s grandiose agenda of “visual re-education” to “re-establish the 

supremacy of the eye”.
52

 In a parallel of Nairn’s commission, a critical component of 

this project had been to stimulate architectural discourse on the visual state of the 

nation’s great arterial routes. Piper’s ‘before and after’ shots, plus his accompanying 

dialogue demonstrate how a painterly aesthetic was actively promoted by the AR and its 

editors, an aesthetic interchangeably known as ‘Visual Planning’, ‘Exterior Furnishing’ 

and ‘Picturesque Planning’, though best remembered as the title to Cullen’s influential 

Townscape (1961).
53

 It is in these projects and the resulting proliferation of motoring 

guidebooks
54

 that one might trace the influence of the American parkways. Though the 

British government did not go in for the building of scenic highways as such, 

architectural critics on both sides of the Atlantic argued for a visual re-evaluation of 

roadscapes based upon a picturesque aesthetic the AR editors themselves traced directly 

back to the lineage, now familiar here, of Repton, Payne-Knight and Price.
55

 

Viewed in this light, Richmond’s ‘Interstate Image Corridors’ might be 

interpreted as a continuation of townscape principles which sought to create an edited – 
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almost cinematic – visual experience of the city. Coincidentally, the creation of the 

Virginia Film Office in Richmond in 1980 placed Virginia at the forefront of a 

relatively new movement in film production, which actively sought to recruit film, 

video and television industries to the state.
56

 The Virginia Film Office played a major 

part in the marketing of the state as a film location possessed of historic and picturesque 

scenes, attracting investors to contribute towards the cost of a number of historical 

productions. Of these, the most notable was the Emmy-Award winning television series 

John Adams (2008), filmed at a specially constructed ‘colonial’ stage-set, erected in a 

car park on the outskirts of Richmond  and now a popular tourist attraction in its own 

right (fig. 5.23).  

Walking onto the John Adams film set, a curious amalgam of mocked-up 

architectural fragments, a piece of Philadelphia’s Independence Hall here, the balcony 

of Boston’s Massachusetts State House there, one is reminded of King’s Jamestown 

paintings which collect together the most notable examples of colonial architecture. One 

could argue that a similar, edited, cinematic experience can be achieved walking the 

streets of Richmond’s suburban communities. One such example is the aptly named 

West Broad ‘Village’ (fig. 5.24), a romantic attempt at the re-production of a whole 

town, with a main street “not unlike the bustling main streets of colonial America.”
57

 

Though the pretence of West Broad is towards a traditional vision of American towns, 

the two-dimensionality of this romantic imagery is revealed by its construction; much of 

Main Street comprises a series of steel and concrete-framed structures dressed with a 

thin façade of ‘historical’ townscape motifs. As John Fortier has written:  

“To an American, the landscape […] seems saturated with “creeping 

heritage” – mansarded and half-timbered shopping plazas, exposed 

brick and butcher-block décor in historic precincts […]. Once confined 

to a handful of museums and antique shops, the trappings of history 

now festoon the whole country. […] Long uprooted and newly unsure 

of the future, Americans en masse find comfort in looking back; 

historic villages and districts become “surrogate home towns that 

contain a familiar and reassuring landscape […].”
58

 

If West Broad Village could be interpreted as a kind of cinematic set, it is the middle 

ground between Williamsburg’s ‘historically accurate’ re-construction and the pure 

fantasy of Disneyland. One could argue that, were West Broad Village to have a 

cinematic equivalent, it might be found in the double exposure image: fragments of 
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Fig. 5.24 New-build ‘colonial’ homes at West Broad Village, Richmond, Virginia. Image from 

www.westbroadvillage.com [Accessed 22/12/2011]. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.25 This double exposure image, an amalgamation of a Williamsburg scene with Scenic 

Byway No.5, summarises the nostalgic picturesque gaze at work along the Colonial Parkway, 

and in the contemporary planning policy of Richmond, Virginia. The romantic collective view 

of Virginia is of an historic, Arcadian landscape of elegant colonial mansions amidst verdant 

scenery and serpentine country roads. Image by author. 



 

 

 

 

 

 

 

 

Fig. 5.26 Atmospheric watercolour and ink sketch by Frances Terry, of his father Quinlan 

Terry’s  1984-7 riverside development, Richmond-upon-Thames. Image from View: An 

Exhibition about Richmond Hill, held at Waterstone’s, Piccadilly and the Orleans House Galley, 

Twickenham  (2003).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 5.27 Elevation (above), by Quinlan Terry Architects, for the 1984-7 riverside development, 

Richmond-upon-Thames. This elevation for an office building was largely an adaptation of 

William Chamber’s unexecuted design for a new palace at Richmond (fig. 4.4.20), now home to 

internet auction giant Ebay. (Below) Quinlan Terry Architects elevation of the retail and 

catering complex, Colonial Williamsburg, Virginia (2001-3). Images from 

www.qftarchitects.com [accessed 03/03/2013]. 
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romanticised eighteenth century Williamsburg superimposed upon the sinuous curves 

and picturesque landscaping of the American parkway (fig. 5.25). As Boym has written, 

“A cinematic image of nostalgia is a double exposure, or a superimposition of two 

images – of home and abroad, past and present, dream and everyday life.”
59

 In the case 

of West Broad Village, one finds familiar nostalgic imagery thinly applied over the steel 

and concrete skeletons of its modern buildings.  

Contemporary planning policies at work in Virginia demonstrate the continuing 

power of pictorial vision in shaping our environment. Quinlan Terry Architects’ 2001-

2003 retail complex for Colonial Williamsburg demonstrates many of the same 

preoccupations as West Broad Village, dressed as a picturesque eighteenth century 

streetscape. Similarly, Quinlan Terry’s partial restoration and re-creation of a cluster of 

riverside buildings at Richmond-upon-Thames (1984-7) befits a nostalgic vision of ‘the 

classic village’ (fig. 5.26). In a mirroring of its Virginian counterpart,
60

 one of these 

buildings overlays an historic image, projecting Chambers’ unexecuted design for a 

royal palace at Richmond onto the steel skeleton of a modern office building, now the 

suitably grand home of internet auction giant Ebay. 

 

Concluding Remarks 

Following an exploration of Richmond Hill’s history, Chapter Four traced the 

transposition of that view onto the American landscape, and followed how this 

particular vista’s meaning has been mediated and translated from one landscape to 

another. This translation of a common set of values is apparent in landscape and 

architectural works, in fine art, literature and diverse forms of popular media from the 

newspaper to the postcard. Continuing from this, Chapter Five has traced the 

development of the picturesque view from a static to a kinetic mode of vision, via 

photography, the car and the cinema screen. These new technologies have not so much 

produced a scientific future as reinvented the past, re-inscribing familiar tropes as well 

as established conventions for the viewing of landscapes and townscapes. Just as the 

static idea of the picturesque view has always exerted power – intellectually, culturally 

and over architectural and landscape forms – this chapter has shown that the moving 

picturesque viewpoint has exerted similar power, in service of similar values, in ways 
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which are both different and strikingly consistent. The visual conventions deployed in 

the creation of supposedly ‘modern’ landscapes such as the suburb and American 

highway can, as this section has shown, be linked to the picturesque conventions 

observed in the Richmond landscape. Thus, the values inherent within London’s first 

protected vista remain at work within contemporary cityscapes on either side of the 

Atlantic.  
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6 . 1  T h e  L o n d o n  V i e w  M a n a g e m e n t  F r a m e w o r k  

The previous chapters of this dissertation have developed an intellectual and 

cultural history of Britain’s first protected vista, the view from Richmond Hill, 

unpicking the values and narratives associated with it, and how these values have 

developed and shifted over time in response to geographical, cultural and political 

influences. This chapter returns to London to examine the city’s contemporary policies 

of view protection. The aim will be to demonstrate that the values of the eighteenth 

century picturesque, as mediated and transformed via technological advances from the 

camera to the motorcar and cinema, continue to overlay contemporary policy.  

The City of London now recognises 26 protected vistas and 52 designated 

viewing places of St. Paul’s Cathedral, Westminster and the Tower of London, which 

carve through sites of potential development (fig. 6.31). Viewed at a distance of as 

much as ten miles, these vistas not only dictate the urban and architectural form of the 

city, but, by association, the location of high-tech centres of international banking and 

commerce, whilst simultaneously reinforcing an established canon of recognisable 

nostalgic imagery. This chapter will describe London’s contemporary policies of view 

protection with reference to the protected vista from King Henry’s Mound in Richmond 

Park. This particular vista is singled out due to the curious nature of its ‘loss’ and 

‘rediscovery’, as well as the fact that its keyhole view of St. Paul’s cathedral ten miles 

distant illustrates – more than any other of London’s vistas – the degree of scientific 

precision with which these vistas are defined under contemporary planning policy. The 

coincidence of the two viewpoints, in one direction the vista protected by the London 

View Management Framework and in the other the vista protected by the 1902 Act of 

Parliament, suggests that the two, apparently opposing, systems of protection share 

common values. 

A 2007 Transport for London Underground poster by artist Paul Catherall (fig. 

6.1), sums up cogently the idea of London’s protected vistas. The view illustrated is the 

London View Management Framework’s protected vista from Primrose Hill, a view 

towards historic Westminster observed from the leafy vantage point of the suburb, 

constructing in the mind’s eye spatial relationships between city and observer. The 

skyline is rendered as solid blocks of colour, as if the city form is arranged for painterly 

composition, a mere disposition of painted surface, the use of solid colours itself a 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.1  Artist Paul Catherall’s linocut print for Transport for London, showing the 

protected vista of central London from Primrose Hill. Image from the collections of the 

London Transport Museum. 

 

 

 

 

 

 

 

 

 

 

Fig. 6.2  Though English Heritage’s Seeing the History in the View was aimed 

at spreading view protection policies to sites beyond London, nevertheless the  

document is heavily referential to London-based case studies. Image from English 

Heritage, Seeing the History in the View (2011). 

 



 

Fig. 6.3  These images from Seeing the  

History in the View demonstrate how:  

(a) proposed development may  

“adversely affect”; (b) have a “neutral  

effect”; or (c) the removal or remodelling  

of an existing feature may “positively  

enhance the understanding and 

appreciation of a heritage asset in the  

view.” Image from English Heritage,  

Seeing the History in the View (2011)  

p. 23 
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nostalgic memory of screen printing techniques. Landmark elements are set in from the 

edges of the frame by a third, a technique of picturesque composition also illustrated by 

the clear representation of foreground trees, middle-ground buildings and background of 

pinkish hills. Catherall’s vision of London is at once historic and modern, urban and 

suburban, nostalgic, picturesque, natural and designed. Seemingly effortless and yet 

meticulously orchestrated, it incorporates all of the contradictions to be expected of the 

city, preserving the familiar city ‘brand’ from a perceived threat of homogenising, or 

‘globalising,’ change. In the same way that Catherall’s image may be analysed for 

insights into his way of viewing the city, this chapter will analyse the components of a 

single protected vista from King Henry’s Mound, in an attempt to shed light upon the 

values inherent within it. 

London’s system of protected vistas is the most comprehensive and rigid of any 

world city, and its policies have served as an influential model behind many world 

examples. As demonstrated by historic auction notices, the right of the individual to 

access a view has been protected in legal covenants attached to properties since at least 

the seventeenth century in London.
1
 In The London Town Garden 1700-1840, author 

Todd Longstaffe-Gowan traces many examples of such covenants, ranging from 

stipulations designed to protect the prospect from hilltop homes, to controversy 

surrounding new construction in city squares overlooked by the townhouses of the 

gentry.
2
 However, as this chapter will reveal, the legal protection of views incorporated 

into city planning policy is a relatively recent occurrence. This chapter aims to chart the 

historical development of the London View Management Framework, along with 

parallel guidance documents produced by heritage and conservation bodies. It will also 

investigate the components of the protected vista and, through an analysis of its adopted 

language, suggests an origin of contemporary policy in the Richmond, Petersham and 

Ham Open Spaces Act of 1902.  
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6.1.1 Development of Current Policy 

Current legislative protection is enforced through the London View Management 

Framework (2011), a development of the Supplementary Planning Guidance for 

London on the Protection of Strategic Views (RPG3A) (1991), in which the Secretary of 

State formally gave protection to ten strategic vistas of the city. Prior to this, views of 

St. Paul’s Cathedral were afforded limited protection by the ‘St. Paul’s Heights Code.’ 

As former Surveyor to the Fabric of St. Paul’s Martin Stancliffe has stated, the 

introduction of the code was a reaction to the construction of nearby Faraday House in 

the mid-1930s, an eight storey structure which obscures much of the Cathedral in river 

views. Galvanised by Godfrey Allen, the then Surveyor to the Fabric of St Paul’s, the 

code was introduced in 1937
3
 and continues to be enforced by City authorities to this 

day.  

The St Pauls Heights Code is based on a series of planes, limiting the height of 

developments so as to safeguard the cathedral’s western towers and the main cornice 

line within river views. According to Stancliffe, these planes were devised using the 

‘Parallacter’ system of working over photographs.
4
 Though the code has been largely 

successful in preserving clear sightlines to the cathedral from the River Thames, 

Stancliffe, in his Memoranda to the Select Committee on Transport, Local Government 

and the Regions (2002), urged for the introduction of wider and more targeted policy to 

reflect the development of ever-taller buildings and their influence upon the Cathedral’s 

wider setting.
5
 

At the time of Stancliffe’s Memorandum, more targeted view protection policy 

was in fact already in the pipeline.
6
 Two years prior, in July 2000, the Secretary of State 

had released new directions which stipulated that development within the ten initial 

strategic views identified by the 1991 SPG no longer remained the sole business of the 
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local planning authorities involved, but should now be referred to the Mayor of London 

for approval.
7
 This was followed, in February 2004, by the publication of the Mayor’s 

London Plan: Spatial Development Strategy for Greater London in which a series of 

principles were laid down including the concept of management plans for the protection 

and enhancement of city views. In 2005, a round of consultation followed the removal 

of the 2000 directions and the drafting of a new supplementary guidance document, 

entitled The London View Management Framework, which came into force in 2007. 

This document laid down new statutory Protected Vista Directions, increased the 

number of protected vistas to eleven, and introduced the concept of ‘qualitative visual 

assessment’
8
 as a means to assess development within views. Following a number of 

alterations, the City of London’s 2011 amendments to the London View Management 

Framework more than doubled the number of strategic views under statutory protection, 

now recognising 26 protected vistas and 52 designated viewing locations. 

