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Editorial 0 Caerdroia53

[

Jeff Saward, ThundersleyDecember2024

Welcome to the 53¢ edition of Caerdroia, and likely the last printed edition, as going
forward Caerdroia will primarily be an online digital journal. Unfortunately the ever rising
cost of mailing the journal, especially outside of the UK, has become prohibitively
expensive, and the implementation of new customs procedures as a consequence of the
withdrawal of the UK from the European Union has made it dmost impossible for us to
mail the journal to European readers without many copies being returned undelivered, or
readers facing ridiculous taxegnd collection fees to receive copies via the mail.

After 45 years of sending copies of Caerdroia to readers around the world, politics and
bureaucracy hae finally forced my hand to quit using the postal service to distribute
Caerdroia to fellow enthusiasts and researchers. But fear not, Caerdroia will continue to be
issued in digital form on an annual basis, much as before, and distributed via the Labyrinthos
website- https://labyrinthos.net/caerdroia.html

The Labyrinthos and Caerdroia websited www.labyrinthos.net & continues to catain a
wealth of material, including downloadabledigital PDF files of Caerdroia 33 through52,
andselected articles fromearlier editions, along with someof the many photos and graphics
from our extensive photo libraryand archive This edition of Caerdroia is also available on
the website for subscribers atvww.labyrinthos.nett53pdf3112024.htmi

With the switch to digital delivery, we have reduced our subscription to £6 per edition, to
cover the cost of producing the journain digital form and the maintenance of the website
for its delivery and promotion. | trust you will consider the modest cost of our annual
publication still worthy of your supportgoing forward.

Our next edition, Caerdroia54, is scheduled for publication inate summer2025. As always,

if you have a paper or shorter article you wish to submit for inclusion in the next edition,
send it to me as soon as possible, along with the usual labyrinthine snippets and curios that
help fill the pages.

Jeff Sawardd Email: jeffsaward@gmail.comd Website: www.labyrinthos.net
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Labyrinths in Iron Age Portable Rock Art
from Castelinho, Northern Portugal ﬁ

Andreia Silva, Sofid&igueiredo-Persson,
Elin Figueiredo, Joana ValdeZTullett and Andrew May

Introduction

In the early 2000s, several hydroelectric dam projects were undertaken in Portugal,
including the Baixo Sabor Dam in the northeastern region of Tra®s-Montes. A systematic
documentation of all archaeological features was carried out as part of this devpiment,
leading to the discovery of several rock art sites [FigueiredBersson et al., 2022].

One of these sites was Castelinho, a fortified Iron Age settlement partially excavated
between 2011 and 2013 dating from the 3rd century BC to the 2nd century AD [Santos,
2015]. Extensive excavations uncovered more than five hundred engraved slate plagues
various contexts of the settlement, including walls, ditches, pavements, granaries and
ramparts [Silva, 2020]. Three of these plaques feature labyrinths, all found in occupation
and subsequent abandonment contexts dating to the Roman period [Silva, 202
northeastern Portugal, Roman occupation only begaeffectively in the second half of the
1st century AD [Fabido, 2013].

This paper will focus on the three slate plaques featuring labyrinthidplaque 16+17, plaque
120 and plaque 283 and briefly discuss potential interpretations and chronologies of these
forms in the northwest of the Iberian Peninsula. A previous version ofhis paper in
Portuguese language was published in 2023 [Silva et al., 2023].

Location and archaeological excavation of Castelinho

The fortified site of Castelinho, now submerged by the Baixo Sabor Dam reservoir, is
located in the parish of Felgar, municipality of Torre de Moncorvo, in the Braganca district
(Fig. 1). It was situated on the highest part of a gentle hill, about 200 m abe sea level, on
the right bank of the Sabor river, a tributary of the Douro (Fig. 2).

Archaeological excavations were carried out between 2011 and 2013. The site was
interpreted as a small, monumental or fortified settlement dating to what is locally known
as the Second Iron Age, roughly corresponding to the Middle and Late Iron Age periogs
between the 3rd century BC and the first quarter of the 1st century BC. Defining the exact
functionality of the site remains challenging [Santos, 2014, 934]. By the end of the 1st
century BC, the site underwent significant Romanization, and several agtittural granaries
were built.

