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Scotland’s Japanese Gardens

_________________________________________________________________________________________________________________________________

Lauriston Castle, Edinburgh © Alison. Edinburgh Spotlight

As a small child I was fascinated by Chinese characters, a fascination that led to a lifelong curiosity about the
Orient. But my background in teaching and in the National Gallery of Scotland offered little opportunity to pursue my interest until I retired.
My first visit to Japan in 2001 gave me the impetus to find out as much as I could about traditional Japanese culture and particularly Japan’s exquisite gardens. At the first garden I visited, Suizen-ji in Kumamoto, I was hooked,
and on my return to Edinburgh I joined the Japanese Garden Society, which publishes the quarterly journal
Shakkei. There is now a thriving branch of the Japanese Garden Society in Scotland, that organises talks and visits
for its members.
A Brief History of Gardens in Japan

An overlapping series of vistas is revealed as the
viewer progresses round the Stroll Garden. Scaled
down representations of famous views, such as
Mount Fuji, and references to poetry would be recognised by the stroller. The sacred islands in the
lake or pond were originally intended to tempt the
Immortals to visit them. Islands made of rocks symbolising turtles and cranes refer to a Chinese myth
about the Immortals who flew on cranes around islands that were carried on the backs of giant turtles
in the oceans. Therefore, turtles and cranes are
signs of longevity and good fortune. Human visitors
could use bridges to the islands or organise boating
parties on the lake if it were big enough.

Gardens in Japan are known to have existed as early
as the seventh century when Japanese Buddhist
priests brought ideas and general principles back
from China via Korea. The first gardens in Japan
were similar to those in China designed for the nobility which included a lake with islands and bridges
in a landscaped setting. In Japan these developed
into what are called Stroll Gardens, which are experienced by walking round them, and Viewing Gardens which are viewed from inside a building or
from the veranda of a temple, and can take the form
of Dry Landscape Gardens.
The garden is an idealised landscape with the essential elements of rocks symbolising mountains or
islands and a pond representing the sea. Later on,
changes in garden design incorporated clipped
bushes to replace rocks that are expensive and difficult to move, while water features may be suggested by a sea of gravel raked in wave patterns, or
by graded pebbles for a stream. There is deliberate
asymmetry in the placement of architecture: buildings are an essential part of the garden design, not
added on or dominating, and include pavilions for
moon viewing and rustic tea houses.

Bamboo fences and screens are carefully knotted
with black twine in a wide variety of designs; gateways and bridges are unpainted wood or bamboo.
The red lacquered arched bridge at the shrine of
Nikko is actually of Chinese origin, but early tourists
assumed it was Japanese and popularised it by
sending home postcards of it. Bronze cranes are
common pond ornaments and unlit stone lanterns
refer to the stupa where ancestors were buried.
Other ornaments are rare. Trained and pruned
bushes, trees of topiary and mossy areas provide
shades of green as few flowers are used. A limited
palette of seasonal colours includes cherry blossom,
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irises, wisteria and peonies. A typical sight in spring
is tightly pruned azaleas resembling the embroidered flowers in a medieval tapestry. In late autumn, potted chrysanthemums (the imperial flower)
wired into large arrangements are positioned in
groups around the garden.
The visitor’s route is strictly determined by meandering paths and zigzag bridges which hide and reveal successive views, and the layout is often based
on Chinese landscape paintings. Prescribed vistas
and the caution needed when walking on the irregularly-placed rough and smooth stones in the paths
are intended to lead to a state of heightened awareness. Borrowed scenery (shakkei) from outside the
garden, such as mountains, may form part of the
visual composition and extend the view.

Ryoan-ji temple, Kyoto © Japanese Garden Society

The Tea Garden is essentially a recreation of a path
winding through naturalistic planting simulating a
mountain glade and is a version of a Stroll Garden.
The garden setting enhances the experience of ritualised tea drinking, emphasising rural simplicity.
Guests wait in an arbour in an outer garden before
entering the inner garden alone to walk along carefully arranged stepping stones to a stone water basin for ritual cleansing of the mouth and hands. Having left behind everyday life they can now experience the tranquillity of the tea ceremony, using
equipment of the finest workmanship, in the small
“rustic” tea house, often made of the most expensive materials. A tea garden may be part of a larger
Stroll Garden but is enclosed by a perimeter fence
and a separate gateway.

The imperial garden at Katsura Rikyu in Kyoto, dating from the seventeenth century, is a magnificent
example of a Stroll Garden covering many acres.

Katsura Rikyu, Kyoto © Japanese Garden Society

Most Westerners assume that the Dry Landscape
Garden is the essence of Japanese gardens, but this
style only developed in the twelfth century when
the newly-introduced Zen Buddhism fused with the
native Shinto religion. An animistic religion like that
of the Druids in Western Europe who worshipped
in forest glades, Shinto practice sanctified the spirits
in ancient trees or strangely shaped rocks with
straw ropes. Shinto shrines are sacred sites covered
with small white stones which are a precursor to
the use of gravel or sand in the dry gardens attached to Zen temples. Zen Buddhist monks seek
enlightenment through contemplation as well as
through the creation and care of these austere gardens. Visitors are only allowed to view the garden
from the veranda of the temple, preferably sitting in
silence to meditate on the precisely-raked gravel,
the dynamic groupings of rocks and perhaps some
moss, surrounded by the temple buildings and a
high earthen wall. It is one of the most strikingly
original garden forms of all time. The Abbot’s garden
at Ryoan-ji is a supreme example of a Zen dry garden or karesansui from the fifteenth century.

Suizen-ji, Kumamoto © Japanese Garden Society

Courtyard Gardens may be found in town houses, in
temples or between buildings. Small spaces left
open in the middle of traditional merchants’ houses
provided light and fresh air to otherwise dark interiors. The courtyard is a landscape in miniature
which may consist of dry gravel and rocks or may
be planted, even with trees, and often features a
stone lantern or a water basin.
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St Mungo Museum of Religious Life and Art,
Glasgow

Japanese-style Gardens in Scotland
When Japan’s self-imposed isolation for over 200
years ended in 1854, rich European and American
tourists brought home art and artefacts of a fascinatingly different culture. In Britain, the Japonisme in
nineteenth century Western art was paralleled by
the creation of Japanese-style gardens.

Next to the Cathedral, there is an authentic Zen
Courtyard Garden, designed in 1993 by Yasutaro
Tanaka of Kyoto’s Landscape Association. A raked
gravel area with a dozen carefully placed rocks and
two areas of moss is surrounded by a high stone
wall and the museum buildings. A stone flagged
path at one side leading to the main door of the museum has chairs from which the garden may (with
difficulty) be contemplated.

Many artists such as Whistler at first featured Japanese prints, porcelain, fans, kimonos and screens in
their paintings to give them an exotic flavour. Similarly, the use of imported artefacts, such as bridges,
pagodas and stone lanterns, gave a spurious oriental
atmosphere to British gardens in the nineteenth and
early twentieth centuries. Few British gardeners
grasped the basic principles of Japanese landscape
design and were unable to do more than superficially imitate their oriental sources. Apparently, a
visiting Japanese diplomat complimented the owner
of one of these gardens, “Very beautiful. We have
nothing like this in Japan!” It is difficult, if not impossible, to recreate a Japanese garden outside its geographical and cultural context. The training of a Japanese gardener to develop an aesthetic sensitivity
to the sculptural form of plants and rocks is one of
the significant distinguishing features between the
garden cultures of East and West.

St. Mungo Museum, Glasgow © Japanese Garden Society

Friendship Garden, Lauriston Castle, Edinburgh

Art shows and exhibitions from 1862 onwards included examples of gardens. In particular, the 1910
Japan-British Exhibition in London inspired the construction of several “Japanese” gardens in Britain.
Early twentieth-century interpretations in Scotland,
with little or no known Japanese involvement, include Stobo Water Garden near Peebles and gardens at Kildrummy Castle by Alford, Broughton
House in Kirkcudbright, Pittencrieff Park in Dunfermline, Westerdunes in North Berwick, Dalzell
Park in Motherwell, near Glasgow, Torosay Castle
on the Isle of Mull and Charleton House in Fife.

The Friendship Garden (pictured at the head of this
article) was a millennium project to strengthen ties
between Edinburgh City Council and Kyoto Prefecture (see Shakkei vol.9 no.4 Spring 2003). Lauriston
Castle, with its remarkable shakkei of views across
the Firth of Forth, was the ideal setting for a Japanese-style garden designed by Takashi Sawano. Officially opened in 2002, it had matured quite nicely
by 2008 when the new Scottish Branch of the Japanese Garden Society held their first meeting there.
Although basically a Stroll Garden, the design incorporates a Dry Landscape Garden: a raked gravel
area with minimal planting and significant placement of rocks, surrounded by bamboo and rope
fencing.

A resurgence of interest in Japanese gardens at the
end of the twentieth century led to the founding of
the Japanese Garden Society, and the informative
articles in its journal Shakkei encouraged members
to make authentic small gardens, both private and
public. These include Attadale in Wester Ross, Armadale in West Lothian, and Portree on the Isle of
Skye which are all open to the public; also private
gardens at Bridge of Allan and Inveresk, occasionally open under Scotland’s Gardens Scheme.

The central path leads up steps to a pavilion for
viewing the shakkei of the river, the islands of Cramond and Inchcolm and the hills beyond which
form the first axis line running south to north. An
area of planting with ‘male’ and ‘female’ waterfalls
connected by a stream, leading to a pond with its
island, are kept to the eastern side of the design following the concept of empty space – a feature crucial to Japanese design in all the arts. On the artificial
mounding around the south of the site, a path leads
to the western pavilion en route to the avenue of
cherry trees planted on the northern side of the garden. The second axis line runs west from this pavilion through a stone pillar, over the bridge spanning

In Scotland, the two most authentic and important
recent public gardens by Japanese landscape designers are the Friendship Garden at Lauriston Castle in Edinburgh and the Zen Dry Landscape Garden
at St Mungo Museum in Glasgow. At Cowden near
Dollar an outstanding private garden by a Japanese
designer in the early twentieth century has recently
been restored and is now open to the public.
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Armadale, West Lothian © Ellen Graham

the stream and beyond to a second pillar and the
castle.

The designer's contract included two visits a year to
supervise the development of the garden and more
specifically to train the Council’s gardeners in the art
of Japanese tree pruning. Unfortunately, this contract came to an end in April 2010. It is far better to
trim little and often, as a year of neglect can result in
irreparable damage to trees and shrubs that need
regular and expert pruning. Regrettably, the area
around the ‘male’ waterfall is now sadly overgrown.

Sawano used reclaimed Edinburgh granite setts or
cobblestones for the path and area around the central pillar, a gift of the Free Church in 1852 which
could not be removed, but which was used to advantage in the spiritual axes of the site.

