
since it leaves the reader wondering how the author sees connections between the var-
ious designs elaborated throughout the book.

There are occasional errors and omissions throughout the book, both in terms of
overgeneralized descriptions and puzzling omissions to the historiography. For example,
the author refers to Tresham’s labyrinth at Lyveden New Bield as a maze, despite having
cautioned the reader not to conflate the two terms. The mounts at Lyveden are
described as spiral mounts; two of them were, but the other two were pyramid mounts.
In another instance the author suggests that a person could have stood on one of the
mounts at Lyveden New Bield to view Tresham’s Triangular Lodge. In fact, the latter is
on Tresham’s Rushton estate, more than eleven miles from Lyveden, and the properties
are not visible to each other. Whitaker’s subject engages with a wide range of secondary
sources, and of course it is not possible to include everyone. It is surprising, however,
that the author appears to be unaware of Keith Thomas’s Man and the Natural World,
Alexandra Walsham’s Reformation of the Landscape, and Jill Francis’s articles on
Elizabethan gardens. (Francis’s book and this one most likely overlapped in
production.)

In spite of these objections, Gardens for Gloriana is a worthwhile addition to the
rapidly developing field of English Renaissance garden history. The book provides a
good introduction to the subject for general readers, students, and scholars seeking a
richly illustrated volume on the gardens of the elite during the reign of Elizabeth I.

Susan M. Cogan, Utah State University
doi:10.1017/rqx.2021.20

The Elizabethan Image: An Introduction to English Portraiture (1558–1603).
Roy Strong.
New Haven, CT: Yale University Press, 2019. 224 pp. $50.

This most recent contribution to the study of the visual arts in Elizabeth I’s England is a
learned series of observations by the most prominent voice on this subject, Sir Roy
Strong. The book expands upon his earlier writings on the portraits of Elizabeth I,
now drawing on significant recent biographies, exhibitions, analyses of specific works
of art, and the results of the important Making Art in Tudor Britain project at the
National Portrait Gallery in London. The chapters in this new, handsomely produced
book range in topic from narrowly focused case studies to thematic clusterings of paint-
ings and people. The first chapter is a who’s who in the so-called Procession Picture
(ca. 1601–03), in which Strong identifies individuals close to the queen, literally and
figuratively, depicted in this well-known work. The aim here is not to assess this paint-
ing as a document of an actual moment, but to argue that it is a quintessential example
of Elizabethan neo-medievalism that stands outside Continental norms of perspectival
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illusionism. This seems an outdated approach for a book that otherwise takes into
account many recent advances in scholarship.

The second chapter is concerned with patrons and the portraits they commissioned
of Elizabeth, updating the author’s own iconographic readings of Elizabeth’s portraits in
his Portraits of Queen Elizabeth I (1963), Tudor and Jacobean Portraits (1969), The
Cult of Elizabeth: Elizabethan Portraiture and Pageantry (1977), and Gloriana: The
Portraits of Queen Elizabeth I (1987), here focusing as much on the men who commis-
sioned the portraits and where the portraits may have originally been viewed, as on the
paintings themselves. In this chapter, in particular, we do not find an introduction to
the subject—as promised in the subtitle of the book—but rather a series of observations
that presuppose the reader’s knowledge of the theses in Strong’s earlier books and that
therefore read as allusive shorthand for the analyses.

Chapter 3, “Works of Armorie,” is a series of observations on portraits of the gentle
class and the coats of arms that feature prominently in their portraits; here, as in the two
previous chapters, a bewildering number of people and their aristocratic networks are
introduced in an attempt to explain why these men and women required portraits and
why their portraits look the way they do. This chapter extends into a discussion of por-
trait miniatures, again updating Strong’s own earlier work by building on recent schol-
arship by other historians and art historians. In chapter 4, “A Choice of Emblems,”
Strong’s reading of what he refers to as “emblematic portraits” (88) offers the reader
the same methodological approach to deciphering Elizabethan portraits that has long
been the author’s strong suit. That said, and as others have pointed out, at times
Strong’s decoding of such arcane content would seemingly have required of the contem-
porary viewer the encyclopedic knowledge of classical texts, easy familiarity with
emblem books, and confident facility in multiple languages that Strong himself is
able to deploy in our age of readily available sources.

