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ABSTRACT

The aesthetic category of “picturesque” was incaajea in the conceptual repertoire of
artists and art theorists during the last decadehe eighteenth century. Its content has
always had an unstable character. Initially, itanieg alluded to a particular way of seeing
and seizing nature, followings classic artists’ position canons. Later, it was used in a
more comprehensive sense as a form of perceptidnregording of reality in different

fields. This article studies the different connimtas that “picturesque” had for travelers that
followed the tradition of Alexander von Humboldty Bexamining the work of J. M.

Rugendas, it is possible to observe that aestbatégories played an essential role in linking
art work and scientific exploration projects in thmerican continent during the nineteenth

century.
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During the nineteenth century many illustrationuafis referring to voyages made throughout the

American continent used the phrase “picturesquesktan their titles. However, the term picturesgse



not only a common denominator of a certain typ@uflication. It constitutes an aesthetic categary,
instrument meant to apprehend the experiencegdkielér lived away from his or her everyday world.
Therefore, in order to evaluate these sources #pigropriate to inquire into the precise meaning,
acceptations and application of this term in tradekcriptions. This becomes particularly relevant
nowadays as more historical writings are usingtype of material, as a source for their research.

This essay does not intend to carry out a thealetioalysis of the aesthetic ideas in late
eighteenth and early nineteenth centuries. In there is a series of outstanding studies on tlaiteth
The intention here is to bring to mind the essémtiglines of this category, its initial meaningdan
acceptations incorporated along the years, withathre of examining its sense in the particular cafse
Johann Moritz Rugendas and his work.

When it comes to the observation of the young LAfimerican countries during the first half of
the nineteenth century this man may well be a paneatic figure. The Bavarian artist was born in 280
in Augsburg, into a family of long artistic traditi and was brought up in the context of art acadgmi
where the postulates of aesthetic ideas were disdusnd put into practice. Even before he turnestyv
the young artist began a career as an illustrdtecientific voyages, and then in 1821 was hirefbtmn
part of an expedition to Brazil. The trip lastethakt four years and during this time Rugendas gatine
experience that would later enable him to becongeafthe most remarkable illustrators of the Anemic
continent. Then, Rugendas decided to commence—amdi—his own journey, embarking upon the
longest voyage ever undertaken by a single aimishie course of fifteen years he covered Latin Aoze
from Mexico to Cape Horn, visiting Mexico, Chilegtia, Bolivia, Argentina, Uruguay and Brazil.

As a result of this journey he produced almost fthwusand pieces, including drawings,
watercolors, and oils. After his first trip to Biathe bookVoyage Pittoresque dans le Bréfaris,
1827-1835) was printed. A similar publication wapected to come from his new journey, describirgg hi
picturesque travels throughout Latin America.

An in folio format of the edition dedicated to Brazil contaime hundred lithographs based on
drawings by the German artist. In an advertisingnmiiet accompanying this volume, the French editor
Godefroy Engelmann expresses the way in which weldhsee the picturesque in order to consider it an
editorial genre. This leaflet circulated in 182&hwihe intention of attracting supporters to thigmmus

enterprise, and in it Engelmann evoked the hopentha ties should emerge between Europe and the new

! See, chiefly: Jean Adhémar, 1997 (19314.France Romantique. Les lithographies de PaysageXIXéme

siécle Paris: Somogy Editions d’Art. Johannes Dobai.419977.Die Kunstliteratur des Klassizismus und der
Romantik in EnglandBerna: Benteli Verlag; 3 vols; Christopher HussE327.The Picturesque. Studies in a Point
of View.London & New York: G. P. Putnam’s Sons.



American states. He expressed that “every cultindigdidual should feel the growing need, or rattier
obligation of getting to know with more precisidretworld, this place where new interests of stateb
particulars, are associating on a daily basis. Advwoward which new hopes are directed every tizst,
occupies an increasing space of our minds, oumnfggl our existence as a whole; this world that is
becoming increasingly important for statesmen|lietéuals, merchants, finally, for men in genetaider
every circumstancé”

With these words the editor seemed to be refetdangly to theStatistiques Départamentales
project initiated by Napoleon, intended to condtaubéscription générale de la FrancBy comparing
the book on Brazil with these French enterprisesuggested that the former would also be usefult, as
offered information on a promising territory. Thenor of the title also indicated that the publigati
would be of great interest to the general publitces picturesque travels were pleasant miscellafilkesl
with cultured references that allowed the readdintothe unknown with the familiar.

Carl Nebel, another German traveler who visited iglein the early 1830s, explicitly manifested
the purpose of these sort of books by announcintghénintroduction of hisvoyage pittoresque et
archéologique dans la partie la plus intéressanteMexique (Paris, 1836): “the New World, so rich to
Europe for its curious and interesting objects, begen constantly visited by illustrious traveletsoshave
left us their precious notions on statistics, ratistory, etcetera. However, maybe for disdairaoy
other reason, these men have treated the pictedeature, one | believe to be as interesting as th
scientific aspects of the country, with much negtige. Not everybody can be a geographer, botanist,
mineralogist, etcetera, but certainly everyonauisons™,

Nebel uses the term picturesque to name a sotbje€ioor a motive different from those related
to science. A similar distinction—although more emtied towards defining a particular way of
observing—can be found in a journalistic articlétten by Alexander von Humboldt meant to promote
Nebel's publication. In it the Prussian naturapsedicts that this book “will satisfy every expdiaia,
archaeologically, as well as picturesquélyh fact, Nebel’sVoyage pittoresque et archéologiqemvers
a wide range of subjects, including plates illustiganature, cities, archaeological sites and #apfes of

Mexico.

2 Engelmann in Pablo Diener and Maria Fatima C@§@2.Rugendas e o Brasifao Paulo: Editora Capivara; 93.
3 carl Nebel. 1836Voyage pittoresque et archéologique dans la paatiplus intéressante du Mexiquearis; M.
Moench / M. Gau; Preface.