Armadale, West Lothian
In an ex-mining town, a Zen Sculpture Garden was
created at Mayfield Community House in 2011 by
Fanny Lam Christie. There is a small gravel area
where the artist has used the setting of local stones
to symbolise the Scottish Islands of Mull, Staffa,
Skye and Orkney. Below a waterfall created with
whinstones from the nearby Cairneyhill Quarry is a
pond of golden gravel, and a dry stream meanders
towards the side of a pavilion. Resting on the Crane
Island are two cranes made by the artist from recycled bronze, the casting of which refers to the area’s
foundry heritage.

Takashi Sawano's original design for the Friendship Garden
© Takashi Sawano
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Westerdunes, North Berwick, East Lothian

this part of the garden from Hornel’s studio. A collection of tree peonies was added in the 1920s, and
Hornel’s interest in plants is reflected in the fascinating Japanese nursery catalogues kept in his archive. The house and garden were recently restored
by the National Trust for Scotland and reopened to
the public in 2005.

Westerdunes was built by Sir Patrick Ford in 1908
overlooking a golf course in the fashionable new resort of North Berwick. The owner was a patron of
Sir John Lavery, who painted several views of the
Japanese garden from 1916 on.
The architect’s site plan of 1908 shows a “Japanese
garden” with a small square building which became
a teahouse. Lavery’s picture shows a white-painted
Mount Fuji, a pagoda, a bridge and some stone lanterns. Photographs taken in 1911 and 1920 show details of the foundations of the garden. From 1946, the
garden became completely overgrown with sycamore trees, but about ten years ago it was restored
to an approximation of the original design, which
was probably based on an illustration by Josiah
Conder.
Stobo, near Peebles
The Japanese Water Garden is no longer in the
grounds of Stobo Castle (which has become a
health spa) and is now part of the Home Farm. In
about 1910, Hylton Philipson, a celebrated cricketer
who had visited Japan, began to create a Japanesestyle garden at Stobo but there is no record of a
Japanese designer. A burn was dammed to make an
ornamental lake which fed a spectacular waterfall,
and there are many little rills and ponds, stepping
stones and small bridges.
Although the water features are somewhat obscured and many of the original authentic design
features have been overgrown or vandalised, the
garden still has many Japanese plants, a teahouse
and some stone lanterns dating from 1913. The fouracre garden is planted with many Japanese species
of trees and is at its best in late October when it is
especially renowned for its beautiful autumn colours.

Broughton, Kirkcudbright © Jill Raggett

Attadale Gardens, Strathcarron

Broughton House, Kirkcudbright
The artist Edward Atkinson Hornel was one of the
group known as the Glasgow Boys. With his friend
the artist George Henry, he visited Japan for 18
months in 1893-94, but his decorative style stressed
colour and surface texture and did not attempt to
imitate Japanese prints, except in the posing of the
subjects.
Hornel bought Broughton House in 1901 and on a
second visit to Japan in 1920-21 he visited many
gardens. On his return, he created a small Japanesestyle garden at Broughton, which may originally
have consisted of a drystone water feature with
rocks representing a waterfall and an arrangement
of rocks symbolising islands. Now there is a little
stream and a footbridge. There is a good view of

Attadale, Strathcarron © Moyra Hughson

This 20-acre estate includes a dry gravel garden
designed about ten years ago by the owner Nicky
Macpherson, who was influenced by Josiah Conder's designs, The gateway is made of oak with a
cedar shingle roof, as bamboo would split in the
damp climate. To the right of the gateway is a
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chequerboard area of stone and gravel; to the left
raked gravel and rocks represent the River of Life in
the mountains. Beside a lantern is an arrangement of
running water, a basin and cup to enable visitors to
purify themselves before the Tea Ceremony. Central
stepping stones allow the visitor to see the area of
seven rocks - the Islands of the Blest – in a sea of
raked gravel. Japanese trees and shrubs make up
part of the planting scheme and a cloud-pruned
laurel hedge isolates the garden from the surrounding woodland. The Applecross hills, still snowcapped in May, form the shakkei.

laid down for a dry stream bed, a dry waterfall and
a dry pond with a turtle island and a crane promontory, all created with different types of rocks, gravels and pebbles.
Charleton House, Kilconquhar, Fife
At Charleton House, the red-painted torii, or Shinto
shrine markers, and a pair of bronze cranes used as
pond ornaments are the only evidence of a once
important Japanese-style garden made by Colonel
Charles Anstruther Thomson after visiting Japan in
1892. His grandson, the present owner, is turning
much of his estate into a golf course.

Garadh Tigh Nan Drochaid, Portree, Isle Of Skye
This is a Zen-style Dry Garden designed by Michael
Taylor at the Lorna Fletcher Community Centre,
which was funded by the Beechgrove Garden TV
series in 1998. The two semi-circular gravel gardens
are separated by a path, but unity is achieved by
having the rocks on the right side of the path start
low, rising to a 4½ ton boulder, and the reverse order from high to low on the left side of the path. The
designer spent many weeks in local quarries choosing the rocks. He has also provided a fascinating
collection of suiseki (beautiful or interesting) rocks
and pebbles, the equivalent of bonsai trees, to inspire others to practise making their own small sand
or gravel gardens in a box or tray.

Cowden Castle, near Dollar

Bridge of Allan, Stirlingshire

An early photo of Cowden Castle Japanese garden © Cowden
Castle SCIO

Ella Christie, a formidable traveller, was inspired by
the gardens of Japan during a visit in 1907. On her
return, she commissioned a female Japanese horticulturalist, Taki Handa, who was studying at Studley
College, to design and supervise the building of
Shara ku en or Garden of Delight. Created within
the Christie family estate, the garden covers seven
acres and is centred on an artificial lake. Professor J.
Suzuki was involved in the maintenance and alterations until 1925 and was responsible for recruiting a
Japanese gardener who worked there from 1925 until his death in 1937.

Turtle island, Bridge of Allan © Angela Davies

Professor Masao Fukuhara, from Osaka University of
the Arts, who is responsible for many new-build
and restoration projects in the UK, designed a dry
gravel garden in 2013 for a workshop at the home of
one of the members of the Japanese Garden Society. Once the owner had obtained the required
plants and hard landscaping materials, the ground
preparation work was carried out by Professor Fukuhara‘s small team: stones, rocks and plants were
put roughly in their final positions ready for the following day when 25 participants arrived to help in
the garden-making process under the professor’s
guidance. Turf had to be cleared and a membrane

On Ella Christie’s death in 1949 her great nephew,
Sir Robert Stewart, inherited the garden. Unfortunately, in 1963 the garden was vandalised and
slowly began to decline. The story of the restoration
begins in 2008 when Sir Robert’s daughter Sara
created a charity to safeguard the future of the garden, and in 2013 Professor Fukuhara was engaged to
guide the restoration project.
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Cowden Castle © Cowden Castle SCIO

Over the next four years much of the hard landscaping of the garden was restored, the lake drained
and dredged, lanterns recovered from the silt at the
bottom of the lake, seedling sycamore, birch and
Rhododendron ponticum removed, stones set to
Japanese principles, and the path network rebuilt as
closely as possible to that recorded in the two
dozen historic photos that remain of the garden.

Suggested further reading:
• Conder, Josiah 2002 (originally published in
1893 and reprinted in 1912), Landscape gardening in Japan, Kodansha International (Conder,
an Englishman, lived from 1877 in Japan where
he had a successful career as an architect and
wrote several books about traditional Japanese
culture. His accurate and detailed account,
Landscape gardening in Japan, was the most
important and influential source of designs for
Japanese-style gardens in the UK before the
Second World War. Some of these designs can
still be recognised today.)
• Kawaguchi, Yoko 2014, Japanese Zen Gardens,
Frances Lincoln
• Walker, Sophie 2017, The Japanese Garden,
Phaidon Press

Crucially, the garden was listed by Historic Environment Scotland in 2013 in their inventory of Gardens
and Designed Landscapes. This gave formal recognition of its historic, artistic and horticultural significance. Kate White was recruited as Head Gardener
in October 2016 and this account of Shara ku en is
largely based on her article in Shakkei. The garden
opened to the public in early summer 2018 and its
website gives details of access and amenities.

References:
• McConkey, Kenneth 2010, John Lavery: a
Painter and his World, Atelier Books
• Shakkei, The Journal of the Japanese Garden
Society. (Volumes 18, 19, 21 and 25 have more
information about many of these gardens)
• The Studio Year Book of Decorative Arts, 1925
(which has a photograph of Hornel’s garden exemplifying fitness and beauty in design)

Postscript
There are probably many more Japanese gardens
still to be discovered in Scotland. If you know of any
that have not been mentioned here, please get in
touch with the Japanese Garden Society.
Julia Rayer Rolfe

The Japanese Garden Society website’s photo library contains many photographs of gardens
throughout Japan. See at http://www.japanesegardens.piwigo.com.
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Making Loudoun

Why a Film about Landscape History?

_________________________________________________________________________________________________________________________________

Figure 1

Film might seem an odd departure from the usual printed media that historians use to communicate their research; books and journal essays are my habitual medium. However, over time I have become increasingly frustrated by the lack of new information - much of it curious, intriguing, and often surprisingly against the grain of
received scholarly opinion - that actually filters through to non-academic audiences. This is such a pity, as the
readers of The Pleasaunce will know, because there is so much to learn, question and enjoy from new insights.
The visual image is central to studying landscape –
site visits, photographs, maps, plans and archival
drawings enrich and inform our knowledge. The
maps and plans of around 1700 – the period the film
focuses on - are now so fragile they are rarely seen
beyond the secure environment of the historical
search room, and actual sites can be inaccessible
for a variety of reasons. Yet these sources are an
enormously significant national heritage that needs
to be seen and appreciated, and film is the ideal
medium for doing this.

and their - probably slightly old-fashioned - immaculate style of writing acquired from reading the
King James version of the Holy Bible.
The film emphasises rather than glosses over these
complex cultural aspects - its aim is to be highly informative and didactic rather than light on facts and
simplistic in its interpretation. However, given the
film’s tiny budget, there are some lapses in authenticity – the sparsity of props and the use of facsimile
books in place of the original seventeenth-century
treatises, for example. Fortunately, words and
(some) images cost nothing and this wealth of material supplied much contextual and background
detail.