 

6.1.2 Parallel Documents 

In the meantime, the historical dimension of the protected vista was being 

explored in documents produced by national conservation bodies. English Heritage’s 

Seeing the History in the View was drafted in 2008, though a final copy was not 

published until May 2011 (fig. 6.2). This document sets out a methodological approach 

to the identification of historic significance within views, and provides analytical tools 

by which to judge the impact of proposed development. Seeing the History in the View 

was conceived as an extension to the London View Management Framework, 

broadening view protection from the urban environment to regional and rural 

landscapes. In his introduction to the document, National Planning Director Chris Smith 

writes: 

“Views play an important part in shaping our appreciation and 

understanding of England’s historic environment, whether in towns 

and cities or in the countryside. […] The existence of such views, often 
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containing well-known landmarks and cherished landscapes, enriches 

our daily life, attracts visitors and helps our communities prosper.”
9
 

Smith’s comments highlight the implicit links made by Seeing the History in the View, 

namely that the historic content of a view may contribute to the prosperity and well-

being of communities, and should therefore be maintained, or the legibility of the 

historic content enhanced. Despite reviewers’ complaints that English Heritage’s 

methodology would, in practice, produce “unwieldy, highly repetitive and very time 

consuming”
10

 documents, the message that view preservation somehow increases the 

legibility of historic landscapes is a common theme. Reviewer Richard Coleman stated: 

“English Heritage’s draft guidance focuses attention on the important 

aspect of heritage assets, their history, their collective meaning, the 

way they contribute to the quality of views and the way history can be 

read within them.”
11

 

Another common complaint was that English Heritage’s publication attempted to distil 

the experience of historic views into a series of quantifiable characteristics or ‘assets,’ a 

planning term which, it could be argued, commodifies historic structures and settings.
12

 

This commodification of heritage ‘assets’ is highlighted by the document’s suggested 

assessment process, which aims to sort elements of views into prescriptive matrices. 

For example, heritage assets are to be graded into categories from high to low 

‘significance,’ an equally difficult and loaded idea,
13

 while development should be 

ranked from ‘high beneficial’ to ‘high adverse’ (fig. 6.3). Final assessment of 

development proposals is to be calculated by tabulating value, or significance, against 

the potential impact of development.
14

 Implicit in this assessment process is the 

assumption that development, or change in a more general sense, has the potential to 

adversely affect a vista deemed to be of aesthetic value, or understood as an ‘authentic’ 

historic object. The sense that development might affect these more fundamental 

attributes of the vista, above and beyond the purely visual sense, is supported by 

Coleman’s argument against the weaknesses of the prescribed analytical method: 
                                                           
9
 English Heritage, Seeing the History in the View (English Heritage, 2011) p. 3 

10
 R. Coleman in a review of English Heritage’s Seeing the History in the View (2011) 

http://www.citydesigner.com/index.php?action=showNewsDetails&newsID=42 [Accessed 13/10/11] 
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 R. Coleman, Seeing the History in the View 
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 For a definition of ‘assets,’ see English Heritage, PPS 5 Planning for the Historic Environment: 

Historic Environment Planning Practice Guide (English Heritage, 2010) pp. 7-9 
13

 For a definition of ‘significance,’ see English Heritage, PPS 5 Planning for the Historic Environment: 

Historic Environment Planning Practice Guide (English Heritage, 2010) pp. 7-9 
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 English Heritage, Seeing the History in the View, p. 25 
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“Places are experienced in movement and memory at all times of day 

and night. These are not just visual experiences but affect all five of 

the acknowledged senses as well as the sense of balance and 

belonging. It is not possible to tabulate these kinds of phenomena and 

tick the appropriate boxes.”
15

 

Despite these complaints, many British towns began to use a systematic approach to 

analyse historic views at this time; Westminster’s Metropolitan Views (2007) and 

Oxford City Council’s View Cones (2005) are cited as primary references in English 

Heritage’s Seeing the History in the View. Further proof of the importance of the 

historical dimension of London’s views is demonstrated by English Heritage’s more 

extensive role in the city than anywhere else in the country, acting as a statutory 

consultee on all developments affecting strategic views. The organisation has also 

advised on the heritage significance within views of Liverpool, Newcastle, Durham and 

Bristol, particularly where historic buildings and their settings are to be affected by 

proposals for tall buildings.  

Tall buildings have generated vociferous debate with regards to sensitive vistas, 

particularly in settings where they have been perceived as alien to ‘authentic’ urban and 

architectural forms, and damaging to the visual identity of cities. This is reflected in 

English Heritage and CABE’s parallel research publication Guidance on Tall Buildings 

(2007), which advises on the impact of tall buildings within historic settings. Of 

particular note, the guidance suggests that “individually, or in groups, [tall buildings] 

affect the image and identity of a city as a whole,” and that “by virtue of their size and 

prominence, such buildings can also harm the qualities that people value about a 

place.”
16

 The document goes on to clarify that the qualities perceived to be at risk from 

tall buildings include “landmark buildings […] backdrops, important local views, 

prospects and panoramas.”
17

 

What emerges from these documents is a sense that views of historic assets are 

integral to their historic ‘authenticity’; that somehow, a listed building visible within its 

setting possesses more historical value, or ‘significance,’ than the same building 

blocked from view by development. In Seeing the History in the View (2011), English 
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 R. Coleman in a review of English Heritage’s Seeing the History in the View (2011) 

http://www.citydesigner.com/index.php?action=showNewsDetails&newsID=42 [Accessed 13/10/11] 
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Heritage suggests that the distant viewpoint “may be the best (or only) place to view the 

historic significance of the heritage asset.”
18

 As such, development perceived to be 

‘insensitive’ may be judged to “severely erode the heritage values of the heritage assets 

in the view”;
19

 thus, adverse change to views of historical significance is charged with 

the deletion of history. This notion reflects the statements of UNESCO, particularly its 

2005 Vienna Memorandum on World Heritage and Contemporary Architecture – 

Managing the Historic Urban Landscape, which is concerned with the effect of 

development proposals upon views of World Heritage Sites within urban 

environments.
20

 

A further document, published in June 2011, demonstrates that the value of the 

view is not solely equated with historic significance, but with a physical and/or scenic 

experience of landscape. The 2,000 page UK National Ecosystem Assessment (2011) 

places a monetary value on the health benefits of living close to green space at up to 

£300 per person per year,
21

 and states: 

“The natural world is vital to our existence, providing us with […] 

cultural and health benefits not always fully appreciated because we 

get them for free.”
22

 

This perceived “cultural benefit” of landscapes and natural environments, commoditised 

with a monetary value by the UK NEA, seems to share similarities with the historic 

attributes of the London View Management Framework’s protected vistas.  

It could be argued that all the aforementioned documents, produced since the 

early 1990s, are symptomatic of a set of prevailing values which seek to connect 

significance (historical and/or artistic) with amenity (physical and/or scenic) and value 

(economic and/or cultural). Published just three years after the introduction of the 

Supplementary Planning Guidance for London on the Protection of Strategic Views 

(RPG3A) 1991, a further document, the Thames Landscape Strategy (1994) would 

appear to embody these emerging trends most succinctly. This document combines the 

                                                           
18

 English Heritage, Seeing the History in the View, p. 12 
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20

 UNESCO, Vienna Memorandum on ‘World Heritage and Contemporary Architecture – Managing the 
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Fig. 6.4  The network of vistas and landscaped parklands and gardens proposed by the 

Thames Landscape Strategy stitches the region between Hampton and Chiswick 

together into one united landscape composition. Image by author, adapted from K. 

Wilkie, M. Battaggia, M. Batey, D. Lambert, H. Buttery, J. Pearce, D. Goode and D. 

Bentley, Thames Landscape Strategy (Thames Landscape Steering Group, 1994) p. 10 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.5  Stitching the landscape together with vistas, some historic, some entirely new; 

plan for the Richmond & Ham reach. The London View Management Framework’s 

Protected Vista of St. Paul’s Cathedral, from King Henry VIII’s Mound, Richmond 

Park, is top right. Image from K. Wilkie, M. Battaggia, M. Batey, D. Lambert, H. 

Buttery, J. Pearce, D. Goode and D. Bentley, Thames Landscape Strategy (Thames 

Landscape Steering Group, 1994) p. 122 
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analysis of historic views with an assessment of the natural and cultural landscape of 

the Thames. A glance at the maps contained within the Thames Landscape Strategy 

reveals an anticipation of many aspects of London’s current statutory protection of 

views, treating the city as a network of historic landscape vistas united in one great 

landscape composition (figs. 6.4). As if to highlight this treatment of the landscape as a 

single cultural art object, the document was sponsored by English Heritage, English 

Nature, The Countryside Commission and, perhaps most significantly, the Royal Fine 

Art Commission. The Thames Landscape Strategy emerged as a development of 

landscape architect Kim Wilkie’s exhibition entitled Thames Connections, which 

coincided with the 1991 publication of the Supplementary Planning Guidance for 

London on the Protection of Strategic Views. Wilkie’s clear vision for a Thames 

landscape united through the consolidation of existing, and the creation of new, vistas 

appealed to a number of local interest groups which carried the conceptual proposal 

forward as the foundation of local landscape management policies.
23

 

Wilkie’s Thames Landscape Strategy proposed that the open spaces bordering 

the Thames from Hampton to Kew be laced with a series of sightlines and composed 

vistas, uniting spaces designed in isolation during different historical periods into a 

single aesthetic composition, experienced via a succession of unfolding vistas (fig. 6.5). 

The use of geometrically defined sightlines to stitch the landscape together into a 

visually coherent whole is illustrated graphically in the document’s accompanying 

diagrams. This connecting function of the vista might be compared to the London View 

Management Framework, which stitches together city and suburbs via the observer’s 

gaze. London’s protected vistas juxtapose the city with the picturesque foreground of its 

suburban public parks while, simultaneously, they identify ‘authentic’ historic 

monuments and landmarks of nostalgic sentiment amongst the contemporary city, 

preserving an idea of the coherence of its visual identity. 

 

6.1.3 A Single Vista: King Henry’s Mound, Richmond Park 

In the previous section I have charted the development of London’s 

contemporary policies of view protection. In the following sections I will describe the 
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 K. Wilkie, M. Battaggia, M. Batey, D. Lambert, H. Buttery, J. Pearce, D. Goode, D. Bentley, Thames 

Landscape Strategy (London: Thames Landscape Steering Group, 1994) p. 8 



 

Fig. 6.6  Plan mapping the Protected Vista from King Henry’s Mound, Richmond Park. 

The ‘Landmark Viewing Corridor’ component is coloured red, the ‘Landmark Lateral 

Assessment Areas’ and ‘Landmark Background Assessment Area” are marked in 

yellow. Image from Revised Supplementary Planning Guidance: The London View 

Management Framework (Greater London Authority, July 2010) p. 252 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.7  Keyhole view of St. Paul’s Cathedral from King Henry’s Mound, Richmond 

Park, taken with a telescopic lens. Image from Revised Supplementary Planning 

Guidance: The London View Management Framework (Greater London Authority, July 

2010) p. 84 

 

 

 

 

 

 

 

 

Fig. 6.8  The ‘panorama’ from Assessment point 9A, King Henry’s Mound, Richmond 

Park. St. Paul’s Cathedral is barely visible with the naked eye from this spot, and 

photography is hopelessly inadequate at capturing the keyhole experience. Image from 

Revised Supplementary Planning Guidance: The London View Management Framework 

(Greater London Authority, July 2010) p. 86 
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content, components and effects of this policy with reference to a single protected vista: 

the view from King Henry’s Mound, Richmond Park. In order to trace the history of this 

particular viewpoint, its effect upon the city’s development, and crucially, the opinions 

of politicians, planners and local residents alike, I will make use of contemporary 

newspaper articles as a source of primary evidence. 

Each protected vista in the London View Management Framework (2011) is 

composed of a ‘Viewing Place’ and an associated ‘Protected Vista,’ a geometrically 

defined viewing corridor between the Viewing Place and visible Landmark. Within each 

Viewing Place may be several ‘Viewing Locations’, and within each location there may 

be one or more specifically designated ‘Assessment Points’ from which the impact of 

proposed development is to be judged. These Assessment Points are precisely located 

using fourteen digit GPS grid references in order to provide objective certainty during 

the assessment of development proposals.
24

  Similarly, the precise direction of the 

centre of each Protected Vista is given by a bearing and field of view angle. For 

example, the Assessment Point atop King Henry’s Mound on Richmond Hill is given as 

grid reference 518605.8 E, 173150.4N, whilst the bearing of its associated Protected 

Vista is at 59.3° with a centred field of view of 120°. 

It could be argued that the degree of precision used in the definition of Protected 

Vistas has a relationship to the definition of heritage ‘assets,’ i.e. the commoditisation of 

historic views requires that the ‘significance’ of the view is separated out, defined by 

universal coordinates and geometries. It could also be argued that the degree of 

precision reveals a fear of damage to vistas deemed to be of historic ‘significance’ – by 

precisely mapping or recording the vista it is preserved for posterity.
25

  

According to the London View Management Framework, the vista from King 

Henry’s Mound (fig. 6.6) has heritage significance due to its framed view of St. Paul’s 

Cathedral, ten miles distant, dating from at least the early eighteenth century (fig. 6.7). 

The case for an early date is supported by the appearance of the mound, and its 
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attendant avenue of trees, in a drawing of the adjacent New Park’s baroque axial 

gardens (fig. 6.9). Oral tradition records that the view may even pre-date its 

incorporation in the New Park gardens, constructed as a viewpoint from which Henry 

VIII could observe a signal from the Tower of London, signifying the execution of 

Anne Boleyn. This oral tradition accounts for the mound’s name, though it is 

interchangeably known as King Henry’s, King Henry VII’s and King Henry VIII’s 

Mound.  

Whatever truth there is in these romantic stories about King Henry’s Mound, the 

view of St. Paul’s was not considered to be of sufficient historical significance to 

warrant statutory protection until 1992, when an Inspector turned down British Rail’s 

application for a high rise development at Liverpool Street Station.
26

 In fact, the view 

was reputedly ‘lost’ during the Second World War, when it was abandoned to 

undergrowth, only to be restored in 1976 by local resident James Batten.
27

 As recently 

as 2004, the view’s very existence was disputed by Mayor of London Ken Livingstone, 

following its conspicuous omission from the draft 2004 London View Management 

Framework, much to the distress of local campaigners.
28

 Succumbing to mounting 

pressure, the view from King Henry’s Mound, along with its 149 metre wide viewing 

corridor, were eventually incorporated into the final draft of the London View 

Management Framework (2004) (fig. 6.10).
29

 Controversially, Livingstone overturned 

these policies in 2007,
30

 narrowing the vista from 149 metres to 70, which in turn, was 

reversed by Mayor Boris Johnson in 2009.
31

 

The apparent tension between the pressures of economic development and 

historic and scenic conservation demonstrated by Mayors Livingstone and Johnson’s 

many policy alterations is also evident in the former’s introduction to the London View 

Management Framework (2007): 

“For London to remain a competitive world city, it must respond to the 

drivers of growth and continue to develop in a dynamic, organic 

                                                           
26

 “Our View is Under Threat,” Richmond and Twickenham Times (12 July, 2002) 
27

 “View of St Paul’s Should be Protected,” Richmond and Twickenham Times (01 August, 2003) 
28

 “Our View is Under Threat,” Richmond and Twickenham Times (12 July, 2002) 
29

 “Saved for the Nation,” Evening Standard (23 February, 2004) 
30

 “London’s Historic Views ‘Under Threat,’” http://news.bbc.co.uk/1/hi/england/london/6712137.stm (4 

June, 2007) [Accessed 18/10/2011]; “New Laws Threaten View of St Paul’s,” Richmond and 

Twickenham Times (07 September, 2007) 
31

 K. Barney, “Finest Views in London Saved for Future Eyes,” London Evening Standard (5 June, 2009) 



 

243 

 

manner without inappropriate restraints. At the same time, London is 

valued because of its first class heritage and historic landmarks that are 

cherished by Londoners and visitors to this great city.”
32

 

Despite Livingstone’s comments, the London View Management Framework imposes a 

large number of strict restraints upon the city’s economic development as outlined in the 

following sections, demonstrating the primacy of historic and/or scenic views over 

development. 

