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Chapter I: Context

I. CONTEXT.

INTRODUCTION

In this chapter, four historic contexts for the Saint-Gaudens landscape are examined, and the 
National Register criteria for significance are applied. However, final recommendations for 
significance will be made in Chapter III, “Statement of Significance,” after potential contexts and 
criteria have been thoroughly explored and the integrity of the property has been assessed.

The potential contexts for the Saint-Gaudens landscape are: American art of the late-19th and 
early-20th centuries; artists’ colonies of the same period; American residential landscape design, ca. 
1880-ca. 1950, especially the Italian Renaissance revival; and the historic preservation movement, ca. 
1882-1965.

Under each context, the appropriate National Register criterion will be examined fully, but, for 
convenience, they are briefly outlined here.

Criterion A: Event. Under Criterion A, a property may be eligible for the National Register if 
it is associated with events that have made a significant contribution to the broad patterns of our 
history.1 The property may be associated with a specific event, such as a battle, or it may be 
associated with a broad pattern of events, such as the growth of the textile industry.

Criterion B: Person. Under Criterion B, a property may be eligible for the National Register 
if it is associated with the life of a person significant in our past.”

Criterion C: Design/Construction. Under Criterion C, a property may be eligible for the 
National Register if it embodies the definitive characteristics of a type, period, or method of 
construction; or represents the work of a master; or possesses high artistic values; or represents a 
significant and distinguishable entity whose components may lack individual distinction.3 Only one of 
these requirements need be met.

Criterion D; Information Potential. Under Criterion D, a property may be eligible for the 
National Register if it has yielded, or may be likely to yield, information important in prehistory or 
history.4 To the best of our present knowledge, Criterion D does not apply to the Saint-Gaudens 
landscape.

In addition to the four criteria there are several criteria considerations, of which only one 
might be applicable to the Saint-Gaudens landscape:
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Chapter I: Context

Criteria Consideration G: Properties That Have Achieved Significance within the Last Fifty 
Years. Under Criteria Consideration G, a property that has achieved significance within the last fifty 
years is eligible if it is of exceptional importance.5

CONTEXT: PAINTING AND SCULPTURE

Historic Context, ca. 1861-1907.

The broad context under this heading would be the development of American art, especially 
sculpture, ca. 1861-1907. This period of approximately 46 years embraces Saint-Gaudens’ entire 
career from his early cameos to his last sculptures, such as the Phillips Brooks Monument beside 
Trinity Church in Copley Square, Boston.6 During these years, major changes occurred in American 
painting, reflecting trends in Europe, especially France, where many of the American artists of the 
time studied. Frequently referred to as the “Gilded Age,” the period from the Civil War to the turn of 
the century witnessed the development of expatriate artists such as James A. M. Whistler, Mary 
Cassatt, and John Singer Sargent as well as a group of realist painters, including Winslow Homer and 
Thomas Eakins, whose training was largely in the United States and who chose American subject 
matter. Toward the end of the period, Impressionism became a major force, and, in 1898, a group of 
New York and Boston artists painting in this style formed an alliance called “The Ten” and exhibited 
jointly.7

In the first few years after the turn of the century, the realist trend in American painting 
continued to dominate, and a new group called “The Eight” or “The Ashcan School” emerged. Led 
by Robert Henri, this group focussed on subject matter drawn from everyday life and, for the most 
part, rejected academic ideals. Almost immediately after Saint-Gaudens' death, the influence of 
European modernism began to be felt, and in 1913 the momentous Armory Show was held in New 
York.8

In the years following the Civil War, sculpture followed the same trends. Realism was the 
dominant style, and Europe, especially Paris, was the usual place of study. The chief demand, 
however, was for monumental sculpture, a good deal of it commemorating Abraham Lincoln and other 
important individuals and events of the Civil War. In addition to Saint-Gaudens, the major figure in 
sculpture at this time was Daniel Chester French (1850-1931). Although his career was cut short by 
an early death, Olin Levi Warner (1844-1896) was also important.9 Up until World War I, the 
academic Beaux-Arts style continued to dominate in sculpture, and the impact of European modernism 
lagged behind painting. However, during the early years of the 20th century, many new sculptors 
emerged, such as Frederick MacMonnies (a former studio assistant to Saint-Gaudens), Herbert Adams 
(President of the Saint-Gaudens Memorial from 1933-1945), Karl Bitter, Lorado Taft, James Earle 
Fraser (also a former assistant to Saint-Gaudens at Cornish), and Bela Pratt.10
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Chapter I: Context

Placing the Site Within This Context

The important position held by Augustus Saint-Gaudens in the history of American sculpture is 
widely accepted and understood and thoroughly documented.11 The Saint-Gaudens National Historic 
Site was acquired by the National Park Service because of its association with Augustus Saint-Gaudens 
and his pre-eminence nationally and internationally as a sculptor. Sculpture is the only area of 
significance that is checked off on the existing National Register form for the Saint-Gaudens site 
(Appendix A).12

The Saint-Gaudens National Historic Site in Cornish appears to be the only site associated with 
Saint-Gaudens that has been preserved or is possibly even still standing. It is also the only place where 
he had his home and studio in the same location. Several addresses in New York City have been 
identified where Saint-Gaudens either resided or had a studio: 14th Street at Fourth Avenue (studio, 
1875-); the Sherwood Building, 57th Street and Sixth Avenue (studio. 1880); 148 West 36th Street 
(studio, 1881 -); 22 Washington Place (residence, rental, 1881-); and 51 West 45th Street (residence, 
1890-).13 The present buildings at these addresses have not been checked, but the locations tend to 
make it unlikely that buildings from Saint-Gaudens' era would have survived.14

Since this specific context has already been documented on the existing form and accepted by 
the National Register, it need not be discussed further here.

Criterion B: Person

A related issue is the identification of the particular criterion that applies to the context of 
painting and sculpture in connection with the Saint-Gaudens site. The specific context of Saint- 
Gaudens' life, career and contribution to the history of American art falls under Criterion B. As 
described in the Introduction above, properties may be placed on the National Register if they are 
“associated with individuals whose specific contributions to history can be identified and 
documented.”15 This criterion for the site is sufficiently well described and understood that it needs no 
further documentation or justification. However, the present exploration of significance in connection 
with the landscape expands the dimensions of the overall significance of the site, according to Criterion 
B, since the landscape at the site was primarily Saint-Gaudens’ creation. Nevertheless, Saint-Gaudens 
was not a landscape architect, and he designed no other grounds except for his own property at Aspet. 
Therefore, this aspect of association with Saint-Gaudens is more properly explored under the context 
of landscape design, which falls under Criterion C: Design/Construction and will be discussed later in 
this chapter.

Saint-Gaudens as an artist is nationally significant.
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Period of Significance

The period of significance for the site within this context and for Criterion B is 1885-1907, 
corresponding to the yèars of Saint-Gaudens’ residence and ownership of the site.

CONTEXT: ARTISTS’ COLONIES

Historic Context, ca. 1872-1930.

This section addresses the context of the Saint-Gaudens landscape as the leading example of a 
designed landscape located in one of the earliest and most important artists’ colonies in the United 
States. Augustus Saint-Gaudens was the first “colonist” in Cornish, and his presence seems to have 
been, in addition to the natural beauty of the town and surrounding countryside, the drawing card that 
attracted other artists, sculptors, and writers to the community.16

What might be described as the first artists’ colonies (defined here in the very broadest sense 
as groups of artists gathering together in a particular location to practice art) probably developed at 
the same time as the practice of painting out of doors. The earliest plein air painters in Europe were 
the artists of the Barbizon School, who, beginning about 1835, painted in the Forest of Fontainebleau 
and stayed in the town of Barbizon at the edge of the forest. Among the leaders of the group were 
Jean-François Millet and Théodore Rousseau, whose bam/studio is now the Musée de l’école de 
Barbizon. (Most of the artists stayed in a local inn, L’ancienne Auberge du Père Ganne.) Many 
American artists, including William Morris Hunt and George Innés, admired the Barbizon School 
painters and sought them out.17

The practice of painting out of doors was continued by the artists of the Impressionist School, 
who also worked at the Forest of Fontainebleau as well as at sites all along the Seine and at other 
forests and scenic areas in the environs of Paris. The Impressionists also frequently painted private 
gardens and public parks.18

By 1883, the leading Impressionist Claude Monet, after painting in Bougival, Argenteuil and 
Vétheuil near Paris, had settled in the village of Giverny in southern Normandy, where he remained 
until his death in 1926. Monet surrounded his house with a lily pond and gardens, now restored. 
Eventually, the town of Giverny and Monet’s house in particular became a pilgrimage point for both 
French and American artists, many of whom stayed at the Hôtel Baudy. Among the first American 
painters to visit Giverny were Willard Metcalf, Theodore Robinson, and Lilia Cabot Perry. Perry 
established a close friendship with Monet and spent many summers in Giverny, although she was also 
an early member of the artists’ colony in Dublin, New Hampshire. Although few other artists 
established homes near Monet in Giverny, the American painter William De Leftwich Dodge settled 
there, as did Frederick MacMonnies and his wife, the painter Mary Fairchild, who purchased an old 
monastery in Giverny in 1906 after renting it for several years.19
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It is difficult to pinpoint a time for the decline of artists’ colonies, but it probably coincided 
with the rise of nonrepresentational art, especially after World War II, in both the United States and 
Europe.

In the United States, as early as the 1840s, artists were drawn to the Hudson River Valley by 
its spectacular scenery. Many, such as Albert Bierstadt and Frederic E. Church, eventually settled 
there either year-round or seasonally. However, the Hudson River Valley is a very extended area, and 
there seems to have been no concentration of artists in any particular locality.20

Artists’ colonies -  in the sense of a concentrated settlement of artists in a single community - 
seem to have originated in this country in the last quarter of the 19th century. There are several 
contenders for the title of the “first” American artists’ colony, two of them located in New Hampshire: 
the Cornish Colony and the art colony at Dublin. Augustus Saint-Gaudens’ arrival in Cornish in 1885 
is generally considered the starting date of this colony, which will be discussed more thoroughly 
below.