In this fortified settlement, 521 engraved slate plaques were recovered from various
structures, such as ditches, walls, bastions/turrets, pavements/paving slabs, doors and
granaries, mostly dating from the 2nd century BC to the early 2nd century AD, witbthers
found in more recent levels of occupation (Contemporary Age). In addition to the engraved
plaques, rock art featuring geometric and abstract motifs were also discovered.
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Figure 2: Archaeological excavation of Castelinho
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The Castelinho Labyrinths
Plaque 16+17

Plaque 16+17 (Figs. 3 and 4), are two fragments of the same piece, with different
morphologies (one triangular and the other irregular), found out of archaeological context

in the excavationd6s spoil heap. When  9pmt
x 2 cm and has a rough, reddiskcoloured surface.

Although fragmented, most of a 7turn unidirectional circular labyrinth is clearly visible,
occupying nearly the entire surface with a diameter of 13 cm. Due to the rough texture of
the stone, the lines that make the labyrinth are angular and intermittent, with unesn
spacing. In the centre of the motif, one
needed to make a labyrinth. The entrance to the labyrinth is on the left, while itsentre is
on the opposite side.

In terms of engraving technique,
plaque 16+17 features thin, slight
incisions, except for the vertical line
of the central cross, which has a
slightly wider engraving. This could
be due to the position of the tool or

the result of multiple passes to
reinforce the line, which is often the
starting point for creating labyrinths.

The hooked connections of some
lines (5th and 6th) suggests that the
creator was familiar with classical
labyrinth  construction techniques

[Pintos Fernandez, 2020].

EP 149- Castelinho - Laje 162 17

Above: Figure 3: >
Direct tracing of plaque 16+17 on [
polyvinyl plastic (coordinated by
Sofia FigueireddPersson)

Right: Figure 4:
Photograph of plaque 16+17
(photograph by Adriano
Ferreira Borges)
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Plagque 120

Plaque 120 (Figs. 5 and 6) was exhumed fromr
the deep fill of ditch associated with
Castelinhoodos wal |,
period.

It has a more quadrangular shape and slightly
larger dimensions (34 cm x 32 cm X 4 cm)

than the previous plaque. The surface is
rough, showing scratches, likely from use or
handling. Its colour is mostly greyish, with

some reddish spots.

In the central area, a spiral motif measuring
approximately 23.5 cm in diameter is
engraved on a grid (31 cm x 31 cm). The
motif appears to outline a 7turn labyrinth,
also known as a pseuddabyrinth [Pintos
Fernandez, 2020].

Figure 5:Direct tracing of plaque 120 on polyviny o
plastic (coordinated by Sofia FigueireBersson) ==

The pseudeclabyrinth on plague 120 shares similarities with the previous labyrinth in plaque
16+17, showing discontinuous lines with uneven spacing. However, the central cross typical
of classical labyrinths is absent, and the entrance, though unclear, seeto be on the right.
The centre is also indistinct, possibly due to the presence of smaller, incomplete lines. This
irregularity suggests the creator may have been less familiar with classical labyrinth
construction, possibly an apprentice experimentingith the form.

Regarding the engraving method, the pseudtabyrinth was made with very fine incisions.
The very thin lines, as well as the presence of other engravings, make the figure very difficult
to be seen and recognised.

Figure 6:
Photograph of plaque 120
(photograph by Adriano
Ferreira Borges)
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Plague 283

Plaque 283 (Figs. 7 and 8) was found near the southern entrance of the Castelinho wall, at
ground level, where several Roman silos were built. Like plaque 16+17, it has a reddish,
heavily patinated surface with a rough texture and natural cracks. The plaguis sub
rectangular, with dimensions of 40 cm x 16 cm x 9 cm.

Despite its fragmentation, the plaque features an-8urn, unicursal labyrinth at one end,
measuring approximately 13.5 cm in diameter. Although not as wellefined as plaque
16+17, the central cross and some lateral ishaped figures are visible, suggestiran early
attempt at the classical labyrinth model. Unlike the labyrinth in plaque 16+17, this labyrinth
has its entrance on the right and the centre on the opposite side.

The engraving technique
consists of fine incisions, and
the carved lines are almost
imperceptible to the naked
eye.