* Alexander von Humboldt. 1835. “Mexicanische Aftémer”. In: Annales der Erd-, Lander-und Vélkerkunde
Berlin, vol. X1, num. 4 (1/31/1835), 321-325; 322.



Based on the comments that characterize these typegorks, we perceive that the term
picturesque is used partly to refer to a themed,amad to a certain degree it also alludes to a afay
comprehending reality. When it adverts to a procedubecomes clear that it does not have science’s
systematic rigor, although its contents includelgamderstandable information, presented in anfilg
and pleasant way.

It appears appropriate then to ask ourselves, isttae formula of the picturesque?

THE PICTURESQUE: AN AESTHETIC CATEGORY

The word itself refers to things concerning thedrpainting. It was frequently used with this
acceptation in the course of the eighteenth cenheing applied chiefly to the analysis of gardand
parks. This simile suggests on the one hand amgydletween sketching sceneries and landscapidg, an
on the other the fact that parks or gardens shueifoerceived as a series of images.

Towards the mid eighteenth century picturesquevexdbfrom this thematic field and became a
concept related to art theory. Its outset emarfedes William Gilpin’s writings (1792); approaching the
last decades of the century it started to be ifledtas an aesthetic category located somewheveebat
the beautiful and the sublime.

Edmund Burke had discussed these referential céésgim depth inA Philosophical Enquiry
into the Origin of our Ideas of the Sublime and @&#al (1757§ by analyzing them from the subject’s
perspective. He observes the impression causetiebpliject's properties and describes the particular
attributes that make it beautiful or sublime. There, he portrays beauty as “that quality or those
qualities in bodies, by which they cause love, @ns passion similar to it.” Then he enumeratesethes
features in order of importance: something thatdsparatively small and smooth, that gradually
changes, that has a delicate profile and coloréi Mght and brilliant but not strong or gleaminglars’.
Nonetheless, “whatever is fitted in any sort toiexthe ideas of pain and danger, that is to sématewer

is in any sort terrible, or is conversant aboutiké objects, or operates in a manner analogotestor is

® See mainly: William Gilpin. 2001. (1792-). “Thr&ssays: On Picturesque Beauty; On Picturesqueelfravd on
Sketching Landscape”. isesthetics and the Picturesque, 1795-1&tstol, Thoemmes Press; vol. 1.

® Edmund Burke, 1824. (1757An Enquiry into the Origin of our Ideas of the Soig and BeautifulLondon, A.
Robertson & Co.

" Ibid; 154.



a source of the sublime”. He then mentions darkngesatness, magnificence and grandeur as the
qualities that provoke this feelifig

William Gilpin, an Anglican pastor concerned withet cultural level of his parishioners,
maintained an attentive dialogue with these categoAn art enthusiast, dilettante in artistic rettand
persistent traveler, he described the English lzaquks, determined to articulate nature, bringingaser
to the principles of painting composition. In iservations on the River W{E782) he writes: “Nature
is always great in design. She is an admirablerisblalso; and harmonizes tints with infinite vayieand
beauty. But she is seldom so correct in compositianto produce an harmonious whole. Either the
foreground, or the background, is disproportiormdsome awkward line runs across the piece: oga tr
is ill-placed: or a bank is formal: or somethingother is not exactly what it should be”.

Thus, the picturesque acquired a normative valudiid Three Essays: On Picturesque Beauty;
On Picturesque Travel; and on Sketching Landsegpeblished in 1792 but that began circulating
earlier in handwritten copies—Gilpin states: “Weelsdthe picturesque] among all the ingredients of
landscape - trees - rocks - broken-grounds - weaigers - lakes - plains - valleys - mountainsnda
distances. These objects in themselves produceitenfvariety. No two rocks, or trees are exactly th
same. They are varied, a second time, by combma&ind almost as much, a third time, by different
lights, and shades, and other aerial effects. Sorastwe find among them the exhibition of a whdleat
oftener we find only beautiful part$”

The artist’'s hand intervenes precisely in the aqoeion of a harmonious compaosition, whether it
is a park, a garden or a picture. The canons tftedthe preeminent models of picturesque pedecti
vary from one author to another. Opposed to thesidal elegance of spirit defended by Gilpin, weyma
find, for example, the ideas put forward by UvedBRigce: a passion for gothic ruins, isolated rural
cottages—preferably storm-stricken—or groups ofticusndividuals®. This contrasting position
demonstrates how the picturesque oscillated betéteeheautiful and the sublime.

Mainly through English guide-books, the cultureavirler but chiefly artists, were taken not only
to places of interest. These travel guides conthinformation on the observation sites most sintitar

the viewpoints of renowned artists. The most famexsmple of this type of guide is Thomas West's

® Ibid; 66.

° Gilpin in Malcolm Andrews, 1995. “A Picturesqueffiplate: The Tourists and their Guide-books”. ImnB
Arnold (ed.)The Picturesque in late Georgian Englamhpers given at The Georgian Group Symposiumddon
The Georgian Group, 3-9; 4.

10 Gilpin, 2001 (1792-)op. cit, 42.

1 Uvedale Price. 2001 (1810-) “Essays on the Résjme, as compared with the sublime and the bekuatifd on
the use of studying pictures, for the period of iaying real landscape”. IrAesthetics and the Picturesque, 1795-
184Q Bristol: Thoemmes Press; vol. 3.



Guide to the Lakethat reached no less than seven editions betwée@d and 1799. In this book the
author takes his readers “from the delicate toudfeSlaude, verified on Coniston lake, to the noble
fences of Poussin, exhibited on Windermere-wated, om these, to the stupendous romantic ideas of
Salvador Rosa on the lake of Derwéht”

Hence, as Malcolm Andrews points out, “picturesqoeirism as a controlled aesthetic
experience” emergts In this instance the traveler embarks upon anjeyirthat will take him to new
surroundings away from home, exposing the persareto landscapes, some of them intimidating. The
picturesque becomes a way of assimilating this mapee, of taming the unknown, of organizing the
unstructured. The artistic language proves to bmeagliating instrument, one that readjusts reality
according with predetermined canons.