‘Loudoun’ is an experimental departure from the
standard TV-type documentary – there is no distracting TV-personality standing between the
viewer and the object, the script is about 95% actual
historical texts, the costumes, sets, story, tableaux,
books and drawings were all carefully researched to
be as authentic and as true to original sources as
possible. For instance, you might be surprised to
hear the boys’ Scottish accents, but in 1690 it was
extremely unusual for aristocratic boys to go to
English public schools so they spoke all their lives in
broad Scots dialect, their grammar honed on Latin

How it became an idea
It was the accidental discovery of a story that directly inspired the film. The original source for this
story is lost, but it was summarised by Mr John
McGill of Kilmarnock from a document he discovered some thirty or so years ago and referred to in
his book, The History of the House of Loudoun. The
story goes that when still boys, Hugh, third Earl of
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Loudoun (c. 1679-1731; succ. 1684), and John, sixth
and eleventh Earl of Mar (1675-1732; succ. 1689)
spent the late summer of 1690 at Loudoun Castle in
Ayrshire, where they designed a garden using a set
of playing cards and where Mar declared his intention to pay off his father’s debts by become an architect like Sir William Bruce (1630-1710). This all
matched the facts as known, though I was sceptical
about the playing-cards until I realised the choice of
cards was related to the boys’ bereavements.
The story also matched all that I could find out
about these two boys. In 1690 Lord Mar was aged
fifteen, Lord Loudoun was eleven years old, and
their mothers were cousins. Lord Mar’s father had
died insolvent in 1689 as a result of imprisonment
for his support of James VII during the so-called
Glorious Revolution of 1688, and Lord Loudoun had
lost his father when he was five and his mother
shortly before 1690. Lord Mar’s mother, Marie,
Dowager Countess of Mar was Loudoun’s nearest
surviving and most socially high-ranking relative. In
1690 Mar had just left Linlithgow Grammar School
and was about to attend the College of Edinburgh
that autumn. It was not difficult therefore to invent a
scenario in which the Countess takes responsibility
for securing a good education for little Loudoun, and
sends Mar to stay with him during a lonely summer
at home in Ayrshire (Figure 1).

Figure 2

In addition, a nineteenth-century history of Ayrshire
houses claimed Mar had designed the great park at
Loudoun in the 1710s but I had no corroborative evidence for this, and the author A.H. Miller never
mentioned the 1690 design. The 1712 scheme on the
other hand was entirely in keeping with what might
be expected from a design by the Earl of Mar because at his estate at Alloa in Clackmannanshire,
which he began in 1702, he demonstrated great
ability in the Versaillian style of landscaping. A visit
to the archives at Mount Stuart House on the Isle of
Bute, which holds a portion of the Loudoun family
papers, provided the confirmation I needed - correspondence between the architect and landscapist
Alexander McGill (died 1734) and Lord Mar and Lord
Loudoun during the years when they served as coSecretaries of State in Queen Anne’s government in
London. The correspondence contained the details
of the great avenues focused on distant features
such as Loudoun Hill and Cessnock Castle according
to a plan supplied by Mar in 1712.

In 2016, I was researching the landscape history of
Loudoun Castle Park, East Ayrshire, in connection
with the current re-development proposal. With the
help of the landscape architect, Corinna Demmar of
RPS Group landscape architects and Nicolas Uglow
of Simpson & Brown Architects, Edinburgh, who
were reporting on the landscape proposal, we
found the remains of a quatrefoil pond (the Club of
the playing cards) in the overgrown southeast segment of what had possibly been a wilderness parterre. Its partner, the Diamond was in the southwest
segment and is shown on an early nineteenth-century estate plan (Figure 2) though the parterre is
now buried beneath the concrete surface of the car
park.

What the film explains

Now the playing-card theory became a serious
possibility and it was finally clinched when I read
that playing cards and gaming dice are quincunxes –
the quincunx is an arrangement of dots set out in
regular lines or crosswise (known as in saltire). John
Evelyn and Sir Thomas Browne, two very respected
and popular authors of the period, claimed quincunxes possessed symbolical and commemorative
functions. Thus playing-cards were a plausible
choice for designing a commemorative garden.
Commemoration is, as discussed below, a highly
significant component in Scottish landscape design
c.1700.

The formal style at Loudoun and Alloa is called the
Scottish Historical Landscape. The idea of recollection marked by vistas directed on historic sites,
monuments and natural features is a primary characteristic of the style. In this way locality, historic
events and persons are united in a single design. The
geometry and many features such as panorama terraces, woodland plantations, étoile planting and extending avenues are modelled on the French style of
André Le Nôtre (1613-1700).
In Scotland this was adapted to emphasise significant places and historical associations – hence the
style name. The long avenues were directed towards distant features - here are a few examples:
from Binning Wood at Tyninghame in East Lothian
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and from Balcaskie House at Fife the focus is the
Bass Rock; from Alloa it is Stirling Castle, at Hamilton Parks in South Lanarkshire it is Bothwell Bridge
and Douglas Castle. At Kinross (begun in 1686), Sir
William Bruce positioned house and landscape so
the principal avenue bisects the entire scheme to
focus on Loch Leven Castle, the island prison of
Mary, Queen of Scots. Here the association is evidently political, while at others the associations are
more personal, for example, Binning Wood was
probably named after Lord Binning who designed
some walks when he too was only ten years old.
What links the 1690 playing-card parterre with the
Scottish Historical Landscape of the 1710s is the
theme of commemoration.

Achieving audience engagement
The film is intended for a wide range of viewers
from local audiences in Ayrshire, East Lothian and
Lanarkshire, to school children and specialist scholarly audiences at history conferences and film festivals. Contrary to contemporary documentary production values the film does not cater to the assumption that general audiences can only understand superficial content. It aims to maximise information rather than diminish the complexity it describes: it is intentionally aspirational and will present the historical documents including readings
from metaphysical and Biblical texts in English,
Gaelic dialogue (translation provided) and the primary sources of research that comprise the materials of historical reconstruction.

Of course, it is possible to draw a line between any
place and any other place but in the Scottish Historical Landscape this line must be an avenue existing
in the landscape which by extending its line hits the
feature without deviation from the avenue’s angle
from its source. Distance was no deterrent to the
extraordinarily skilful early surveyors – Douglas
Castle is about twelve miles distant from the end of
the main avenue at Hamilton. Focused views such
as these are not the same as the generalised views
found in the later Picturesque landscapes. In the
Scottish style, specific geometrical lines form the
design criteria of each park. Though the same design
criteria are used in all the landscapes shown in the
film, the film demonstrates how very different the
outcomes are at the places illustrated.

Figure 4

While this might seem a risky strategy, great care
has been taken to find engaging content and to
show it engagingly, so it will appeal to a wide range
of people. One way of achieving this is to use mood
as a mediator of audience engagement, and the
drier aspects of archival documents and research
are transposed into dramatic sequences. Though the
film’s subtext is grief, exile and personal loss, the
mood is often whimsical. Indeed, Mar’s humorousness is evident in his correspondence as well as in
his drawings. Narrative is communicated through
dialogue and animations, and mood through music,
which has been specially selected and recorded by
the musicologist Dr. Jenny Nex. The music expresses mood and levels of activity. The animations
by Peter Hagis and Julia Chang are probably the first
examples of historic architectural drawings being
animated in this way. Lord Mar was kind enough to
place tiny figures on his drawings and so it was not
difficult to give them identities, voices and actions
(Figure 4). The animations gave the opportunity to
insert historical background information such as
Mar’s leadership of the Jacobite Rising of 1715 and his
consequent exile in France, and the sad irony that
the two cousins fought on opposite sides during the
Rising. The animations enhance a deliberate sense
of artificiality which is the paradigm of art and
fantasy.

Figure 3

The second half of the film illustrates the character,
extent and current status of Hopetoun, Hamilton
Parks, Tyninghame, Carmichael (Figure 3), Loudoun
and Alloa. Original drawings, early maps and current
drone and aerial photographs trace their development. The film is divided roughly into three different
sections and three types of media – live action sequences of the two boys designing the playing-card
garden, animations of Lord Mar’s drawings in the
1720s, and a series of aerial and map sequences.
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devices of famous feature film-makers such as Tarkovsky, Kubrick, Greenaway, and others which the
audience can enjoy spotting.

Figure 5

This is further enhanced by modelling scenes and
tableaux on well-known paintings of the period. For
example, the boys are seen constructing a memento
mori based on a seventeenth-century Flemish
painting (Figure 5), Lord Mar adopts the pose of Sir
William Bruce in the famous portrait by John Michael Wright. These moments of suspended time
remind the viewer that the past is ultimately irretrievable and what we know are only its fragile,
fragmentary remains. The tableaux remind us too
that film is magical and seductive – it possesses
powers of suggestion by its artifice, as well as authenticity through its capacity for realism.
Figure 6

How we made the film

The film retains the scholarly apparatus of textbased research but operates at many levels for
wider audiences: bereavement, creativity, childhood in crisis, a virtually unknown style of landscape design, archival drawings too rare to be displayed in public – all make this a uniquely important
experiment not just for architecture and landscape
history but also as a method for improving access to
our rich and little-known national heritages.

The film is a highly collaborative venture demonstrating cooperation between a wide range of disciplines at Edinburgh College of Art. The crew includes students, recent graduates, and staff and
non-UoE volunteers. We were very fortunate to
find two very talented young pupils from our nextdoor neighbour George Heriot’s School to play the
parts of Mar and Loudoun. The boys and their families were unfailingly patient with long hours, costume changes and re-takes but this was well-worth
all the effort. The boys engaged with the process at
all levels, were enthusiastic, and an extra bonus was
that they turned out to be talented actors.
The film illustrates skills in musical performance,
costume design (Figure 6), cinematography and animation (Figure 4), and shows what can be achieved
when research is offered as a work experience to
enhance practice, enlarge the scope of available subject matter and encourage imaginative and
dynamic engagement between research-active staff
and students. By placing historical authenticity at the
heart of the production, the film becomes an imaginative and exciting medium for illustrating serious
historical scholarship (Figure 7), and for the viewer it
is a more satisfying experience than the average TV
historical documentary. It is deliberately and recognisably referential in its use of the cinematographic

Figure 7
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Figure 8

The film will increase Edinburgh College of Art’s
prestige among design schools internationally by
showing it as a centre of excellence for experimental applied history and landscape studies. It will
contribute to my own research outputs for the next
university survey in 2020, and it will be offered to
specialist conferences as part of my international
research profile.

public screening in November at the Adam House
cinema at the University of Edinburgh. Tickets will
be available through the internet site Eventbright.
We look forward to showing it to SGLH members
who will also see their society credited on screen.

The production team has benefited from the work
experience, and will have demonstrable evidence of
their skills to show future employers. The crew (Figure 8) has also found that their understanding of the
capacity for accurate historical research to be translated into exciting visual material has been
hugely enhanced by involvement in the project.

•
•

Margaret Stewart
Image credits

•
•

Figures 1, 2, 5, 7, Margaret Stewart
Figure 3, General Roy's great Map, © The British Library. Licensor www.scran.ac.uk, 000-000-190-671-C.
Figure 4, Mar and Kellie Plan Books, National Records of
Scotland. RHP 13257/68
Figure 8 Jack Steel

Short bibliography
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Seeing the film
Knowledge exchange and wider access are important aspects of contemporary academic endeavour. Moreover, we are possibly seeing a decline in
traditional literary media as the main instruments of
communication. It is important that scholarship can
rise to the challenge of new media and that it does
so without loss of scholarly integrity. We hope that
Loudoun suggests some ways that these aims can
be achieved.