Right: Figure 7:

Direct tracing ofplaque283 on
polyvinyl plastic (coordinated by

Sofia FigueireddPersson

Below:Figure 8 Photographof
block 283 (photograph by
Adriano Ferreira Borges)

EP 143 Castlinho- Laje 283
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Some chronological considerations

The Castelinho labyrinths, while showing some irregularities in their shapes, resemble the
classic circular labyrinth, also known as Cretan or canonical [Pintos Fernandez, 2020, p. 15].
This type of labyrinth is concentrated in the northwest of the IberiarPeninsula, both in
open-air rock art panels and in portable rock art. Among some examples, those that most
closely resemble those from Castelinho are the labyrinths from Formigueiros (Lugo, Spain),
identified in a primary context and dated to the 1st halfof the 1st century AD [Meijide
Camaselle, 2012, p7].

However, a closer analysis reveals that the Castelinho labyrinths also share formal
similarities with parietal art from the northwest Iberian Peninsula, often associated with
contexts dating to Late Prehistory. Examples include labyrinths from Castro de ¥& de
Yeltes (Salamanca, Spain) [Martin Valls, 1983, p. 220], Pefiafadiel (Maragateria, Spain)
[Campos, 201}, Pedra dos Campinos (Mogor, Spain), Pedra do Outeiro do Cribo
(Armenteira, Spain), Chan da Lagoa (Campo Lameiro, Spain) [Pintos Fernandez, 2020],
and the pseudelabyrinths of Monte das Bougas (Monc¢éo, Portugal) [Pintos Fernandez,
2020, p. 54] and Pedra da Cobra da Moira (Viseu, Portugal) [Soreto, 2008, p. 27]. Some of
these examples, though attributed to Late Prehistory, are found in proximity to lta Iron
Age or early Roman archaeological remains.

The Castelinho labyrinths also bear typological similarities to representations in other
materials beyond rock art, such as the labyrinth motif on pottery from Ejea de los Caballeros
(Zaragoza, Spain), dated to the 3rélst century BC [Bienes Calvo and Mari Jarauta, 2013,
p. 35], and the Roman mosaic labyrinth from Casa de Cantaber (Coimbra, Portugal)
[Soreto, 2003, p. 37].

In conclusion, given the morphological similarities between the Castelinho labyrinths and
the others known in the northwest of the Iberian Peninsula, and the fact that labyrinths
found in archaeological contexts like Formigueiros and Castelinho indicatehconologies
attributed to the late Iron Age and early Roman periods, we propose that labyrinths, often
associated with Late Prehistory, may instead belong to transitional periods into the Roman
world.

Andreia Silva, Braga, Portugal; July 2024 Email: andreiamarisabarros@gmail.com
Sofia Figueiredo-Persson, Portugal Email: scpersson@fcsh.unl.pt
Elin Figueiredo, Lisboa, Portugal- Email: esf@fct.unl.pt
Joana ValdezTullett, Scotland - Email: joanavaldez@gmail.com
Andrew May, Ireland - Email: andrewmay442@gmail.com
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Renaissance and Baroque Garden Mazes

in Sweden ﬁ

Rolf Johansson

In terms of time, the Renaissance ideals began to occur in the 1530s in Sweden, much later
than in Florence! The FrenchLe Notrestyle in the art of gardening, on the other hand, was
introduced without delay through the study tours of the Swedish architect®uring the great
power period from early 17" to early 18" century, enormous wealth was accumulated by the
nobility and kings, who invested in building castles and laid out gardens. In many gardens
from this time there were mazes for pleasure, sometimes unicursal, but usually with
bewildering branches in their pgsageways. Of all these mazes, few remain today; most can
only be experienced by reenactment of past pleasures, through mind wandering, in
drawings, or guided by narratives. This article aims to invite some such imagined walks.

Types of Garden Mazes

Garden mazes, formed from plant material for the purpose of pleasure or thought

provoking, may be unicursal, such as Serli
can have forking paths with the challenge of finding a path to the goal in its ceefrsuch as
Laurembergds (figure 4). They are puzzle n

landscaped as hedge or turf mazes. In Sweden, hedge mazes are the norm.