Gilpin mentions that nature’s “living forms fall der the picturesque eye, in the course of travel;
and are often objects of great attention”. Howekierstates that “we regard them merely as the a@nam
of scenes [...], we merely consider general shapessds, groups, and occupations”. In the same,sense
he indicates that the presence of animals is @ftgnéerest to the traveler and he especially bl the
attractive of the “elegant relics of ancient aretitire [...]. They are consecrated by time; and almos
deserve the veneration we pay to the works of satself”*

The use of this language in reference to visuabrosc brought changes to the artistic field in
England, but especially outside of this countryallowed for the incorporation of the most diverse
motifs: monuments (ruined or not), custom sceneakfalk images. Nonetheless, in his anecdotage on
Louis X1V, Voltaire relates how the king execratedpainting by David Teniers—based on scenes of
plebeian everyday life and hung in one of his chenslin the early 1700s—by ordering to remove those
“dolts” out of his sight. Just a century after thiident, these motifs found its way into the most
prominent salons. Folk themes such as washerwornemdouthern Italy, or Andalusian peasants, ruined
medieval monasteries, or modest rural dwellingsevwer longer seen as mere ethnographic curiosities,
objects belonging to a distant past. The new atistbencept of the picturesque enabled them to tfired
key to become a category of art.

It is very hard to cite one universally acceptefinition of the picturesque, since it transformed
from its original sense (related to painting), iatterm that evoked something delightful for theeber,

and stimulating to the senses. The term picturedjga began to represent variety, diversity and

12 West in Christopher Hussy, 192T¥he Picturesque. Studies in a Point of Vidwndon & New York: G. P.
Putnam’s Sons: 126.

13 Andrews, 19950p. cit, 7.

14 Gilpin, 2001 (1792-)op. cit, 45-46.



unevenness. Despite the fact that initially Gilpad given this category a classical meaning, byl 889s
the word frequently referred to crude, rough, gystnd unsophisticated motifs.

With the use of this category, the perception ofiivtvas artistically different was not only
applied within European boundaries. It also faaiditl the observation of Islamic and Near Eastern
themes, giving way to what we now know as arti€tientalism.

Thus, the European traveling artist's apprehensfothe American landscape, and in a broader
sense the American world, was slowly shaped, with picturesque as an important support and
framework. The diffusion and acceptance of thighesie principle allowed for the acknowledgement of
these works in sophisticated environments. As amgke we may find the princes of Thurn & Taxis’s
exquisite collection in Regensburg. They acquiredess than five of Rugendas’s American-themed oils
two Brazilian landscapes, one street scene fromiddeRity and two compositions dedicated to Chilean
Mapuches.

Engelmann implicitly evokes this mediating role r@dt out by picturesque art in order to
persuade potential subscribers of the book he wiaitt produce from Rugendas’s drawings. In this
same sense, the artist felt he was acting as arpieter even until his final days. As Alexandenvo
Humboldt wrote: “| worked hard and wanted to be ihestrator of the new territories discovered by
Columbus. | wanted to show the world the treasoffered by picturesque tropics [...]". Although his
words—written by a tired and unsuccessful man—deribat his explicit intention was to bring the
distant closer, he not only meant it as shorteaimgncrete distance. He completes this idea inlettisr:
“[...] for there are little organizations that carléev this arduous path. | felt a call to be theopibf the
arts in a field others will be able to represertastively™®.

The traveling painter assumed the task of domastgcavhat was different. In order to do so, the
artistic adventure imposed two main assignmentsimmn firstly, to discover an archetype to represhst
American landscape. Secondly, to construct a conmtimaad, that is to say, a route through the teieis
that had only been incipiently apprehended and cezdl using European scientific and artistic
instruments. We are interested in analyzing howptieposal of the picturesque affected the execudfon

these two endeavors.

5 Rugendas in Albert Hammerle. 1937. “Die letzenldv&Rugendas”, inVierteljahresschrift zur Kunst und

Geschichte Augsburgéugsburg, vol. 3; 8.



THE CONSTRUCTION OF THE PICTURESQUE LANDSCAPE

When it comes to the visual register of Americatura Alexander von Humboldt's writings
must be taken as the foundational impulse. The @eraientific traveler drew attention to the ufikiind
relevance of developing a style of landscape paintiedicated to the tropics. This was present én th
Essai sur la géographie des plan{@805-1807% and continued until th€osmos(1845-1862Y. After
studying the distribution of vegetation in diffetaslimate zones, the artist expected he would fhread
richest concentration of motives for his work ifstgeographic space. From an aesthetic perspdutive
great classes of plants acquire particular relewamcl he determines their importance by the waydhe
distributed in space, that is, whether their preseis massive or individual in a given surfacetHis
sense he observes the plants that develop somialyrge groups of one specific species. On theroth
hand, he looks attentively at plants that growatsd and scattered and that do not coexist witkroth
individuals of their same species. The fact thdtapical latitudes the latter are more common reake
landscape infinitely more interesting and diversewever, in temperate zones, where the scene is
dominated by social plants, “there is a more homogs view of vegetation, thus less picturesifue”

Therefore, when he encouraged the developmentratidion of landscape painting in the tropics
the naturalist assumed the role of an aesthetarigteWith this, he situated it in the contextvedstern
art history by giving it reference points, and abaall, by formulating concrete proposals for the
procedure supposed to be followed.

In the process of fully apprehending nature he dwvar very relevant role to artistic intuition;
still, this also intends to promote his study. Heer he acknowledges scientific studies as an @abken
component that enables us to fully understand eflahdscape. This matter is analyzed minutely é&n th
second part olKosmos where he critiques several literary descripti@m&l representations of the
countryside in visual arts throughout the yearsictvthad contributed to draw attention to the ndtura
world. In this sense we understand the poetic pofsine Ansichten der Natuf1808-, published in
French in that same year with the tilableaux de la Natujeand to some extent thessai sur la
géographie des plant€4807). For example, he calls for artists to stgithe infinite multiplicity of the

American flora: “What can be more picturesque tham arborescent Ferns, which spread their tender

16 Alexander von Humboldt. 1989 (18078chriften zur Geographie der Pflantze®dition of “ldeen zu einer
Geographie der Pflantzen” (1807), commented by da&8eck. Darmstadt: Wissenschaftliche Buchgeselfscha

17 Alexander von Humboldt. 1993 (1845-186Rpsmos. Entwurf einer physischen Weltbeschreibtdited and
commented by Hanno Beck. Darmstadt: WissenschadtiBuchgesellschaft; 2 vols.