 

6.1.4 Components of a Vista: King Henry’s Mound, Richmond Park 

As we have seen, the statutory protection of vistas is a relatively recent 

occurrence. While legal covenants have protected local views since at least the 

seventeenth-century, the longer scenic vistas deemed important in London did not 

achieve legal protection until the 1990s. In the meantime, vistas have been celebrated, 

lost and ‘re-discovered’ in conjunction with historical circumstances and discourses. 

Since the establishment of statutory protection, it has been necessary to define the 

vista’s components with increasing precision. It is these components of the protected 

vista which will be explored in this section. 

To illustrate with one example, the King Henry’s Mound vista consists of a 

‘Landmark Viewing Corridor’ and ‘Consultation Area.’ The former is defined as the 

triangle formed between two divergent sight-lines, projected from an Assessment Point 

to the visible extent of a landmark (fig. 6.11). The latter is comprised of the ‘Landmark 

Background Assessment Area,’ an extension of the viewing corridor extrapolated 

behind the landmark, and ‘Landmark Lateral Assessment Areas’ which provide 

transitional buffer zones between the viewing corridor and its immediate 

surroundings.
33

 These areas are designed to protect the context of the landmark, so that 

it may be easily recognised from distant vantage points. In the case of Richmond Hill’s 

Protected Vista, the background of St. Paul’s Cathedral is to be kept clear of high rise 

development, maintaining the silhouette of the Cathedral’s upper dome against a 

backdrop of blue sky. The 149 metre wide viewing corridor was determined by the 
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Fig. 6.9  King Henry’s Mound and the avenue of trees framing St. Paul’s Cathedral 

c.1720, as depicted in an oblique view of the Earl of Harrington’s gardens, New Park, 

Petersham. Engraving by Johannes Kip after Leonard Knyff. Image from Britannia 

Illustrata, or Views of Several of the Royal Palaces as also of the Principal Seats of the 

Nobility and Gentry of Great Britain (London: Paradigm Press, 1984). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.10  After being abandoned to undergrowth during the Second World War, and a 

long period of obscurity, the view from King Henry VIII’s Mound was incorporated 

into the London View Management Framework in 2004 following a high publicity 

campaign. Image from the Evening Standard (23 February, 2004). 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.11  Diagram to define the components of a Protected Vista. Image from Revised 

Supplementary Planning Guidance: The London View Management Framework 

(Greater London Authority, July 2010) p. 19 
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position of the avenue of trees in Richmond Park, as viewed from the mound, so that the 

crisp silhouette of the cathedral’s dome would appear neatly within the keyhole view. 

Thus, the siting and design of developments across a vast swathe of central London is 

determined by the position of trees in Richmond Park ten miles distant. The 

preservation of the Cathedral’s background assists in its identification, as Kevin Lynch 

has written in Image of the City, “landmarks become more easily identifiable, more 

likely to be chosen as significant, if they have a clear form…Figure-background 

contrast seems to be the principal factor.”
34

 Lynch’s comment illustrates the function of 

London’s protected vistas in the promotion of its ‘imageability’ – the clarity with which 

the viewer may visualise the city’s structure and character. 

Permitted building heights within the Protected Vista zone are regulated by the 

height of the ‘Threshold Plane’, which is taken as the level of a sight line projected, 

from eye level at the assessment point, to the lower limit of the observable landmark. 

For example, the Threshold Plane in the previous example is taken as the line from eye 

level (1.6m) above the Assessment Point (59.09m above datum), on Henry’s Mound in 

Richmond Park, to the central axis of the Cathedral’s drum base (Grid Reference: 

532054.4 E, 181142.2 N). Therefore, over a distance of 15644m this Threshold Plane 

falls towards the city at a gradient of 0.25m per kilometre. These statistics demonstrate 

the almost absurd precision with which these vistas are defined; in total, a single 

protected vista is defined by nine 14 digit grid references and nine datum heights which 

delineate key points on the Threshold Plane (figs. 6.12, 6.13). The full extent of this 

scientific precision is further highlighted by a series of calculations included in the 

appendices of the London View Management Framework. In particular Appendix E, 

which calculates the minute correction of building heights necessitated as a result of the 

effects of the Earth’s curvature and the refraction of light.
35
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6.1.5 The Effect of London’s Protected Vistas on Development 

The minutely detailed specificities of the London View Management Framework 

are designed to set accurate and irrefutable limits to development within protected vistas 

in order to “prevent undue damage to the view.” In the opinion of the London View 

Management Framework, this damage is the result of “unacceptably imposing […] or 

creating an intrusive element in the foreground or middle-ground.”
36

 The enormous 

impact that the London View Management Framework has had upon development 

proposals within the city is demonstrated by a number of projects in the immediate 

wake of Boris Johnson’s aforementioned restoration of the wider viewing corridors in 

2009. For example, the SE1 Community Website reported, in October 2009, that 

developments around Elephant & Castle which had already been granted planning 

consent under Ken Livingstone, would now fall foul of Johnson’s widened corridors.
37

  

In 2007, perceived damage to historic views caused by a series of development 

projects, including Renzo Piano’s ‘Shard’ at London Bridge, very nearly placed the 

Tower of London on UNESCO’s list of World Heritage in Danger (fig. 6.14);
38

 an 

illustration of how economic development may be directly shaped by view protection. 

Following UNESCO’s repeated warnings, Mayor Boris Johnson has sought to create 

‘transparent’ supplementary planning guidance concerning the ‘settings’ of London’s 

World Heritage Sites. The 2011 Draft Supplementary Planning Guidance: London 

World Heritage Sites – Guidance on Settings aims to establish clear assessment criteria 

by which to judge changes to the visual settings of historic sites.
39

 Whilst projects such 

as the ‘Shard’ have proved controversial because of their conspicuous nature, others 

have slipped through planning almost unnoticed, despite the sensitivity of their settings. 

This demonstrates the priority given to the visual sense, and in particular the distant 

vista or skyline view, in the appraisal methodologies developed by the London View 

Management Framework and 2011 Draft SPG document.  
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Fig. 6.12  ‘Key Points’ and grid references of the Protected Vista from Henry VIII’s 

Mound, Richmond Park. The Protected Vista is depicted as a physical object, soaring 

over London, casting a shadow upon the city below. Image from Revised Supplementary 

Planning Guidance: The London View Management Framework (Greater London 

Authority, July 2010) p. 253 

 

 

 

Fig. 6.13 Camera positioned at 

Assessment Point 9A: 518605.8E, 

173150.4N. Height: 59.09m AOD. 

Aim: Central axis of the dome, at 

base of the drum. Bearing: 59.3
o
. 

Field of view: 120
o
. Distance: 

15.6km. 

 

 

 

 



 

 

 

 

 

 

 

 

Fig. 6.14  The ‘Shard’ towers over St. 

Paul’s in this view from Parliament 

Hill. Image by author. 

 

 

Fig. 6.15  The form of ‘Broadgate Tower’ in the City of London is determined by two 

Protected Vistas which overlay the site; the first from Westminster Pier and the second 

from King Henry VIII’s Mound in Richmond Park, over ten miles away. Image from R. 

Moore, “A Towering Compromise,” Architects’ Journal (19 March, 2009) p. 29 

 

 

 

 

 

 

 

 

 

 

Fig. 6.16 Plans showing how the tall block of the ‘Broadgate Tower’ development is 

shoehorned between the two Protected Vistas, while the rest of the site is developed 

with a low rise building below the Threshold Plane. Images from R. Moore, “A 

Towering Compromise,” Architects’ Journal (19 March, 2009) p. 31 
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The priority given to the visual sense in the assessment of development 

proposals is highlighted by the Secretary of State’s responses to planning applications.
40

 

For example, in the decision notice regarding a proposed mixed-use tower at Vauxhall 

Bridge (2005), the top three ‘Main Issues’ of concern raised were with regards to views. 

Decision Officer Anna MacIntyre wrote of the proposals: 

“The Secetary of State agrees […] that the main issues are: 

a) The effect of the proposal on the skyline of London and whether 

having regard to relevant policy there would be a benefit in 

provision of a landmark building […] 

b) The effect of the proposal on views from sensitive locations 

including conservation areas, the River Thames and its bridges, 

and from the Palace of Westminster and Westminster Abbey 

World Heritage Site. 

c) The impact of the proposal on its immediate setting […]”
41

 

It could be argued that concerns for the adequate provision of affordable housing, 

community facilities, parking, and other matters were evidently considered of lesser 

importance by the order of their ranking below these stated visual concerns. The priority 

given to the visual sense is further highlighted by the number of consultants involved in 

the visual assessment of the proposal. For example, in the aforementioned Vauxhall 

Bridge project, the decision letter indicates the involvement of English Heritage, the 

design council CABE, the planning authority, the Secretary of State, an independent 

inspector,
42

 and references Professor Robert Tavernor’s tall buildings design advice, 

delivered to the House of Common’s Select Committee on Transport, Local 

Government and the Regions. The reference to Tavernor is illuminating, as much of his 

approach to urban and architectural form equally places emphasis upon the visual 

characteristics of scale and proportion.
43
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The power of the protected vista to shape the visual form of the city is physically 

manifest in many of London’s development projects. For example, architect SOM’s 

Broadgate Tower (fig. 6.15) avoided controversy by adhering to the strict stipulations of 

the London View Management Framework.
44

 A diagrammatic site plan by SOM 

demonstrates how the tower’s angled façade was carefully shoehorned between two 

protected vistas which cut across the site – the vista from Westminster Pier and that 

from King Henry’s Mound, Richmond Park (fig. 6.16). While the London View 

Management Framework acts to regulate these vistas “it is not expected that [it] should 

be used to manage development falling outside this field of view”
45

 as defined from a 

specifically designated spot. This has led to the curious reality whereby the sequential 

visual experience of the moving spectator, as observed from Westminster Pier is 

protected only from a single static position. Thus, the very policy imposed in order to 

manage views of the city is powerless to regulate its dynamic visual experiences.
46

 In 

his article on SOM’s Broadgate Tower, Rowan Moore notes this shortcoming of the 

London View Management Framework, stating: 

“In fact, Broadgate Tower impinges rather more obviously on 

[unprotected] views of the cathedral’s dome from the south end of 

Waterloo Bridge, but the guardians of London’s vistas don’t seem to 

have picked this up.”
47

 

Where Broadgate Tower is simply squeezed between vistas, Jean Nouvel’s ‘One 

New Change’ shopping centre (fig. 6.17), completed adjacent to St. Paul’s Cathedral in 

2010, sits stealthily under the radar of view protection policies. The power of the vista 

to shape architectural form is evident in the building’s faceted form and low profile, 

while the plan is punctuated by a deep chasm which opens up new views to the 

cathedral, accentuated by the addition of a public rooftop viewing terrace (fig. 6.18). As 

a diagram from the office of Jean Nouvel shows, sightlines extrapolated from the dome 

of the cathedral slice across the building’s plan, as well as its elevations, like a shadow-

cast, determining its multi-faceted form. Thus, one could argue that policies of view 
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Fig. 6.17 Jean Nouvel’s ‘One New Change’ is a low rise development lying beneath the 

Threshold Plane of the area’s many Protected Vistas. A deep chasm through the plan of 

the building opens up new vistas of St. Paul’s, as does a public roof terrace. Image from 

R. Olcayto, “French Etiquette,” Architects’ Journal (11 November, 2010) p. 22 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.18 Diagram showing the creation of a new vista via the projection of the dome of 

St. Paul’s Cathedral across the development site of ‘One New Change.’ Image from R. 

Olcayto, “French Etiquette,” Architects’ Journal (11 November, 2010) p. 24 
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protection affect all aspects of development proposals, from the macro scale of urban 

design to the microscopic specificities of materiality and detailing.  

 

6.1.6 The London Vista as Picturesque Landscape 

If the vista has the power to shape the architectural and urban form of the city, 

one might question what are the visual criteria behind such a determining force? 

Interestingly, several of London’s protected vistas, including those emanating from the 

suburban fringes of Kenwood, Greenwich and Richmond among others, form elements 

of historic garden and parkland landscapes. Not only do many of these landscapes share 

histories in the picturesque movement, for example Humphrey Repton’s work at 

Hampstead and Richmond Parks, but those landscapes actually form the foreground 

settings to the London View Management Framework’s protected vistas. The 

picturesque also permeates the imagery of those suburbs, its early history rooted in the 

Thames-side villas of Alexander Pope, Lord Burlington and Queen Caroline near 

Richmond and its later developments influencing Kenwood’s neighbouring Hampstead 

Garden Suburb or Twickenham’s ‘mock-Tudor’ streetscapes.  

The aforementioned example of the vista from King Henry’s Mound, Richmond 

Park to St. Paul’s Cathedral is itself a remnant of an historic garden of which it once 

formed a part.
48

 From this hillock, the viewer peers through a specially made opening in 

a hedge, along an avenue of trees to the hazy image of St. Pauls ten miles distant (fig. 

6.7). This axis, which takes physical form only in the avenue of trees, is invisible on the 

ground; it is an axis in the airspace of the city. The precise delineation of the view in 

London’s legislation lends a new physicality and objectivity to the axis, recalling 

Wren’s un-built axial plans for post-fire London. One could argue that the method by 

which each view is precisely pinned down or mapped flattens the spatiality of the vista 

to a single picturesque composition, located at a specific viewing point. Thus, the 

desired pictorial composition of this image may be projected back onto the city via the 

London View Management Framework’s processes of Geometric Definition and 

Qualitative Visual Assessment, where as we have seen, the former assesses the visibility 
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of landmarks and the latter the qualitative character of the view,
49

 building on inherited 

conventions of pictorial composition. 