A different kind of multicursal garden mazeis landscaped with paths running like corridors
andcutout oOroomsd6 in blocks of dehosggemazzegEhe at i
dense and high vegetation may be framed by trellises. Bosquet mazes can have paths in an
asymmetrical or symmetrical overall network pattern. An example of an asymmetrical
bosquet maze is the one landscaped in 16847 in Versailles (figure 12).There is no goal in

this maze. During the walk through, scul ptu
presented. Thewak i s gqguided by the fableds storylir
a symmetrical ver sion of talbseas & thesng (figute 13pa z e

Anot her example of a symmebrocadi babhuetl ame
Chéateau de Clagny and then copied in Swedish gardens, as in the garden at Drottningholm
Palace (figure 10)*> The earliest bosquets were established in French gardens during the
1630s and symmetrical designs wefavoured because they can be integrated in the ovalt

formal layout of the gardens.

A question | leave open is what exactly are the qualities which qualifies a bosquet to be
categorized as a bosquet maze? Kern has a few examples in his book, and they are almost
exclusively bosquets with paths in an asymmetrical fashidiwhat can we say about the
symmetrical bosquet?2 mazewasasmedl|l betheolSabyrir
designers; they regarded it as a kind of maze. This may be a reason for us to agree. Question

is where to draw the line between symmetrical bosquetahich cannot be characterized as

a kind of maze and those which can. Symmetrical bosquet garden mazes appear with paths,
rooms and gazebos in different designs and degrees of complication. Some of them were

Caerdroia 53:2024 11



called o0l abyrinthso i n writ,tteyaresntegrated anthe or
overall garden design and therefore difficult to discuss in isolation from that context. They
cannot easily be placed i n-yearhoemomephistore Xhey o f
occur locally from a worldwide perspective, and only for a short period of time. They are an
odd phenomenon in the context of [l abyrinth
taken much interest in them but several of them are included here.

Early Garden Mazes

In 1545 the Dutch Hans Friese was engaged by King Gustav Vasa as a gardener with
responsibility for the royal gardens in Stockholm, Linkdping, Uppsala, Mariefred, Strangnas
and Svartsjo. [Karling 1931:7&9].

In the garden of Linkdping Castlé' and close to the cathedral, there is a labyrinth depicted
as an 8wall angletype labyrinth on an 18 century map. The question is if it was a pre
Christian ceremonial stone labyrinth, or a 18 century planted garden maze. The issue is
complicated by the fact that it is drawn with a diameter of about 30 meters on a map from
1734 and about 13 meters on a map from 1780Kraft 2024:126127}" Sten Karling
presumesitwasal6cent ury gar den ma z elenwlhd dgarden was ee ¢ a
designed by Hans Friese and the maze may be from his time [1931:114]; if so, we can
presume it was a unicursal hedge maze, still there in 1724 visualised on the map. If Friese

is the designer, it may have been landscaped in connection with the castle beiedesigned
and equipped in the 1540s. The size in which it is depicted on the map from 1734 supports
this interpretation.® If the maze was landscaped after beginning of 1550s, it can be expected
to have been adapted to Renaissane i deal s, and it isndt.

Figure 1 left Linkoping Castle, Cathedral and Labyrinth on Jonaj
Si | f vmapifromgld3g. The labyrinth has a diameter of close to
meters. In front of the castle is a flower garden with a royal name cip
Copperplate by Jonas Silfvering
Dissertatio de Lincopia, Uppsala University 1735.

t hi as

Figure 2right: Linképing Castle and Labyrinth on the map from 1750. The labyrinth is illustrated as
three circles, the biggest with a diameter of
called ©®°r djpaborgeri styrelsens arkiv (The Lanc

12 Caerdroia 5 3:2024



John Kraft, with reference to the map from 1750, discusses another assumption: since its
size on this map complies with a stone labyrinth rather than a hedge labyrinth, it could be a
pre-Chr i st i an. R024:126) dHiscarggment is underpinned by the fact that the
cathedral was preceded by an ¥lcentury wooden church on the site, suggesting that this
may also have been a pr€hristian place of worship. Nevertheless, Kraft also concludes that
it was probably a 18 century garden maze. [Kraft 2024232)*° If so, this may have been one
of the earliest known garden mazes in Sweden.