•
•
•
•

The key issue of whether it has achieved its aims
can only be tested by audience reaction. The film is
currently in post-production and will have its first

14

Fraser, Sir William, Memorials of the Earls of Haddington,
Edinburgh: [privately printed] (1889), online at
http://sources.tannerritchie.com.ezproxy.is.ed.ac.uk/browser.php?bookid=897
Hamilton, Thomas, Earl of Haddington, A short treatise on
forest-trees, aquaticks, ever-greens, ... Haddington (1793)
[McGill, John] Loudoun, Craufuird C., A History of the House
of Loudoun and Associated families, Alloway Publishing,
Darvel, 2006
Miller, A.H., The castles and mansions of Ayrshire, Edinburgh, 1885
Stewart, Margaret, The Architectural, landscape and constitutional plans of the 6th earl of Mar, Four Courts Press, Dublin, 2015

Lincluden College and its Gardens

_________________________________________________________________________________________________________________________________

Aerial view of the ruins of Lincluden College showing the earthworks of the garden with the mount to the left. © HES SC1020630

The early seventeenth-century garden at Lincluden College (NX96647791) in Kirkcudbrightshire is one of the
most remarkable and least known gardens in Scotland. On a considerably smaller scale, it recalls the earthworks
of the King’s Knot beneath Stirling Castle constructed in the early seventeenth century, for which it provides the
nearest parallel. It occupies a site on the neck of a peninsula at the confluence of the River Nith and the Cluden
Water, about 2km north of Dumfries.
The monument is now in the care of Historic Environment Scotland. Attempting to discover the individuals responsible for this extremely ambitious
garden has led to much detailed research into the
background of the site. This has enabled the identification of the person probably responsible for its
creation, John Murray of Lochmaben, and an argument for the occasion for which the garden may
have been created, as well as for its cultural genesis,
has been put forward.

Early History
The site has a long history, being occupied successively by a motte and bailey castle, a Benedictine
nunnery, a college of secular priests and a Jacobean
mansion, before declining to the status of a farmhouse and a ruin of antiquarian interest. There are
several earthwork banks on the peninsula in addition to those of the garden and the garden mount,
some of which may be related to the boundaries of
the earlier castle, nunnery and college and some to
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defences against flooding from the River Nith. Immediately to the south of the earthworks of the seventeenth-century garden is a natural ridge. This has
been utilised as the site of a motte, known as Kirkhill
Motte, which would form the highest element in an
earthwork and timber castle, probably dating to the
twelfth century (RCAHMS 1914, 255−6; Cruden 1981,
6−10).

were sufficient to support eight or nine nuns, the
number had fallen to four who used the income to
dress their daughters ‘born in incest’ in rich clothes.
The beautiful buildings had fallen into decay and
‘very evil men’ used the nunnery as a fortress. The
nuns should be moved to other Benedictine or Cluniac houses (there were no houses of these orders
in Scotland).

As with the history of the motte and bailey castle,
little is known of the history of the nunnery. Lincluden is listed as a house of Benedictine or Black
Nuns (Cowan and Easson 1976, 223). The choice of a
site in the loop of two rivers, which would create a
sense of isolation and separation from the secular
world, would be appropriate for a nunnery, and its
closeness to Dumfries might provide some practical
support. The nunnery church and the nunnery cloister building would seem to underlie the later surviving buildings of the fourteenth-century college of
priests and the seventeenth-century mansion. The
church and conventual buildings would be only part
of the nunnery complex.

It is not very difficult to interpret this as meaning the
nuns did not belong to families which supported the
Douglases and that he wanted their revenues to establish a foundation that would pray for him and his
family rather than the earlier rulers of Galloway who
had endowed the nunnery (Oram 2000, 90). This
suppression of a religious house by Archibald Douglas and the foundation of the college was a significant demonstration of his status and power
(McGladdery 2005, 168, 192). Archibald died in 1400
and was buried at the second and later college he
founded at Bothwell; and his successors continued
their support of Lincluden.
In the years after 1400, the Douglas presence was
maintained by the construction of an elaborate
chancel where masses would be said for the souls
of the dead, with a crypt beneath, a sacristy to the
north and a small south transept where Princess
Margaret, widow of Archibald’s son, was later interred (RCAHMS 1914, 242−53). It is probable that
the architect of the Douglas work at Lincluden was
the French mason, John Morow, who had listed his
architectural achievements on an inscription at Melrose, recording that he had worked in Nithsdale, as
well as St Andrews, Paisley, Glasgow and Galloway.
His distinctive approach to design has been noted in
the chancel there (Fawcett 2002, 10, 47−8, 117).

The landward approach to the nunnery would be
from the south and it is probable that barns and
other structures associated with the provisioning of
the nunnery would be located in this area. A guest
house – hospitality was an obligation for religious
houses – may have been erected there, although in
some nunneries it was situated in the west cloister
range adjacent to the dwelling of the prioress
(Gilchrist 1994, 198). The name of only one prioress
of Lincluden is known, Alianore, who is recorded as
swearing fealty to Edward I at Berwick in 1296 recorded in the Ragman’s Roll (CDS, ii, no.823). There
would be vegetable yards around the nunnery, producing much of the food for the inmates, and a
flower garden, the responsibility of the sacrist,
providing flowers for the altars. The nuns’ burial
ground lay to the east of the chancel where the
nuns would be interred among the trees of the orchard in a garden setting (Gilchrist and Sloane 2005,
44). What now appears as an empty area to the east
and west of the surviving structures may have been
the location of these gardens.

The college in its final composition would seem to
have consisted of a provost and twelve prebendaries, who were supported by properties belonging to
the college (Cowan and Easson 1976, 223). The allowance for each prebend was forty-five marks.
The earliest part of the surviving buildings to the
north of the church would seem to have formed
part of the lodgings for the clergy attached to the
college (M’Dowall 1886, 70). The two chambers next
to the sacristy are known as the Provost’s Lodging
and they probably date from the beginning of the
fifteenth century, while the three sections to its
north and the projecting staircase are said to have
been built by Provost Stewart in the sixteenth century (RCAHMS 1914, 248). The survival of such structures in a rural context is unusual; the college
founded at Wingfield in Suffolk in 1362 by John
Wingfield, a successful soldier and administrator,
serving Edward III in France and England, provides a
rare parallel (Bailey 2015, 43). There, part of the college has been identified within a later Tudor and
Jacobean mansion, which by the Victorian period
had become a farmhouse (Bloore 2015, 97). The

The College of Secular Canons and their Gardens
Most of what is known about the nunnery comes
from the document relating to the dissolution of the
convent and the transfer of its considerable assets
to the college of secular priests established by
Archibald Douglas, Lord of Galloway and fourth Earl
of Douglas (Cowan and Easson 1976, 223; Brown
2008, 49). In 1389 he petitioned Pope Clement VII,
the pope resident at Avignon who was supported
by the Scots, while Pope Boniface IX was supported
by the English. In his petition, Archibald claimed that
his predecessors had founded the nunnery and decried the immorality and insolentia of the nuns. He
claimed that although the revenues of the nunnery
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college buildings, as at Wingfield, would probably
occupy three sides of a courtyard with the church
forming the fourth side.

A grant of the houses and gardens, made in 1617,
long after the Reformation and the Act of Annexation of Church lands in 1587, itemises the gardens
belonging to the prebendaries of Lincluden. These
had become heritable properties and they were
granted to James Dowie, Writer to the Signet and an
inhabitant of Edinburgh, for a payment of three shillings and fourpence for each house and its appurtenances and eight pence of augmentation, in all
thirty-two shillings. This may mark part of a final
settlement of the ownership of the immediate area
of the college buildings and gardens.

The college was well endowed; its income in 1561
was £540, making it one of the wealthier secular
colleges in Scotland (Cowan and Easson 1976, 214).
The prebendaries had individual yards or gardens at
Lincluden, but they were unlikely to cultivate these
themselves, some of them holding offices in other
churches simultaneously (M’Dowall 1886, 77).
Some charters relating to grants made by the provost and prebendaries of Lincluden provide evidence
about the gardens and orchards of the college. In
1437 the rector of Tinwald, Robert Scott, secured a
lease from the provost of Lincluden, John
McIlhauch, of some land and two gardens between
the cemetery of St Mary of Lincluden and the garden of the late John Hesslop with herbage for two
horses and a license to use the firewood of the
provostry, as the previous provost Alexander de
Carnis had done, for a yearly payment of four
pounds of wax (Reid 1957, 82).

The last clerical provost of Lincluden was Robert
Douglas, an illegitimate nephew of Sir James Douglas of Drumlanrig (Groome 1884, 511−2: M’Dowall
1886, 113−46). He held the post from 1547, but spent
much of the earlier 1550s in Paris, probably as a student, while Sir John Maxwell was baillie of the college. He brought back with him from France a collection of music, now in the University of Edinburgh
Library, which included masses and motets by
French and Flemish composers of the mid-sixteenth
century, presumably intended for the celebration of
services at Lincluden College.

In 1546 a grant of three acres with a house and garden and grazing in the Mains of Lincluden is recorded as having been “done on the ground” by Master George Marchell, provost of Lincluden (Hamilton-Grierson 1914, 207). Another charter in the manuscript Register Book of Lincluden mentions the
garden or orchard of the canons (prebendaries) in
1516−17 when Paul Cunynghame and Janet
Pardowen, his wife, were granted ‘the croft of William Raa, lying towards the back gate of the Collegiate Church of Lincluden, extending to two acres
and houses built thereon; also two acres of the Pies
croft (Peas Croft) contiguous to the said croft of
William Raa; two acres of the Bear croft (bere is a
type of barley) eastward therefrom, and between
the croft of William Bek on the south and the gardens of the canons on the north (M’Dowall 1886,
76). A charter granted to Gilbert Herries in October
1559 describes land lying within the Peis croft ‘towards the herbarium (garden) of the college, and
contiguous to the highway leading past the herbarium … on the east’ (M’Dowall 1886, 126).

With the advent of the Reformation in 1560, the primary purpose of the college, prayer for the souls of
the deceased benefactors, was proscribed. The
property belonging to the college and the occupancy of the lodgings of the provost and prebends
became formally the property of the Crown. It was
subject to various attempts to alienate it, including a
grant to Sir John Maxwell, which would have put
him in possession of the provost’s lodgings ‘his principall mansioun place and manis of Lynclouden with
the yairdis orchartis and Kirkhill of the samyn’
(M’Dowall 1886, 136). Provost Robert Douglas had a
later career as a servant of the Crown and in 1587−8
he was an auditor of the accounts of the Lord Treasurer of Scotland, signing the accounts with his title
‘Lincluden’ (M’Dowall 1886, 143). He was referred to
as Provost of Lincluden in the Deed of Annexation of
1587 and the revenues of the provostry were then
secured to him for his lifetime with their reversion to
his great nephew, William Douglas, heir to James
Douglas, Laird of Drumlanrig (M’Dowall 1886, 146).
The year of Provost Robert Douglas’ death is uncertain, but he continued to make legal dispositions of
the lands of the college up until February 1610 when
his signature was provided by the notary ‘because
of my impotence’ (Reid 1923, 58; M’Dowall 1886,
153−4; Hume 1985 np).