The Dublin Art Colony is thought to have been launched in 1888 with the arrival of Abbott 
Handerson Thayer, who held art classes in his studio.21 Among the colonists at Dublin were painters 
Frank Weston Benson, George de Forest Brush (who also lived briefly at Cornish in the early years of 
that colony), Barry Faulkner, Rockwell Kent, John Singer Sargent, Margarita Pumpelly Smyth, Emma 
Beach Thayer, Alexander James (son of William James), and Aimée Lamb, as well as Lilia Cabot 
Perry, mentioned previously. The majority of the Dublin colonists seem to have come from Boston, 
whereas, at Cornish, New York City was the most frequent point of origin. At Dublin as at Cornish, 
there were sculptors and architects, in addition to a broadly academic and intellectual contingent, 
including writers, actresses, publishers, scientists, diplomats, and even the pioneer aviator Amelia 
Earhart. Many of the houses at Dublin were designed by distinguished turn-of-the-cenmry 
architectural firms such as Peabody and Stearns and Shepley, Rutan and Coolidge. Gardening may not 
have been as universally practiced in Dublin as at Cornish (many of the houses were located in heavily 
wooded areas), but the colony included five houses and gardens by Charles Platt, three of which are 
extant, and two gardens by Arthur Shurcliff. one of which is extant.22

Second only to Abbott Henderson Thayer as a leader of the Dublin colony was Joseph Linden 
Smith, a painter educated at the School of the Boston Museum of Fine Arts who was also a protégé of 
Professor Denman Ross of Harvard University’s Department of Fine Arts. In 1890, Smith bought a 
house on the south side of Dublin Lake, which he named “Loon Point.” In the early 1890s, he laid 
out a formal garden to the south of the house. Like the Saint-Gaudens and Stephen Parrish gardens in 
Cornish, the Loon Point garden was designed by its artist/owner, in this case with the help of his 
father Henry, a carpenter and horticulturalist. By 1903, Smith had built a new house from his own 
design and had also added two outdoor theatres to the property.23 According to Claude Moore Fuess, 
later headmaster of Phillips Academy, Andover, Massachusetts:

The king and queen o f the Dublin I knew were, by common consent. Joseph Lindon Smith and
his wife Corinna. They lived in a rambling house on Loon Point, the most desirable location on
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the lake, with lovely gardens, a picturesque outdoor theater, and facilities of every kind for the 
production of pageants.24

The south garden at Loon Point, as it appeared in 1902, is illustrated in Figure l .25

There were also at least two early artists’ colonies in New York state. One of these was 
Cragsmoor near Ellenville in Ulster County, which may have started as early as 1872, when painter 
Edward Lamson Henry and his wife first began spending summers in local boarding houses. In 1883, 
they built a summer home, which Henry designed himself incorporating architectural fragments from 
recently demolished houses in New York City. Even before that date, they had persuaded other 
artists, including Eliza Pratt Greatorex, Frederick S. Dellenbaugh (an amateur architect who ultimately 
designed many of the houses, the local library, and the Episcopal chapel at Cragsmoor), William 
Beard, and John G. Brown to come to the town. Slightly later members of the community included 
artists Charles Coutney Curran, Helen M. Turner, Edward B. Gay, and Arthur I. Keller. The summer 
residents even renamed the town, which was originally called Evansville. Cragsmoor also attracted 
artists and musicians, and Thornton Wilder is said to have written The Skin of Our Teeth there. By 
1928, on the eve of the Great Depression, the art colony at Cragsmoor was in decline.26

A colony somewhat similar to those in Dublin and Cragsmoor flourished in Arkville, New 
York in the Catskills between 1886 and 1930. Here a group of landscape painters, called the 
Pakatakan group, worked in the Barbizon tradition and built a cluster of summer residences and 
studios.27

In Dublin, Cornish, Cragsmoor, and Arkville, most of the colonists -  while they, like Saint- 
Gaudens, may have rented initially -  purchased or built summer homes. In southern Connecticut, 
there were several centers -  Cos Cob (part of Greenwich), Branchville (part of Ridgefield) and Old 
Lyme -  where artists came together on a somewhat more casual basis. These towns were within easy 
railroad communication of New York City. In Cos Cob and Old Lyme, there were boarding houses or 
small hotels that catered almost exclusively to artists, while, in Branchville, there was a friendly 
artist/host.

Impressionist painters J. Alden Weir and John Twachtman met in New York about 1878 and 
quickly became fast friends. In 1881, Weir and his brother, the artist John Ferguson Weir, joined 
Twachtman and his bride, the former Martha Scudder, on their honeymoon for a etching and painting 
trip in Holland. After he met his own future wife, Anna Baker, Weir bought land in the Adirondacks 
intending to build a summer home and studio there and encouraged Twachtman to consider settling on 
an adjoining property.28 Weir’s Adirondacks house seems never to have been built. Instead, in 1882, 
he purchased the old Beers farm in Branchville and, by 1885, had added a studio and caretaker’s 
cottage. Although his brother John was a frequent visitor in Weir’s first few years at the Branchville 
farm,-Twachtman did not immediately come to Weir Farm.29 In 1888, however, Twachtman leased a 
house near Weir's in Branchville, and the two again worked closely together experimenting with 
Weir’s new etching press.30 Numerous other artists came to Branchville over the years -  Albert 
Pinkham Ryder, Theodore Robinson, Childe Hassam, and Emil Carlsen -  but none bought property
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Figure 1. “Loon Point,” the Joseph Linden Smith Garden, Dublin, New Hampshire. 
Photograph, ca. 1902. (From Lowell, American Gardens, plate XVII.)
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there, and most seem to have been Weir’s house guests.31 Between 1897 and 1901, Weir held summer
32art classes at Branchville.

In 1886, Twachtman rented in Greenwich, only a short distance from Branchville. By 1890, 
when he purchased a country home in Cos Cob, he had become the nucleus of an art colony there. 
Unlike Weir and Saint-Gaudens and most other art colonists, Twachtman lived in Cos Cob year round 
and commuted to New York a few days a week to teach at the Art Students League. In the summers, 
he had a large group of students, also from the Art Students League; for at least two years in the early 
1890s, Weir taught with him. Most of the students and some visiting established artists stayed in local 
boarding houses and inns, especially one called Holley House, run by Edward and Josephine Holley. 
Childe Hassam and Theodore Robinson were among these visitors, although both sometimes stayed 
with the Twachtmans. Cos Cob also attracted a few writers, including Willa Cather.33

The art colony at Old Lyme, Connecticut is thought to have started in 1896 with the arrival of 
Clark Voorhees. In 1899, the Tonal landscape painter, Henry Ward Ranger, who was strongly 
influenced by the French Barbizon artists, came to Old Lyme in search of a “new Fontainebleau in 
Connecticut.”34 That summer, Ranger stayed at Miss Florence Griswold’s home, a late Georgian 
house on Old Lyme’s main street, which had previously been run as a finishing school. When he 
returned to New York, he recruited other artists to Old Lyme. In 1900, he was joined by several 
others, including Lewis Cohen, Alphonse Jongers, and William Howe. After the turn of the century, 
most of the Old Lyme painters, led by Childe Hassam, who arrived in 1903, turned to Impressionism. 
These included Willard Metcalf and Walter Griffin. Although some artists took up permanent 
residence in the town, the majority continued to stay at Miss Griswold’s place, where several old barns 
were converted to artists’ studios. The grounds also included flower and vegetable gardens and an 
apple orchard. (The colony even had its own baseball team.) During the most active years of the Old 
Lyme colony, Miss Griswold’s boarding house functioned as a kind of self-regulating academy: new 
boarders, who rarely included students, were accepted only on the recommendation of existing 
residents. In addition to classes, regular annual art exhibitions were held. The Old Lyme colony 
remained vital until about 1930.35

Another important art colony, run along somewhat different lines but still active today, was the 
MacDowell Colony in Peterborough, New Hampshire. This was founded by composer Edward 
MacDowell and his wife Marian MacDowell in 1907 on their 200-acre property. (The MacDowells 
had spent summers in Peterborough since 1891.) The first two residents that summer were Helen 
Farnsworth Mears, a sculptor, and Mary Mears, a writer. Edward MacDowell died the following 
year, but the colony was continued by his widow for another forty years and has been run up to the 
present by the Edward MacDowell Association, Inc. By 1937, it encompassed 42 buildings, most of 
them small detached studios.36 The MacDowell Colony was established “to promote the arts of music, 
literature and the drama, architecture, painting and sculpture and the other fine arts...”37 Today, more 
than 200 established artists, writers, musicians, etc. stay at the MacDowell Colony each year to work 
uninterruptedly in a tranquil environment. Residents have included Leonard Bernstein, James 
Baldwin, Milton Avery, Barbara Tuchman, Thornton Wilder, and Aaron Copeland.38 The MacDowell 
Colony differs from those discussed previously, since it was an institution planned by a couple and
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established on their own property to which artists apply for admission. (In this respect, it is similar to 
the Yaddo Colony established by Mr. and Mrs. Spencer Trask in Saratoga Springs, New York.) 
However, it is also a community with some continuity of membership, since artists frequently make 
many repeat visits. Although both the Saint-Gaudens National Historic Site and the Weir Farm 
National Historic Site now have artist-in-residence programs, these are not as extensive as the 
MacDowell Colony and are not the primary purpose of the sites.

There are other artists’ colonies in the northeastern part of the United States that may, upon 
further research, turn out to have parallels with Cornish. These include the artists and students who 
gathered at the Shinnecock Hills Summer School of Art on the eastern tip of Long Island, which was 
started by three summer residents (Mrs. William Hoyt, Mrs. Henry Kirke Porter, and Samuel L. 
Parrish) in 1891. William Merritt Chase, the noted Impressionist painter, directed the school for its 
first ten years. Although Chase himself had a house at Shinnecock, designed by McKim, Mead and 
White, it is unclear at present whether other artists built summer houses at Shinnecock. However, the 
founders of the school donated land for what was called Art Village, a cluster of studios and 
cottages. Painters began visiting Provincetown on the tip of Cape Cod some time in the 1890s, but it 
was not until the outbreak of World War I, when expatriate artists returned from Europe, that 
Provincetown began to flourish as an art colony and became familiarly known as an extension of 
Greenwich Village and a surrogate for the Left Bank in Paris.40 There were other summer painting 
schools on the North Shore of Massachusetts and in Newport, Rhode Island.

While New England and New York state seemed to have the greatest concentration of art 
colonies, New Mexico was another locus. This part of the country attracted artists interested in 
Indians and their activities as subjects, as well as the stark and brilliantly lit landscape of the 
southwest. In 1898, a group of painters, including Ernest L. Blumenschein, Oscar E. Berninghaus, E. 
Irving Couse, W. Herbert Dunton. Bert G. Phillips, and Joseph Henry Sharp, founded the Taos Art 
Colony. In 1912, they established the Taos Society of Artists.41 The Taos Colony went through 
several phases and is still active today. In the 1920s and 1930s, the Taos home of art patron Mabel 
Dodge Luhan became a center for artists, writers, musicians and social theorists/activists.42 In 1900, 
another art colony was established in Santa Fe. This group had a large and shifting membership, 
which from time to time included artists such as Marsden Hartley, Robert Henri and John Sloan who 
were also associated with New York City.43 By at least 1928, this center also attracted writers, 
including Carl Sandburg, whose Good Morning, America included “Santa Fe Sketches.”44

However, the northeastern art colonies discussed above -  Dublin, New Hampshire; 
Cragsmoor and Arkville, New York; Branchville, Cos Cob, and Old Lyme, Connecticut; and the 
MacDowell Colony, Peterborough, New Hampshire, which are all very completely documented -  
should be sufficient to establish context for Cornish. Cornish, begun in 1885, was probably the second 
American artists’ colony to be established, and Saint-Gaudens was its “first” artist/colonist. Although 
Dublin, Cragsmoor and Arkville, also settled permanent communities of single-family summer homes 
and studios, probably have the most in common with Cornish, the more loosely organized Connecticut 
colonies and the more structured MacDowell Colony filled the same need. At all of these places, 
artists lived and worked closely together in an informal setting, for the summer months or for part of
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the year, in exactly the same manner as those who inspired them: the French Barbizon School and 
Impressionist artists.