18 Humboldt, 1989 (1807-pp. cit, 48-49.



foliage above Mexican laurel-oak! What more chagrtem the aspect of banana-groves, shaded by those
lofty grasses, the Gadua and Bamb&b!”

The picturesque lies in nature itself, in its rieks, its contrasts and, most emphatically, in its
coherence. Humboldt suggests an idea of the pggueethat is conceived from the natural elemerits. T
innovative element that differs from what Gilpindhareviously formulated resides precisely here:twha
exactly makes a motive picturesque. In one episddes travel descriptions, the English pastor stp
the village of Tintern and he describes how vegaiagrew over some ruins, giving them what he calls
“the ornament of time”. His choice of words is vesimilar to Humboldt's and the allusion to the
euphonic names of plants is enticing: “Ivy, in mesancommonly large, has taken possession of many
parts of the walls; and gives a happy contrashéogrey coloured stone... Nor is she undecoratedsMos
of various hues with lichens maidenhair, penny-l@ad other common plants scattered on the surface
[...] together they create those flowery tones, whjike the richest aspect to the rith”

But here the contrast—the strictly picturesque—e@&ifrom the opposition between ruins and
vegetation. In Gilpin this aesthetic category oftmymes into being precisely when it unravels the
crossing of elements belonging to two or more aspafcreality, or when the pictorial conception kes
ideas that go beyond a merely visual experience.

The difference with Humboldt's point of view is niodsed on the idea that the latter postulates
naturalism to the letter. Quite the contrary, thsthetic world of the author &fosmogakes its definition
from an association with a classical tradifforThis naturalist always had in mind a paintingnafure
with ideal connotations. Thus, in a historical ptdation of landscape representations, he dexlhi®
admiration for Titian, since he was the first drtie overcome what he describes as a “careful but
scrupulously exact imitation of natufé” Then he states: “The grand landscape painting $$ythe
product of a deep comprehension of Nature and eftthnsformation operated in the mifid"The
alteration or intellectual elaboration he refer@lows us to understand this artistic genre. “Hatitude
has also its peculiar character, and gives risatmus impressions in us [...]. As we recognize rdaie
physiognomy in single organic beings, and as detbegi botany and zoology are, in a narrower selise o

the word, the dissection of plants and animalghsoe is also a certain Physiognomy of Nature, whic

19 bid; 64.

20 Gilpin in Hussey, 192%p. cit, 117.

2 For Alexander von Humboldt's aesthetic connectiosse: Pablo Diener. 1999. “La estética clasiciga
Humboldt aplicada al arte de viajeros”.Ameristica. La ciencia del Nuevo Mundexico DF. Year 2, num. 3, 41-
49.

22 Humboldt, 1993 (1845-1862)p. cit, 11/69-70.

8 |bid, 11/87.
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belongs exclusively to each latitude [...]. To contyaned this, and to communicate it visibly to othéss,
the province of landscape paintify”

Coherence in the physiognomic representation ofireata principle derived from physical
geography—must then become the central aspectenctmposition of a landscape painting. This
discipline appears as a milestone in Humboldt'srgdic thinking: it was conceived before his vogag
America and in the Introduction ¥oyage aux regions equinoxiales du Nouveau Corttii€i4-1825)
it is mentioned as the science that guided hisrgbtens in this continent. According to this thetical
and methodological plan, geographic phenomena flghiee lives of plants), will be thought of and
comprehended as the result of the interaction anadnglements of nature. Thus, the interaction of
several geographical variables determines the gordtion of the landscape. If artists are awaréhisf
intellectual discovery, scientific knowledge wouldrn out to be useful. It would then underpin the
construction of credible and plausible landscapes.

However, he did not intend for traveling artistsetcecute strictly naturalistic views. Quite the
contrary, he suggested that their compositionsldhaalude all the things that could appear in gaie
environment. The representation of space, thenyldhme constructed in proportion to the conditions
imposed by the different geographical factors, véththe things it could contain in its optimal tsta
Consequently, the painter does not behave as a efawhat is already in a scene, but as the crextor
what may be there. By following the theories of gbgl geography and using his scientific
understanding, the artist can and should compisterdrk with all that he could add to the picture.

According to this proposal, profound contemplation intellectual elaboration based on science
would lead the artist down a safe creative roadyigded that he identifies the physiognomic archesyp
of nature. In this particular formulation the coptef ‘model’ gains different connotations to thees we
find in the field of the picturesque. The traveliagist will not adequately apprehend his expegsnay
imitating the works of other artists: science ig thid when understanding and organizing different
realities.

The way in which intellectual accomplishments aranifested through visual language,
generating new modes of perception and artisticstigg has been analyzed for several periods in art
history. Erwin Panofsky, for example, demonstratded close relation between mathematical
rationalization of space and its unitary, cohend infinite representation during the Renaissahbes
depiction was attained using central perspectiva asin recourse. The new concept of infinity—which

was no longer the result of divine prefigurationt lof empirical reality—was then brought into the

24 \bid, 11/78-79.
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language of plastic affs Charlotte Klonk also researched on a subjecteclts out topic, when she
studied the geological configuration of the islanfd Staffa, a craggy rock underpinned by basaltic
formations off the western coast of Scotland.