James Cunningham and his spouse, Catherine Kennedy, were granted ‘a croft of land on the west of
the highway between the mains on the south, croft
of John Bek on the west, and lands of Gilbert Herries
on the north, and the said highway on the east: also
certain lands eastward from the said croft, between
the croft of the late Stephen Bek, now in the hands
of John Newlands, on the south, the highway on the
west, the gardens or orchyards, extending in all to
six acres, with houses etc, as formerly occupied by
the deceased Paul Cunynghame, father of the said
James…’ (M’Dowall 1886, 131−2).

The Seventeenth-Century Garden on Early Maps
The site of Lincluden is depicted on the manuscript
map of Nithsdale by Timothy Pont in about 1590
(NLS Adv. MS.70.2.9, Pont 35(1)): it is named
Colledge Glenclorian, and this may be how the
name sounded to Pont. Two curved lines cut off the
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peninsula on which the college stands. These probably represent a ditch which may mark the line of
the vallum which formally defined the area of the
nunnery. The college, being a secular foundation,
would not need such a boundary, although a wall or
bank which protected against thieves or trespass
would be a useful feature. Within the enclosure is a
rectangular building with a cross above it and what
may be another cross on its west side. There is a
symbol for a tree in the northern part of the enclosure, but the map does not provide any information
about gardens within the site.

and college buildings much as they survive at present, with the site of the garden depicted as a rectangle minus one corner (MP 191). The area of the
garden is identified as pasture with one tree. The
mount is represented as a regularly terraced hill
with a square feature on its summit, perhaps the turf
seat mentioned by Pennant (2000, 105). There is a
neatly laid-out plantation to the east. The fields
around are in arable cultivation. The garden is recorded on the Ordnance Survey Six-Inch 1st edition
map of Kirkcudbrightshire Sheet 27 which was surveyed in 1850, and both the garden and the mount
are clearly depicted on the Twenty-Five Inch Sheet
XXII.13 surveyed in 1893. The RCAHMS plan of 1912
(RCAHMS 1914, 255) shows the garden in a less crisp
state prior to its restoration by the Ministry of
Works, but these maps all confirm its overall form.

The next map to show Lincluden is a manuscript
map by Robert Gordon of Straloch entitled
“Nithsdail descryved according to Mr. Timothy Pont”
(NLS, Adv. MS.70.2.10 (Gordon 62)) and drawn on
paper dated to 1644 (Stone 1989, 5−10; Fleet 2001,
35− 6). It differs from the surviving Pont map in that,
instead of a double curving line, there is a row of
seven small houses with pitched roofs. This would
normally depict a settlement. Whether Gordon
knew of the site and knew there was a settlement
there, perhaps the Mains of Lincluden mentioned in
various grants, is unknown, but in the printed maps
of Scotland produced by the Dutch cartographer,
Johann Blaeu in 1654, the site of Lincluden is
bounded by a fence of a type which might enclose
the park or policies of a house (NLS, EMW.X.015). At
Lincluden the fence encloses a representation of a
church and several trees and resembles the sites of
mansion houses owned by lairds.

The Garden and its Author
Following the forfeiture of William Douglas for theft
and murder, (M’Dowall 1886, 153), James VI and I
ratified a grant of the lands made in 1611, including
‘the mains of Lincluden, with the manor place,
woods, yards, meadow of the same’ to ‘his highnes’s trusty and well-beloved Sir Robert Gordon of
Lochinvar, knight, and John Murray of Lochmaben,
one of the grooms of his majesty’s bedchamber’
(RPS 1617/5/70).
This grant was followed by an agreement in April
1611 between Sir Robert Gordon and John Murray to
divide between them ‘the baronies of Drumsleit and
Crossmichael with the manor places of Lincluden
and Greenlaw (where Provost Robert Douglas had
lived during much of his later years), forfeited to the
Crown from William Douglas … and granted to the
above donees jointly, Gordon to have the manor
place of Greenlaw and the barony of Crossmichael
and Murray the place of Lincluden and the barony of
Drumsleit’ (Reid 1923, 60−1).
The grooms of the bedchamber were James VI’s
closest companions and, at this period of his reign,
they were all Scotsmen. Their responsibilities were
varied but essentially they performed personal services, including diplomatic duties, for the king and
were in the best position, for a consideration, to arrange access to the monarch for those who wished
to ask for favours, making this a lucrative office.
They were not on duty all the year and were able to
travel north to look after their estates and other interests in Scotland (Cuddy 1987, 173-225).
Both Robert Gordon and John Murray were in a position to have created the garden and the garden
mount whose remains survive at Lincluden; John
Murray’s background and closeness to the king, as
well as his possession of the provost’s lodging,
would make him the probable candidate for the author of the garden at Lincluden. The surviving east

Plan of the garden at Lincluden as it is depicted on the survey by
James Well of the ‘Upper College Mains of Lincluden’ c.1785.
©Dumfries and Galloway Libraries, Information and Archives
MP191

The maps provide no additional information about
the garden or the mount at Lincluden. However, the
estate map of the Upper College Mains of Lincluden,
surveyed by James Well, in 1785 shows the church
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wing of the cloister probably took on the appearance of a mansion house, adapted to form a suitable
residence for a laird. Its northern section is four storeys in height with crow-stepped gables, and the
remainder of the range was three storeys in height.
There were vaulted basements with living rooms
above to which access was gained by the projecting
semi-octagonal staircase (RCAHMS 1914, 248). On
the east side of this building, away from the cloister,
was the garden which could be viewed from upper
windows or the roof.
The Garden and the Antiquarians
The medieval motte at Lochwood Castle, Dumfriesshire, converted into a garden mount. © HES SC 381741

The garden now visible immediately to the east of
the ruins is approximately square, measuring about
60m each way. It consists of a substantial bank
which must have required considerable earth moving to create, with a raised walk about 3m wide
around it, allowing the owner or visitor to look
down on the sunken garden within. It would also be
visible from the upper floors of the house as well as
from the garden mount. In the centre of the garden
is a low grass-covered mound on two levels. The
lower part has twenty facets and the higher mound
at the centre has eight. Thomas Pennant, the eighteenth-century antiquarian, who travelled across
Scotland in 1772 recording all types of historic sites,
wrote:

Pennant attributed the garden to the fifteenth or sixteenth centuries, when the site was a religious establishment, seeing it as an early garden, although
not recognising the period. His description would
imply that there was more visible of the garden at
the time of his visit and that the garden mount was
more accessible and there were fewer trees than at
present. It is likely that the garden was a creation of
the early seventeenth century and its nearest parallel is the King’s Knot below Stirling Castle. At the
present day, this takes the form of a grass-covered
octagonal stepped mount, which, although not very
high, some 3m, would allow surrounding decorative
parterres and flower beds to be viewed from above.
It would also be visible from high above from the
west side of the palace of James V, the residence
actual and theoretical of the kings of Scotland, just
as the garden at Lincluden would be visible from the
provost’s house as well as the former motte. The
garden at Stirling lies within a double-ditched, almost square enclosure, measuring some 129m by
127m, the south-west angle of which was destroyed
by the building of the turnpike road to Dumbarton
about 1813. The two stepped platforms are eightsided, surmounted by a sunken octagonal compartment with a circular flat-topped mound at its centre. To its north-west was a garden of similar size,
with a double quadrilateral design of raised parterres, defined by paths, around a central circular
bed (Brown 2017, 134−44).

“Behind the house are vestiges of a flower garden with the parterres and scrolls very visible;
and near that a great artificial hill mount with a
spiral walk to the top, which is hollowed and has
a turf seat around to command the beautiful
views; so that the provost and the beadsmen
seem to have consulted the luxuries as well as
the necessaries of life” (Pennant 2000, 105)
Traces of the garden survived into the nineteenth
century and it was recalled, in the Imperial Gazetteer of 1854, that there were not long ago distinct
vestiges of a bowling green, flower garden and parterres (Wilson 1854, 335), appropriate features of an
early seventeenth-century garden. Pennant recognised the garden mount with its spiral path to the
summit on the site of the motte. The turf seat, at
least in its original form, may date back to the earlier
seventeenth century. The remains of the garden
emerged in the twentieth century when the ruins
were in the process of being put in order by the Office of Works after it came into state care in 1922. A
workman on the site looked down from the mount,
which had succeeded the motte, onto cleared
ground covered in frost and noticed a pattern was
visible. He hastily pegged it out, and in due course
that level space was excavated (Reid 1931, 9). It was
put into repair on the instructions of Sir Charles
Peers, the Chief Inspector. Another garden mount
formed from a medieval motte is known from Lochwood Castle (Brown 2012, 194−5).

The Garden in its Wider Context
Octagonal designs, as at Lincluden and the King’s
Knot, appear in garden settings in Androuet du Cerceau’s sixteenth-century volumes Les Plus Excellents Bastiments de France, but usually for architectural or sculptural features, such as the pavilion at
Gaillon and the fountain at Blois (Androuet du Cerceau 1998, not paginated). A plan in the Royal Institute of British Architects Drawings Collection dated
1609 by Robert Smythson for Ham House, near
London, then the property of Sir Thomas Vavasour,
James VI and I’s Knight Marshall, showed an octagonal stepped sunken garden, measuring about 85m
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The ruins of the collegiate church and the residential buildings at Lincluden as depicted on the survey by James Well of the ‘Upper College
Mains of Lincluden’ c.1785. ©Dumfries and Galloway Libraries, Information and Archives MP191

by 66m, and centred on an oval parterre which
could be viewed from the raised gravel paths
around it (RIBA 12941).

hedges delineating beds, areas marked out in different colours, whether derived from plants or from
brick or coal or gravel, would be usual at this time.
A sundial, a fountain or an ornamental tree might
provide a central feature.

Perhaps the closest parallel in England appears on a
plan, by Simon Basil drawn by Robert Smythson,
showing the gardens at Somerset House on the
Strand in London depicting the changes considered
by James’ queen, Anne of Denmark (RIBA 29111). The
private garden, designed to be adjacent to the proposed extension of Somerset House, then renamed
Denmark House, consisted of two shallow terraces
linked by short flights of steps, with below, towards
the River Thames, a square garden with paths paved
with black and white stone around the perimeter,
linked to a circular walk within which was an octagonal setting designed for a mount, in this case intended to represent Mount Parnassus, the home of
Apollo and the Nine Muses. This was a popular Renaissance subject for sculpture, representing poetry,
music and all the arts, and the account of King
James’ return to Scotland in 1617 plays on this theme
(Adamson 1618).