Of the art colonies described above, the homes of a number of the Dublin colonists are extant 
and listed in the Dublin Lake, Latin Quarter, and Dublin Village National Register Districts.45 No 
information is currently available about the National Register status of Cragsmoor, but photographs in 
a 1978 article in Antiques magazine show that several buildings remained in good condition at that 
time.46 The colony at Arkville, New York is on the National Register, as is Weir Farm, the 
Ridgefield, Connecticut home of J. Alden Weir.47 The Holley House, center of the Cos Cob an 
colony, is currently the headquarters of the Historical Society of Greenwich, Connecticut and is a 
National Landmark.48 John Henry Twachtman’s Cos Cob home, which is extant, although altered and 
with its acreage reduced, is not currently on the National Register.49 In 1970, the Old Lyme Historic 
District was formed to protect the central pan of the town. The district includes Miss Griswold’s 
boarding house and other buildings associated with the Old Lyme, Connecticut an colony.50 The 
MacDowell Colony in Peterborough, New Hampshire is a National Landmark.51 Whether the house 
and studio of William Merritt Chase and other structures associated with the an school at Shinnecock 
Hills. Long Island have survived and are on the National Register has not been ascertained. In Taos, 
New Mexico, there are two National Landmarks associated with the Taos An Colony. One is the 
home and studio of Ernest L. Blumenschein, cofounder of the Taos Art Colony, which was acquired 
by Blumenschein in 1919.52 The other is the home of art patron Mabel Dodge Luhan.53

Placing the Site Within This Context

As stated above, Saint-Gaudens was the first artist to come to Cornish, but he did not come 
with the intention of starting an art colony. He also never taught at Cornish. Cornish, in fact, seems 
to be the only art colony that did not feature art classes and/or regular exhibitions. Saint-Gaudens was 
at first a rather reluctant summer resident and, in 1885. rented Aspet only at the insistence of his 
wife.54 However, like those who followed him, Saint-Gaudens remained in the town because of the 
beauty of the scenery and the opportunity it gave him to work in an environment totally different from 
New York City. Saint-Gaudens, of course, did not sculpt out of doors, but the size of the property 
allowed him to have two studios, one for his personal use and a larger one for his assistants. The first 
assistants who accompanied Saint-Gaudens and his family to Cornish in 1885 were his brother Louis 
Saint-Gaudens, Phillip Martiny, and Frederick MacMonnies.55 On occasion, he would place 
monumental sculpture, like the Charles S. Parnell monument now in Dublin, out of doors in order to 
see how it would look in the open.56

The first summer colonist in Cornish was Saint-Gaudens’ friend and lawyer Charles C. 
Beaman, who, beginning about 1884, bought several farms, including Huggins’ Folly, later Aspet, 
which Saint-Gaudens rented and then bought. At the time of his death in 1900, Beaman owned close 
to 2,000 acres and had sold or rented many of his holdings to artists. It is unlikely that Beaman had in 
mind starting an artists’ colony either, but it was largely through his interest and generosity (accepting 
art in kind for rent, in the case of Saint-Gaudens and perhaps others) that it came about.57 In 1886, 
painters Thomas and Maria Dewing rented a cottage from Beaman. In the words of Saint-Gaudens:
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Mr. Dewing came. He saw. He remained. And from that event the colony developed....The 
year after...his intimate, Mr. Henry Oliver Walker, bought land, and the year after that Mr.
Walker’s friend. Mr. Charles A. Platt, joined him. Mr. Platt brought Mr. Stephen Parrish, and 
so on, until now there are many families. The circle has extended...

By 1905, there were about forty families representing most of the arts staying in Cornish 
seasonally and others who were in residence all year. These included: painters Everett Shinn, John 
White Alexander, Lucia Fairchild and Henry Brown Fuller, Edith Prellwitz, and Maxfield Parrish; 
sculptors Anne Parrish, Herbert Adams, James Earle Fraser, Helen Mears (one of the first two 
MacDowell colonists), and Frances Grimes; writers Louis Evan Shipman, Winston Churchill, Rose 
Standish Nichols, Herbert David Croly, and Frances Duncan; and musicians Arthur Whiting, Louise 
and Sidney Homer, and Otto Roth. Other arts and professions represented were: Ethel Barrymore, 
actress; Juliette Barrett Rublee, dancer; Homer Saint-Gaudens, art critic and museum director; Lydia 
Austin Parrish, music historian; John Blair, actor; Learned Hand, jurist; and Woodrow Wilson, 
President.59

By 1906, the gardens of the Cornish Colony were known to the general public through their 
publication in Guy Lowell’s American Gardens (1902) and Frances Duncan’s article, “The Gardens of 
Cornish,” published in The Century Magazine in 1906. This aspect of the Cornish Colony will be 
discussed more thoroughly below under the context of Landscape Design.60

At the present time, the Saint-Gaudens National Historic Site is the only Cornish Colony 
property on the National Register. However, a draft Multiple Property Documentation for the Cornish 
Colony in Cornish and Plainfield has been initiated by property owners in these towns and is currently 
being considered by the National Register of Historic Places. Under the procedure involved in a 
Multiple Property Documentation, only a cover sheet and selected properties need be proposed 
initially, but the process puts into place a framework, including the appropriate context, for ultimately 
adding other eligible properties. The time period for this proposed listing of properties is 1883 
through 1930. Five properties in Cornish and Plainfield have been included in this initial proposal: the 
Parrish/Gordon House (Northcote, garden by Stephen Parrish, under restoration); the Walker/White 
House (architect, Charles Platt, 1889-1890); the Whiting/Littell/Palmer House; the Slade/Bulkeley 
House (Dingleton House, house and garden by Charles Platt, 1904-1905); and the Croly/Newbold 
House (house and garden by Charles Platt, 1897, 1902, 1904).61 An 1898 photograph of the Stephen 
Parrish garden at Northcote is illustrated in Figure 2.62 However, there are numerous other Cornish 
Colony houses and gardens still extant that would certainly be eligible. These include Charles A. 
Platt’s own house and garden (1890-1912) and the Lazarus/Goodyear House (High Court, house, 
studio and garden by Charles Platt, 1890-1891, 1896, 1914).63 Landscape architect Ellen Shipman’s 
house remains, and at least the outlines of her landscaping are still there.

Criterion A: Event

The specific criterion that applies to the context of artists’ colonies is Criterion A: Event. As 
described in the Introduction above, properties may be placed on the National
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Figure 2. “Northcote,” the Stephen Parrish Garden, Cornish, New Hampshire. Photograph, 
1898. CFrom Lowell. American Gardens, plate LXXIX.)
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Register if they are associated with events that have made a significant contribution to the patterns of 
our history. The development of artists’ colonies in the United States is a broad pattern of events and 
not a specific event. The Saint-Gaudens landscape, as the first in what was one of the earliest artists’ 
colonies in the country, is significant under Criterion A. It falls under the general context of American 
artists’ colonies and under the specific context of the Cornish Colony.

The Saint-Gaudens landscape within this context has at least state and possibly national 
significance, as one of the first in a phenomenon that originated in the northeastern United States.

Period of Significance

For the Cornish Colony as a whole, the period of significance for this context, which falls 
under Criterion A, is 1885-1930. defined according to the time span that begins with Saint-Gaudens' 
arrival in Cornish and ends with the terminal date of the most active period of the colony.

For the Saint-Gaudens site specifically, the period of significance for this context is probably 
1885-1907, corresponding to Saint-Gaudens’ residence in Cornish. His widow, of course, continued 
to spend summers in Cornish until her own death in 1926. While Augusta Saint-Gaudens may have 
remained a symbolic focus of the Cornish Art Colony, her increasing deafness makes it unlikely that 
she played a very active role.64

CONTEXT: LANDSCAPE DESIGN

Historic Context, ca. 1880-ca. 1950

The Saint-Gaudens landscape can be assessed within the context of other American residential 
landscapes of its period, especially those that were also designed in the Italian Renaissance Revival or 
neo-Renaissance style, a dominant trend of the period.

Although the Saint-Gaudens garden and grounds are described in the current National Register 
form for the site, landscape architecture is not checked off as one of the areas of significance. 
(Architecture is not checked either.) According to National Register Bulletin No. 18. How to Evaluate 
and Nominate Designed Historic Landscapes: “ ...determining the relationship between an individual 
landscape and the historic development and practice of landscape architecture is an essential factor in 
determining significance....what is significant must be determined from its connection to the historic 
theme(s) it represents and in relationship to a group of similarly associated properties.”65

The Saint-Gaudens landscape as a whole and the garden in particular were an early example of 
a movement that became widespread around and after the turn of the century and that emphasized 
Italian-inspired grounds and gardens. Such landscapes usually had relatively formal gardens, terraces, 
etc. in the vicinity of the house but often included informal open fields and woods beyond. Hedges 
and poplars such as those at the Saint-Gaudens site were also frequently used. The formal, Italian type 
of garden represented a rejection of the residential landscape styles that had predominated in the mid-
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and late 19th century, including not only informal, pastoral, English-inspired landscapes of the type 
designed by Frederick Law Olmsted, Sr. but also the fussier, eclectic, gardenesque landscapes favored 
by many other designers during the same period.66

The leader of the new style of residential landscape design was artist and architect Charles 
Adams Platt, who, as noted earlier under artists’ colonies, had come to Cornish as a summer resident 
in 1889. Only a few years later, in 1894, Platt published the first illustrated book in English on Italian 
gardens, based on a tour taken with his brother William in 1892.67 Many other such books followed, 
including the better known volume by Edith Wharton, Italian Villas and Their Gardens, published in 
1904.68 Some of Platt’s earliest work in both architecture and garden design was done in Cornish, 
including his own house there, which was designed beginning in 1890. The garden took its final form 
after Platt’s 1892 trip to Italy.69 High Court, the Cornish house and garden of Miss Annie Lazarus, 
with a splendid hilltop site commanding wide views of Mount Ascutney and the surrounding 
countryside, was designed by Platt in 1889-1891.70 Outside Cornish, some of Platt’s most important 
early work was done in Brookline, Massachusetts, including Faulkner Farm, the Charles F. Sprague 
estate (garden only), designed in 1897-1898 and modelled in part after the early 17th-century garden of 
the Villa Gamberaia in Settignano in Tuscany. A plan of Faulkner Farm and a photograph of the 
garden as it appeared in 1902 are illustrated in Figures 3 and 4.71

Saint-Gaudens, of course, like most of the residents of the Cornish Colony, had travelled in 
Italy and could well have decided independently on an Italian model. It should also be emphasized that 
there is no evidence of any direct involvement by Platt in the Saint-Gaudens landscape.72 In fact, the 
Saint-Gaudens landscape is a much freer, looser interpretation of the prototype and is quite unlike 
Platt’s more axial, architectonic, and correct reworkings of the Italian model. Although Platt was the 
first designer to study the Italian garden in depth and probably the first to apply its principles of design 
with real understanding, he was not the first to design so-called “Italian” gardens. Much more loosely 
derived examples existed in the Boston area as early as the 1850s (The “Italian” or topiary garden at 
the H. H. Hunnewell estate, Wellesley, Massachusetts) and also in the early 1880s (Green Hill, the 
Isabella Stewart Gardner property, Brookline, Massachusetts).73 These two gardens are really part of 
the mid- and late 19th-century eclectic trend in residential design. Although there is no direct, linear, 
cause-and-effect relationship between Platt’s writings and designs and Saint-Gaudens’ grounds, Platt’s 
presence in Cornish and the fact that his earliest garden designs were almost contemporaneous with 
Saint-Gaudens’ development of his Cornish property reinforces Platt’s importance within the overall 
historic context of the Italian Renaissance Revival garden as it relates to the Saint-Gaudens site.