Staffa was the object of numerous studies and,laskkstates, due to geological fieldwork the
representations of this place shifted substantib#ifwveen 1790 and 1830. Initially, descriptions and
images mainly show admiration for this wonderfubation, highlighting the bizarre character of the
island’s basaltic columns. However, towards the ehthe period the focus is diluted, in order t@wh
the rocks in their surroundings, so the traces afumal history appear through the contextual
particularities. In other words, geology becamegyymportant factor in the emergence of a new afay
seeing and drawing the rock. Klonk classifies #siga phenomenological way of perceptién”

European artists in America came to own the terigtupesque’. In this process we confirm that
Humboldt's physical geography turned out to be disxipline that enabled a new conception of the
model: now, archetypes are accepted as a typolbtgndscape. Through an attentive contemplation—
carried out inductively—the travelers must comenderstand the kind of landscape they are confdonte
with, following the instructions presented in tBgsai sur la géographie des plant@nce they identify it
and are interpenetrated with its system, theylvglbble to freely recreate and compose it. Thelytingh
deduce from this already internalized coherenddhat is proper to that environment.

Thus, when creating a composition, the artist fsdtjuently go back to more traditional sources
of the picturesque, such as Claude Lorraine’s,kl&ug/sdael’s or Nicolas Poussin’s composition forms

In this effort to define models for the Americamrsery, the first work that acquired paradigmatic
value was the Count de Clara¥&gin Jungle of Brazi(1819), based on observations carried out during
a trip to Rio de Janeiro in 1816. The sheet wassagh in the Parisian Salon in 1819 and was engiiaved
a copper plate in 1822. Consequently, it was a lywidgfused image, praised by Humboldt as the most
beautiful composition of tropical nature, adher@avhat he defines as “a feeling of truth”

As the title indicates, the place is undeterminatthough its generic and typological
identification correspond to the Atlantic flora. i$hbecomes apparent if we look at the vegetation

incorporated by the author in the composition. Tlbastic diversity is extraordinary; the image as

% Erwin Panofsky, 1991 (1927Rerspective as Symbolic Foridew York, Zone Books.

% Charlotte Klonk, 1997. “From Picturesque TraweScientific Observation: Artists’ and Geologist&yages to
Staffa”. In. ROSENTHAL, Michael; PAYNE, Christianand WILCOX, Scott (eds.Prospects for the Nation:
Recent Essays in British Landscape, 1750-1&20dies in British Arts 4. New Haven & London: [¥aJniversity

Press, 205-229; 205.

%’ Donato Mello Janior, 1973. “Alexandre von Humkaido Conde de Clarac. Uma interpretacdo artifticeesa
da nossa floresta tropical pelo sabio naturaligaao”. In:Revista Brasileira de Culturd 6 (1973), 121-136; 131.
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whole is constructed with strong contrasts of asauro, resulting from two main elements. Firsthe
shadow of a huge tree trunk, which creates a degl @ the first plane; secondly, the reflection of
sunbeams on a stream, penetrating in the denss fbhreugh a clearing. The large trunk hides thigse
of light from the observer. Immensity, darkness grahdeur all combined are unequivocal referenzes t
the idea of the sublime, that is, to nature imgbcamposing itself over insignificant men. Thisaie is
also accentuated by the presence of tiny Indiaossorg the stream. Thus, Clarac adds an emotional
element to the exactness of naturalist descriptiand with this he applies the aesthetic categahat
had been formulated since the mid eighteenth cgntur

Rugendas felt the impact of these works. This idext in the pieces he composed in Europe,
based on his recollections of the four-year voyegérazil. In them he also evokes Clara¥sgin
Jungle of Brazil In 1831, when he began his journey through Mexiwe can perceive how he
constructed his landscape views: always from dmtaibservations, but above all—and particularlghi
most elaborate compositions—trying his best to tifieevery environment with an archetype derived
from physical geography. The relevance of this gple becomes especially evident when we examine
the whole group of works. We can confirm that wheemstructing his picturesque route the traveling
artist did not register everything he encountetad, on the contrary, he defined a clearly idertifta
selection. In Mexico his main motifs were, on theedhand, the jungle in the Eastern Sierra Madré, an
on the other, the volcanic landscape of central wastern regions. While in Chile, he took particula
interest in the Andean scenery and we can banetlydny marine drawings. The Peruvian and Bolivian
altiplano, the Argentinean pampas and the southeshregions of the continent—which he visited when
traveling from Valparaiso to Buenos Aires—are absent from his landscape repertoire.

Let us see, then how he conceived the thematic ositign of his works, what we call a

‘picturesque route’.

THE TRAVELING ARTIST AND THE PICTURESQUE ROUTE

In his classic book Christopher Hussey attractsaitention on an essential contradiction that

moves the picturesque traveler. Even though hicemtion on nature is ideal and his purpose is to

discover the existence of ideal scenes in his veyaghis search has little chances of success.
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Nonetheless, the quest is appealing to him: “ithis expectation that maybe an ideal scene will once
manifest itself before his eyes what pushes himkaegs him in motiorf®.

The traveling artist's intentions in America alsavk ideal connotations: he tries to find
generalizing images. For example, one landscapgesthrmmarizes a particular regional physiognomy, a
group of individuals representative of a certaioisty, emblematic manifestations of their historytteeir
material culture. In short, anything that help®tdd a typical picture of a country or region.

The search for paradigmatic landscapes—where auld eaplicitly find all the elements needed
to create the natural habitat for vegetation—hadribdel in Humboldt's synoptic outline, annexedhito
Essai sur la géographie des plantestitled “Physical Outline of Equinoctial Regidn#\ transverse
view of the South American continent schematicaéipresenting the highest Andean peaks, shows
groups of plants according to the environmental altitidinal conditions in which they appear. The
artists’ task would then be to find the places whénrese factors—summarized in the above-mentioned
synopsis—would somehow physically and realisticatiginifest themselves. The most extreme case of
this type of composition was F. E. Church’s famblesrt of the Andesa false landscape put together by
joining fragments of real views.