That the London View Management Framework is permeated with such pictorial 

convention is demonstrated by its adopted language. As we have seen, development 

proposals are to be assessed “based on an understanding of [the view’s] foreground, 

middle ground and background, landmark elements and the relative importance of each 

to the view in its entirety.”
50

 This concern with the construction of the view as a whole 

integrates the analysis of foreground, middle ground and focal landmark into a single 

assessment based on qualitative visual perception. In this way, London’s view 

protection policy promotes the city as a picturesque landscape composition or as a 

scenic urban ensemble in the manner of Gordon Cullen’s Townscape. This 

interpretation is supported by the London View Management Framework’s statement 

that “Views focus on architecturally and/or culturally significant set pieces. They are 

views of an architectural or landscape composition of historical significance”
51

 and that 

“Development should also conform with or enhance the composition of the townscape 

ensemble.”
52

 

Many city governments worldwide now support aspects of view protection 

policy. A considerable impetus for this has been the advocation of view protection by 

global bodies such as the United Nations Educational, Scientific and Cultural 

Organisation (UNESCO). Indeed UNESCO’s World Heritage Centre promotes visual 

analysis at all of its listed World Heritage Sites. For example, University College 

Dublin’s 2010 conference entitled Portrait of the City, held in the context of Dublin’s 

tentative inclusion on the World Heritage List, demonstrates the pertinence of the vista 

to UNESCO listing.
53

 As part of the bid, Dublin City Council is currently involved in 

the identification of strategic vistas and in drafting a framework for their protection. To 
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aid in this, the city has many models worldwide to draw upon, from Kyoto to San 

Francisco, Seattle and Edinburgh. The aim and method of each strategy vary, reflecting 

different visual goals and different fears. For example, UNESCO suggests St. 

Petersburg’s controversial Gazprom Tower might interrupt the singular character of the 

horizontal cityscape, while proposed Kyoto towers might reduce the visibility of historic 

and/or cultural landmarks. It could be argued that the former concern is with a loss of 

qualitative character, a disruption of the city’s admired and recognisable aesthetic, while 

the latter concern is with the loss of quantitative elements, the visual masking of 

admired and recognisable landmarks. These two poles could be likened to the aesthetic 

perception of cities advocated by Gordon Cullen in Townscape (1961) and the 

cartographic ‘imageability’ of urban structures as observed in Kevin Lynch’s Image of 

the City (1960). Indeed, Dr. Jukka Jokilehto, co-author with Sir Bernard Fielden of the 

World Heritage Site Management Guidelines and special advisor to UNESCO, has 

indicated the origins of UNESCO policy in these two works.
54

 

View protection policies now play an increasingly important role in managing 

the development of world cities. In the Canadian city of Vancouver, visual elements of 

landscape constitute defining images of place, or a city ‘brand.’ The protected vista 

might also act as an important visual reference, helping to construct the city spatially 

within the mind’s eye of the observer; to quote Kevin Lynch’s Image of the City, it 

fulfils our “need for identity and structure in our perceptual world.”
55

  Thus, it is 

claimed that the city’s ‘imageability’ may play a critical role in its perception and, 

through its visual appeal to residents, visitors and investors alike, may reinforce the very 

basis of a city’s economic sustenance. The perils associated with the alteration of such 

imagery is demonstrated by the deletion of Dresden, Germany, from UNESCO’s list of 

World Heritage Sites in 2009; the result of perceived damage to an historic aesthetic 

ensemble of city and, crucially, its landscape setting.  
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Fig. 6.19 London’s network of statutorily protected vistas has acted as a model for 
policies worldwide. Each vista carves through sites of potential development, shaping 
the contemporary city in relation to the values perceived within each view. Image by 
author. 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.20 The protected ‘View Cones’ of Vancouver, British Columbia, emanate from 
the suburban sister city of Richmond. Views of downtown Vancouver are juxtaposed 
with mountain views to the North. Image by author. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 6.21 Visual Impact Assessment deemed the bridge to be damaging to historic 
landscape views, and the visual experience of walking in the Elbe meadows. Images 
from the Visual Impact Study of the ‘Verkehrszug Waldschlosschenbrucke’ on the 
UNESCO World Heritage Site ‘Dresden Elbe Valley’ (Institute of Urban Design, 
RWTH Aachen University) pp. 104 

 

 

 

 

 

 

 

Fig. 6.22 A banner proclaims “Preserve World Cultural Heritage!” on the site of the 
proposed bridge at Waldschlosschen (now under construction). Image from Life 
Magazine. 
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6.1.7 Concluding Observations 

In this chapter, we have seen how the statutory protection and commoditisation 

of vistas has necessitated their precise delineation as objects, defined by complex 

geometry and coordinates inscribed onto the city’s plan. In contrast, the adopted 

language of the London View Management Framework and parallel documents suggests 

that protected vistas should be managed according to a particular nostalgic and 

picturesque visual sensibility. This tension between the scientific definition of vistas and 

their aesthetic form and content is perhaps nowhere better demonstrated than in the vista 

from King Henry’s Mound: in one direction, a geometrically defined vista of St. Paul’s 

is statutorily protected under the London View Management Framework, while the 

opposing prospect of the Thames, Britain’s first protected view, also played a key role 

in the origins of the picturesque movement in art, architecture and landscape.  

In his thoughts for future research towards the end of Image of the City Kevin 

Lynch posed the questions “How does an image adjust to change? […] When is reality 

ignored or distorted to preserve the map?”
56

 I would argue that this dissertation goes 

some way to address these questions. View preservation policies such as London’s seek 

to create quantifiable rules with which to approve or reject change to the city’s image. 

They attempt to preserve or cultivate a series of strategic images of cities, whether of 

aesthetic and/or orientational function, embedded within the evolving cityscape. Where 

the protected vista reinforces a ‘brand’ image it could be argued the city is represented 

as a series of images to be consumed by the tourist and resident alike. Indeed, changes 

to such images have been interpreted as potentially detrimental to a city’s attractiveness, 

economic vibrancy and the life of its communities. It follows that protected vistas are 

used as a means of ensuring a sense of continuity and stability with regards to the city’s 

image. In promoting this sense of historical authenticity and continuity, often through 

the protection of views of admired historic and cultural landmarks, one could argue that 

the vista appeals to nostalgic sentiment, and to notions of cultural identity legible to 

societies acculturated in the reading of images. The extent to which images of the city 

have become important is demonstrated by planning policies which uphold view 

preservation over the economic forces of the city, and the recognition of the financial 

value of viewing corridors cut through some of the world’s most expensive real estate. 
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The ability of the vista to distort architectural and urban form in opposition to these 

competing economic factors demonstrates the superior power of the observer’s gaze in 

the shaping of cities. 
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7 . 0  C on c lus i on  

 As I set out at the beginning of this dissertation, the two intersecting aims of this 

research were to investigate the intellectual and cultural histories of the idea of the 

‘protected vista’ in architecture, landscape architecture and urbanism and to examine the 

values inherent within London’s original protected vista. I argue that these values have 

subsequently come to inform, and are reinforced by, contemporary policies of view 

protection. The intellectual histories of each Richmond given here have been necessarily 

detailed, as it is only through tracing the recurring details of imagery and language that the 

recycling, absorption and development of a set of values may be highlighted. This historical 

contextualisation, and explication, of the values inherent within an increasingly 

common contemporary planning movement, represents the principal original 

contribution of my research.  

Beginning with an intellectual and cultural history of Britain’s first protected 

vista, the view from Richmond Hill, this dissertation has demonstrated that the values at 

work in the idea of the view, and the idea of view protection, derive in no small part 

from a highly particular physical and intellectual landscape; not just Western, not just 

British, but from a few miles of the Thames’ river banks to the West of London, and the 

values associated with it. While these values may originate from a particular place, they 

are not of a particular time. They have been subtly re-formulated with multiple re-

inscriptions over time, shifting with each iteration yet remaining remarkably consistent.  

Both Richmonds presented here are at once exceptional and typical: unusual 

examples which indicate explicitly the integration of English landscape values, and yet 

also representative of the protected vista’s absorption of picturesque values more 

generally. My research has shown that, in both Richmonds, the idea of the picturesque 

vista seems to contain within itself a sense of its own authenticity, attributing authority 

to the gaze and its subject, rendering the object a sense of completeness and finitude. 

Yet the picturesque view to be protected – as demonstrated powerfully by the examples 

of both Richmonds – is not a view from a particular period in time but an idealised, 

supposedly timeless, view comprised of those elements of its imagined history which 

have been deemed most desirable. Its supposed authenticity, regularly reinvented anew, 

produces – and is produced by – claims to individual, cultural, regional and/ or national 
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identities. In this way, the idea of the picturesque view has always demanded its own 

reproduction – in painting, literature, photography, postcards, film, in the view from the 

windscreen, in architecture, in landscape and in the continual remaking of itself. The 

authentic view is so recognisable, so familiar, that it also reproduces itself away from 

itself; seen, read, posted and played in representations but also, most powerfully, 

reproducing itself in physical form in export and in translation to radically different 

contexts, exerting power to make the new context conform with the values of the old. It 

is so pervasive that it demands its own conservation. So effective have been these 

processes of reproduction and conservation that they now go largely unnoticed. Yet the 

very idea of the view – legislated for in protected view policy – has served to 

universalise the picturesque landscape seen from Richmond Hill in law, so that all 

protected views have become, to some extent, the view from Richmond Hill.  

This dissertation has identified five broad themes underlying the values of the 

protected view: an understanding of the gaze – the vista as manifestation of surveillance 

and panoptic power; the aesthetic convention of the picturesque; a sense of nostalgia for 

a perceived ‘golden age’, whether melancholic mourning for a lost past or as aspiration 

for an imagined present or future; the question of authenticity in relation to 

romanticism; and the vista or image as expressive of identity, whether personal, 

regional, national or cultural. These five themes, which should by no means be thought 

of as exhaustive or exclusive, have been shown to converge in a single vista whose 

extensive reproduction has made it almost universal; the view from Richmond Hill and 

its reflected ‘mirror image’ in Virginia.  

 I have shown that, intriguingly, the river view preserved by the 1902 Richmond, 

Petersham and Ham Open Spaces Act forms one half of the panoramic view observed 

from ‘King Henry’s Mound’ in Richmond Park, while, turning through one-hundred 

and eighty degrees, the observer sees a vista protected by the contemporary London 

View Management Framework. The apparent opposition of these views, one rural, one 

urban; one expansive, one narrow; one defined by the protection of lands, one by a 

series of view-shed lines, is undermined by the coincidence of their values, their 

viewing positions and common conservation goals. In fact, this coincidence of position, 

geographical and ideological, offers a tantalising link between the two, apparently 

opposing, systems of protection. This dissertation has demonstrated that the 

contemporary London View Management Framework owes a great deal to the Act 
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which saved the view from Richmond Hill, and all that the view stands for. Thus, an 

understanding of the arguments behind the ‘Indignation’ campaign, which brought 

about the 1902 Act, underpins an understanding of the values and narratives attached to 

London’s contemporary protected vistas. 

A Sense of Nostalgia 

My research into the history of the Richmond Hill vista suggests that a pervasive 

sense of nostalgia has permeated the view for centuries, from its symbolic reference to 

Henry VII’s favourite earldom of Richmond, North Yorkshire, and its mysterious 

French predecessor, to the ‘Indignation’ campaigns of the twentieth century. 

Campaigners have attached value to the landscape not only for its visual and natural 

beauty, or its witness to historical events, but for its familiar and repeated representation 

in the works of famous national and international artists, poets and authors. They have 

argued that it was on this spot that artists sketched Henry VII’s fantastical chivalric 

palace of Richmond, and painted the genteel riverside estates of eighteenth-century 

nobility.  

Already well-known by the early eighteenth-century, my research has 

demonstrated how the hill was embellished with grand townhouses, the ‘Terrace Walk’, 

medicinal mineral springs, pleasure garden and theatre. The latter ‘Indignation’ 

campaigns focused on this evidence to claim that the Richmond landscape enjoyed a 

refined and elegant ‘golden age’ in the past, and that subsequent developments have 

somehow cheapened and vandalised a pastoral landscape whose authority derived from 

classical models. However, my research has also demonstrated that a plethora of 

drinking establishments, and the somewhat infamous reputation of the Richmond Hill 

pleasure gardens, catered to every type of social behaviour. A contrary picture thus 

develops of the hill as a raucous leisure resort within easy reach of the city. As such, the 

view of the Thames from Richmond Hill was not only geographically opposed to the 

vista of the city, but was set up symbolically in opposition to it; here was a romanticised 

and nostalgic vision of the ‘country’, albeit an urbanised landscape, where leisure time 

and playing at ‘country’ pursuits was encouraged and celebrated. This is not to say that 

Richmond in the eighteenth century was a rural or agricultural community, tied to the 

land and little affected by the city. On the contrary, Richmond’s symbolic opposition to 

the city highlights their fundamental reliance upon one another. This was where George, 

Prince of Wales, retreated away from the politics of the city to try his hand at 
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experimental ‘farming’, though this was more accurately an exercise in landscape 

gardening than agricultural production, his gardens the venue of ‘rustic’ fetes galantes 

where the city’s aristocracy played at being rustic peasants. Likewise, the poets and 

painters that flocked to the Richmond and Twickenham resorts throughout the 

eighteenth century did so to infiltrate the city’s fashionable set, and to sell their pastoral 

works among the city merchants. As such, though it might be said the works of 

eighteenth century artists, architects, landscape architects and writers have done much 

to sustain the two conceptual poles of Williams’s Country and the City, my research has 

revealed a much more complex relationship emerging from the proto-suburban 

communities encircling eighteenth-century London, and even from the colonies, which 

to a significant degree were also thought of as satellites of the city. 

No doubt the Richmond Hill prospect, admired by the many visitors to 

Richmond’s leisure district, and by the poets and painters flitting around the local 

estates of the gentry, had much to do with the increasing popularity of the resort. The 

pastoral view was seen as a living image of an historical painting, drawing up nostalgic 

associations from popular classical literature; the gentleman that ‘retired’ to country 

estates here compared to the classical retirement of Cicero or Horace to villa estates 

such as Pliny’s famed ‘Tusculum’. Classical retirement was seen as a return to an 

‘authentic’, noble and rustic simplicity, where one could reconnect with nature through 

experimental husbandry, and spend one’s time expanding the mind through scholarly 

pursuits. It could even be argued that the natural view of the river, frequently compared 

to the paintings of Claude Lorrain, Nicholas Poussin and Gaspar Dughet, acted as 

inspiration to local retirees Alexander Pope and Lord Burlington’s pioneering forays in 

naturalistic landscape architecture. 