American residential landscape design in the early 20th century continued to be influenced by 
Platt’s book and by Platt’s actual gardens and landscapes, which were well published and, in the 
mature years of his career, increasingly dispersed over other parts of the country besides the northeast. 
In the first three decades of the 20th century, which Norman T. Newton has named the “Country Place 
Era,” the design of gardens and grounds of great extent for the very wealthy became a staple of the 
practice of the most successful landscape architects.74 In terms of style, the Italian garden remained 
the most popular source, but Italian-inspired gardens of the 1920s were frequently much more 
elaborate than Platt’s early work. Increasingly, also, landscape architects explored English
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Figure 3. Charles Platt, “Faulkner Farm,” Brookline, Massachusetts. Plan. Photograph, ca.
1902. (From Lowell, American Gardens.)
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Figure 4. “Faulkner Farm ,” Brookline, Massachusetts. Photograph, ca. 1902. (From 
Lowell, American Gardens, plate CV II.l.)
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Renaissance and French Renaissance and Baroque models in addition to the Italian. The pre-eminent 
practitioners of the period included Olmsted Brothers, James Greenleaf. and Vitale and Geiffert, as 
well as numerous architects who also designed gardens, such as John Russell Pope, Delano and 
Aldrich, and Carrère and Hastings. Most of the resort areas of the northeast, such as the Berkshire 
towns of Lenox and Stockbridge, Massachusetts included some large “country places,” but the greatest 
concentration was on the north shore of Long Island.75

Although the period of greatest popularity of the Italian Renaissance Revival garden was from 
ca. 1890-1930, it continued to be a frequently employed landscape design option until well into the 
1950s, especially on sites that already had a tradition of this style.

Placing the Site Within This Context

The importance of Saint-Gaudens’ garden was recognized early in its history. Even though Saint- 
Gaudens was reluctant to have his property published, it was featured during his lifetime in one major 
book and an influential article. The book was Guy Lowell’s American Gardens, published in 1902, 
from which most of the illustrations in this chapter are taken.76 Except for a general introduction by 
Lowell, the book has no text. Instead, it consists of 112 photographs of 64 gardens, mostly in the 
northeastern and Mid-Atlantic states with a few in the south. Index plans were also included for the 
central portions of the grounds. The Lowell book includes several early gardens, including Mount 
Vernon in Virginia, the Governor’s Garden in Milton, Massachusetts, and Shirley in Virginia, as well 
as a few mid-19th-century ones (H. H. Hunnewell, Wellesley and the Read garden in New Castle, 
Delaware). However, the emphasis is on gardens designed near the turn of the century; these 
probably represented what Lowell considered to be the most advanced trends in residential landscape 
design at the time of publication of the book.

Among gardens designed by landscape architects or architects, the practitioners most 
frequently represented in American Gardens were Platt (5), Wilson Eyre (5), Carrère and Hastings (4), 
and the Olmsted firm (3). Five gardens in Cornish were shown, among them -  besides the Saint- 
Gaudens property -  Platt’s garden; Northcôte, the Stephen Parrish garden; and Mastlands, the Nichols 
property, designed by Rose Standish Nichols.77 (Lowell’s book does not include the names of the 
owners of the properties; instead, they are usually identified by the name of the property itself or, in 
some cases, by the location only. For those gardens designed by professional landscape architects, 
designers’ names accompany the index plans.) Some of the gardens included in the Lowell book were 
very large scale, such as Bellefontaine in Lenox, Massachusetts by Carrère and Hastings, for example, 
while others were quite intimate. Of the more recent gardens illustrated, the majority reflected the 
influence of the Italian garden.

In 1906, Saint-Gaudens’ garden was again published, this time in an article in Century 
Magazine by Frances Duncan on the gardens of Cornish.78 At his own request, the Saint-Gaudens 
property was given light treatment and is represented by one photograph showing the Lombardy 
poplars at the corners of the piazza and a brief discussion of the poplars. Other Cornish gardens 
discussed and illustrated in the article were those of Charles Platt, Henry O. Walker, Stephen Parrish,
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Maxfield Parrish, High Court (then owned by Norman Hapgood), Thomas and Maria Dewing, Louis 
and Ellen Shipman, Kenyon Cox, Rose Standish Nichols, Herbert Croly, and Miss Frances C. 
Houston. Most of these gardens, like Saint-Gaudens’, were designed by their owners, with the 
exception of those by Platt. Duncan’s discussion of Cornish and its gardens is thorough and 
perceptive, and her inclusion of the Saint-Gaudens property places it firmly within the context of 
Cornish gardens at what was probably the height of their development.

Ellen Shipman’s redesign of the Saint-Gaudens garden for the Trustees of the Augustus Saint- 
Gaudens Memorial in 1928 and her revision of the middle terrace in the 1940s did not compromise the 
original Saint-Gaudens concept, although it definitely constituted a change. By the time the Trustees 
assumed stewardship, simplifying the garden in order to make it less maintenance-intensive had 
become imperative. Shipman did this by eliminating the six narrow beds of flowers on the lower 
terrace.79 Ellen Shipman (1869-1950) was a Cornish summer resident and an early disciple of Charles 
Platt, whose eye had been caught by her ability at drawing. Platt took her on as an assistant to help 
with his planting plans, and she later developed a distinguished independent career. In the 1940s, 
she became a Trustee of the Augustus Saint-Gaudens Memorial.

The most important of Shipman's later designs is Longue Vue in New Orleans, Louisiana, 
begun in 1935.81 In 1929, at almost the same time that she was redesigning the Saint-Gaudens garden, 
Shipman prepared two drawings for the English Garden at Stan Hywet Hall, the Seiberling estate in 
Akron, Ohio: a shrub planting plan and a perennial planting plan. The English Garden at Stan Hywet, 
which was restored two years ago, is a self-contained walled space within a larger landscape designed 
by Warren Manning. There are some parallels with the Saint-Gaudens project, because the Seiberling 
English Garden project was also a redesign, in which Shipman’s input was limited to planting plans. 
In this case, she did not even change the configuration of the beds. In 1915, Warren Manning 
designed the walled enclosure, the arrangement of planting beds, and his own planting design. When 
Mrs. Seiberling wanted a change in 1928, Manning recommended Ellen Shipman. In Manning’s 
words: “I should be pleased to have you call in Mrs. Ellen Shipman for this garden as I consider her 
one of the best, if not the very best Flower Garden Maker in America.”82 The perennial planting plan 
for Stan Hywet is very similar to that for Saint-Gaudens.

Some important Shipman gardens are open to the public, but it is difficult at present to evaluate 
the full range of her work or to determine how many of her gardens are still extant. A monograph on 
Shipman’s life and work by historian Judith Tankard will be published shortly, but no comprehensive 
overview of her career is in print as of this date (1996).83 In addition to her own Cornish property, 
already mentioned, and the redesign of the Saint-Gaudens garden, Shipman seems to have designed 
only two other gardens in New Hampshire: one for A. Conger Goodyear in Cornish, possibly a 
revision to High Court, and one for Lyman Dyer in Oxford. However, she designed about 44 gardens 
in Massachusetts, although some may have been only projects.84 We have visited one Shipman garden 
in Brookline, Massachusetts, which is largely intact although the planting has not been maintained, and 
have also seen another Shipman garden in Milton, Massachusetts, which is in excellent condition, 
although Shipman’s perennial plantings have disappeared. There are also major gardens by Shipman in
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the mid-Atlantic area. One of these, “The Causeway” in Washington, D.C., was designed in 1914- 
1916 for a house by Charles Platt (Figure 5).85

The history of the Saint-Gaudens landscape has been the chief subject of Volume I of the 
Cultural Landscape Report, and it would be superfluous to repeat it.86

Criterion C: Design/Construction

The Saint-Gaudens landscape appears to be eligible for the National Register under Criterion 
C: Design/Construction. As demonstrated above, it “embodies the definitive characteristics of a type, 
period, or method of construction,” that is, residential landscape design in the Italian Renaissance 
Revival style.87 It is an important example of this style. „„

The Saint-Gaudens landscape within this context has at least state significance.

Period of Significance

The primary period of significance for this context, which falls under Criterion C, is 1885- 
1907, corresponding to Saint-Gaudens’ residence at the site. The secondary period of significance is 
1919-ca. 1948, the beginning date of which corresponds to the founding of the Saint-Gaudens 
Memorial during Augusta Saint-Gaudens’ lifetime. Ellen Shipman appears to have been actively 
involved as a Trustee, if not as a designer, at the Saint-Gaudens property until close to the end of her 
life in 1950. The birch allée, even though it was constructed some time between 1948 and 1950. still 
falls within the general framework of the Italian-inspired garden and therefore should be considered as 
a feature within this period of significance. Under Criteria Consideration G, properties that have 
continued to achieve significance within the last fifty years, as well as those that have initially achieved 
significance in that period, are eligible only if they are of exceptional importance. However, in the 
case of the Saint-Gaudens site, ca. 1948 is a much more logical end date for the secondary period of 
significance under Criterion C than 1946. Since this date is only two years distant from the 
publication year of this report, it is recommended that Criteria Consideration G be overridden to this 
minor extent.