As we have seen earlier, Gilpin gave the first ilepuvhen it came to finding and registering
individuals representative of a country or regiBuat at the same time a new type of composition was
gathering momentum: human figures were no longppased to be mere decorations—as Gilpin had
suggested—nbut instead they were to have a cemti@l This is the case, for example, of Goya’s first
cardboards, produced for the workshop in chargemaking tapestries for Spanish royal palaces. Folk
motifs were interpreted in an idyllic way: the ruworld appears as a place for playing, conversing,
breathing fresh air and for enjoying nature, altfftosome work is occasionally performed. Neverttgeles
the bases for a more truthful way of observingitgalere first laid in the works of Johann Gottftigon
Herder (1744-1803) and expanded due to his infleeme Romantic tradition. He established new
parameters for the study of men, aimed at valuiiffgrdnt manifestations of life; artistically, the
intention was to build the largest registry of thest diverse forms of human existence.

The travelers’ approach to human reality moves ambase reference marks, sometimes coming
closer to Gilpin—by including the figure as an ament—, in other occasions following a classicatispi
or trying to grasp reality with critical and scnitiing eyes. In Rugendas we can confirm the presehc

these different languages during the course ofdyage.

2 Hussey, 1927p. cit, 83.
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The definition of the motifs will always be a matt sensibility and of mutual understanding
between the traveler and the place he or she igngisNonetheless, familiarity with the mechanisms
related to the construction of a picturesque reuiliealso be needed. Rugendas was an intuitivenéitte
painter—a trait we attribute to his personality—wtaime in close contact with the keys that ruled the
work of picturesque artists. This connection totdcp especially during an eighteen-month long jeyrn
to Italy between 1828 and 1829, that is, soon legierembarked upon his great American adventure.

In this trip he followed the steps that had beesegtablished by English, French and German
travelers in the previous century. They had coméaly for two reasons: on the one hand, they were
looking for the sources of culture, preferably ionke. Around 1750 the areas surrounding Naples—
Herculaneum and Pompeii, which had been discovdrgdarcheology in the 1740s and 1750s
respectively—also became popular. On the other hiartie north they were seeking for better lighd a
gentler nature than the one found in the cold amab&r north. Furthermore, people in these places we
supposed to live closer to Nature, an attributénede them worthy of special attention.

In the body of work produced during his stay inyitamore than two hundred drawings), we can
hardly find any innovative motives that had not egmed earlier in other travelers’ compositions. In
Naples—an ancient antecedent of picturesque lapdsamecording to literature—he visits the bay arel th
islands of Ischia and Capri, goes to Herculaneudhcamtinues his way along the Amalfi Coast. In éhes
sites and in Sicily his focus is placed on outlotd®ous through literary and pictorial works. Agghi
be expected, he observes the different peopleb,athe Pifferari, a group of musicians that ssed a
figure of the Virgin Mary. Rugendas faithfully assed the tradition: his Italian work comes as adire
consequence of the picturesque route that haddefering itself for the last century.

Having this experience in mind, we achieve a betteion of why Rugendas chose a certain path

through the American continent during his great tammenced in 1831.

RUGENDAS: INVENTING PICTURESQUE ROUTES IN AMERICA 2

The Bavarian artist's voyage began in Mexico, antguhe crossed from Veracruz to Manzanillo

in the Pacific Ocean, that is, from east to weskify this first stage scientific expeditions waie main

source of information. When recollecting the plabesvisited and registered more thoroughly, we find

2 For references on Rugendas’s work, see: DIENER|d® 1998 (1997-)Rugendas 1802-1858&\rt catalogue.
Augsburg: Wissner Verlag.
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that he emulated Alexander von Humboldt's previowsrks. In some cases—mainly in the
archaeological field—other learned travelers sutggeplaces of interest to him.

Two main themes guided his observation of the leayls: vegetation and geomorphology. When
we flip through the folders containing his illugtoms on Mexican flora, we constantly get the inggien
that he wanted them to accompany Hssai sur la géographie des plantédugendas organizes his
perception of space based on the physiognomic ypssenery, whether in the exuberance of the Easte
Sierra Madre—mainly in the space between JalapaCaimhba—, or in the drier regions of the central
altiplano, with an important presence of agavetosvards the end of his Mexican voyage, where he
attentively draws and paints the palm tree woods tiee coast.

This can also be seen in his geomorphological bens, which were primarily devoted to
volcanoes. His drawings and oil studies includesl @rizaba, the monumental “hills of fire” arouna: th
capital city—Popocatepetl and Ixtaccihuatl—, thedlMPais” in the west, where in 1759 the Jorullo
volcano emerged, and the Colima, closer to the™esse motives respond to an omnipresent restlsssne
among naturalists, who until early nineteenth cgntvere entangled in a discussion on the originthef
earth’s surface configuration. The dispute revolvadund whether it was a result of marine
sedimentation—as Neptunists assured—or if, as midtastated, the emergence of terrestrial magnsa wa
the essential factor. Humboldt firmly supported thécanists’ theory after he finished his voyagetigh
America and this in consequence attracted intécetite geological studies directly related to valca
phenomena. Following the steps of his mentor, Rdgerpresented a vast iconography of Mexican
volcanoes: he registered them as single individofateatural history, located in a particular ared with
a certain shape.

The most consistent part of his Mexican corpusndoubtedly determined by his eagerness to
examine the country’'s physical geography. Howekeralso devoted considerable attention to men and
their culture. These drawings and oils create gaiteaccumulation of works, sometimes acquiring a
leading role in independent compaositions, in otherasions, used as motifs applied to the painting o
physiognomic views. Nonetheless, their apprehendemonstrates that a rigorous inquiry process had
taken place. For example, archaeological motivesy-searce indeed—show that Rugendas had come in
contact with the works of previous artists, suclGasdlaime Dupaix, a man commissioned by the Sganis
Crown to explore ancient archaeological sites. Texplorer had already registered the pyramids of
Centla in Huatusco, near Orizaba. As a precedegéRias also found Jean Fréderic Waldeck’s works, a
Bohemian traveling artist and archaeology enthtisi@eo had visited the ruins of Xochicalco soon
before him. Still, in all probability he came inrtact more than once with Dupaix’s or even José@#Aiot
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de Alzate’s (a very cultivated Spanish friar) earlivorks. From his writings on Teotihuacan we can
deduce he is a very well informed traveler, whoses intend to identify and bring out the cohereoice
this archaeological site.