The Richmond Hill view’s eighteenth-century transposition onto the landscapes 

of colonies all over the world, with all its connotations of classical authority, pastoral 

innocence and picturesque beauty is another consequence of pervasive nostalgia, in its 

original sense as a physiological yearning for the colonist’s distant homeland. In the 

example of Virginia, the overlaying of the Richmond Hill view both represented and 

helped to produce the values of that youthful colony: a mirror of the apparently already 

past ‘golden age’ of genteel, civilised, learned, Richmond-upon-Thames. Later, in the 

build up to Revolution, this sense of nostalgia would shift poles from the ‘golden age’ 

of England to classical Rome, reflecting a wave of optimism in America’s future that 
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swept through the youthful Republic at this time. But, as this dissertation demonstrates, 

the values attached to the vista have been in constant flux, always shifting but also 

largely consistent. Another kind of nostalgia arose once more during the escalation of 

the American Civil War. At this time, familiar narratives of the ‘authentic’ rural farmer 

came to symbolise the struggle of a romanticised age-old southern plantation economy 

against the dark forces of an industrial north. This nostalgic sensibility would continue 

to be felt in the aftermath of the Civil War, as the defeated Confederacy was presented 

as a fallen civilisation, on a par with the fall of Rome or of Carthage, and 

commemorated through the erection of classical monuments to the south’s Lost Cause. 

The Aesthetic Convention of the Picturesque 

One cannot discuss the view from Richmond Hill, the progenitor of all protected 

views, without coming back repeatedly to the Picturesque Movement in art, 

architecture, landscape architecture and literature. As this dissertation has argued, it was 

in the Richmond landscape that the influential pioneers of the Picturesque Movement, 

including Pope, Burlington, Henrietta Howard and Queen Caroline first set themselves 

up in opposition to the ‘outmoded’ formal styles of landscapes such as those at 

Hampton Court, Ham House and Petersham’s New Park. It was in this landscape too 

that the picturesque received, arguably, its first physical manifestation in the gardens of 

Pope, as well as its first manifestation in literature, in the words and poetry of Pope, 

James Thompson, Jonathan Swift and John Gay among others. Finally, it was in this 

landscape that the picturesque movement reached its climax, in the landscape work of 

Humphrey Repton and ‘Capability’ Brown; in the fanciful architecture of Horace 

Walpole at Strawberry Hill and William Chambers at Kew Gardens; and in the pattern 

books of Twickenham’s Batty Langley and others. In art too, the view from Richmond 

Hill was captured on canvas by numerous canonical figures from the Royal Academy of 

Art’s first president Sir Joshua Reynolds, Jasper Francis Cropsey, key figure of the 

American ‘Hudson River School’, to Joseph Mallord William Turner. The romance of 

Turner’s views, replete with a sense of nostalgia for the Augustan past, is echoed in the 

poetry of William Wordsworth and the romantic novels of Sir Walter Scott, both of 

whom set elements of their literary works in the familiar Richmond landscape. 

 Having identified Richmond as decisive to the birth of the Picturesque 

Movement, this dissertation has demonstrated that the legacies of that movement 

survived in the ‘Indignation’ campaigns of the early twentieth-century, transposed 
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through a series of technological innovations; from the mass-production of inexpensive 

prints to the transport, advertising and photographic revolutions. Picturesque modes of 

vision may be detected in the railway engineering and advertising of the nineteenth 

century and, as London continued to spread outwards into green field sites, in the 

formation of the Garden City Movement and the professionalization of Town Planning. 

Early suburban planning and design was expressed through a picturesque mode of 

vision - even modernists cultivated a curiously pictorial design convention in the 

‘Townscape’ movement of the 1950s; a language instantly legible to a society with 

generations of training in the viewing of mass-produced picturesque images. 

Regional, Cultural or National Identity 

 As this dissertation has shown, encoded within the Richmond Hill vista lies a 

complex narrative of ‘Englishness’, associated with the idea of an ‘English Landscape 

Movement’ and the nationalist undertones of works by Turner, Wordsworth, Walter 

Scott and others. The Richmond landscape has been held up as a symbol of a 

romanticised vision of England, just as Cropsey’s American works were championed as 

symbolic of ‘American-ness’. Indeed, one might trace this narrative back through 

George III and George IV’s remodelling of Windsor Castle (which, prior to the 

construction of Heathrow Airport, formed a backdrop to the Richmond Hill view), in 

which the glorious ‘restoration’ of the ancient fortress represented growing introverted, 

nationalist feeling during the Napoleonic Wars with France. It is interesting also to 

speculate on the motives behind George III’s establishment of an observatory and 

Meridian at Richmond, according to which the Royal Time was attuned; thus placing 

George, and his picturesque landscape gardens at Richmond, at the epicentre of the 

British Empire, or even the known world; a notion highlighted by Queen Caroline’s 

eclectic garden fabriques which notably included a Chinese pagoda, Moorish alhambra, 

and mosque in colonial picturesque form. 

Though it seems likely that Richmond, Virginia’s founder, William Byrd I, 

named the city after its English counterpart, my research has found that there is in fact 

no definitive first-hand evidence. Perhaps what is more interesting is that the 

assumption subsequently led many an architect, artist and writer to view the Virginian 

landscape through the lens of Richmond-upon-Thames’s already pervasive picturesque 

reproductions. This was despite the site’s own fascinating indigenous history, as the site 

of Emperor Powhatan’s encampment and the birthplace of his infamous daughter 
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Pocahontas. Thus, the James River landscape, its pre-colonial history and its indigenous 

identity were soon overlaid with the imagery and borrowed sense of fictive classical 

history according to which depictions of Richmond-upon-Thames were reproduced. In 

this way, whole landscapes, histories and cultures, alien to waves of incoming settlers, 

were erased by the imposition of the British colonial scopic regime. For example, in 

Richmond, Virginia, William Byrd’s explicit nostalgic connection to the Richmond Hill 

view simultaneously dissociated a millennia of indigenous history, paralleled by 

Princess Pocahontas’s absorption into the English aristocracy (and her symbolic re-

naming as Rebecca Rolfe). The wealthy plantation-owners of Tidewater Virginia, 

William Byrd I included, soon began to build ambitious mansions on the banks of the 

James River, in a self-conscious echo of the villa landscape of the Thames Valley at 

Richmond, visually appropriating the American continent for the British Empire. 

In the years immediately preceding the American Revolution, the Richmond 

landscape, once inseparably associated with the old colonial motherland, was the 

backdrop to the revolution-inciting Virginia Conventions. At this time, Richmond, 

Virginia’s ties to Richmond-upon-Thames were either forgotten or, more likely, 

suppressed. Rather, America’s picturesque landscapes were championed as at least 

equal to, if not surpassing, those of her colonial master. Thus it could be argued that the 

landscape construction of American identity was itself held up as justification for her 

independence from Britain, although always constructed in relation to its vistas. 

Towards the end of the eighteenth century, optimism over the future of a young, 

independent America was high. Amateur architects such as Thomas Jefferson, English-

educated architect Benjamin Henry Latrobe and America’s ‘first architect’ Robert Mills, 

identified America with the youthful Roman Republic and soon began to embellish the 

Virginian landscape with classical villas, understood once more through reproductions 

of contemporary English picturesque landscape gardens made famous in Richmond-

upon-Thames. Far from a nostalgic reference to England however, at this time the 

picturesque was promoted as a symbol of a refined, modern America, every bit the 

equal of the former colonial power. In capturing and re-capturing these landscape views, 

Richmond’s public buildings, villas, gardens, parks and cemeteries have consistently 

reinforced a particular set of visual and compositional forms. The strength of 

Richmond’s visual identity contributed to the city’s praise throughout the nineteenth-

century as one of America’s most beautiful cities. This dissertation goes further, to 
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suggest that Richmond’s strong visual identity played a certain role in the cultivation of 

a Southern cultural identity during its time as Capital of the Confederacy. Either way, 

the destruction of Richmond’s picturesque cityscape at the close of the American Civil 

War served as a bitter reminder to the Southern plantation gentry, and a symbol to the 

Unionist North, of the abolition of an archaic hierarchical society built on the immoral 

foundations of slavery. 

Post-Civil War Richmond reminisced with rose-tinted nostalgia for its once 

infamous, if not glorious, past. Monuments were erected all over the city but the most 

interesting, for the purposes of this dissertation, are those that were deliberately 

juxtaposed with landscape views. On Libby Hill, the Confederate Soldiers and Sailors 

Monument drew from classical models to inscribe a romantic historical narrative into 

the city’s landscape setting; thus, Richmond’s views were historicised, and in doing so, 

converted into monuments in their own right. In each of the examples outlined above it 

is clear that specific readings of landscape vistas have been promoted as symbolic of 

shared cultural and national identities. In many ways, the preservation of these vistas 

can be viewed as just the latest contribution to these shifting narratives of identity. Thus, 

this dissertation suggests that the protected vista may also act to re-inscribe such 

conceptions of identity in contemporary planning policy, and in the aesthetic perception 

of natural and urban landscapes. 

The Power of The Gaze 

Inseparably linked to the notion of an English picturesque mode of vision is an 

underlying conception of the power of the gaze: of the image and of surveillance. For 

example, in the aforementioned example of George III’s gardens at Richmond the 

king’s observatory was positioned symbolically at the centre of the Monarchy, the 

centre of the Empire, the exotic lands beyond, the observable universe, even at the 

epicentre of time itself. Even then, Richmond was imagined as universal, long before its 

view became a near universal template for the very idea of the view, and protected 

view. The visual sense is critical to this understanding. George’s conceptual Meridien is 

conspicuously marked by a series of garden obelisks, surrounded by fanciful fabriques 

representing every exotic corner of the earth, and the state-of-the-art optical instruments 

of his observatory sit at the heart of it all, surveying the whole landscape, as well as the 

distant reaches of the universe, from its hilltop position.  
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Equally, many of Richmond, Virginia’s earliest public buildings, from 

Jefferson’s Capitol to Latrobe’s Penitentiary - both symbols of civic power - were 

themselves also viewing machines, carefully positioned and configured to enhance 

surveillance, whether of the landscape, city, or of individuals themselves. To echo 

Michel Foucault’s description of Jeremy Bentham’s Panopticon, it might be argued that 

from the seventeenth century, discourses of power in society shifted towards 

surveillance. This shift may be demonstrated in contemporary movements in landscape 

architecture, a growing interest in scientific and astronomical observation and the 

overwhelming importance placed on the visual sense at a time of rapidly increasing 

mass-production of images. This preoccupation with the visual sense was heightened by 

the proliferation of new visual experiences, from the high-velocity panorama of the 

railway carriage window, to the invention of the photographic camera, and the global 

reach of the photographic postcard. If Richmond’s eighteenth-century buildings had 

acted as huge, static viewing machines, the camera, film camera and the automobile 

now rendered visual experiences of urban and natural landscapes mobile and 

convenient.  

The Question of Authenticity 

One might have expected the picturesque, and its nostalgic connotations, to 

disappear from Richmond, Virginia after the Civil War, but in fact their resurgence 

became a counterpart to the rapid modernisation of American cities in the early 

twentieth-century. As Richmond’s centre of trade moved away from the river towards 

improved road and rail links, and the city began to develop as a densely packed cluster 

of ever-taller and more massive buildings, the river landscape became a valued visual 

amenity and retreat for city businessmen.  

The picturesque re-emerges with a series of suburban developments, in 

particular Windsor Farms, where a number of homes were imported as fragments from 

England, relocated from Virginian plantation estates, or constructed anew to colonial 

revival or English designs. Notable architects involved in the development of Windsor 

Farms included Thomas Tileston Waterman and William Lawrence Bottomley, both of 

whom had involvement in the early stages of the Historic American Buildings Survey. 

The survey, along with the formation of a series of advocacy groups such as the 

National Society of the Colonial Dames of America at this time, demonstrated the 

growing contemporary interest in the nation’s historical roots. It is easy to interpret the 
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Windsor Farms structures as a reconnection to an imagined aristocratic ancestry, but in 

fact it seems more likely to be linked to ideas of an ‘authentic’ way of life. Picturesque 

modes of vision are thus linked to nostalgic and romantic ideas of the self-made and 

modest man; an echo of Thomas Jefferson’s model of the educated, independent 

yeoman farmer, or the Prince of Wales’s experiments in agriculture at Richmond Lodge. 

Windsor Farms’ houses also demonstrate the leap that the picturesque mode of 

vision took, most strikingly in Virginia’s Richmond, from river and rail to road. The 

increasing speed of travel, coupled with the increasing speed of camera mechanisms and 

exposure times, led to an appreciation of the moving image of cities and landscapes. 

Taking physical form in the curious American invention of the Scenic Parkway, an 

initial appreciation of scenic landscapes quickly turned to the protection, and then the 

staging, of views. The National Park Service’s Colonial Parkway, Virginia, took an 

untouched natural site of inaccessible marshland and drove a road through it, enabling 

the motorist to drive through twenty-three miles of ‘authentic’ eighteenth-century 

landscapes. Modern intrusions were cleared away or disguised, an approach also utilised 

in Rockefeller’s reconstruction of Colonial Williamsburg. The idea of the view’s 

authenticity itself became paramount, as interpreted through historical imagination, in 

preference to the often less perfected, more complex and suspect awkwardness of 

historical veracity. 

The increased staging of the view, demonstrated by the Colonial Parkway 

project, is evident in the unsightly stretches of Richmond’s highways, now designated 

as ‘Interstate Image Corridors’, where projects intended to enhance the motorist’s image 

and perception of the city are actively pursued. Rather than imposing a strictly 

‘classical’ or ‘colonial’ narrative upon the viewer, views are cultivated which exude a 

tourist-friendly general sense of Richmond as an ‘authentic’ ‘historical’ city; the city is 

composed as a series of ‘historic’ ‘snap-shots’ laced with a generalised nostalgia.  

The set of values inherent in the Richmond vista – the gaze, the picturesque, 

nostalgia, authenticity and identity – as traced in this dissertation, are presented here as 

decisive to the idea of the protected vista. The theoretical understanding of the view, its 

application in landscape art, architecture and the linked discourses of aesthetics, 

political and cultural identity, all formulated between the eighteenth and nineteenth-

centuries, just so happened to coincide with, arguably, the apogee of Britain’s imperial 

power and influence. As a result, one could argue that the values promoted by a vision 
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of ‘English landscape’ were left indelibly upon the reading of landscapes in many parts 

of the world. To return to the case studies of Vancouver, Kyoto and Dresden, one may 

now recognise elements of these familiar themes at work in diverse policies of view 

protection worldwide. For example, the importance placed upon the sea, city and 

skyline elements in Vancouver’s vistas shares an understanding of nostalgia and identity 

also demonstrated by Kyoto’s preservation of historic and cultural vistas. Similarly, the 

theatrical conventions of the picturesque and the concept of an authentic landscape 

reflected in Dresden’s eighteenth century pastoralism may also be observed, though in a 

subtle and different manner, in the spectacle of Kyoto’s bonfire festival which appeals 

to the tourist gaze and the camera lens. Modelled upon London’s contemporary policies, 

each diverse policy of view protection therefore has a relationship to the seemingly 

universal values inherent within London’s original protected vista: the view from 

Richmond Hill.  

‘The Great Indignation’ 

This dissertation has argued that the values inherent within the vista from 

Richmond Hill inevitably demanded its protection. In Richmond, Virginia too, the 

continued re-inscription of the same set of values have led to a contemporary 

conservation movement calling for the protection of this view, this time bringing 

together the two Richmonds in the most explicit of ways yet. This may be viewed as 

another kind of fictive history – the imagination of a definitive link between the two 

Richmonds which has always been much less explicit in the past. This fictive history 

may be interpreted as both produced by, and producing, the idea of the protected vista.  