Since both 18 century maps show a circular desigfor the maze, we can presume it was
circular. By all accounts it was of the welknown angletype labyrinth design but formed by
hedges instead of stones, and therefore enlarged. On the younger map the maze is simply
illustrated as three circles; it can be iterpreted as the original design has been dissolved
when the castle was renovated as a residence for the county governor around 1750. Garden
mazes were often destroyed by this time to make way for nguicturesque garden ideals. It
may also be the case that the land surveyor simplified the appearance of the garden maze
on the later map, which is in a less detailed scale; this assumption is supported by the circles
being | abell ed 0 T omteeapoBy god noihing is It #omithe ariginald
design, and it has recently been recreated as a medieval church labyrinth in Situ.

Renaissance ldeals Take Shape

If Friese landscaped a garden hedge maze in Linkdping, it was not yet in a Renaissance
fashion, but in his works in the 1560s new ideals begin to gain traction not only in the overall
design of the gardens, butlso in how garden mazes are designed. According to Karling
Friese can be credited with being the first to give the gardens an aesthetic design that
develops them from medieval to renaissance gardens [1931-79].

At the royal castles in Uppsala and Svartsjo, Friese designed garden mazes on behalf of
King Erik XIV in 1567. Karling claims that the two mazes were likely to be like each other
and designed as detached elements in the garden. The design in plan is nodwn, but the
materials used were posts and battens. They were probably built as trelligdseillaged with
interlaced bushes, and quite bigbecause 615 posts were erected for each one of them. The
maze in Uppsala was destroyed in a fire in 1574 but reliitin 1578 as a copy of the original.
The one in Svartsjo is known to have existed at least until 1593. It is told that King Erik
himself much enjoyed running in the mazes; according to his cupbearer he most often
ordered beer afterwards. [1931:80, 85, Bl The story of King Erik running in the mazes
suggests that they were unicursal rather than multicursal puzzle mazes. Since they were built
by straight wooden parts it is more likely that they were square than circular.

Using John Kraftds distinction between a p
labyrinths and mazes [2024:3836]> Fr i e s e 6" century tmazes1bélong to the last
category. We can assume that before planting he designed them on paper, taking aesthetic
aspects into consideration, referencing works of others and endowing them with style.
Karling suggests that an inspiring modelcould e Ser | i o6s published g
Serliods mazes are square of. both wunicursal

Caerdroia 53:2024 13



Figure 3: Ser |
hisIl Quarto Libro design book,
published in Venice 1537.
Redrawn by the author.

Serliods designs were first published in 1
translated in North European languages. If Friese designed the maze in Linkdping in the
1540s it is not | ikely that he tfingsdandancase ady
he had, his client had probably not. King G
purposes. An influence from Serliods patt
noticeable from the 1550s [Lundberg 1957:326]. On the ot hand, it is likely that the pre
Christian angle-type inland labyrinths, such as those north of Lake Méalaren, were known to

King Gustav who was keen to confirm his national anchoring.It is reasonable to assume

that the maze in Linképing was a garden hedge maze modelled after p@hristian stone

l abyrinths and Frieseds garden mazes from
Svartsjo were designed in line with the renaissance fashi disseminated, among other
things, through Serliobds writings. By t hen
royal crown. He was a relatively highly developed art dilettanfewvith Vitruvius and works

by Ddrer in his library [Upmark 1901:3]. In 1568Er i kds br ot her Johan t
throne and a year later was crowned Johan Ill. He was even more wedlad than Erik and
from his letters we know he was familiar wi
ideals [Upmark 1901:9]. He was a g@ssionate builder of castles and gardens [Lundberg
1957:326].

With the rebirth of classical antiquity came books on gardenindilustrating mazes inscribed

in geometric forms which could be integrated in gardens in a Renaissance fashion. One such
book on gardeningis Th o mas THiel | @asr d e n e rplldished ?bl§77 amdt h
illustrated with two images of garden maze¥Anot her i s Pe tHarticulturaur er
written in Rostock 1631°

Tustil GENIWS Fio r.
e

TERTI GENERLS FiG.1n
TABYRISTHVS,

=
i

Figure 4: Four garden mazes published by Peter Lauremberg kohisultura , 1631. He was a
Doctor of Medicine, born in Rostock, who wrote books on a variety of topics, including gardening.