CONTEXT: HISTORIC PRESERVATION 

Historic Context, ca. 1882-ca. 1965

Beginning in the late 19th century, a number of homes of literary, artistic and cultural figures 
were preserved by family groups or small private preservation associations. These kinds of groups and 
their activities should probably be distinguished from the efforts to preserve homes of former 
presidents and other political/historical figures, i.e., the associations involved at Mount Vernon and 
Monticello. Although the goal of both kinds of groups was to preserve a home as a “memorial” to a 
famous individual and although both were active in preserving buildings and gardens, there are 
important distinctions between preserving the memory of a president and that of a literary or artistic
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Figure 5. Ellen Shipman, “The Causeway,” Washington, D .C., 1914-1915. Photograph.
(From House and Garden’s Book of Gardens. 1921, page 81.)
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figure. The motivation in the first case is primarily patriotic, while, in the case of artists or writers, a 
cultural legacy is the first concern. Both activities, however, are part of the development of the
historic preservation movement in the United States, which is the context for this aspect of the history

r 88 of the Saint-Gaudens landscape.

In the late 19th and early 20th centuries, numerous “memorial” societies were established to 
commemorate the lives and works of various authors, artists, etc. In New England alone, there were 
many such societies, the majority dedicated to preserving sites associated with literary figures. For 
example, James Greenleaf Whittier and Henry Wadsworth Longfellow were each commemorated by 
two such sites: a birthplace or boyhood home and an additional locale associated with the mature life of 
each poet. One of the earliest of these sites to be founded was the James Greenleaf Whittier Birthplace 
or the Whittier Family Homestead in Haverhill, Massachusetts, established by the Haverhill Whittier 
Club in 1885, when Whittier was still alive, and opened to the public in 1893, a year after his death. 
This site was not only Greenleaf s birthplace and boyhood home but was also the setting for such 
famous poems as “Snow-Bound.”89 In addition, Whittier’s home in Amesbury, Massachusetts, where 
he lived for a large part of his adult life, has been a museum since 1903.90 Similarly, the Wadsworth- 
Longfellow House in Portland, Maine, the boyhood home of Henry Wadsworth Longfellow, was 
founded ca. 1905.91 However, in 1882, the year of Longfellow’s death, the Longfellow Memorial 
Association in Cambridge, Massachusetts was founded. Longfellow’s home on Brattle Street was 
preserved by this group and is now the Longfellow National Historic Site. In addition, the property 
has important Revolutionary War associations and is a supreme example of the architecture of its 
period. The Longfellow Memorial Association was also responsible for Longfellow Park on the 
opposite side of Brattle Street from the Longfellow site.92

Similarly, in 1907 in Portsmouth, New Hampshire, a group of citizens formed the Thomas 
Bailey Aldrich Memorial and raised $10,000 to purchase the author’s boyhood home, which was also 
the setting for his autobiographical work, The Story of a Bad Bov. In addition, the group enlisted the 
help of Aldrich’s son in finding furnishings that would match the descriptions in the book. William 
Sumner Appleton, founder of the Society for the Preservation of New England Antiquities, described 
the Aldrich Memorial as “about the most successful period house in America.”93

Other early “memorial" sites in New England associated with literary figures are as follows: 
Orchard House, Concord, Massachusetts, the home of Louisa May Alcott and her family, established 
by the Louisa May Alcott Memorial Association, 1911; the Ralph Waldo Emerson House, Concord, 
Massachusetts, established by the Ralph Waldo Emerson Memorial Association in 1930; The Old 
Manse, home of Nathaniel Hawthorne, also in Concord, Massachusetts, founded in 1933 and now 
owned by the Trustees of Reservations; the Mark Twain Memorial in Hartford, Connecticut, founded 
in 1929; the William Cullen Bryant Homestead in Cummington. Massachusetts, founded in 1928 (now 
owned by the Trustees of Reservations); Rokeby, the ancestral estate of Rowland Evans Robinson. 
Ferrisburgh. Vermont, established by the Rowland Evans Robinson Memorial Association in 1962; 
and the Sarah Orne Jewett House in South Berwick, Maine, now owned by the Society for the 
Preservation of New England Antiquities but founded in 1931 by a private group.94
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In addition to the Saint-Gaudens National Historic Site and the Longfellow National Historic 
Site, there are other sites within the National Park system with similar origins. These include the 
Adams National Historic Site in Quincy, Massachusetts, the Vanderbilt Mansion National Historic Site 
in Hyde Park, New York (a borderline case), and the Edison National Historic Site in West Orange, 
New Jersey, all three of which were initially preserved through the efforts of descendants and family 
members. One of the earliest of such family associations, however, was the Fairbanks Family in 
America, which in 1904 purchased the Fairbanks House in Dedham, Massachusetts.95 The core of this 
building dates from 1636 and is probably the oldest wooden structure extant in the United States.

In 1927, after the death of Brooks Adams, the family formed the Adams Memorial Society in 
order to open the Old House and library as an educational and civic center. This Society managed the 
property until 1946, when it was transferred to the United States government as part of the Adams 
National Historic Site.96

In 1939, Mrs. James Van Alen. niece of Frederick W. Vanderbilt offered his estate in Hyde 
Park, New York, now the Vanderbilt Mansion National Historic Site, to the United States government 
as a memorial to her uncle, but Vanderbilt was neither a politician nor a cultural figure.97 The case of 
the Edison National Historic Site is rather complicated and probably only tangentially related to the 
Saint-Gaudens site. After the death of Thomas A. Edison in 1931, the factories of Thomas A. Edison, 
Inc. remained active under the leadership of his son, Charles, although the laboratory complex was 
closed. Beginning in 1935, the Historical Research Department of Thomas A. Edison, Inc. catalogued 
the books in Edison’s library and the artifact collection associated with his inventions, as well as 
organizing a very large archive, which included photographs. The Thomas Alva Edison Foundation 
was formed in 1946, with one of its chief purposes the opening of the Edison Museum at the 
laboratory site, which occurred in 1948. The Foundation continued to manage the museum until 1956, 
when the process of transfer to the federal government began.

In contrast to the many literary figures whose homes were preserved by such associations 
beginning as early as the late 19th century, the preservation of the homes and studios of artists appears 
to be a more recent phenomenon. The Augustus Saint-Gaudens Memorial, founded in 1919, was 
probably the earliest such association devoted to an artist. Although the two sites have much in 
common, Chesterwood, the home and studio of Daniel Chester French in Stockbridge, Massachusetts 
was not opened to the public until 1955, more than two decades after French’s death. The site was 
then administered by the Trustees of Reservations. In 1962 its administration was transferred to the 
Daniel Chester French Foundation. The 1955 opening of the site (gardens and studio only) was 
initiated by Margaret French Cresson, the sculptor’s daughter and a sculptor herself, as a memorial to 
her father. Since 1969, the property has been owned and operated by the National Trust for Historic 
Preservation. In 1974, the year after Mrs. Cresson’s death, the residence was also opened to the 
public. The garden at Chesterwood is still largely intact and is illustrated in an early 20th-century

99photograph in Figure 6.

In the area of music, there are few such organizations, but the MacDowell Colony is probably 
a part of this context as well as the art colonies context. The National Register/National Landmark
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Figure 6. “Chesterwood,” the Daniel Chester French Garden, Stockbridge, Massachusetts. 
Photograph, ca. 1902. (From Lowell, American Gardens, plate LXXXIV.l.)
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form for this site states: “The MacDowell Colony at Peterborough, New Hampshire, was established 
in 1908 as a living memorial to Edward MacDowell and since that time has become known 
internationally as a retreat where men and women gifted in the arts enjoy ideal conditions for creative 
work....Over the years, more than one thousand artists...have been selected as Fellows of the 
MacDowell Colony and thirty Pulitzer Prize-winning works have been carried forward in its 
studios.” In the course of their histories, there have been members who have served on the boards 
of both the MacDowell Colony and the Augustus Saint-Gaudens Memorial.101 A property associated 
with a performer, in this case an opera singer, is the Lilian Nordica Homestead in Farmington, Maine, 
established by the Nordica Memorial Association, Inc. in 1927.102

It is likely that all of the sites described above are on the National Register but probably 
chiefly for their association with the writers, artists, etc. and not for historic preservation 
(conservation). National Register forms have been requested for the Whittier Family Homestead, the 
Whittier Home, the Longfellow National Historic Site, Orchard House, the Ralph Waldo Emerson 
House, the William Cullen Bryant Homestead, the Adams National Historic Site, and Chesterwood, all 
in Massachusetts.’ Five of these forms have been received from the Massachusetts Historical 
Commission: the Whittier Family Homestead (Birthplace), Haverhill; the Whittier Home, Amesbury; 
Orchard House, Concord; the Ralph Waldo Emerson House, Concord; and Chesterwood in 
Stockbridge. Most of these forms were prepared in 1961 and updated in 1974. For three of the four 
literary sites, literature is the only area of significance checked off. For the John Greenleaf Whittier 
Birthplace in Haverhill, architecture is checked off as well. (The house was built in 1688.) For 
Chesterwood, this part of the form has not been completed. Although all of the forms mention the 
memorial groups in the Statement of Significance section, none of them describe the groups as 
particularly important. Historic preservation as a theme is not identified in any of the statements.03

Placing the Site Within This Context

After the death of Augustus Saint-Gaudens in August 1907, his widow Augusta made only 
minor changes to the landscape. However, the most important of her activities and the one most 
relevant to the eventual establishment of the Augustus Saint-Gaudens Memorial had nothing to do with 
the grounds but occurred as a result of the retrospective memorial exhibition of Saint-Gaudens’ work 
that opened at the Metropolitan Museum of Art in New York City in April 1908 and then travelled to 
several other cities. As the casts that were part of the travelling exhibition returned to Cornish, 
Augusta gradually turned the studios into museums of her husband’s sculpture. In 1913, as part of her 
effort to honor Saint-Gaudens and his work, she commissioned William M. Kendall of McKim, Mead 
and White to make plans for a permanent temple on the grounds similar to the staff stage set used in 
the 1905 “Masque of the Golden Bowl.” In 1914, this was completed and Saint-Gaudens’ ashes were 
interred there.1 4 At some point between 1917 and 1927 Augusta had the Caretaker’s Cottage erected. 
This structure is probably a variant of the Stanhope model sold by Aladdin Homes and may be the only 
such early prefabricated dwelling in New Hampshire.105

In 1919, after an unsuccessful attempt to have the State of New Hampshire make the site a 
state memorial, Augusta established a private corporation, the Augustus Saint-Gaudens Memorial, to
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preserve the buildings, land, and works of art at Aspet. In 1921, she transferred the site, buildings, 
and 22 acres of land to the corporation but retained lifetime use of the Main House. She continued to 
occupy the house in the summer until her death in 1926.106 A stipulation of Augusta’s gift was that a 
$100,000 endowment be raised, which was achieved in 1933. Besides preserving the buildings, 
grounds, and works of art at Aspet, the primary objective of the Trustees from the outset was an 
educational one: to assist in the education of young sculptors and to interpret the Saint-Gaudens 
sculptures to the general public and especially to school children.107

The first trustees of the Augustus Saint-Gaudens Memorial were Augusta Saint-Gaudens. 
Herbert Adams, Frederick Julian Stimson, Charles A. Platt, Philip H. Faulkner, and George Baxter 
Upham. Charles A. Platt served as President from 1919 until 1933. In addition to the trustees listed 
above, a few others are described as founders: Robert W. DeForest, Charles D. Norton, and Homer 
Saint-Gaudens. A list of the Trustees of the Augustus Saint-Gaudens Memorial from 1919 until 
1982, taken from John Dryfhout’s The Work of Augustus Saint-Gaudens is reproduced as Appendix B. 
Dates of tenure are given only for Presidents of the Memorial.