In contemporary Richmond, Virginia the ongoing campaign for the protection of 

the Libby Hill vista, dubbed ‘The Great Indignation’, is a direct, and self-conscious, 

reference to the 1902 ‘Indignation’ campaign that saved the view from London’s 

Richmond Hill. The protection of the James River view can thus be located in a 

nostalgic desire for rural imagery and a deep sense of heritage stretching back to 

eighteenth century Richmond-upon-Thames, imagined as an authentic, authoritative 

past which seems all the more vivid when juxtaposed against the perceived failings of 

industrial modernity. These historical associations were legitimised and reinforced by 

the transatlantic twinning of the two Richmonds in May 1981 “in order to afford official 

recognition to their resemblance to one another, sharing of name, and to promoting and 
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continuing the spirit of goodwill and cooperation existing between [them].”
1
 One 

Richmond newspaper has stated that:  

“As the global community continues to grow closer together, these ties 

will have more and more influence on all our lives. The view from 

Libby Hill is a living tribute to the commonwealth’s direct tie to the 

United Kingdom - past, present, and future - to be shared by all 

Virginians.”
2
 

In the spirit of these ties, in 2002, director of the Great Indignation campaign Rick 

Tatnall was among the Virginian representatives invited to Richmond-upon-Thames in 

celebration of the hundredth anniversary of the 1902 Richmond, Petersham and Ham 

Open Spaces Act. The visit coincided with controversy in Virginia, as land fronting the 

James River was re-zoned to allow for taller buildings. Residents feared that “The 

council [was] literally authorizing a concrete canyon that would prevent the public from 

enjoying the river,” suggesting instead that it should be left “in a natural state.”
3
 The 

controversy spurred one of the first cooperative projects to be undertaken by the two 

Richmonds: the erection of a memorial sign-board on Libby Hill to commemorate 

Byrd’s supposed naming of Richmond after its Thames-side counterpart, dedicated by 

Mayor L. Douglas Wilder of Richmond, VA and Councillor Robin Jowit of Richmond-

upon-Thames, in 2006 (fig. 7.1).
4
  This single act renders the oral tradition as historical 

‘fact’, ensuring that no visitor can be in doubt as to the city’s provenance, despite the 

lack of records that Byrd did indeed compare the two views.  

This ‘fact’ definitively entered the history books for the first time in 2007, when 

the General Assembly of Virginia approved a resolution celebrating the panoramic view 

and its role in the naming of Richmond,
5
 a copy of which was presented to Queen 

Elizabeth II during her visit for the 400th anniversary of the settlement of Jamestown.
6
 

The Assembly’s resolution thus promoted Richmond’s links with England just at the 

                                                           
1
 R. Tatnall, Campaign Manifesto for “The Great Indignation 2009,” Restoring Our Heritage and 

Preserving the View that Named Us Richmond, 30 June 2009 
2
 R. Tatnall, “Development with a View: Visions of Richmond’s Future: Vista Here is as Vital as Across 

Pond,” Richmond Times-Dispatch (18 February 2007) 
3
 J. Redmon, “The Debate is Building: Riverfront Zoning Pits Nature,” Richmond Times-Dispatch (24 

April, 2002) 
4
 T. Rice, “Libby Hill Park – The View That Named Richmond, Virginia,” Richmond Examiner (8 

November, 2010) 
5
 Tatnall, “Development with a View”, Richmond Times-Dispatch 

6
 J. Walker, “Resolution hails James view: Lawyer fears proposal takes aim at project near Libby Hill 

Park,” Richmond Times-Dispatch (6 February 2007) 



 

 

 

 

 

 

 

 

 

 

 

Fig. 7.1 The commemorative board, erected on Libby Hill in 2006, by representatives of the city 

councils of Richmond, Virginia, and Richmond-upon-Thames. The board directly compares the 

view with a photograph of the view from Richmond Hill, rendering the story of the city’s 

naming as definitively factual for the first time. Image by author. 

 

Fig. 7.2 Artist Camden Whitehead  

directly compares the two 

Richmond views (Richmond-upon-

Thames above, Richmond, VA 

below) in these paintings, 

produced for View: An Exhibition 

about Richmond Hill, held at 

Waterstone’s, Piccadilly and the 

Orleans House Galley, 

Twickenham  (2003). 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

Fig. 7.3 Four paintings, from top left to bottom right: E. Hatch, View from Richmond (2011); L. 

Johnson, View of James from the Hill (2011); S. Masters, The View – Evening (2011); J. 

Burrough, Richmond from Libby Hill (2011). Images from the catalogue to ‘Celebrating the 

View: The River View Event’ silent art auction, Richmond, Virginia, 2011. 
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time of the Jamestown anniversary; an act designed to capitalise on increased historical 

tourism and investment in the region. These events have served to further historicise the 

view, fuelling the Great Indignation campaign’s aim to preserve and, indeed, ‘improve’ 

the view, in order that it lives up to the expectation of its projected image; as Tatnall has 

stated in his campaign manifesto, “The greatest opportunity for the future of the 

Richmond Region is to harness the power of our past to positively shape our future.”
7

 Though the appropriation of the two Richmond views by differing movements 

has shifted with time, at their heart lie a series of near-constant narratives: a yearning for 

a romanticised and orderly past tied to a fear of, or overwhelming dissatisfaction with, 

the disorder of the present. This attachment of nostalgic sentiment to the two Richmond 

views is accompanied by the visual construction of the picturesque in their many 

reproductions. The Virginian Indignation campaign has made extensive use of 

picturesque representations as a means of communicating its principal message – that 

the Libby Hill view is of cultural, historical and artistic significance. This utilisation of 

picturesque representation for political means is perhaps best demonstrated by the 

exhibition View: An Exhibition on Richmond Hill, held at Waterstone’s, Piccadilly, 

Orleans House, Twickenham and a number of Virginian venues in 2003. A key 

component of this touring exhibition was a series of contemporary landscape paintings 

(figs. 7.2-7.3), depicting both Richmond Hills through the eyes of local artists, thus 

strengthening historical and artistic links between the two vistas.  

To quote Lowenthal, the protected vista could be described as providing a sense 

of “familiarity and recognition; reaffirmation and validation; individual and group 

identity; guidance; enrichment and escape.”
8
 In the case of Libby Hill, the vista 

provides familiarity and recognition via culturally-engrained images of ‘authentic’ 

pastoral life, learned via mass-produced prints and literature. The view reaffirms and 

validates the present through a sense of the preserved past, while the historical 

narratives of the view proclaim the validity of individual and group identities: middle-

class, white, southern, American. As Lowenthal clarifies, “remembering the past is 

crucial for our sense of identity: […] to know what we were confirms that we are.”
9
 It is 

fitting that Lowenthal leaves escape to the last, singling it out as a fundamental facet of 
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heritage. The preserved view of an ‘authentic’ landscape acts as a visual escape from 

the dense crowding and apparent chaos of modern urbanity. Stephen Spender notes the 

American longing for the past as an escape from the present “as though [history] were 

geography,” treating themselves “as though they could step out of the present into the 

past of their choice.”
10

 One might view the desire to preserve the view from Libby Hill 

then as a nostalgic escape from the here and now which serves to bolster the values of 

the present, building upon an established narrative of such romantic vision ultimately 

stretching back to the imagined ‘golden ages’ of Pope, Thompson, Burlington, Kent and 

many others. It is the idea of the protected view itself which has brought about the 

explicit connection between the two Richmond vistas for the first time, reinforcing, and 

even producing the fictive history in which the two Richmonds seem always to have 

been inevitably interconnected  through the promotion of a shared set of values. Thus, it 

is the idea of the protected view itself which has created the latest iteration of the 

Richmond Hill story. 

Concluding Observations 

Returning to Richmond-upon-Thames and Richmond Hill’s intriguing King 

Henry’s Mound, it is now possible to close the apparent gap between the preservation of 

the 1902 Act’s naturalistic river view and the London View Management Framework’s 

city vista. The physical coincidence of these two viewpoints, I would argue, tells us 

something of the common origins of each policy. The viewer, subconsciously trained in 

an appreciation of picturesque landscapes through the observation of thousands upon 

thousands of images, casts his or her gaze back upon the city. In this specific vista, the 

observer views St. Paul’s Cathedral framed to dramatic effect by the avenue of trees in 

Richmond Park. The avenue intensifies the observer’s gaze, creating a sense of power 

over the built form of the city. The foreground setting is, however, a naturalistic park of 

Repton’s design. The city is entirely absent apart from the dome of St. Paul’s; this is an 

idealised view of a pastoral London, a London ‘tidied-up’ as in Rocque’s famous plans 

of the city. The avenue and cathedral recall elements of Wren’s un-built vision of the 

city, an English Baroque re-interpretation of classical Rome, bringing to mind the 

imagery of a romanticised former ‘golden age’. At the same time, the silhouette of the 

dome could be said to represent a cultivated ‘brand image’ or identity of the city, 
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familiar to the observer via countless images from Canaletto’s paintings to Herbert 

Mason’s iconic photographs of the blitz. These cues convey to the observer that the city 

and its society is constant, unchanging, an ‘authentic’ and timeless art object to be gazed 

upon as in a gallery or museum. As such, the vistas of the London View Management 

Framework, just as that from Richmond Hill, could be said to be of more value than 

simple visual amenities, rather they convey multiple and diverse narratives through their 

identification of landmarks worthy of contemplation. Via our previous exposure to 

hundreds of thousands of images, vistas have become symbols of themselves, texts that 

invite us to ‘read’, and to translate them from one landscape to another. 

Thus, I argue that established notions of the gaze, the picturesque, nostalgia, 

authenticity and identity are inevitably, and unwittingly, absorbed into London’s 

contemporary policy, as views of our cities have become integral to notions of historical 

and cultural identity and important factors in the touristic potential of cities. As Boym 

has written, “In the nineteenth century the nostalgic was an urban dweller who dreamed 

of escape from the city into the unspoiled landscape. At the end of the twentieth-century 

the urban dweller feels that the city itself is an endangered landscape.”
11

 It is no wonder 

then that we seek to engineer historic views of our cities, designating landmarks, 

settings and vistas as historical monuments to be protected from change.  

At the same time, technical and scientific advancements from travel to 

photography, industrial processes of mass production, the moving image and the 

internet have contributed to the continued acceleration and proliferation of images. 

Online software such as Google Street View, Google Earth and Bing Maps allow users 

to travel through famed landscapes and vistas at the touch of a button. As part of this 

dissertation research, I have created my own online three-dimensional photographic 

model of the Richmond Hill vista using Photosynth software.
12

 This program analyses 

hundreds of photographs of the view, overlaying images where coincidental viewpoints 

are detected. Via this process, the software may calculate the approximate viewing 

position and angle of images, enabling a three-dimensional spatial model to be 

constructed and mapped over aerial photographs (figs. 7.4-7.7). The viewer is thus able 

to ‘travel’ through the landscape vista on-screen, and to search a freely accessible online 
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Fig. 7.4 The view from Richmond Hill, an interactive three-dimensional photographic 

model, produced by the author using Photosynth software. The software recognises 

coincidental areas of hundreds of photographs, allowing the viewer to ‘travel’ through 

the landscape at the click of the mouse. Model Freely available to view at the following 

address: http://photosynth.net/userprofilepage.aspx?user=tbrig&content=Synths 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 7.5 The author’s Photosynth three-dimensional model of the View from Richmond 

Hill. Each coloured pixel represents an individual photograph. The software calculates 

the viewing position and angle by analysing hundreds of overlapping images. 



 

 

 

 

 

 

 

 

 

 

 

Fig. 7.6 The author’s Photosynth three-dimensional model of the View from Richmond 

Hill. The software calculates the viewing position and angle of each photograph by 

analysing hundreds of overlapping images which are then mapped onto a geographical 

location. 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 7.7 The author’s Photosynth three-dimensional model of the View from Richmond 

Hill. The software calculates the viewing position and angle of each photograph by 

analysing hundreds of overlapping images which are then mapped onto a geographical 

location. 
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database of vistas ‘constructed’ by other users worldwide. One might speculate on the 

consequences of an ever-increasing ‘simulation’ of the vista, perhaps removing the 

necessity and desire for seeking out ‘real’ visual experiences. These technical advances 

in the modelling, mapping and simulation of vistas may be reflected by the increasing 

technical precision with which vistas are now defined. Today, planning policies seek to 

protect vistas with series of lines, angles and GPS coordinates inscribed onto the city 

plan and modelled using complex computer simulation, as in the London View 

Management Framework. While these policies are largely successful in securing 

designated vistas, I would argue that the technical precision advocated by contemporary 

view protection policy misses – or at least underestimates – the importance of the values 

promoted by such vistas.  

Commonly perceived as quaint, naïve and innocuous, this dissertation has 

argued that values of the picturesque, nostalgia and authenticity continue to play 

powerful roles in the protection of urban and natural landscapes. Intensified by the 

collective gaze of millions of citizens, tourists, their cameras and the images they make, 

economic development pressures take a back-seat to the overwhelming power and 

ubiquity of this nostalgic picturesque gaze. Possessing the knowledge that these values 

remain at work in our visual environments, we may begin to read their traces etched into 

the skylines of our cityscapes, cutting through sites of potential development and 

determining their urban and architectural form. Ultimately, this dissertation has shown 

that the meanings associated with the view from Richmond Hill have shifted over the 

centuries with each subjective reading of the vista, as demonstrated by the view’s 

various narratives - from English society as a new classical Arcadia to the American 

south as backwards and corrupt. Therefore, while policies of view protection adopt a 

scientific approach to preserving vistas through the geometrical designation of sites with 

coordinates, lines and planes, these policies are unable to influence the shifting 

meanings attributed to the vista by the subject. I posit that such a renewed 

understanding has important implications for contemporary architectural and urban 

design practice. Politicians, developers, architects and urban planners may be better 

equipped to discuss what values are associated with particular vistas, by whom, and how 

they are observed and interpreted, and how these values shift or evolve with time. This 

culturally and historically conscious interpretation of visual environments, a sensibility 

which seems to have been commonplace at periods in the past, could encourage greater 
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creativity and flexibility, and a move away from the rigid technical specificities of 

existing policy.  
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World  R ichmonds 1 
 
UNITED KINGDOM: 
North Yorkshire 
The first Richmond. The market town of Richmond - from the Norman French 'riche-
monte' meaning 'strong hill' - grew up around the Norman Castle (1071). A beautiful 
town, steeped in history, which has inspired poets and painters, past and present. 
 
Surrey 
The second Richmond - Henry VII named Richmond after his favourite Earldom, 
Richmond in Yorkshire. 
 