This work is comprised by an important number dk fand custom scenes, which constituted an
individual segment of the final volume when it warinted in Munich in 1848, entitled “Inhabitants of
Mexico. Portraits and dresses”. There is, howewesgries of strictly folk paintings where theserg\gay
life images are presented in a very idyllic manBert Rugendas also seems to echo Gilpin's picturesq
tradition, because these figures appear as elertfatthielp manifest the “idea” of a scene. The Bhgl
theorist commented on the value of those figurethése cases, based on a landscape description he
characterizes as “intimidating”, assuring that tiog could be better for a scene of this type thanoup
of bandits®®. Indeed, when Rugendas uses the figures in thjsh@asubmits them to the coherence of all
the other elements of nature and utilizes thenotmd off and perfect the physiognomic represematio
of the landscape. Their purpose is close to theGifgn had intended for them, although for Rugenda
their importance is greater and it goes on incrggas his South American journey progresses.

In fact, the decision of continuing the voyageotlgh the southern part of the continent brought a
considerable qualitative shift when compared witls Mexican stage, particularly regarding the
construction of a picturesque route. In first plaoe diverts from Humboldt's path; moreover, hiesysh
Chile, which lasted no less than eight years, wdedsion made against Humboldt's suggestionsgsinc
he had warned him that those latitudes were & litt no interest for a painter. By looking at Rugas’s
work we can interpret this choice as a major dii@nain his thematic orientation. During the yetrat
range from 1834 to 1837 he moves in an environmétit geographic features that do not match
Humboldt's expectations of the picturesque. Hisuesions included the zone between the parallels 30°
and 37° south, that is, between Coquimbo and Len@esn the north, and the Biobio region on thetsout
In these areas encountered a temperate climatevenydsimilar landscapes to the ones in southern
Europe.

During those years his chief concern was the pgatrar population. In this registry we can find
new ideas for the construction of thematic setiere, the attention is placed on the Araucanianse-wh
were still strongly defending their land by the ¢irRugendas was staying in Chile—and their terrjtory
made famous by European literature such as AlorsoEctilla’'s epic poem, Voltaire and even

Chateaubriand.

30 Gilpin in Hussey, 192%p. cit, 117.
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Rugendas came in close contact with these pedmbesughly portraying them when he traveled
for a few months through the frontier region durlate 1835 and early 1836. At the same timdlie
Abduction he began to elaborate a narrative sequence, byatieng the latent conflict between
Araucanians and Chileans. Inspired by oral tradiod the poernthe Captive by Argentinean author
Esteban Echeverria—published in 1837 but alreadwkrespecially in the artist’s circle—, he composed
a visual story based on indigenous assaults orewiliages and the subsequent abduction of women.

Just as Nebel had said, not everyone can be erdmiteeverybody is curious. Thusly, even
though Rugendas did not intend to write a chroradieut the political and military conflict, he bewa
an interpreter of the dispute, and he translateat Wl saw following his contemporaries’ expectation

He also dedicated part of his time to portrayingeotsegments of the population, chiefly lower-
class individuals in their quotidian activitiesy filne most part, mineworkers and peasants. Evaigtho
this side of his art proved to be less spectadtiiarremarkable that he takes on a subject thdtbesen
unheard of until then in Chile. Probably the idéanaking a systematic registry of population ditgrs
had its latest precedent in Claudio LinatCestumes Civils, Militaires et Religieux du Mexd{Brussels,
1828). We must understand the publication ofAlteum of Chilean Dressamder this light, a volume
printed in 1837 that did not get to have more tha@ fascicule with only five lithographs, sinceettitor,
Jean-Baptiste Lebas, went bankrupt. Still, oveuradhed studies stored in the Graphic Arts Collectio
Munich prove that this was meant to be a greatrprise. The relevance of these motifs becomes avide
when we see how the perception and interpretatioeality changed in the country. Particularly when
compared with previous works we find that the ietathip between the portrayal of local customs and
landscape was altered. While in more elaboratetipggion Mexico figures are used to complement the
representation of natural physiognomy, in easetups made for Chilean clients landscape often
becomes a backdrop for local custom scenes.

Although notes on landscape are abundant in thecesdly rich folders containing drawings on
Chile, and in others on Peru and Bolivia, we carnaentify a common denominator in them. They seem
closer to a travel diary, where the artist keepskof his visual experiences. After his stay inxide, the
only time Rugendas ever composed a series of wailts internal coherence again was during his
journey through the Andean region between Chile Argkntina, from December 1837 through April
1838. Since the artist employed oil studies—a widesed alternative especially among European sirtist
in Italy—we suppose there is some sort of contjnirtthese works. Rugendas also discovered that thi
style of painting was a very useful method of appreling the Mexican and later the Andean landscapes
Apart from that, he rarely applied this technigo@uty other themed areas.
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Orography and land morphology appear to be the camgnound in the fifty views that compose
this set. Among the main motifs in this series el fAndean valleys, mountain peaks, rock massifs or
stratigraphic cuts that surface from spectaculaddides. Due to its monumentality and greatnesss th
landscape has every connotation of the sublimé iNdnetheless, the painter stresses these fediyres
emphasizing light contrasts and capturing the ggeimevarious times of day, for instance, during th
night, when the mountains’ silhouette appears nmaete intimidating.

Placing mountains as a singular pictorial categtigs very well known precedents,
predominantly in representations of the Alps. Thessuntains became famous for being primitive
landscapes, through Swiss painter Caspar Wolflste@nth-century views, which were largely divulged
by the agency of plate collections printed by aitoedn Basle. Those landscapes were seen as aligin
manifestations of tectonic history and seemed tp hecover some of the earth’'s mysteries. Rugendas
brings this tradition to the American continent, ragealed by his contemplations of the Andes. This
serves as an interesting counterpoint, especialhst Mexican works, which were more focused omtpla
geography and observations of volcanoes.

