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in a garden and those yoD get by
contemplating a garden or a part of a
garden from a certain point in a precise
direction. If yoD use the words stage
and scenery instead of architecture and
picture it, what I mean may be more
evident. The stage is the place where
yoD act, are in action, it is a space, laid
out and equipped for people, who do
something. The scenery is a static pic-
ture, which in itself represents the
meaning or possibly forms the back-
ground for the activity. Both the formal
and the landscape garden work as weIl
with the stage (the architecture) as with
the scenery(the picture), but it is evi-
dent that the landscape garden espe-
cially makes use of the scenery .Be-
sides yoD can notice that tlte landscape
garden recruited its skilled workers from
the ranks of the painters, while formal
garden art had been a mat ter for archi-
tects and gardeners. The interest in the
scenery , the picture, the beautifuJ sight,
could have been so dominant tl!Iat the
architecture of the garden was ne-
glected. It may be suspected, that those
landscape gardens which became dilet -

tantish in a negative sense of the word,
were just missing the spatial structure
that makes the garden of practical use
and possible to maintain. Piper is the
example of a garden artist who, starting
from the architectrue, knew how to
work with the picture and gave it the
right place in the spatial structure.
The expanse and the lines, the
fIX-points and the lands(:ape.

The landscape garden il, most often
described in relation to garden art of
baroque and as a contrast. The com-
parisons are often influenced by per-
sonal opinions to the benefit of one or
the other kind of garden, not unusually
connected with ethic evaluations. This
leads to lack of objectivity, that I will

try to avoid. I would like to see the
landscape garden as an independent
phenomenon and describe it from its
own conditions. I would like to say
however, the architecture of the land-
scape garden is most easily understood
if it is seen in relation to the so-called
formaI garden and is described in the
same terms.

The European garden of the Middle
Ages appears as a fenced place, a space
of moderate size with dense walls or
palisades on aIl sides. The expanse can
be organized in different ways, for cul-
tivation or living, and the garden' s rela-
tion to the surroundings is loose or at
any rate of secondary importance. This
gardenisrestinginitself. C. Th. Sorensen
mentions it as the "Garten an sich". As
architectural structure itcan be reduced
into one room, an expanse surrounded
by walls. At the transition to the Renais-
sance we find such enclosuresadded to
unities stiIl resting in themselves.

The garden image of the Renais-
sance is a ôlosed weIl-bounded grouDd
with a precise, most often symmetrical
space organization. To the expanse and
the walls are now added fix-points in
the shapeof sculptures, summer-houses
and fountains. The main building can
be placed outside, but is graduaIly
brought into the composition, playing
the part as the most important fix -point.
The parts of the garden are each of them
symmetrically shaped and are typically
arranged to form an entire symmetrical
composition. The symmetry-axis
gradually appears as an important lin-
ear element, added to the weIl known
structural elements: the expanse, the
walls and the fix-points. The landscape
designer bas got a wider register to play
with.

The garden is, however, constant I y
resting in itself although there are now
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FormaI Characterislics of the InformaI Garden