UNITED STATES: 
Arizona – Cochise County (ghost town) 
Richmond was a ‘suburb’ of Tombstone, itself now a ghost town, and is located about 1 
mile south of the Tombstone courthouse. Only some foundations and adobe wall 
remnants remain. 
 
California - Contra Costa County 
The first Europeans to visit the city's future site were the Spanish explorers Pedro Fages 
and Reverend Juan Crespi who passed through the East Bay in 1772. After Mexico won 
independence from Spain in 1821, large tracts of land in California were granted to 
military heroes and loyalists. In 1823, Don Francisco Castro was given 17,000 acres of 
land in Contra Costa which became known as Rancho San Pablo. The city of Richmond 
was established on a portion of Castro's land grant about seventy years after his death. 
 
Illinois - McHenry County 
Richmond, IL was founded in 1844 and received it's name from Isaac Reed, who named 
the village after his childhood home, Richmond, Vermont. The old mill stood on a hill, 
which might have shared a similarity with the original Richmond in that the mill stood 
on the 'strong hill'. Population is about 1,016. There are still quite a number of old 
Queen Ann mansions and some have been converted into Bed and Breakfasts. 
Richmond lies almost at the Wisconsin border and is near Antioch Illinois. 
 
Indiana - Wayne County 
Founded in 1806 by North Carolina Quakers, who settled along the Whitewater River, 
Richmond is in eastern Indiana near the Ohio border. The first settlers were John Smith 
and Jeremiah Cox. Smith named his settlement Smithville and Cox followed suit by 
calling his Jericho. However the other settlers did not take to either name and agreed on 
Richmond, proposed by settler David Hoover, as an alternative. The town was 
incorporated in 1818 and became the county seat of Wayne County in 1873. 
 
Iowa - Maddison County (ghost town) 
The town was laid out in 1849 in the southern part of the Scott Township. Its only 
building was a post office named Amazon (1850-1851). 
 
Iowa - Washington County 
Kansas - Franklin County (ghost town) 
 
Kansas - Nemaha County (ghost town) 

                                                 
1 http://www.richmond.org/features/ratw/richmondlist.html [accessed 10/11/2010]  



Once a way-station about three miles north of Seneca on the Oregon Trail, along the 
South Fork of the Nemaha River. It was an important stopping point along the road, but 
died when traffic later rerouted through Seneca. 
 
Kentucky - Madison County 
Founded in 1798 by Colonel John Miller, a Revolutionary War soldier. The Madison 
County seat was moved to the town in March 1978 (to bitter opposition) and it was 
named Richmond on July 4 in honour of Miller’s birthplace of Richmond, Virginia. 
The city is on the southern boundary of the Commonwealth’s Bluegrass region and has 
a population of around 30,000. It contains more than 100 National Register Historic 
Places and three Historic Districts. 
 
Maine - Sagadahoc County 
The area that later became Richmond (and nearby town Gardiner) was bought from the 
Indians in 1649 by Christopher Lawson and was one of the earliest settlements in Maine. 
Fort Richmond provided protection for the town from 1719 until 1755, when the forts 
Shirley, Western and Halifax were built further along the river. Indians attacked it twice, 
in 1722 and 1750. 
What is now Richmond was part of Bowdoinham when it was incorporated in 1762. 
Richmond was incorporated in its own right on Feb 10 1823. Today it has a population 
of around 3,000. 
 
Massachusetts - Berkshire County 
Richmond was incoporated in 1765 and named after Charles Lennox, Duke of 
Richmond. It is primarily an agricultural community and residential town, with many of 
the occupants commuting to nearby Pittsfield or having second homes in the area. 
 
Michigan - Macomb County 
The area was settled in 1835 by Erastus Beebe, with his two brothers and several men 
from Richmond, Ontario County, New York and originally named Beebe’s Corners. In 
five years the town was established and on 1 December 1859 the Grand Trunk Railway 
arrived. The town continued to flourish, ultimately joining forces with neighbouring 
towns Ridgeway and Cooper Town in 1878. The surrounding township had already 
been named Richmond in 1838 by settler Philip Cudworth, after the town the men had 
come from, and the combined town was incorporated as Richmond the following year. 
The city is mostly in Macomb County with a small part in St Clair and has a population 
of around 5,000. 
 
Minnesota - Stearns County 
The 'Gateway to the Horseshoe Chain of Lakes' was founded in 1856 and settled mostly 
by German immigrants. It was named after Cynthia Richmond, the wife of early settler 
and surveyor Reuben Richardson. 
The community is based around agriculture and the recreational opportunities provided 
by the lakes (more than 40 within 10 miles) and has around 1000 residents. 
 
Missouri - Howard County (ghost town) 
The first settlers came from Virginia and named the town after the capital. It was 
already extinct many years before 1928. 
Missouri - Ray County 
Richmond is located in Western MO. just 7 Miles North of the Missouri River and 45 
miles east of Kansas City MO. 
 
New Hampshire - Cheshire County 



The town’s first charter dates to 1735 when Colonial Governor Jonathan Belcher 
granted it to soldiers returning from the war in Canada and it was named Sylvester-
Canada. It was originally part of Massachusetts. New Hampshire ultimately became a 
separate province and the town was renamed Richmond and incoporated in 1752 by 
Governor Benning Wentworth. He named it after Charles Lennox, Duke of Richmond, a 
good friend of his. 
 
New York - Staten Island 
Staten Island originally became the County of Richmond (along with Shooter’s Island, 
and the islands of meadow on the west side of Staten Island) when it became part of the 
colony of New York on November 1, 1683. Richmond Town’s central location linked 
the wide-spread farms of the Island and in the 1700s it became the government centre of 
the county. The town prospered in the early 1800s, but by the end of the century growth 
had slowed. In 1898 Staten Island became a borough of New York City and the 
government moved elsewhere. 
Richmond Town then became the focus of historical preservation. The Staten Island 
Historical Society set out to preserve the declining town as a museum village. 'Historic 
Richmond Town' is now a museum and living history complex. 
 
New York - Ontario County 
The area was first settled around 1790 by Captain Pitts and James Codding. The town 
was established in 1796 as Pittstown, but was renamed Honeoye in 1808. In 1815, the 
name was changed to Richmond. 
Richmond is one of the foremost farming towns in the county and encompasses a 
number of small villages, of which Honeoye is the largest. Others include Richmond 
Center, Allen's Hill, Richmond Mills, and Dennisons' Corners. 
 
Ohio - Jefferson County 
Richmond is a small village in Jefferson County. The land was bought by Joseph and 
Mary Talbott in 1808 and they arranged for it to be surveyed. By 1815 Main Street and 
four cross streets named Green, High, Walnut & Sugar had been laid out and the plots 
were then sold off. 
The reason for the name Richmond is uncertain. Most likely it was named after 
Richmond, Virginia, but it may also have been after the Presbyterian Society Richmond 
Church which stood outside the town, or for a Richard Richmond who once worked for 
Mr Talbott. Descendants of the Talbott family still live in the village. 
Ohio also has towns named New Richmond (Clermont County) and Richmond  
Heights (Cuyahoga County). 
 
Oregon - Wheeler County (ghost town) 
Richmond was formed in 1890 by a group of ranchers and farmers as a way to reduce 
the distance they had to travel to get supplies. It was named after the capital of the 
Confederacy. However, after around 30 years the availability of automobiles rendered 
its existence unnecessary as people could travel easily to larger towns nearby. Today 
Richmond is a ghost town. 
Pennsylvania - Philadelphia County 
 
Rhode Island - Washington County 
The area began existence as Narragansett County or Little Narragansett, after the 
indigenous people who lived there. Difficulty arose in the 1660s when it was claimed by 
Connecticut, Rhode Island (under two different charters) and a colony from 
Massachusetts. The King settled this in 1665 by dissolving all previous charters and 
making the area King’s County – now Washington County. The town became called 



Westerly. Charlestown split off as a separate town in 1738 and Richmond divided from 
Charlestown in 1747. 
Richmond has always been rural and agricultural in nature, although since Interstate 95 
was built many of the residents now work outside the town. 
 
Texas - Fort Bend County 
Although the first settlers came in 1822, the town was established by Robert Eden 
Handy and William Lusk in 1837 and named after Richmond, North Yorkshire. It was 
the first city incorporated by the Republic of Texas, briefly a country in its own right. In 
December that year it became the seat of government for Fort Bend County. 
The population remained fairly static during most of its existence until commuters to 
Houston moved in after the 1950s. Richmond is considered the twin city of Rosenburg, 
as the cities’ boundaries coincide. 
 
Utah - Cache County 
The original settlers in Richmond arrived in 1859, the first being Agrippa Cooper and 
his family. The actual townsite was laid out in 1861 and it was incorporated as a city in 
1868. 
It is not known why the town was called Richmond. It may have been named after 
Richmond, Virginia, or the LDS Church apostle Charles C Rich or the deep rich mound 
of soil formed by the Cherry and City Creeks. 
 
Vermont - Chittenden County 
Richmond is located in the western foothills of the Green Mountains on the eastern edge 
of the Lake Champlain valley. The Winooski River bisects the town of 4,090 residents 
from east to west, as does Interstate 89, the New England Central Railway and U.S. 
Route 2. The Town was organized in 1795 and is recognized for being home to the 
National Historic Landmark Old Round Church, a 16-sided church built in 1813, 
considered to be among one of the first community churches in the country. 
 
Virginia 
The Third Richmond - Captain Christopher Newport first led English explorers in 1607 
to the site they later named Richmond after a suburb of London, England. Until that 
time, Indian tribes of the Powhatan Confederacy had inhabited the area. 
After two unsuccessful attempts to settle this naturally advantaged location for 
transportation and trade, settlers enjoyed a change of luck. By 1644, the construction of 
Fort Charles began attracting many new settlers. Soon, the community grew into a 
popular trading post for furs, hides and tobacco.  
 
Wisconsin - Shawano County 
The town was created on 25 Jan 1856 and has a population of around 2,000 
 
CANADA: 
British Columbia  
Richmond was incorporated as a municipality November 10, 1879. Richmond was 
designated as a City on December 3, 1990. Richmond is a suburb of Vancouver. With a 
population of over 181,942 people, Richmond is a growing dynamic urban centre with a 
unique mix of residential, and commercial property, agricultural lands, industrial parks, 
waterways and natural areas. It lies where the River meets the ocean. The shores 
surrounding Richmond create an estuary border that provides habitat for fish and for 
migrating birds on the Pacific Flyway between the Arctic and South America. 
 
Ontario 



Richmond is a small village in southeastern Ontario. 
Richmond was selected by the British Army in 1818 as the site for the area’s first 
military settlement. Named after the Duke of Richmond, who was the newly appointed 
Governor General of Upper Canada, the village of Richmond was laid out in a grid on 
the north bank of the Jock River (which for a while was renamed the Goodwood after 
the Duke’s English estate). Richmond was the centre for the administration of lands in 
the area. Military supervisor, Major Burke, placed mainly Irish soldiers of his 99th 
Regiment in Goulbourn. Scottish settlers from Perthshire were placed in the adjoining 
area of northeast Beckwith, while Irish civilians were settled in southeast Beckwith, 
Goulbourn, and parts of neighbouring townships. 
 
Quebec 
Named after the 4th Duke of Richmond, who died in Richmond, Quebec and was buried 
there in 1819. 
 
Prince Edward Island 
Richmond is a small village in the west part of Prince Edward Island. It was 
incorporated in 1979 and has a population of a few hundred people. It is famed for the 
Richmond Dairy Bar. 
 
AUSTRALIA: 
New South Wales  
Richmond was given its name by Governor Phillip in 1789, in honour of the Duke of 
Richmond. It is one of the five original Macquarie towns in the Hawkesbury Valley and 
is situated on a ridge above the Hawkesbury river to avoid the regular flooding. 
Richmond's main businesses are agriculture and aviation. It is located on the outskirts of 
the Sydney area. 
 
Queensland  
Situated in north west Queensland on the bank of the Flinders River, the longest river in 
Queensland. 
 
Tasmania - Hobart 
Historic Richmond, a unique Georgian Village which boasts the oldest Roman Catholic 
Church and the oldest Bridge in Australia. 
 
Victoria - Melbourne 
One of Melbourne's first settlements, now 'based around food and fashion'. It is one of 
the northern suburbs and has attracted many immigrants throughout its history. 
 
NEW ZEALAND: 
Nelson Province- South Island  
The first settlers were surveyors T.J.Thompson and J.W.Barnicoat in June 1842. It was 
named Richmond in 1846, on the suggestion of George Snow - one of the early 
residents who came from Richmond Upon Thames, Surrey. 
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“Developers revise riverfront project: 
      To preserve view of James, plan moves condominiums to the west, adjusts 
heights” 
-------------------------------------------------- 
Richmond Times-Dispatch (VA)-May 15, 2007 
Author: WILL JONES, Times-Dispatch Staff Writer 
 
A proposal to build high-rise riverfront condominiums east of downtown Richmond has 
been revised over concerns that the buildings would block views of the James River. 
        The changes to the Echo Harbour project are designed to reduce visual impacts to 
the east, where the James bends southward. 
        City founder William Byrd II is said to have named Richmond after observing that 
section of the river from what is now Libby Hill Park. 
        He was struck by the similarities between the James and the River Thames in the 
English borough of Richmond upon Thames. 
        George Ross, of the development company USP Rocketts, said he respects the 
view but is aware of no proof that it's historic. 
        "It's a view ... and we did everything we can to not impact it," he said. "The view 
that's being blocked is the view of the other side of the river, where the water treatment 
facility is." 
        To preserve the view of the bend, the two buildings planned at Echo Harbour have 
been shifted to the west, Ross said. 
        In addition, the building heights are proposed to drop gradually, from about 180 
feet on the western edge of the complex to about 84 feet on the eastern side, he said. 
Both were initially proposed to be 160 feet tall. 
        Echo Harbour would have about 196 condo units, a restaurant, office and retail 
space, as well as about 1,000 feet of dock and an extension of the Canal Walk. 
        Ross estimated the potential investment at $160 million and said the 5 1/2-acre site 
south of Dock Street is key because it's on the river side of the CSX railroad. "This is 
Richmond's first and best opportunity for connecting to the river and using the river," he 
said. 
        Several critics of the Echo Harbour plans said the changes aren't substantive 
enough. 
        "It looks great for Miami Beach," Keith West said last week after reviewing the 
latest artist renderings for the development. He had stopped by Libby Hill Park with this 
children. 
       "It's a view that, once it's gone, you're not going to be able to get it back," said West, 
who represents the 7th District on the Richmond School Board. 
        Leighton Powell, executive director of the nonprofit advocacy group Scenic 
Virginia, said she considers the revised plan no better than the one filed last year. 
        "The problem is, it's one of these things where there's a fundamental disagreement 
about what the view shed is," she said. "They are limiting it to the bend in the river. 
Those of us who care about the view see it as the whole panorama." 
        William J. Martin, executive director of the Valentine Richmond History Center, 
said there's no record proving that Byrd named Richmond after observing the James 
from atop Libby Hill. 
        But, he added, the landscape makes a compelling case. "It's certainly true that the 
bends in the river ... are identical," Martin said. "It's uncanny to the views in Richmond, 
England." 