Chapter 5 is an overview of portraits of men depicted as Elizabeth’s courtly knights,
especially related to their participation in her Accession Day tilts; the focus here is more
on biography and less on the portraits. As a result, Strong is in danger of doing precisely
what he claims to object to: not taking the object itself as the principal element in the
analysis. Strong’s iconographic emphasis returns in a compelling chapter on the repre-
sentation of melancholy men: lovesick men, grief-stricken men, and thoughtful men are
treated together to demonstrate the repetitions of pose and symbolic referents used by a
variety of artists to communicate messages about the melancholy state of mind of the
numerous sitters. A seventh chapter, on four Elizabethan collectors, is heavily reliant on
the scholarship of others. Strong brings this material together, admittedly, but it is here
that the reader is most directly confronted with what feels like an ambition that runs
through all the earlier chapters—that this book is principally intended to give Strong the
last word on art in Elizabeth’s reign.

Throughout, Strong’s main interest continues to be the complexity of iconographic
content embedded in Elizabethan imagery. He refers to what he believes is a deliberate
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ambiguity in these works. But in cases such as his reading of the Rainbow Portrait of
Elizabeth (ca. 1603), in the final chapter, perhaps he would have been on firmer ground
thinking about the polyvalence or hybridity of Elizabethan images: while not all the
symbolic content will have been legible to every viewer to the same degree, there was
surely something for everyone in the communication of Elizabeth’s complex visual
depictions.

Tatiana C. String, University of North Carolina at Chapel Hill
doi:10.1017/rqx.2021.21

Architekturtheorie im deutschsprachigen Kulturraum 1486–1648.
Werner Oechslin, Tobias Büchi, and Martin Pozsgai.
Basel: Edition Bibliothek Werner Oechslin; Colmena, 2018. 742 pp. €110.

Early modern architecture in Germanic Europe has long been a stepchild of art history.
Jan van Eyck, Albrecht Dürer, and other painters are foundational figures for the
discipline, and the sculpture of their time and place has become an important part of
the field, in part through the work of Michael Baxandall and Jeffrey Chipps Smith.
Medieval architecture and eighteenth-, nineteenth-, and twentieth-century architecture
in the Germanic world have firm (if niche) places in mainstream art history, but early
modern architecture in this region has been largely overlooked in favor of its counter-
parts in Italy and France.

The large body of early literature interpreting Vitruvius and establishing principles of
building is fundamental to the study of early modern architecture; this is an essential
part of its link to the larger intellectual and literary movement called the Renaissance.
Although much less known than the Italian literature, a substantial body of architectural
theory was produced in Germanic Europe. This large book produced by Werner
Oechslin (a master of the literature of architecture), Tobias Büchi, and Martin
Pozsgai offers a rich presentation of these texts up to 1648. The introduction, written
by Oechslin, does not focus on the material at hand, but rather contextualizes it within a
wide-ranging discussion of themes extending from antiquity to the later twentieth cen-
tury. Indeed, the ideas of the fifteenth-century humanist Giovanni Pico della Mirandola
and the twentieth-century architect Le Corbusier are presented in one breath.
Throughout, Oechslin skips easily from Aristotle to Hugh of St. Victor, and from
Francis Bacon to the contemporary architect Peter Eisenman. The goal is to show
that the architectural and intellectual concerns of early modern Germany were not par-
ticular to that time and place, but that they are local manifestations of universal
interests.

The introduction is divided into five chapters. These take up humanistic questions
about the nature of architecture, books, and reading; the relationship of architectural
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