Platt was succeeded as President by Herbert Adams (1933-1945), Horace Brown (1945-1949), 
Henry Hope Reed (1949-1951), William Platt (1951-1977), and Charles A. Platt (1977-[ 1992?]).109

For the first 27 years of the Memorial, its day-to-day management was the responsibility of 
Mrs. Ida Metz Reed, who was connected with the site for forty years: she came in 1906 as a secretary 
to help Saint-Gaudens with his Reminiscences: she stayed on to work for Augusta; and in 1919 she 
was made Assistant Director of the Memorial, a position she held until her retirement in 1946.110 No 
one at this time held the title of Curator. There is a relative paucity of documentation for the activities 
of the Trustees during this period; this probably reflects the fact that the fire that destroyed the Studio 
of the Caryatids on June 6. 1944 probably started in Mrs. Reed’s office.111 Mrs. Reed was succeeded 
by Will and Buckner Hollingsworth, who functioned as Cocurators, although they did not hold that 
title. Buckner (Mrs. Hollingsworth), who played a particularly active role in bringing the Memorial 
out of its post-World War II doldrums, held the relatively modest title of Assistant Secretary. In 1956, 
the Hollingsworths left and were succeeded by Roger and Clarissa Palmer.112 The Palmers were in 
turn succeeded by Frank O. Spinney, who was given the title of Curator by the Memorial. Mr. and 
Mrs. Spinney also lived in Aspet in the visitor season. They remained until the National Park Service 
assumed ownership of the site in the fall of 1965.113

The placement of monumental sculpture outdoors on the site began during the tenure of the 
Hollingsworths, but it is difficult to interpret this as a deliberate shift in policy on their part or on the 
part of the then Trustees. In 1948. the Trustees voted to place the plaster of the seated Lincoln, 
already at the site, in the enclosure now occupied by the Adams Memorial. The other two monumental 
pieces -  the original bluestone base of the Farragut and the Shaw Memorial plaster - were both offered 
to the Memorial in the late 1940s as well. The Shaw, a gift from the Albright-Knox Art Gallery in 
Buffalo, was not exhibited out of doors until 1959.114 The conversion of two outbuildings for museum 
purposes also occurred during the Hollingsworth’s tenure (1946), but this was in response to the fire 
that destroyed the Studio of the Caryatids and also did not constitute a policy shift.115 John
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Worthington Ames, Sr., who, like Ellen Shinman, was a Trustee of the Augustus Saint-Gaudens 
Memorial, was the architect for the conversion.116

Similarly, it is difficult to assess the impact of the Augustus Saint-Gaudens Memorial on the 
town of Cornish, the state of New Hampshire, or the region. At the beginning of the Memorial, the 
majority of the Trustees seem to have been drawn from the Cornish Colony, which was still an 
ongoing and vital group. However, these were summer residents, and it is not easy to judge what their 
relationship might have been with year-round residents. Part of the original mission of the Memorial, 
however, was to provide programs and interpretation for school children, who must have come from 
Cornish or towns not too far away. To judge from the list in Appendix B, there have always been 
numerous artists, sculptors and architects, most of them summer residents, among the Trustees. The 
Platt family is represented by three generations of architects and the wife of one of them (Mrs. William 
Platt). Art historians and museum directors appear on the board throughout the history of the 
Memorial; these have included Homer Saint-Gaudens, Robert W. DeForest, Henry Hope Reed, Bartlett 
Hayes, and John Wilmerding. Several Beamans have been on the board, and the members of this 
family, descended from the non-artist founder of the Cornish Colony, were also generous donors of 
land. In addition to being Assistant Director of the Memorial, Mrs. Reed was a Trustee. In general, 
particularly in more recent years, the composition of the Trustees of the Augustus Saint-Gaudens 
Memorial seems to have reflected the artistic and an historical communities, rather than geographical 
communities. This does not mean that the Trustees did not consider it important to reach out to 
Cornish and other nearby towns.

Criterion A: Event

The criterion that applies to the context of historic preservation, specifically to the 
development of memorial organizations associated with cultural leaders, is Criterion A: Event. As was 
demonstrated by the discussion of general context above, numerous such organizations, which 
preserved a variety of historic houses and other properties associated with writers, musicians, artists, 
families, etc., were formed in the late 19th and early 20th centuries, especially in the northeastern part 
of the nation. The development of these organizations is a broad pattern of events that has made a 
significant contribution to the patterns of our history.

The Saint-Gaudens landscape within this context has local and possibly state significance as 
one example of a phenomenon that was widespread in the northeastern United States. As a follow-up 
to our initial study of the historic preservation context of the Saint-Gaudens landscape, the New 
Hampshire State Historic Preservation Officer and the National Park Service are currently developing 
this context further for the State of New Hampshire. This project, which is being carried out under a 
cooperative agreement, is not yet complete.117 In addition, the Trustees of the Augustus Saint- 
Gaudens Memorial have been drawn from artists, art historians, patrons, etc. in New England and 
New York, some of whom had personal ties with Cornish while others did not. For many years, the 
Saint-Gaudens Memorial was the only such organization devoted to perpetuating the memory and work 
of an artist or sculptor (as opposed to a literary figure) and was thus able to serve as the sole focus for
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the energies of individuals who represented these constituencies. Information is lacking at present 
about whether the activities of the Augustus Saint-Gaudens Memorial had a wider influence.

Period of Significance

The period of significance for this context, which falls under Criterion A, is 1919- ca. 1948, 
the beginning date of which corresponds to the founding of the Augustus Saint-Gaudens Memorial 
Association during Augusta Saint-Gaudens’ lifetime. As noted under the Landscape Design context, 
the property as a whole probably does not meet Criteria Consideration G, and thus the end date chosen 
is ca. 1948, to comply with the fifty-year rule, but extended two additional years. In 1944, when the 
Studio of the Caryatids was destroyed by fire, the Trustees of the Augustus Saint-Gaudens Memorial 
had little money and the nation was still at war. By 1948, they had been able to complete the 
conversion of two former outbuildings for gallery purposes, including an entrance circle to 
accommodate the newly acquired Farragut base. The memorialization aspect of the historic 
preservation movement, which constitutes this context, was still active into the early 1960s.
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CONCLUSION

Four contexts have been examined in the course of this chapter: painting and sculpture; artists’ 
colonies; landscape design; and historic preservation.

Painting and Sculpture: The site has already been determined to be significant within the 
context of art. The level of significance is national, and the period of significance corresponds to 
Saint-Gaudens’ years in Cornish, 1885-1907. The applicable National Register Criterion is B: 
Person.

Artists’ Colonies: The site appears to be significant within the context of artists’ colonies, as 
the first residential landscape in one of the first such colonies, which were an important phenomenon in 
the late 19th and early 20th centuries. The level of significance would be at least state and possibly 
national, and the period of significance for the site would be 1885-1907, corresponding to Saint- 
Gaudens’ residence in Cornish. For the Cornish Colony as a whole, however, the period of 
significance would be 1885-1930, the terminal date corresponding to the end of the most active period 
of the colony. The applicable National Register Criterion is A: Event.

Landscape Design: The site appears to be significant within the context of landscape design as 
an important example of a residential landscape design in the Italian Renaissance Revival style, which 
was widespread in this country in the late 19th and early 20th centuries. The level of significance 
would be at least state. The primary period of significance for this context would be 1885-1907, 
corresponding to Saint-Gaudens’ residence in Cornish. The secondary period of significance would be 
1919- ca. 1948, the beginning date corresponding to the founding of the Augustus Saint-Gaudens 
Memorial. The maintenance of the grounds by the Trustees of the Memorial and the redesign of the 
garden by Ellen Shipman respected Saint-Gaudens’ Italian Renaissance Revival landscape, a style that 
remained in fashion into the late 1940s. The appropriate National Register Criterion is C: 
Design/Construction.

Historic Preservation: The site appears to be significant within the context of the evolution of 
historic preservation in this country, especially the development of memorial organizations associated 
with cultural leaders. The level of significance is local and possibly state. The period of significance 
would be 1919- ca. 1948 for the same reasons as those given for the secondary period of significance 
under landscape design. (Two other logical cut-off dates might be 1962, when the Advisory Board on 
National Parks, Historic Sites and Buildings designated the site as being of exceptional value 
[historical, painting and sculpture/fme arts], making it eligible to be added to the National Park 
System, or 1965, when it actually was brought into the National Park System. However, these dates 
would extend the period of significance into a period only thirty years or so in the past, thus totally 
ignoring the fifty-year rule, which is probably not justified.) The appropriate National Register 
Criterion is A: Event.
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June 1987).

We have had numerous conversations about Shipman with both Tankard and Krall.

84 Information from Judith Tankard, based on the records of the Shipman Collection at Cornell.

According to the late Dorothy May Anderson, who assisted Ellen Shipman between 1929 and 1931 in 
both Cornish and New York. Shipman did many small garden jobs in Cornish, often without a fee. (Telephone 
interview, Dorothy May Anderson with Cynthia Zaitzevsky, February 2, 1992.)

85 “Variety of Form and Abundance o f Bloom within a Small Area, The Garden o f Mrs. Henry V. 
Greenough, Brookline, Massachusetts, Ellen Shipman, Landscape Architect.” House Beautiful. Vol. 69, no. 3 
(March 1931) 259-262; Ethel B. Power, “A Blue-Ribbon Garden, The Garden o f Mrs. Holden McGinley in 
Milton, Massachusetts," House Beautiful. Vol. 73, no. 3 (March 1933), 86-89, 118-119.

“The Causeway,” the James Parmelee Garden, is located at 3100 McComb Street, Washington. D.C. and 
is now the Washington International School. In 1911, Platt designed a house (extant) for Parmelee. In 1914- 
1916, Ellen Shipman designed a small flower garden for the property and, in 1921. a wild garden. The plantings 
in both o f these gardens are now greatly reduced, and some o f the wall surrounding the flower garden appears to 
have been removed. For the Parmelee Garden, see Richardson Wright, ed.. House & Garden’s Book of Gardens 
(New York: Cond6 Nast & Company, 1921), 81.