14 Caerdroia 5 3:2024



The Royal Gardend Kungstradgarden 8 in Stockholm

For the Royal Garden in Stockholm, Hans Friese carried out a newlesign with formal
parterres for play and pastime. One6 oWwad ha
maze. Contrary to the mazes in Uppsala and Svartsjo, this one was integrated in the overall
garden design. Friese takes yet another step towards the new Renaissance ideals. The
detailed planform of the maze is not knownlt is known from an inventory made in 1648

that the maze contained fruit trees, berry bushes and five small gazebos. [Wollin 1923:75

76; Karling 1931:159. We can assume it was a bosgtimaze.

Erik XIV was imprisoned in 1568, Hans Friese retired in 1578 and Johan Il reigned until

1592. After him three more kings servegdand even more gardenersbefore Queen Christina
became regent in 1632 and recruited André Mollet to take charge of the royal gardens.
André Mollet, a gardener who belonged to a family of prominent gardeners and experienced

from working in France, Holland, and England, arrived inStockholm 1648. He redesigned

the Royal Gardend Kungstradgarded with embroidery parterres, fruit trees, kitchen plants

and quarters of dense vegetation (bosquets
design ideals. His design for the embroidery parterres is known in detail from images in his
book on gardening. How the bosquets were laid out in deilais not known [Lindahl &

Ni sbeth 2007: 1pp]. Presumably they were de
have been reused by Mollet or replacedf

Mollet stayed in Stockholm for about six years. During his stay he published a book on
gardening and design of princely gardens:e Jardin de PlaisirHis book was printed 1651 in
three languages: French, Swedish, and Germdh.lt is illustrated with engravings of
embroidery parterres, and in addition two garden hedge mazé&.Their designs have a
common feature: they share the property that there are no deaend paths.

One of the mazes is designed as octagonal within a square. In four sides of the octagon are
double entrances. Seven of the eight entrances lead you out of the maze and bacliere

you started, and only one path will allow you to reach the goal. There are no forking paths.

The other maze is rectangular with an entrance on each side. It has forking paths. The paths

lead out of the maze or to the goal which can be reached with yang degrees of difficulty
from all four entrances. There are no knoy
Sweden. AL LY L e e e

%

Figure 5: Hedge
mazes from André
Mo | 11651 gaslen
treatiseLe Jardin de
Plaisir.
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The Royal Garden was once again redesigned in 1684 by Nicodemus Tessin the younger
and his coworker Johan Harleman. In the middle they designed eight embroidery parterres
and, in the south and the north ends of the garden there are bosquets mazes. Huosquets
can be described as a development of embroidery parterres with vegetation that rise above
eye level, often supported by trellises forming paths in a network pattern and sometimes
with gazebos inside. The embroidery parterres can be experienced sgeing them, the
bosquets by walking in them. The bosquets are normally in the far end of the gardens where
they constitute a tamed version of the wild nature that extends beyond them. The baroque
garden ideals have taken off.
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Figure 6:A plan of the Royal Garden in 1774 with the eight low growing embroidery parterres in the
middle and bosquets in the north and south ends of the garden. All that remains today are the garder
avenues and Queen Chri sti nadus.Thg planedsarawntup by the s t ¢
city engineer H. von d@&urg. Uppsala University Library.

I n Erik Coadtib ardgiqug &tshodiernghe Royal Garden is shown in two
perspectives, one from the south and one from the nortH.Both prints have the bosquets
shaped by dense vegetation framed by trellises in the forefront. Walking in them, preferably

in conversation with others, can give a vague sense of disorientation, even though the risk
of getting lost is minimal. Since this grden is not situated in direct connection to the Royal
Palace, one can assume that the idea is that a walk in the gandstarts by the embroidery
parterres in its centre, which are readkhe
H-rl emands garden design remained until 1
the English picturesque spirit without any bosquet nees. They were no longer part of the
garden ideals of the time.

d
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Figure 7:
Kungstradgarden
from the north in
1700 with bosquets
in the foreground.
On the right by the
middle of the park,
is Queen Chri
gazeboEngraving
by Johannes van
den Aveelen from
Eri k Dahl ber
Suecia antiqua et
hodierna. National
Library of Sweden,
Stockholm.