The garden at Lincluden belongs in the cultural context of the court of James VI and I in the earlier seventeenth century. The most attractive suggestion for
the time of the creation of the garden is the occasion of the return of James to Scotland in 1617. The
‘hamecoming’ would provide an occasion for a display of thanks to James by John Murray and an opportunity to show the English courtiers who accompanied the king what could be achieved in Scotland.
James is reputed to have visited Lincluden on his
visit to Scotland in 1617 after his stay at Drumlanrig
on his way to Dumfries (M’Dowall 1886, 157; McNeill
1996, 45). There was, however, a meeting of the
Scottish Privy Council at Lincluden designed to bring
its members together to bid farewell to James on his
departure from Scotland. Those in attendance included the duke of Lennox, the earls of Mar, Hamilton, Pembroke and Buckingham, the Bishop of Glasgow and a number of prominent lairds and officials
(RSS, 11(1616−9), 210). The expectation of a royal
visit, which would require a deviation of only a few
hundred yards from the route might encourage the
creation of such a magnificent garden.

In 1613 the Parnassus Mount at Somerset House was
described by a foreign visitor as surmounted by a
Pegasus, a gilded horse with wings, accompanied
by various statues, including one of black marble
representing the River Thames. The Parnassus
Mount was the work of Salomon de Caus, a French
Huguenot engineer, who had visited various gardens in Italy, including Pratolino in Tuscany, before
working in Brussels for the Archdukes Albert and Isabella. A hundred years later the gardens at Somerset House had been flattened. Perhaps the most famous gardens Saloman de Caus worked on were
those at Heidelberg which survived for only a few
years before they were destroyed during the Thirty
Years War. They were created for Elizabeth of Bohemia, the daughter of James VI who married the
Elector Palatine of the Rhine.

After 1627 there is no evidence that Lincluden was
occupied by a resident owner. The ‘indwellar in the
Colledge’ in 1627 was one John Bowie, presumably a
tenant. In that year John Murray, who now had the
title of Earl of Annandale, conveyed the barony of
Drumsleet, in which Lincluden and the Mains of Lincluden lay, to Robert Maxwell, Earl of Nithsdale
(M’Dowall 1886, 158). Towards the end of the seventeenth century the buildings appear to have become a quarry for stone (RCAHMS 1914, 252). During the latter part of the eighteenth century the site
was viewed as a picturesque ruin worthy of visiting
by those interested in antiquities. The outline of the
garden was recognised as an element of interest in

It is not known how the gardens at Lincluden were
planted or otherwise decorated, but low evergreen-
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the history of the monument. The ruins of the college, and inadvertently the earthworks of the garden, were recognised as being of national importance and taken into guardianship in 1920−3 with
the site of the motte added in 1924 (NRS Ministry of
Works, Lincluden, MW1/651,652).

•
•
•

The earthworks of the garden at Lincluden were
preserved because the mansion created out of the
buildings of the college was not inhabited by its
owners, who had principal houses elsewhere in the
region, at Lochmaben and Caerlaverock, a phenomenon which has had similar beneficent results −
from the point of view of garden history − elsewhere in Scotland (Brown 2012, 10). This remarkable
survival from the seventeenth century demonstrates
the level of garden design achievable at this period
and raises the question of whether further research
may reveal that similar gardens, now vanished, may
have been created more widely across Scotland.

•
•
•
•

•
•

Marilyn Brown

•
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A Scottish Country House Poem
And its Dutch Affinities

_________________________________________________________________________________________________________________________________

Engraving of Het Loo by Daniel Marot - http://en.wikipedia.org/wiki/Image:.jpg, Public Domain

Sir Walter Scott’s fathomless knowledge of early-modern Scotland seems the more prodigious the more that our
investigations catch up with his effortless encyclopaedism. Even in the obscure and thinly-documented area of
early-modern relations between Scotland and the Netherlands in the field of the garden, he had a depth of
knowledge on which to draw. His novel The Antiquary (first published in 1816 and reissued in the revised magnum opus edition in 1829) is in itself an incidental monument to the long intellectual connection between Scotland and the Universities of the Low Countries.
should also, quietly, furnish his late-eighteenth cenHis hero, Jonathan Oldenbuck, the antiquary, corretury protagonist with a suitable, Scoto-Dutch garsponds with and is visited by a colleague from the
den:
University of Utrecht and, more generally, owes the
shaping of his intellectual world to the long ScotoIt was surrounded by tall clipped hedges of yew
Dutch academic connection.1 Oldenbuck's focus on
and holly, some of which still exhibited the skill
the (largely-illusory) Romanitas of the Scottish past
of the topiarian artist, and presented curious
as opposed to its veridical Celtic and northern Euroarm-chairs, towers, and the figures of Saint
pean origins, is congruent with the ideas which the
George and the dragon. The taste of Mr Oldbuck
Scottish jurist and virtuoso Sir John Clerk developed
did not disturb these monuments of an art now
during his own studies at the University of Leiden in
unknown, and he was the less tempted so to do,
the very first years of the eighteenth century. It is
as it must necessarily have broken the heart of
typical of the depth of Scott’s knowledge that he
the old gardener.2

In the 1829 edition, the magnum opus edition of Scott, the Antiqury's study with its vast Dutch cabinet is described at p.33; a
learned Professor of Utrecht is recollected as sitting on the
calthorps in the course of a visit on p. 34 and, incidentally, the

seedsman offers him flower-roots fresh from Holland (as well as
smuggled Genever) on p.217.
2 ibid.,pp.28-29.

1
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Thus, the garden of the late-middle-aged laird and
the training of his yet-older gardener take the garden of Monkbarns securely back to the era of the
great Scoto-Dutch academic connections in the
earlier eighteenth century: the epoch of the antiquarian Spanhemius and the great medical innovator Herman Boerhaave. It is also mentioned later in
the novel that Monkbarns is seen as at least a potential customer for ‘fresh flower-roots from Holland’.

The skates cry out reply and tie a thousand knots
And bows, skating around the pond about the
house.
And witness by their wavering thread of cutting
steel
How random are the whirling courses of our life;
How crooked are the roads by which we reach
our goal,
Each by a different road…5

When we consider the documentation of this horticultural interchange, the evidence must be admitted
to be sparse. But at least we can reconsider the one
surviving Scottish country house poem, Mackenzie’s
Caelia’s Country House and Closet3 in relation to
the Netherlandic tradition of country house poetry,
particularly as exemplified by Constantijn Huygens’s
Hofwijk, and conclude with a brief look at the garden aesthetic of one of Scott’s models for his fictional Antiquary: the distinguished Leiden alumnus
Sir John Clerk of Penicuik.

This is a beautifully complex, developing nexus of
visual image, and verbal and moralising expansion
upon it.
There are many more examples of Huygens's moralisations and emblematisations of real and visible
places within his orchard and garden. But let us return to Scotland, and to Mackenzie's Caelia’s Country House and Closet, conjecturally dated to the
years 1666-67, an important document that has
been all-but overlooked until comparatively recently. This is an early work of Sir George Mackenzie
of Rosehaugh (1636-1691), jurist and landowner, an
enlightened lawyer who almost succeeded in ending witch-persecutions in Scotland, a man traduced
by Calvinist mythology as ‘the bloody Mackenzie’, a
scholar and poet, the founder of the Advocates’ Library, the germ of what is today the National Library
of Scotland.

Mackenzie’s poem is partly an idealised portrait of
the mistress of the house and garden seen through
the environment which has been created around
her, and partly a moralised walk around the estate
in the manner of Dutch country house poetry. An
idea of how a Dutch buitengedicht proceeds with
observation then moralisation and emblematisation
of real places within the garden can be seen in Huygens’s Hofwijk: when the tour of the estate has
reached as far as the moat around the house and
pauses there to make the conventional reflection on
shadows and fugacity, he turns the moment (in
ll.2715-16) into a baroque conceit of time passed
worthily and unworthily, time passed in the garden
or in the pursuit of riches:

It has been recently suggested6 that Mackenzie, together with such transformative scholars as the
Abbé Thomas Innes, form a vanguard of early Enlightenment in Scotland and Britain. Mackenzie is almost exceptional in his generation in that his education did not include a period in Leiden or Utrecht.
He studied at the universities of St Andrews, Aberdeen and Bourges in France, and in doing so absorbed a good deal of contemporary horticultural
and (in the terms of his day) ‘polite’ culture, as is evidenced by his publication of a Barclayan Romance
Aretina in 1666, and his contact with the magnates
Lord and Lady Carnegie whose now-vanished
house in Fife forms the subject of the poem. Lord
Carnegie had travelled extensively in France and Italy, Lady Carnegie was a daughter of the great Duke
of Hamilton.

Ghij meent een' dobb'le kans te nutten, en ick
ook;
Ick teer op schaduwen, en ghij verteert in roock.
I thrive on shadows doubled by my waters,
while you live
On smoke. My shadows last; your smoke dissolves away.4
Another example of real place, a moat with skaters,
moralised comes at lines 2745-50:

Although Mackenzie’s own Continental education
was in France, that of most of his friends and colleagues was Dutch and so we should not be at all
surprised that Netherlandic ideas and (quite possibly) Netherlandic garden-poems should be current
in his thinking. His country house poem (Alastair
Fowler has observed that it would seem to be the

Die schettern't mij toe, terwijl sij dusend quicken
In heen en wederbaen om Hofwijk henen
stricken,
En tuijgen bijden draed van 'tslingerende stael
Hoe oneenparigh is het menschelick gemael,
Hoe vele naer en witt door vele wegen trachten,
En elck door andere. . .
Published in 1709 and 1651 respectively.
Adriaan van der Weel and Peter Davidson (eds.) A Selection of
the Poems of Sir Constantijn Huygens, (Amsterdam: Amsterdam
University Press, 1996), pp. 152-153.

Ibid, pp.154-55.
Dr Kelsey Jackson Williams, University of Stirling, personal
communication 12/11/2018
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only surviving Scottish country house poem7) was
published, in 1709, in the second volume of a fascinating miscellany of Scottish poetry from all periods
Watson’s Choice Collection. It was reprinted in 1715
and then in Mackenzie’s collected works in 17161722. All these printed texts are, of course, posthumous. There is a particularly attractive text (probably copied in the 1690s) to be found in National Library of Scotland, Advocates’ Manuscript 500 LC
636, which identifies the garden and private room
described in the poem under pastoral names as the
real Palace of Leuchars in Fife, and the Caelia of the
title as Lady Carnegie. It is known that Mackenzie
himself circulated this poem (written in standard
English) in English literary circles soon after its composition, sending a copy to the laureate, Sir William
Davenant, under cover of a letter to John Evelyn.

to the more specific consideration of the flower garden, including consideration of structures in artificial
rock-work. There is a transitional passage with the
conventional praise of the country life, and then he
moves to the very detailed consideration of her
Closet (it is not clear whether this is a private room
within the palace, or a free-standing garden structure). Interestingly, Mackenzie moves to the consideration of the pictures within the closet: religious
scenes, landscapes and portraits of figures from
classical antiquity and the recent past, amongst the
latter most notably Charles I and the Marquis of
Montrose. Among the latter pictures is a Dutch
church interior which sounds very like the work of
Saenredam. He then considers (and moralises at
some length) the clock on her table before moving
to a consideration of natural curiosities in shells,
ambers and corals, before concluding with a feature
unique in Britannic country house poems, a rapid
itemisation of the books in Caelia’s closet, which
leads to a final, highly complimentary, consideration
of her character.