In July 1994, Zaitzevsky visited “The Causeway," as well as “Chatham Manor.” the Devore estate in 
Fredericksburg, Virginia, for which Shipman designed a large flower garden in 1924. The original house, which 
still stands, was built in 1771 and served as the headquarters o f Union commanders during the Civil War. 
Chatham Manor is now within the Fredericksburg and Spotsylvania County Battlefield National Military Park. In 
the early 1980s, the National Park Service restored this garden, apparently using the original Shipman drawings. 
For Chatham Manor, see Adaline D. Piper, “The Charm o f Chatham: An Historic Mansion o f the South 
Recently Restored,” The House Beautiful. Vol. LIX, no. iv (April 1926), 430-441 and Edith Tunis Sale, ed., 
Historic Gardens o f Virginia Compiled by the James River Garden Club (Richmond, Virginia: The William Byrd 
Press. Inc., 1930), 172-175.

86
Pressley and Zaitzevsky, Saint-Gaudens National Historic Site: Cultural Landscape Report. Chapters

1-IV.

87 National Register Bulletin No. 15, 17-20.
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88 The historic preservation movement, as it applies to this aspect o f the landscape o f the Saint-Gaudens 
National Historic Site, falls within the thematic framework established by the National Park Service at the Theme 
level (Historic Preservation), the Subtheme level (Regional Efforts, New England. 1860-1900). and the Facet 
level (Private Historical Societies), except that the chronological boundaries should be expanded to extend into the 
20th century. (See History and Preservation in the National Park System. 1-22.)

This hierarchy was drawn from the three volumes by Charles Hosmer, the first two o f which are directly 
applicable to this project. See Charles B. Hosmer, Jr., Presence of the Past: A History of the Preservation 
Movement in the United States before Williamsburg (New York: G. P. Putnam’s Sons, 1965) and Hosmer, 
Preservation Comes o f Age: From Williamsburg to the National Trust. 1926-1949 (Charlottesville. Virginia: 
The University Press o f  Virginia, 1981), Volume I.

In his discussion o f New England’s private preservation efforts, Hosmer touches upon but does not 
elaborate on the theme of the cultural "memorial” efforts that are the subject o f this section o f our report. See 
Hosmer, Presence o f  the Past. Chapter V, “New England, the Home of Militant Private Preservation 
Organizations,” 102-122. This chapter deals with such things as the preservation o f the Old South Church in 
Boston in 1876 and the Old State House in Hartford, Connecticut. In Preservation Comes o f Age. Volume I, 
Chapter 4, “Preservation Associations,” 183-227, Hosmer discusses early historical societies that preserved a 
single building, usually as a museum or headquarters. Among the earliest and most important of these efforts 
were those by the Thomas Jefferson Memorial Foundation, which purchased Monticello in Charlottesville, 
Virginia in 1923, and the Robert E. Lee Memorial Foundation, which purchased Stratford Hall in Virginia in 
1931. In New England, the Gore Place Society purchased the Governor Christopher Gore Mansion in Waltham, 
Massachusetts in 1935.

89 Brochure from the Whittier Family Homestead. 305 Whittier Road. Haverhill. Massachusetts. The 
brochure states that, even before it was opened to the public in 1893, the homestead became a site for visits “by 
legions o f pilgrims,” especially after the publication of “Snow-Bound" in 1866.

90 R. R. Bowker, The Official Museum Directory (American Association o f Museums: 1993), 403; 
Brochure for the Whittier Family Homestead, Haverhill. The Whittier Home in Amesbury is owned and 
maintained by the Whittier Home Association.

91 Ibid.. 380. I am grateful to Prof. Margaret Henderson Floyd o f Tufts University, author of a 
forthcoming monograph on architect Alexander Wadsworth Longfellow, for information on the Wadsworth- 
Longfellow House.

92 Winthrop S. Scudder, The Longfellow Memorial Association 1882-1922. An Historical Sketch 
(Cambridge, Massachusetts: Printed by the Association, 1922).
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93 Hosmer, Presence o f the Past. 115. The Appleton quotation cited by Hosmer is from William Sumner 
Appleton, “Destruction and Preservation." An and Archaeology. Vol. VIII (May 1919), 164.

04
Bowker, The Official Museum Directory. 417-418. 949, and 381.

95 Hosmer, Presence o f the Past. 115-118.

96 Wilhemina Harris, Furnishings R econ o f the Old House. (National Park Service: 1961), Vol. I, 170- 
172.

97
Hosmer. Preservation Comes of Age. Volume I, 675-680.

98
Edison National Historic Site Collection Management Plan (ca. 19907), Chapter I, “History of the 

Collections,'’ 13-21.

99
Official Museum Directory. 443; Information from Chesterwood; Lowell, ed., American Gardens. 

Plate LXXXIII. 1.

100
“National Register o f  Historic Places, Inventory-Nomination Form for the MacDowell Colony," np. 

An. music and literature are the only areas o f  significance checked o ff on this form.

101 Information from the MacDowell Colony.

102
Official Museum Directory. 373.

103 “National Register o f Historic Places Inventory-Nomination Form for the John Greenleaf Whittier 
Birthplace, Haverhill. Massachusetts." nd; J. Walter Coleman, Historian, “National Register of Historic Places 
Inventory-Nomination Form for the John Greenleaf Whittier Home, Amesbury, Massachusetts." July 21, 1961, 
Reviewed by Polly M. Rettig, Historian. Landmark Review Project, December 24, 1974; J. Walter Coleman, 
Historian, "National Register o f Historic Places Inventory-Nomination Form for Orchard House, Concord. 
Massachusetts," October 19. 1961, Reviewed by Polly M. Rettig, Historian. Landmark Review Project, January 
20. 1975; J. Walter Coleman, Historian, “National Register o f  Historic places Inventory-Nomination Form for 
the Ralph Waldo Emerson House, Concord, Massachusetts,” October 19. 1961, Reviewed by Polly M. Rettig, 
Historian. Landmark Review Project. February 18, 1975; Edwin W. Small, Assistant to Director, Northeast 
Region, National Park Service, “National Register o f Historic Places Inventory-Nomination Form for the Daniel 
Chester French Home and Studio, Stockbridge. Massachusetts,” January 4. 1973. All forms are courtesy of the 
Massachusetts Historical Commission. A further request has been made for the National Register forms for the 
Longfellow and Adams National Historic Sites and the William Cullen Bryant Homestead.

104
Pressley and Zaitzevsky, Cultural Landscape Report. Chapter III, “Augusta Saint-Gaudens’ 

Ownership, August 1907-July 1926," 87, 98.
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105 Ibid.. 107-108. Robert Schweitzer (authority on mail-order catalog homes, especially Aladdin) to 
Cynthia Zaitzevsky. March 21, 1992, SGNHS.

106 Ibid.. 87.

107 Ibid.. Chapter IV, “The Saint-Gaudens Memorial Ownership. 1925-1965," 117.

Dryfhout, The Work of Augustus Saint-Gaudens. 311-314.

109 Ibid., 313-314.

110 Pressley and Zaitzevsky, Cultural Landscape Report, 117.

111 Ibid., 122.

112 Ibid.. 117. During the Hollingsworth’s tenure, the minutes of the meetings o f the Trustees are still 
fairly minimal, but there is a considerable amount o f correspondence.

113 Information courtesy John Dryfhout, Augustus Saint-Gaudens National Historic Site.

114 Ibid., 118. See also Dryfhout. The Work of Augustus Saint-Gaudens. 228.

115 Pressley and Zaitzevsky, Cultural Landscape Report. 122-139.

116 Ibid.. 124 and 152, note 21.

117 For information on this project, we are grateful to Nancy Muller and Parker Polter o f the New  
Hampshire Division o f Historical Resources and to Paul Weinbaum of the National Park Service.
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II. INTEGRITY.

INTRODUCTION

Integrity is the unimpaired ability of a property to convey its historical significance. To be 
listed in the National Register of Historic Places, a property must not only be shown to be significant 
under the National Register Criteria but must also have integrity.1

The Cultural Landscape Report for Saint-Gaudens National Historic Site Volume I Site History 
and Existing Conditions summarizes the research findings from each of the five owner periods, 
including the existing conditions of the National Parks Service period/ The five documented periods 
are:

Augustus Saint-Gaudens Pan I (1885-1903) 
Augustus Saint-Gaudens Pan II (1903-1907) 
Augusta Saint-Gaudens (1907-1926)
The Saint-Gaudens Memorial (1925-1965) 
The National Park Service (1965-1992)

We identified the character-defining features for each ownership period in Volume I, except 
that we combined the two Augustus significant periods into one period 1885-1907. The Draft 
Guidelines for the Treatment of Historic Landscapes discusses historic landscape features, stating that 
landscapes are composed of a number of features which individually or collectively contribute to 
historic character.3 These features -  surroundings and setting, spatial relationships, views, vegetation, 
circulation, topography, landscape structures, site furnishings, objects, water features -- are termed 
“character-defining features.” This historical landscape analysis of the character-defining features and 
graphic exhibits 1 to 7 are contained in Appendix C, herein.

The previous chapter of this volume identified four historic contexts for the Saint-Gaudens 
landscape. For convenience they are outlined here:

Painting/Sculpture 
Artists’ Colonies 
Landscape Design

Historic Preservation

ca. 1885-1907 
ca. 1885-1907 
Primary ca. 1885-1907 
Secondary 1919-ca. 1948 
1919-ca. 1948

Criterion B: Person 
Criterion A: Event

Criterion C: Design/Construction 
Criterion A: Event

. To analyze integrity, we compared the changes of the character-defining features during the 
two periods of significance, 1885-1907 and 1919-ca. 1948.
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Analysis of Character-defining Features

In this chapter the Saint-Gaudens landscape as it existed in 1907 will be compared to the 
existing conditions of 1992 by analyzing the character-defining features for these respective periods.

Evaluation of Integrity

The seven aspects of integrity as defined in the National Register Bulletin No. 15, How To 
Apply the National Register Criteria for Evaluation, will also be examined and assessed in this 
chapter.4

Graphic exhibits contained herein include:

Exhibit A (page 66): Comparison of Primary Period of Significance Plan 1885-1907 and Existing
Conditions Plan 1992

Exhibit B (page 67): Comparison of Secondary Period of Significance Plan 1919-ca. 1948 and
Existing Conditions Plan 1992

ANALYSIS OF CHARACTER-DEFINING FEATURES

Surroundings/Setting

Wooded ravine to the north and east, extant from ca. 1907.
Wooded slope (down) to the west, actual edge of woodland reestablished to 1903 survey limits 

in 1984.
The 1907 open fields on slope (up) to the south today are a wooded slope.

Spatial Relationships

The Main House, Little Studio, Stable/Ice House, Wood Shed and Root Cellar spatial 
relationships are extant from 1907.5 See Figure 7. The Chauffeur/Caretaker’s Cottage and the Garage 
date from 1926. New Sculpture Gallery/Atrium/Picture Gallery/Farragut Memorial are extant from 
1948.