Figure 8:
Kungstradgéarden
from the south in

1700. Queen
Kri st i n &0
the middle left
Engraving by
Johannes van den
Aveelen from Erik
Da h | bSuecig 6

antiqua et
hodierna. National
Library of Sweden,

Stockholm.
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The Baroque Garden atDrottningholm Palace

The park was originally planned by Nicodemus Tessin the elder from 1662 onwards. His son
Nicodemus Tessin the younger took over management of the construction of the baroque
garden from 1680. Probably only the embroidery parterres closest to the palace daoaped
when the youngerTessin took charge. In contrast to those lowgrowing and decorative
parterres, Tessin the younger concluded the baroque garden with five quarters as room
creating bosquets. The first two, as seen from the palace, were modelled aftee Trois
Fontainesand T h ® ©t r atthd BeEailles Palace. The next three were influenced by the
garden at the Chateau de Clagny and designed as bosquedzes. [Olausson 1990:552]%°
Only the bi gog ebsyt ,t hoet hfearSteard of the f or mal
Tessin the fanuaognd 1760stwomeighbouring bosquets were landscaped

in the 1780s, but not in line with Tessinos
the other as a bosquet maze. They are both ktil preserved, oOthe Sta
2022:41]. 0The Staro6 was repeated in other

his plan for the garden at Ekolsund Pal ace.
as a maze designed with mangrossing paths, like a labyrinth or an irrgarten, and which
finally leads to a square place in the middle. [Wollin 1927:333, Johansson 20224212

Fpriiveredid

2 I3rIIInLIi.
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Above:Figure 9: Plan of the garden at the Chateau
Clagny. The bosquet maze
many times repeated in SwedisH' téntury gardens. The
bosquet to the right of the embroidery parterre in front|
the castle, was copied by Tessin for the gardenf
Drottningholm Wikimedia CommondPublic Domain

Right: Figure 10: Drottningholm Palace Garden
Left: Detail from Nicodemus Tessin the youngers geng:
plan 1681. From below: the palace, the embroidg
parterres, parterres andf
bosquets with o0the Staro
Stockholm.Right: The barogue garden as it appeared
the 1920s. [Lundberg 193®1: fig.59].
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Figure 11: Drottningholm. The baroque garden seen from the palace. In the foreground, mainly outside
of the image are the embroidery parterres, then parterres and fountains, and behind are the five bosquet
designed by NicodemuseT8cairitad ahetheuhger ewdt h
but it did not come completely to fruition; or
plan. Erik Dahlberg and Willem Swidde frddaecia antiqua 1694. National Library of Sweden

The Baroque Garden at the Rosersberg Palace

In the garden at RosersbergCount Bengt Oxenstierna landscaped a bosquet maze with
trellises copied from Versailles as he explains in a lettdrom 1696 [Wollin 1930:36; Lindahl
1975:29, 32]. He refers to the secalled Versailles Labyrinth from 1670s, which here would
rather be called a bosquetmaze. A challenge of this maze is to follow the storyline of
Aesopds fables, see the sculptures and fou
same path twicelt was well known by Swedish art connoisseurs and several images of this
asymmetric bosquetmaze are in the collections atNationalmuseumin Stockholm. What
Oxenstierna copied was the sculpture program based dhe s ofabesand the execution

with trellises, rather than the layout of paths. In
Rosersberg the bosquetmaze is arranged within the
overall symmetry typical for the baroque garden, while
in Versallles it is characterized by an unusual
asymmetry. Forming the paths in bosquetmazes by
high trellises became a fashion by this time, with the
bosquet maze in Versailles asa model. One more

bosquetma ze was planted in t ser s

barogque garden. It was 4 of

emulating a design at the Chateau de ClagnVollin

1930:40].

Figure 12: The asymmetrical bosquet maze in the garder]

Versailles with Aesopo6s f g me O
Nationalmuseum, Stockholm.
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Figure 13: The
eastern part of the
baroque garden at
Rosersberg Palace
with trellises and
antiquing statues in
lead with motifs
from Aesopds
Copperplates  for
Suecia antiqua by
Wilhelm Swidde
around 1695.
National Library of
Sweden, Stockholm.