The influence of the Dutch country house poem, the
buitengedicht, has been little traced for other European literatures, although an excellent recent study
is available.8 This is particularly to be regretted as
absence of attention to the Netherlandic model of
associational, moralised and sometimes emblematised estate-walk has allowed the confusingly-general term ‘country house poem’ to come into use.
This has had the unfortunate effect of grouping together patronage-poems such as Jonson’s To Penshurst hugger-mugger with such moralised estatetours as Andrew Marvell’s Upon Appleton House to
my Lord Fairfax. In the case of the latter poem Adriaan van der Weel and I have argued elsewhere that
the runs of imagery which Huygens and Marvell
have in common in their respective poems (both
composed in the 1650s) are too extensive to be attributed to coincidence, and that Marvell must have
had some knowledge of Huygens’s poem at least at
some stage of its gestation.9 It might be said that
many of these shared images are among those
which are generally thought by English critics to be
the most strikingly ‘Marvellian’ in Upon Appleton
House. But if we accept the importance of the
Dutch country house poem, and observe its relation
to French models such as St Amant’s La Maison de
Sylvie, we have an immensely useful precedent to
apply to the study of the country house poem in
English, and in particular to this unique Scottish example.

It is possible that there is some element of idealisation in this description (as in Huygens’s Hofwijk
where we are constantly reminded that we are
walking around a recently-planted estate and being
invited to consider it in its maturity) but it is equally
possible that much of what is described is a factual
account of a fashionable Scottish country house of
the mid-century. Certainly, there is nothing intrinsically impossible in the idea that a noblewoman
could have had a cabinet with fine pictures and natural curiosities: there is a portrait from the earlier
part of the century now at Duff House, Banff of a
noblewoman in just such a setting.10 Equally, the
opening description is of a very possible Netherlandic garden-scene of cased orange-trees and reflecting ponds, richly furnished with mythological
statues:
Long Rows of Orange-trees upon each side,
The wond’ring eye to that great Palace guide:
Betwixt which rows, most pleasant ponds they
see,
Which with the avenue in length agree.
Again, the pleasure garden is described as being in
much the same style:

Mackenzie’s poem follows the style established by
the Buitengedicht in the earlier part of the seventeenth century: he gives first a general description of
the layout of the gardens at Leuchars Palace,
touches on the palace itself and the surrounding
woods and then focuses on the statue of Lady Carnegie’s father the Duke of Hamilton before moving

Here Labyrinths so please that we may doubt
If Art or Pleasure hinder getting out,
A Fountain-Nymph darts water up on high
And from the centre doth the garden spy,

The only modern notice of it is in Alastair Fowler’s anthology
The Country House Poem (Edinburgh: Edinburgh University
Press, 1994) where an extract and a brief discussion are found on
pp.343-353.
8 Willemien B. de Vries, Wandeling en verhandeling: de ontwikkeling van het Nederlandse hofdicht in de zeventiende
eeuw(1613-1710) (Hilversum: Verloren, 1998).

van der Weel and Davidson, op.cit., pp. 208-214.
An idea of the kind of room described by Mackenzie can be
gained from George Jamesone's (1630s) portrait of Anne Erskine,
Countess of Rothes, now displayed at Duff House, Banff. Stephen Lloyd, Catalogue of the Paintings and Sculpture at Duff
House, (Edinburgh: National Galleries of Scotland, 1999), p.35.
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Which does with Eden in all things agree,
Save that its mistress will not tempted be.11

But Dryden’s works did turn from them my Eyes:
Whose lofty lines I do above them prize:
Cowley by him, whose works are ever new,
Denham whose lines are sweet, whose sense is
true;
Waller the just, whose least corrected line
The best may own, and I could wish it mine:
Here toiling Jonson, easy Fletcher lie,
And Donne into whose mysteries few pry.13

While it must be owned that some of the general
points of the poem are clearly derived from St
Amant’s La Maison de Sylvie and from Thomas
Stanley’s translation of it as Sylvia’s Park, just as the
descriptions of the paintings is however-remotely
derived from Marino’s Galleria, the movement and
scheme of the poem are much closer to Netherlandic originals.

Mackenzie’s own garden practice obviously followed Dutch precedents, if we are to believe the
evidence set forth in the first Scottish garden treatise, which was composed in 1680-1683 at Shank,
South Esk, East Lothian by his head gardener John
Reid.14 Much of Reid’s treatise is taken up with routine matters of surveying, layout and the levelling of
grounds. (He has a rather charming theory that laying out straight avenues can be accomplished with
candle-lanterns on a still night.) He also devotes
much attention to the kitchen garden, arguing again
an awareness of the comparatively new fashion for
élite consumption of salads and vegetables, which
indeed might have derived in part from his employer’s contacts with John Evelyn, but which
equally probably were influenced by Netherlandic
consumption of vegetables as introduced to Scotland by the steady stream of lawyers and doctors
returning from the universities of the United Provinces.

What is most striking when Mackenzie’s poem is
considered in parallel with Huygens’s Hofwijk is the
resemblance of organisation: the form of a walk
around the estate with moralisations and digressions prompted by the point in the estate-walk that
has been reached. What the two poems also have
strongly in common is the sense of progression
through the grounds, from the outer wooded portions to the garden by the house and thence to the
house itself and its contents. Quietly, unostentatiously, both poems share an assumption that the
house and garden cannot but compose a picture of
their owner. This is seen most in Mackenzie where
he describes Caelia’s closet as an accurate location
of her in the moral world, with the globe inlaid in
the floor below her and the heavenly light of the
chandelier above her. In Huygens, as is well known,
the estate itself is anthropomorphic, with the house
at the head of a layout in the shape of the human
body, so in a nicely complicated way the estate is
doubly a portrait of its owner. Both poems assume
equally that the house and garden compose a microcosm of the world as it should be, furnished with
natural necessities and artificial or intellectual delights.

Reid’s assumptions as to what constitutes a garden
are all in the Netherlandic taste: he assumes that
ponds or canals are essential, that the south side of
the house should have ‘the pleasure or flower-garden called the Parterre’. Again Reid’s instructions for
the layout of this pleasure-garden suggest a garden
wholly in the Dutch taste: he is insistent on the importance of surrounding hedges, recommending
holly (another indication of the accuracy of Scott’s
imaginary Scoto-Dutch garden), and his instructions
for the flower garden are stylistically unequivocal:
he recommends a strictly symmetrical layout modular to the house itself with broad brick or gravel
paths, edged with a double band of dwarf box with
the flowers planted in strict symmetry within this
plat-bande. He recommends the kind of surrounding terrace-walk which ornaments Het Loo to this
day; he is absolutely clear that Netherlandic herringbone is the only way to lay a brick path; he is
equally clear that a house-front can only be approached through a symmetrical grass-plat with
broad brick or gravel walks running modular to the
house. He assumes that a garden is incomplete
without geometrical ponds and canals. The only
point on which he differs from Dutch garden-custom is in his objection to close-walks or covered
berceaux of trained trees.

Here there are differences to be observed: Huygens
is very much the proprietor showing a guest around
his estate. Mackenzie is the client (albeit of gentry
status himself) describing the house and garden of a
magnate from a respectful distance, carefully complimentary about everything which he sees (even
though, in fact, the Carnegie marriage notoriously
ended in a separation.) Where they come to confluence is in the detailed description of the books in
the house or closet, a feature unique to these two
poems. In Huygens, lines 2805 –2813 describe the
books which are at the disposal of his imaginary
guest: agricultural books, then ‘town books’ in Latin,
Greek, Spanish, English and Italian as well as
Dutch.12 Mackenzie, on the other hand, attributes to
Lady Carnegie a fashionable taste (even including
one slightly outdated curiosity) but very much in the
vernacular. The passage is worth quoting both for
its rarity and as a conclusion to this very brief survey of Mackenzie’s poem:
Mackenzie, in A Choice Collection of Comic and Serious Scots
Poems both Ancient and Modern, by several hands. Part II, (Edinburgh:James Watson, 1709), pp. 73-6
12 van der Weel and Davidson, op.cit. , pp. 156-159, ll.2805-2814.

Mackenzie, ed.cit, 1709, p.92.
John Reid, The Scots Gard’ner, (Edinburgh: David Lindsay,
1683); facsimile reprint, (Edinburgh: Mainstream Publishing, 1988)
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A particular pleasure of Reid’s treatise is his emphasis that this set of garden prescriptions can be applied to almost all scales of garden, from the grandest to the comparatively modest. In the 1680s the
kind of Dutch garden which Reid advocated could
have been found in England as well as in Scotland. It
is particularly to be noted that English taste, partly
led by Pope and Addison, revolted against the
purely Dutch elements in garden design as early as
the second decade of the eighteenth century.15
Scotland, on the other hand, seems to have remained very much more faithful to the symmetries
of the Dutch garden. Scott’s Monkbarns is by no
means an isolated anachronism.

Around the Fabrick spread the wide Parterre
Like to a verdant mantle edged with gold
Or an embroydered carpet all perfumd
With Indian Sweets, here with a mystick mien
Let Nature in the pride of blooming flowers
Triumphant sit, and all the Gardiners Toils
Direct with matchless grace, here let her show
How wild and shapeless fields may be adorned
With easy Labour and without constraint…
This is hardly the view of a proto-Brownian. It is, rather, the charmingly-expressed view of a man
whose taste had been formed in continental Europe
at the turn of the eighteenth century, and whose
lifelong to correspondence with his student friend
Hermann Boerhaave was concerned as much about
Boerhaave’s plantations at Poelgeest as about medicine and politics.17

Much waits to be discovered in this field, following
Alastair Fowler’s lead.16 We must remember that Sir
John Clerk of Penicuik (1676-1755), friend and lifelong correspondent of Herman Boerhaave and distinguished early eighteenth-century graduate of Leiden, was himself one of the models for Scott’s character of the Antiquary. But Clerk’s achievements as
a patron of architecture, as a composer and as a jurist should not lead us to forget that he was also an
idiosyncratic garden theorist, anticipating in some
respects the landscape developments of the later
eighteenth century with his emphasis on the importance of landscape setting and ‘borrowed views’
for the villas which he and his friends and imitators
built much in the Dutch classical style which he had
learned during his years in the Netherlands.