A long hiatus in Rugendas’s artistic biography appéen the years after his journey through the
Andes. During this time he suffered the most digarsshaps: an accident in Argentina posterior & th
crossing of the Andes, utter failure of his lovéatienship with a Chilean young lady (Clara Alvarez
Condarco) and, no less, the miseries of an extsemnestable economic situation. This traveling artis
seemed to be caught up in the traps of misfortuiéch he will only get out of once he leaves the
country. It is relevant to note, however, that whenarrives in Lima in November 1842, he resumes
inventing a thematic route and creates new artistitifs for his project, still looking for a deliea
common thread.

In the Peruvian capital he encountered severalvemtalready laid out by numerous authors.
Among them we may find Alexander von Humboldt ahald Tristan, whose memoirs were published in
1838 in Paris and which Rugendas mentioned to hike&h interlocutor, Carmen Arriagada in the letter
sent to hef. Very heterogeneous travelers had previously medeto the infinite appeal of this capital
city, once center of the Peruvian viceroyalty. Mast repertoire includes views of Lima and the Rima
River from the Alameda and the city's rich architee. Episodes of varied street life, the famoud an

controversial figures of “tapadas” or scenes ofgbmpous conventual life were also incorporated.

3 Oscar Pinochet de la Barra. 198armen Arriagada. Cartas de una mujer apasionaBantiago, Chile:

Editorial Universitaria; 191.
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During the time Rugendas visited the city there w#arge production of local images, depicting
traditional folk scenes: excellent drawings, haljweetween a cartoon and the description made by
Pancho Fierro, a Peruvian artist born in 1810. @il Chile Rugendas was able to uncover motifs that
had remained veiled, in Peru these were trite tisefikerefore, at least in Lima, his work consisted
recapping for his own records very well-known sat§ePerhaps this same fact led him to embark apon
journey through the altiplano region in late 18#dlowing a very unusual route. He boarded a shithe
port of Callao, going south in a trip that wouldteéehim from Tacna to La Paz. There, he bordered lak
Titicaca on its southwestern side and continuednaig to Cuzco. On the way back he went Arequipa,
and from there to the port of Islay (today Mollehda the Pacific.

His observations on Andean baroque were one ofrthst important findings during this trip.
The influence of this discovery can be seen inaavilrg of the sculpture of Saint Rose of Lima lodate
Saint Dominic’s church, executed by Melchor Cafifa anspired in Bernini’s Saint Thérése. Moreover,
when he visits Andean cities his focus is placeddetails, observing capitals and vaulted niche$ wit
great attention. This proved he had a particulterést in Andean baroque, an artistic language with
unequivocally regional features. This is even maoekevant, considering baroque in general—but
particularly its American school—was repudiatedBwopean neoclassical spirits. However, Rugendas’s
observations exhibit his regard for baroque details group compositions.

During his short trip to the altiplano regions,diso tried to create a rich iconographic collection
based on pre-Columbian past. Among his drawingeetiea large number of pages dedicated to the
Tiwanaku ruins; while in Cuzco he sketched Saintidac’'s church—built on top of the remains of the
pre-Columbian temple of Koricancha—and Roca Mayoeed, with its famous stone of twelve angles. In
this sense, his depiction of the Ollantaytambo suinrtheast of Cuzco, the first representationhisf t
archaeological site, turned out to be Rugenda®atgst contribution in this field. Not many yeatet,
one of the most important European publicationdodeeld to ancient Peru, used the artist’'s drawings
illustrate somePeruvian Antiques This volume, published in 1851, was edited byritteo Riveros
(director of the Museum of Lima) and Johann Jaamb Tschudi (an erudite Americanist from Basle) and
contained, among others, Rugendas’s Ollantaytam&tdrits.

After this stage of his American voyage, Rugenda®ly enunciated any new themes for his
repertoire. As an example of this, we find histafipaintings portraying Garibaldi’'s personality or
drawings of military types who participated in th&ttle of the River Plate. During his four-monthysin
Buenos Aires in 1845, he continued developingAbductionsubject, but above all, completed a series
of studies dedicated to the gauchos, which he teglirb during his first trip to Argentina in 1838.
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Moreover, the former follows the same ideas beliedhlbum of Chilean Dressga contemporary group
of illustrations. The year spent in Rio de Janeiuntil August 1846, might be considered an ejié
to the fifteen long years this enterprise lastadhek artist’'s mind, Brazil was probably a closedpter in

his picturesque art project.

* % %

By the time he reached the end of his voyage, Riaghad built a wide repertoire of American
themes, a kind of script of the most diverse gaagcal and demographical aspects. Those fifteersyea
of hard fieldwork account for the long process aiking a magnum opus, representing picturesque
America. This method of work implied constant dewgis, regarding what should or should not be
included and several criteria influenced this pss¢earticularly his eagerness for the preservaifoam
link with contemporary scientific developments. Thest evident proof of this appears in the redistna
of landscapes. However, the effect of the stilligient human sciences on the modeling of his own
artistic proposal can also be perceived. Severfiliences become evident through fragments of
Rugendas’s legacy: Johann Gottfried von Herder'tul ethnographic tradition, or studies on
traditionally classical archaeology. In conclusitme understanding of the peoples’ history, in gpait
of Jules Michelet'sLe Peuple which was published on the same year our artideé his American
expedition.

As we already know, the work was never completadyeRdas failed since he did not finish his
project with the publication of a book on his trisyeaind this was supposed to be the primordial &im
any enterprise meant to explore the world. In g&tse, we can only intuit what his last optionsewer
how he communicated his vision of the American ic@mt to the rest of the world. Nonetheless, every
hint points in the same direction. He, too, seittesl category of picturesque, highlighting the paote
character this term had during its first yearsha eighteenth century. Then, he modeled it accgrttin
his expectations and needs, accentuating its catioos as an instrument for the comprehension of

American diversity.
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