Figure 14: Same
views as in figure 13.
Washed drawings by
Johan Litheim

showing the height
of trellises in a more
realistic scale. The
final illustrations for

Suecia antiqua (fig

13) are somewhat
exaggerated in scalg
and  monumental
appearance becausq
the intention of the
work was to impress, |
not least to other |
countries. National |
Library of Sweden,

Stockholm. i
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Late 18" Century Mazes

Tessin the youngerds son Carl Gustaf Tessi |
he withdraws from these assignments and devoted his time to his Akeré Castle. He writes

in his diaryin 1762, that he built a maze in an alder marsh with wooden plank walkways in

a total length of 807 cubits (472 meters). The walkways hadhandrails, and on both sides

there were alder and willow hedges and here and there were benches. Tin boards with
painted verses were set up along the walkway#ly maze resemblestie course of the world,

where many immerse themselves so much i
body and soul, that they think of the exit too
late, 6 C. G. Tessin writes? [Olausson
2023:250, 1993:14950; Selling 1937:137].
Duke Karl of S6dermanland, who saw C. G.
Tessinds water maze,
maze in the old pleasure garden at]|
Rosersbergin 1772. [Olausson 2005:291p,
2023:251]. On a map from 1773 it is stated |
that a maze had been|
own drawing [Wollin 1930: 52; Lindahl
1975:44].Duke Karl was inspired by C. G.
Tessinds water maze,|
more in accordance with the bosquetaze
in figure 12 he had seen in Versailles before
it was removed in 1775 [Olausson 19939,
2023: 250251]. It seems strage Karl
decided to copy a maze considered to be
outdated in Versailles, but maybe he wanted
to create a new con
sculptures from the old bosquets, which
were made of lead and depicting scenes from
Aesopds fables.

Figure 15: Pl an of C4g
maze at Akerd Castle 1762. Drawing by Olof
Fridsberg. Nationalmuseum HO0S5ID03

ater

Among nobility and royalty were many with a dilettante engagement in garden design and
many were caught by an interest in garden mazes. Some of them were skilful, for instance

the King Gustav lll, who was educated by the most eminent architects. King Gustanade
drawings of ideal gardens, often with mazes. Some of his drawings of mazes were made with

an intention to materialize them, such as those for the copy of the maze at villa Altieri in
alternative locations in the landscape park at Drottningholm Palee®*Mo st of t he a
mazes were unrealistic fantasies. Presumab
also shared with leading architects, spread among the nobility and other lords, but their
design efforts are not just as carefully preservedas Kn g G u s thase @& Bisarahitedts.
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LeftFi gur e 16: Duke K
at RosersberBalace of the bosquet

maze in Versailles. Redrawn by
author from reproductions in
Olausson 2005:291, 293 & 300.
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Below:Figure 17: Garden maze designed by King Gustav Ill. A dotted line illustrates the correct way.
The two outer paths seem to be added and change the maze from unicursal to multicursal.
Vasasamlingen V33®arie-Claire Cronstedts Foundation
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Figure 18: This plan for an ideal garden by King Gustav Ill has everything: a unicursal
maze similar to that in figure 17, a version of the asymmetrical bosquet maze in
Versailles, a starshaped bosquet maze, and in addition: a small Landscape Park.

Vasasamligen V46 Marie-Claire Cronstedts Foundation

Early 16" to late 18" Century Garden Mazes

Much is preserved of the castles and palaces built byobility and kings during the
Renaissance and Baroque periods in Sweden, bof the garden mazes, which were so
popular and an integral part of the gardens, very few are still left to see. Most of them can
only be found in archives, which contain numerous drawings of isolated garden mazes as
well as gardens with mazes included. Many were planned or only imagined, but neverlbui

In the mid-18" century as new garden ideals took hold, most of the ambitiously laid out
older gardens fell into disrepair or were replaced by informal and picturesque gardens. The
once prized bosquets with trellises which included tall, trimmed vegetation and often
sculptures and gazebos, became too demanding to maintain when they were no longer
fashionable. We are left to wander irour minds through their winding and crossing paths.

Rolf Johansson,Swedish University of Agricultural Sciences, Dept. of Urban and Rural
Development 8 Landscape Architecture, UppsalaSweden; June 2024
Email: Rolf.Johansson@slu.se
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