So we have come full circle to Clerk’s fictional incarnation as Scott’s Antiquary, with flower-roots
from Holland in his parterre, and walks and topiary
trees surrounding and defining the old-fashioned
Netherlandic garden of Monkbarns.
Peter Davidson

What is also fascinating about Clerk’s Georgic treatise The Country Seat is that the garden layouts advocated in it are in the Dutch taste as seen today in
the gardens of Het Loo, or in the restored William
and Mary garden at Hampton Court. His reference
to the fringing of the mantle would suggest that he
envisages parterres edged with plat-bandes, with
specimen flowers planted symmetrically between
two low hedges of clipped box:

Cf. John Dixon Hunt and Peter Willis, The Genius of the Place,
(London: Elek, 1975), pp.204-7.
16 Alastair Fowler, The Country House Poem: Cabinet of Seventeenth-century Estate Poems and Related Items (Edinburgh: Edinburgh University Press, 1994).

These letters are all among the Clerk of Penicuik deposit in the
Scottish Record Office in Edinburgh: they deserve study and
translation out of their original Latin.
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Glorious Gardens: Onwards and Upwards!

_________________________________________________________________________________________________________________________________

© SGLH

As you know, Glorious Gardens (GG) is a three-phase pilot project designed to promote knowledge, understanding and enjoyment of the historic gardens and designed landscapes of Scotland, and of their regional and local
significance.
The initial stage of GG in the areas covered by the
Clyde and Avon Valley Landscape Partnership
(CAVLP) and Falkirk Council was completed last
year. You can read the resulting reports written by
our loyal volunteers in the SGLH collection on
CANMORE at: https://canmore.org.uk/collection/1559026.

currently under discussion. Sadly, it is proving difficult to find landowners who are happy to participate in the project in the CAVLP area and to date we
are only working on three sites. In both Falkirk and
the CAVLP area we have undertaken a survey of a
cemetery as part of GG1bis.
In GG1bis, as well as looking at sites of regional or
local importance, we have strayed into examining
two sites listed in Historic Environment Scotland's
Inventory of Gardens and Designed Landscapes.
Anne Armitage is working on Bonnington by New
Lanark. The purpose here is to pull together the various studies that have already taken place in addition to investigating the wider estate beyond the
picturesque landscape. In Falkirk we are considering
doing a similar exercise at Kinneil about which quite
a lot has already been written. This might involve
volunteers Marion Shawcross and Fiona Gordon.
We have the support of the chairman of the Friends
of Kinneil, Ian Shearer, and will also work with his
members.

The reports cover the narrative of the development
of the site based on evidence in:
•
•

Historic maps, aerial photographs and plans
from the sixteenth to the twenty-first centuries
Documentary, pictorial and physical sources

The text ends with an evaluation of the national, regional and local significance of the site. Full references are provided and, in some cases, appendices
listing the trees present on the site.
The volunteers were keen to continue their work
following completion of GG1, and one way or another Bob Luther, SGLH’s treasurer, was able to find
the wherewithal to make this happen. GG1bis got
going in Falkirk in summer 2017 and in the CAVLP
area in July 2018. Seven of the Falkirk sites are either
completed or close to completion and an eighth is

In the meantime, our contractors for GG2, landscape
architects Beatrice Dower, Matt Benians and Jacquie
McLeod, have been working on a Conservation
Strategy for each of the two areas, along with Conservation Guidance Notes for Landowners.
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Falkirk Cemetery 1898

The two CAVLP documents were published in
March 2018 following three workshops attended by
stakeholders in the historic gardens and designed
landscapes of the area. You can view the Conservation Strategy and the Landowners’ Guidance Notes
at: https://www.communityactionlan.org/newshub/item/guidance-published-for-landowners-ofdesigned-landscapes.

traditional estate landscapes intermingled with significant industrial activity in the Falkirk area compared with the heavy emphasis on the traditional
estate in the CAVLP area, despite the presence of
some industrialisation from the late eighteenth century onwards.

There have been two very productive workshops in
the Falkirk area, the third of which is to take place on
5th December 2018. The two documents will be
published at the end of March 2019 and will be
available on the SGLH website amongst others.
The Conservation Strategy documents are not detailed conservation management plans but take a
broad sweep of conservation issues both generic
and those specific to the area concerned.
We ask one basic question of our stakeholders –
The loss of which landscape features would have a
detrimental effect on the characteristic landscapes
and historical environment in your area? The differences in the responses between the two areas covered so far has been fascinating, down to the mix of

Remnant of wharves by the riverside at Carron House © SGLH
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Illus. 1: The Carron House estate as shown on the 1st edition Ordnance Survey six-inch map (Stirlingshire Sheet XXIV), with components
identified by letter (map reproduced from http://www.maps.nls.uk).
A
West Approach
G
Pleasure Gardens
B
North Approach
H
Parkland
C
South Approach
I
Farmland
D
Carron House
J
Dovecot
E
Walled Garden
K
Riverside
F
Orchard

One very important industrial company in the Falkirk area was and is the Carron Iron Works. Here is
an extract from the report on Carron House by
Fiona Gordon and Marion Shawcross:

We’ll also be looking for your help in GG3 – about
which more later!
Sue Hewer

“Carron House was built in the 1760s for Mr. Charles
Gascoigne, general manager and son-in-law of one
of the founders of The Carron Company. It replaced
an earlier house at Gairdoch. Attached to the house
were warehouses and offices: it was essentially the
company headquarters.”
We hope very much that you will have a look at the
CAVLP documents and the Falkirk ones in due
course. Feedback from you would be very welcome!
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John Claudius Loudon – Time for a Reappraisal?

_________________________________________________________________________________________________________________________________

Now that Lancelot ‘Capability’ Brown and Humphry Repton have each received due bicentenary celebratory
notice, is it not time to give equal attention to their acknowledged but comparatively neglected Scottish successor, John Claudius Loudon (1783-1843)?
working on his father’s farm of Kersehall, by Gogar
near Edinburgh, and working for a time as assistant
to nurseryman and hot-house builder John Mawer
not far away at Easter Dalry. For example, how
many people know of the exact locations of Kersehall, which appears on Roy’s Military Survey of
Scotland and on the Map of the Three Lothians
published by Andrew and Mostyn Armstrong in
1773, though not on subsequent maps. The evidence from these maps places the farm between
the Gogar Burn to the east and an old crossing of the
River Almond further to the north, a spot now well
and truly buried beneath the main runway of Edinburgh’s Turnhouse airport. It is salutary to be reminded, as your aircraft takes off or lands at Edinburgh, that you are passing over the small patch of
ground allotted to the young Loudon by his father,
where he first learned to garden. There is surely still
much to be discovered.
Sic transit gloria mundi.
Frontispiece portrait of Loudon, JC, Self-Instruction for Young
Gardeners, 1845

In spite of Loudon’s prodigious output of some four
million words as an author on all manner of subjects
connected with gardens, landscape, agriculture and
architectural design, there is still no up-to-date and
authoritative biography of the man which gives a
really full account of his life and many achievements. There remain significant gaps in our
knowledge which deserve to be filled by new and
in-depth research. With the bicentenary of the first
edition of Loudon’s landmark Encyclopaedia of
Gardening (1822) just three years away, this seems
like an appropriate moment to challenge scholars
and historians both north and south of the Border,
or further afield, with the task of filling these gaps
through new research and the publication of their
findings in appropriate journals.

Armstrong’s 1773 map of The Three Lothians at Gogar, superimposed on Edinburgh’s Turnhouse Airport © John Byrom

A useful start might be made by looking in more detail at the early part of Loudon’s life when he was

John Byrom
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Book Review

_________________________________________________________________________________________________________________________________

In this, John Byrom's book draws on the scholarship
of Connie Byrom, The Edinburgh New Town Gardens 2005. Originally intended as a joint work, with
the management advice following on from the historical study in the same volume, John observed to
this reviewer that it became increasingly apparent
as Connie's book took shape that this would not be
a practical proposition. It has taken thirteen years
for the second part of the Byrom project to be realised and The Care and Conservation of Shared
Georgian Gardens benefits from having a clear
identity as a practical guide rather than as an adjunct bolted to the end of an academic work.

John Byrom: The Care and Conservation of
Shared Georgian Gardens
224pp, The Word Bank, 2018

Grid block model: St Andrew Square Edinburgh

The Georgian way was one of order, geometric regularity that imposed grids on the landscape; arranging residences into sweeping terraces, crescents
and squares in pursuit of ‘graded observance’. Thus
begins John Byrom's exploration of the communal
spaces that do so much to define the character of
Edinburgh's New Town. The martial origin of the
square as parade ground is alluded to, but unlike urban spaces on mainland Europe, the Edinburgh New
Town gardens were not places for drilling but for
the pursuit of leisure activities and for setting residences into a context in which 'wild nature' formed
the backcloth and crept into the elegant, ordered
streets.
In the opening section of The Care and Conservation of Shared Georgian Gardens, and in remarkably few words, John Byrom captures the essence of
the New Town gardens with their framed 'peeps'
and 'billowing' forest trees. Through his spare use of
language Byrom conveys a clear sense of what
these spaces were supposed to be and how they
were intended to be used.

The management plan for the imagined 'Regent Square Garden'
showing the garden as at 15, 25, 40 and 80 years © John Byrom

All of which delivers the reader to the core purpose
of the book, which is the thorny issue of how - since
the last part of the New Town was completed
around 150 years ago, and after 250 years during
which the oldest of the shared Georgian gardens
have established and matured – these vital green
spaces should be maintained and managed.

The Care and Conservation of Shared Georgian
Gardens is a manual that places historical authenticity at its heart. It also sets the New Town gardens
into their modern context in which natural decline,
financial constraints, changing lifestyles and biosecurity all have their part to play in long term care
and management practices. Design principles of
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layout and enclosure are considered alongside the
conservation of original fixtures and fittings. Biodiversity, where to keep equipment, and designing-in
protection against the effects of the loss of a single
species through disease are also addressed. The
book culminates in an ambitious 100-year management plan for an imagined 'Regent Square Garden'
that serves as a template for the 47 gardens that
make up the New Town Estate.
The production of the book is satisfying and it is a
pleasure to browse. A minor niggle is that the publication would have benefitted from a slightly larger
type face and in artificial light there is insufficient
contrast between the white text, line drawings and
green background. The square format sits comfortably in the lap or open on the table and works well
with the text and the illustrations. Most enjoyable
are John Byrom's sketches and annotations that explain in one glance what pages and pages of text in
a conservation management plan often fail to get
across.
When I saw the first typed draft and sketchy illustrations, I wondered how John Byrom's concept for
the book might be realised. Together with the publisher he has delivered a volume that is useful, interesting, aesthetically pleasing and a fitting testament
to those who worked to create the New Town and
later to protect it when it was not as well appreciated as it is today.
Vanessa Stephen
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