        A marker at Libby Hill Park recognizing "the view that named the city" was 
designated last year by the mayors of Richmond and Richmond upon Thames. 
        This year, the General Assembly approved a resolution celebrating the panoramic 
view and its role in the naming of Richmond. A copy was to be given to Queen 
Elizabeth II during her recent visit for the commemoration of the 400th anniversary of 
the Jamestown settlement. 
        The city's review of the Echo Harbour project is on hold because the developers 
have not shown adequate emergency access to the site, said Rachel O. Flynn, 
Richmond's director of community development. 
        She agreed the tiered building heights represent an improvement over the original 
plan. The site is zoned for office or industrial development, and any change allowing 
residential uses would have to be approved by City Council. 
       Councilman Bruce W. Tyler, 1st District, said he will be unable to discuss or vote 
on the case because of his ownership interest in Baskervill, the architectural firm for 
Echo Harbour. 
        
 
“Libby Hill Park – The View That Named Richmond, Virginia” 
-------------------------------------------------- 
Richmond Examiner (VA)-November 8, 2010 
Author: Tonya Rice 
 
        One of the most interesting details about Richmond was the origin of her name. In 
the 1730's, after years of discord between William Byrd, II, a wealthy merchant and 
planter, and the Virginia House of Burgesses regarding the House's desire that he sell 
fifty acres of his land to form a new town, Byrd eventually and reluctantly gave in. For 
several years during that time, business establishments formed and prospered along the 
James River. In order to help accommodate the bustling activity and financial growth of 
the area, Byrd added a ferry to his own enterprise of stores and warehouse. He thereby 
helped to shape a town as the House initially had in mind. Byrd, also a well-known 
politician, had been educated in England; he knew the British landscape quite well. 
While standing at the top of, what is now known as, Libby Hill, he took note of the bend 
of the James River below the hill and the striking comparison it held to the bend and 
surrounding area of the River Thames in Richmond upon Thames, just west of London, 
England. In 1737, he officially named the new town, ?Richmond?, and became known 
as the city?s founder. 
        To celebrate this connection, Richmond, Virginia and Richmond upon Thames 
were named sister cities in 1991. In 2006, a commemorative plaque, featuring a 
captivating photograph of the River Thames?s likeness to that of the James, was 
dedicated by Mayor L. Douglas Wilder of Richmond, Virginia and Councillor Robin 
Jowit of Richmond upon Thames. It now sits in the garden of Libby Hill Park. 
        Libby Hill Park is one of the city?s oldest parks. Located at 28th and Franklin 
Streets, overlooking East Main Street, visitors can stand at the top of the same hill to 
take in Byrd?s observation. From Main Street and various areas of Shockoe Bottom and 
Church Hill, the park?s highly visible landmark, the Soldiers and Sailors Monument can 
be spotted as it stands atop the hill. Sculpted by Caspar Buberl and erected in 1894, this 
particular monument among our city?s collection was illustrated by William Ludlow 
Sheppard, using the famous pillar in Alexandria, Egypt, known as Pompey, as the 
inspiration for the 60-foot column which supports the bronze sculpture of a Confederate 
soldier. 
        The summit of Libby Hill Park provides a glorious panoramic view of Richmond 
from the east to the west, as well as points south towards Petersburg. The Carillon in 
Byrd Park can also be spotted beyond Interstate 95. There are picnic benches and other 



cozy seating areas, which include the benches at the base of the walkway of crepe 
myrtle trees under the romantic three-tier fountain. Underlined by the park?s 
cobblestone walkway, Richmond?s skyline is displayed in a striking fashion. Even 
closer to the park are the city?s former tobacco warehouses and factories, which may 
provide great conversation as they represent intense reminders of the city?s history as 
well as an enticing backdrop. 
        Byrd?s ability to capture such nearly identical scenes of the two rivers - an ocean 
apart - over 400 years ago, without the modern technology we sport now, demonstrates 
a remarkable component to this city?s history. Libby Hill Park is open daily from 
sunrise to sunset. 
         
        
“Resolution hails James view: 
      Lawyer fears proposal takes aim at project near Libby Hill Park” 
-------------------------------------------------- 
Richmond Times-Dispatch (VA)-February 6, 2007 
Author: JULIAN WALKER, Times-Dispatch Staff Writer 
 
        A proposed resolution to recognize the scenic vista of the James River from atop 
Church Hill's Libby Hill Park has become a contentious issue. 
        Del. Jennifer L. McClellan, D-Richmond, sponsored a resolution designating the 
panoramic view from the park overlooking the river as one with historic significance 
because it inspired Richmond's name. 
        But representatives of a Northern Virginia developer that plans to build two high-
rise towers along the riverfront saw the resolution as a subtle attempt to block the 
project. 
        "I've been telling everybody, this is an example of how a hill can be turned into a 
mountain," McClellan said. "This is a very simple resolution celebrating a historic view 
that turned into something much more complicated. This is not a backdoor attempt to 
prevent any development from occurring." 
      The resolution states that historians believe Richmond founder William Byrd in 
1733 named the city after noticing the similarity between the river views here and in 
England's Richmond upon Thames. McClellan said the resolution is an attempt to 
capitalize on the historic parallels between Richmond and England as the 400th 
anniversary of Jamestown approaches this spring. 
       But James W. Theobald, an attorney representing USP Development LLC, said he 
had concerns that the resolution was taking aim at the project. 
      "Basically what it said was if you stand on Libby Hill Park and any way you turn, if 
you see the river, it should be unobstructed and unencumbered," said Theobald, whose 
client wants to build two 18-story towers with about 240 residential units on a vacant lot 
in the 3000 block of Dock Street, just east of Great Shiplock Park. 
        An amended version of McClellan's resolution, including language stipulating that 
it will not affect local land-use decisions, passed in the House last week and awaits 
Senate action. 
        Meanwhile, Theobald said the developers are modifying the plans for the towers to 
preserve more of the river view. 
         
        
 
 
 
 
 



“Development with a View: 
      Visions of Richmond’s Future: Vista Here Is as Vital As Across Pond” 
-------------------------------------------------- 
Richmond Times-Dispatch (VA)-February 18, 2007 
Author: Rick Tatnall 
 
        The General Assembly is currently considering a joint resolution (HJR 658) 
designating the panoramic view of the James River from Libby Hill Park in Richmond 
as a Historic Viewshed in Virginia. The curve of the James River and the steep slope 
leading to Libby Hill in Church Hill are remarkably like the features of the River 
Thames, leading to Richmond Hill at a royal village in western London called 
Richmond Upon Thames. In the 1730s, William Byrd II - an English educated planter, 
merchant, politician, and writer - was asked by the Virginia House of Burgesses to plan 
a town at the falls of the James. As Byrd had traveled many times to Richmond Upon 
Thames, historians believe that the striking similarity between the two "views" is the 
reason Byrd named this new town Richmond. 
        Technically, there appears to be no historical reference specifically detailing Byrd's 
naming Richmond for Richmond Upon Thames, but anyone who has stood on Libby 
Hill and Richmond Hill knows the story to be true. The views of the two rivers are 
incredibly similar - the height of the hills, the turn of the rivers, the width of the rivers, 
and the distance to the rivers from the hills. Equally impressive, equally similar, and 
equally important is the panoramic view looking out beyond the rivers, stretching for 
miles and miles and miles (now you know what inspired Pete Townsend and The Who). 
        Similarity as Catalyst for Name 
        To my knowledge, Richmond is the only metropolitan community named after 
another because of a distinct physical similarity that exists to this day. It is the 
combination of the view of the river and the view of the countryside that defines each 
viewshed and their undeniable connection for Richmond and Richmond Upon Thames, 
as well as Virginia and Great Britain. 
        The panoramic view of the River Thames from Richmond Hill, often referred to as 
"The View," has been celebrated in art and literature for hundreds of years. The View 
was so important to all of Great Britain that in 1902 the landscape on and below 
Richmond Hill stretching to the River Thames became the first and only view or vista to 
ever be protected in perpetuity by an act of Parliament. In 2002, an official delegation 
from Richmond, Virginia, traveled to Richmond Upon Thames to celebrate the 100th 
anniversary of the preservation of The View, and the enormous benefits it has provided 
the citizens of Richmond, of London, and of the entire United Kingdom. 
        There is significant support for the General Assembly's joint resolution, which has 
certainly benefited from the hype around Jamestown 2007 and the visit of Queen 
Elizabeth II (a copy of the resolution is to be presented to the Queen). The only 
objections have come from a few lawmakers concerned about its potential impact on 
development or its relevance to all Virginians. This resolution is not about development 
or land use - it simply acknowledges the importance of Richmond's view because of its 
direct relationship to The View in Richmond Upon Thames and the naming of the 
capital of the commonwealth. The resolution defines the viewshed as an important part 
of Virginia's heritage, something to be enjoyed by all Virginians - now and in the future 
- as a part of their commonweal. 
        This Year Marks Tie to the U.K. 
        In 2007, we commemorate and celebrate 400 years of historical ties to England, 
including the name Virginia, and the names of many of our cities, counties, towns, 
landmarks, and natural resources - including the James River. The ties between Virginia 
and the United Kingdom continue to be strong today and will certainly grow stronger in 
the future. 



        Currently, 10 Virginia cities and counties are formally "twinned" (sister cities) with 
communities in the United Kingdom, led by Richmond and Richmond Upon Thames 
starting in 1981. As the global community continues to grow closer together, these ties 
will have more and more influence on all our lives. The view from Libby Hill is a living 
tribute to the commonwealth's direct tie to the United Kingdom - past, present, and 
future - to be shared by all Virginians. Widespread awareness of the importance of the 
view from Libby Hill, and its recognition as a Historic Viewshed, are long overdue. 
        Rick Tatnall is the founder of Richmond Twinning, an organization devoted to 
fostering relationships between Richmond and cities around the world. 
 
“The Debate is Building: 
      Riverfront Zoning Pits Nature, Business” 
-------------------------------------------------- 
Richmond Times-Dispatch-April 24, 2002 
Author: Jeremy Redmon 
       
        Elizabeth Pompeo rode up to Libby Hill  Park in a tour bus, gazed at the expansive 
view of the James River and said "beautiful." 
        "They should leave it in a natural state," said the history buff from Thompson, 
Conn. 
        Pompeo was reacting to a resolution City Council approved Monday night that is 
the first step toward creating "RF," or riverfront, zoning. That zoning would allow 
developers to construct buildings up to 150 feet tall on the north side of the river from 
14th Street to the city's eastern boundary with Henrico County. 
        The public debate over the zoning has pitted the environment against economic 
development. And it has led to flashbacks about the council's Nov. 26 vote allowing 
Dominion Resources to build a 160-foot- high office building near the James. That 
decision upset some Oregon Hill residents who live nearby. 
        The city needs the tax revenue and jobs that Dominion and other companies could 
bring to the riverfront, according to supporters of the new zoning. The proponents also 
note that developers could build industrial buildings up to 250 feet tall under the 
existing "M-2" zoning. 
        "We didn't just arbitrarily pick a number out of the air," Councilwoman Gwen C. 
Hedgepeth said about the height limitation, which she helped approve on a 5-4 vote 
Monday. "We sat down and talked to all of the property owners. 
        "There is plenty of time for community input. And we want community input." 
        Opponents point out how Church Hill is 150 feet tall. They worry that the new 
zoning would block public access to the river. 
        "The council is literally authorizing a concrete canyon that would prevent the 
public from enjoying the river," said Glen Besa, director of the Virginia chapter of the 
Sierra Club. 
        J.D. Cable has proposed building 60 condominiums, an amphitheater, a public 
plaza and a restaurant on 5 acres along the river. The land is located at 3011 and 3021 
Dock St. near Great Ship Lock Park. 
        Cable declined to identify the heights of the buildings he is planning, but "none of 
our buildings is approaching 150 feet." 
        For context, City Hall is 270 feet tall to the top of the roof deck, not including its 
screened equipment and antennae. The Federal Reserve Bank building is 393 feet tall. 
Building stories can range in height from 12 to 18 feet. 
        Cable, who also owns The Tobacco Company Restaurant, said he will consult city 
officials and the public about his plans before he applies to rezone his land. He said he 
wants to rezone it to "RF" to allow for the condominiums, which would be priced 
between $500,000 and $750,000. 



        "You wouldn't expect The Tobacco Company to do anything that is not first-class," 
he said. 
        Developer William H. Abeloff has proposed building condominiums, homes, 
offices, parks, shops, a hotel and a public promenade along the riverfront east of Cable's 
land. The development, which would be called the Village of Rocketts Landing, would 
extend more than a mile along the James in the city and Henrico. 
        Abeloff has declined to comment about his plans. But an attorney representing 
him  and his company, Rocketts  Landing LLC, said the proposed buildings would 
not  exceed 60 feet in height  along the river. Other buildings set back from the 
river  would not exceed 150 feet,  according to the attorney. 
        The Planning Commission  is expected to consider the  proposed "RF" zoning at 
its  June 17 meeting. The measure eventually will come  back to the council for a 
final  vote. 
        The commission recommended against the measure  in a 7-0 vote April 15. If 
the  panel again rejects the plan,  it would take the votes of six  City Council members 
to  overturn the decision. 
        Councilwoman Delores L.  McQuinn voted in favor of  the resolution Monday 
night. 
       "I don't think anyone has  considered a wall of 150 feet.  .*.*. There may be an 
opportunity to stagger the buildings." 
        Up on Libby Hill yesterday,  tour guide Frank Williamson  told Pompeo how 
William Byrd II founded Richmond in 1737, giving the place its name because the 
James bends here like the bend of the Thames River at Richmond, England. 
         
        "We ought to leave it the way it is," Williamson said, adding about the possibility 
of a 150-foot building: "It would just destroy this view." 
      
 
“Scenic Virginia Honours Officials” 
-------------------------------------------------- 
Richmond Times-Dispatch-October 18, 2003 
 
        The Richmond City Council and the city Planning Commission will receive an 
award Monday from Scenic Virginia for rezoning land on the riverfront east of the city. 
        The area, which stretches down Dock Street, through Rocketts Landing to the 
Henrico County line, was rezoned in July 2002 to accommodate development while 
preserving the view from Libby Hill Park. 
        The city was named Richmond by William Byrd II, who was reminded of 
Richmond, England, when looking at the bend in the James River from the park. 
        "The view from Libby Hill Park is what gave Richmond its name," said Leighton 
Powell, executive director of Scenic Virginia. "We wanted to make sure that was 
preserved." 
        The award, named Best Preservation of a Scenic River Corridor, will be presented 
at noon Monday at the Kent-Valentine House at 12 East Franklin St. 
        Scenic Virginia is a non-profit organization that seeks to preserve the state's natural 
resources. 
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