The Caretaker’s Cottage was enlarged by the National Park Service and a new maintenance 
building was constructed east of the garage. In 1986 a landscape structure that had the presence of a 
small building was constructed over the Farragut. These building additions reduced the ratio of open 
space to building space and have had an impact on overall site spatial relationships.

On the south side of Saint-Gaudens Road a restroom facility was constructed adjacent to the 
parking lot.
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The Little Studio and house. Photograph by DeWitt Clinton Ward SGHNS #5695 ca. 1905. (Refer to Figure 25, 
CLR Vol. 1.)

The Little Studio and Main House from the southwest. Photograph, Pressley Associates, Inc., September 1992. 
(Refer to Figure 103, CLR Vol. 1.)

Figure 7. Comparison of spatial relationships of house and Little Studio ca. 1905 and 1992.
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Views

Views toward Mount Ascutney from the piazza and pergola are extant from 1907. See Figure
8. The view from the Large Studio/Studio of the Caryatids which was now the New Studio group 
required vista clearing and rehabilitation of the original woodland edge due to natural plant growth. 
This was accomplished in 1984 by the National Park Service utilizing the 1903 French & Bryant 
survey as a guide.

Vegetation/Garden/Hedges

Terraced Garden

In 1907 the hedged flower garden was redesigned by Augustus Saint-Gaudens into three 
terraces, still formal in design. He established a new north/south axis slightly askew with the line of 
the original garden. The central axis from the upper and middle terraces did not quite line up with the 
bench and axis of the original six perennial beds in the lower terrace.

The upper terrace, originally established in 1893-94 at the north face of the house, was newly 
laid out with six flower beds with grass paths. See Figure 9. A middle terrace was established 
consisting of six flower beds with the Hermes sculpture on pedestal, grass paths and the marble pool 
from the 1903 garden was relocated to the center of the terrace. The upper and middle terraces had a 
central axis north/south tying them together. See Figure 10. The bench in the 1903 garden was 
relocated; steps were added between the upper and middle terrace and paved paths were added at the 
middle terrace level to tie the Main House to the Hay Barn (Little) Studio and garden.

The lower terrace was the site of the original hedged flower garden. This was redesigned into 
six linear north/south perennial beds. See Figure 11. The south hedge was removed and a new hedge 
was added to the east that divided the original flower garden into two distinct areas: six rows of 
perennial beds and a cutting garden of undetermined bed layout. The entry through the hedging from 
the vegetable garden remained, retaining that portion of the original east/west axis, but the hedged 
vegetable garden of 1903 was relocated to an area south of the stable and the area became a bowling 
green.

In 1928-1929, and again in the 1940’s, during the Saint-Gaudens Memorial Period (1919- 
1965), the garden was modified and redesigned by Ellen Shipman.6 Refer to Figures 12 and 13.

The upper and middle terrace flower beds were simplified by eliminating beds.

The lower terrace was redesigned. A strong central axis was established north/south tying the 
three terraces together. The curved bench was recessed into the hedge and acted as the terminus of the 
axis to the north with the Main House and the arched lattice trellis as the south terminus. An opening 
in the hedge at the end of the lower garden axis with a set of steps added as one goes through the 
hedge was introduced. Sometime between the mid-1940’s and 1965 the bench was removed and an
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West field with sand trap. Photograph by DeWitt Clinton Ward, Box 66, folder 5/SGHNS #875 c. 1905. (Refer 
to Figure 41. CLR Vol. 1.)

View of Mount Ascutney from Main House piazza. Photograph, Pressley Associates, Inc., September 1992. 
(Refer to Figure 106, CLR Vol. 1.)

Figure 8. Comparison of view of Mount Ascutney from Main House piazza ca. 1905 and
1992.



Chapter II: Integrity

Augusta on upper terrace of garden. Photograph. July 1906 or July 1907. DCL, Box 64/SGNHS #553. (Refer 
to Figure 34, CLR Vol. 1.)

Figure 9. Comparison of upper garden terrace ca. 1906-1907 and 1992.
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Augusta going down steps toward middle terrace of garden. Photograph, July 1906 or July 1907. DCL, Box 
64/SGHNS #552. (Refer to Figure 35, CLR Vol. 1.)

Figure 10. Comparison of steps between the upper and middle garden terraces ca. 1906-1907 
and 1992.
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New garden at an early stage. Photograph, ca. 1905-1906. DCL/SGNHS #560b. (Refer to Figure 33, CLR Vol.
1.)

View from lower garden terrace south toward house. Photograph, Pressley Associates, Inc., September 1992. 
(Refer to Figure 118, CLR Vol. 1.)

Figure II . Comparison of view toward house from lower garden terrace ca. 1905-1906 and
1992.
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Middle and lower terraces of garden. View north. Photograph by Mattie Hewitt. Published in House and 
Garden. June 1924. (Refer to Figure 54, CLR Vol. 1.)

View of formal garden hedges and birch allée from third floor o f  house. Photograph. Pressley Associates, Inc., 
September 1992. (Refer to Figure 111. CLR Vol. 1.)

Figure 12. Comparison of middle and lower garden terraces in 1924 and 1992.
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The garden and house. Photograph by Leslie Jones, nd (ca. 1928). Print, Boston Public Library. (Refer to 
Figure 57, CLR Vol 1.)

"Miniature" of the garden. View south. Photograph, ca. 1946, DCL. (Refer to Figure 81, CLR Vol. 1.)

Figure 13. Comparison of south view toward house from lower garden terrace ca. 1928 and 
ca. 1946.
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opening was cut in the hedge. This resulted in the construction of a set of steps to gain access to the 
birch allée. The simplification of the bedding in the 1940’s modified the beds, eliminating some beds 
probably in an effort to reduce maintenance, but the modification also reinforced the axis. The garden 
became a central grass panel with larger beds on the east and west. The east bed was divided into two 
beds to allow access through the east hedge into the cutting garden. The two sets of beds between the 
middle and lower terraces were consolidated into one set on the north/south axis.

Partial east/west cross axis was established between the lower terrace and the cutting garden to
the east.

The hedged bowling green underwent a major modification when the Shaw Memorial was 
placed at the eastern end in 1959. Entries through the hedges were redesigned. Previous entries were 
at the east and west ends opposite each other and were located in the center of the hedge. New entries 
from the north and south were not on axis with each other. Steps were required from the Shaw to the 
birch allée. The east/west axis was eliminated with the addition of the Shaw and the closing of the 
hedges.

The hedged cutting garden was also modified when the seated Lincoln was added to the space, 
thus eliminating its use as a cutting garden. Entry into the space was modified by creating a new 
opening in the west hedge that allowed entry from the lower terrace in the statue area. This set up a 
cross axis and view to the statue.

During the National Park Service Period (1965-1992) the upper and middle terraces were 
maintained as modified during the Memorial Period simplifications. The lower terrace, however, had 
two modifications, and the cutting garden and bowling green were also modified as follows: a bench 
was placed above the stair leading to the birch allée; the stair was not removed. This effectively 
terminated the Ellen Shipman axis. (The placement of the bench reflected ca. 1928 bench placement, 
but originally there was a hedged backing.) The connection to the adjacent cutting/statue garden 
(seated Lincoln) was closed and the east flower bed was also made continuous.

The bowling green retained the 1959 modification and two benches were added by the National 
Park Service.

The cutting garden again underwent major modifications. The seated Lincoln was removed, 
but the new Adams Memorial plantings and benches were added. Entry to the west into the lower 
flower garden hedge was closed. New access points going north and south were cut through the 
hedges. The north entry had steps added allowing connection to the birch allée, and the south entry 
also required steps. A new north/south axis tied the two hedge openings together.

- Birch Grove: In 1907 a birch grove west of the flower garden contained the pan bench, piping 
pan statue and water basin. A hedge defined its north and east sides with the Hay Barn (Little) Studio 
to the west. Location and design extant from 1907, but some replanting of birch trees. See Figure 14.
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Trees on House Terraces: Honey locust extant from 1907, and the locations of the poplars are 
extant from 1907, but poplars have been replanted, some several times.

Poplars: Four at west entry and one at hedged garden location extant from 1907, but 
replanted. Two at the west entry replanted but not placed in the original location. Four new poplars 
placed at visitor parking area.

Birch Allée: A new addition to the 1907 design was a birch allée added in 1949-1950. The 
birch allée consisted of two lines of paper birch running east and west and parallel to the north hedge 
from the Little Studio to the end of the bowling green.

Circulation

In 1907 there were two major entries to the site and limited pedestrian paths:

West Entry: Defined paved paths consisted of a gravel path at the front hedges, gravel 
driveway, four poplars and a brick front walk. This is a pedestrian entry only and has remained so 
since 1907.

East Entry: A gate with vehicular drive to Stable/Ice House and to the Studio of the Caryatids 
provided vehicular and pedestrian access. A drive north of the Stable/Ice House was constructed to the 
Main House east porch. The material utilized for surfacing drives is not documented. Brick 
pedestrian paths were constructed from the stable to the Main House east porch and south terrace, but 
again the exact date is not documented.

Cart Path: A cart path skirted the woodland for three-quarters of the property boundary from 
the Studio of the Caryatids west to the west end of the meadow and then back along the west woodland 
edge to the main road.

Garden Paths: Paved brick paths in the garden area provided pedestrian access from the Main 
House to the garden and from the garden to the Little Studio.

By 1992 the 1907 circulation system had been modified, but the west and east entries are 
extant from 1907 and the cart paths and garden paths are partially extant. The east drive, however, is 
now bituminous concrete. The drive from the east side of the stable to the Main House has been 
eliminated and today a reset brick path goes from the west side of the stable to the Main House.

Paths from stable to east porch of Main House and to south terrace are extant from 1907.

Since 1907 new paths have been added to the Caretaker’s Cottage and to the Comfort Station. 
Two bituminous concrete parking areas have been added at the Caretaker’s 
Cottage/Garage/Maintenance Shed area and on the south side of Saint-Gaudens Road opposite the west 
entry.

52



Chapter II: Integrity

Birch grove, figure of Pan, pool,and bench. Photograph, Pressley Associates. Inc., September 1992. (Refer to 
Figure 113. CLR Vol. 1.)
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Topography

By 1907 the rolling m eadow, house terraces and the terraced garden were the major 
topographic character-defining features o f  the site, and their topography is still extant today. The west 
side o f  the original g o lf  course, how ever, is now the site o f  the Caretaker’s 
Cottage/G arage/M aintenance Shed, and the Farragut also extends into this space.

R olling M eadow : The rolling m eadow that surrounds the built elem ents and was defined by 
the hedged road and woodland edge was a g o lf  course consisting o f  nine tees and five greens. The cart 
path provided easy access to the g o lf  course.

H ouse T erraces: North, south, and w est o f  the Main H ouse had been terraced to provide a 
strong base for the M ain H ouse and also eliminated the w ooden steps and porch (1 8 8 5 ).7 A covered  
porch was added to the w est terrace; Saint-Gaudens referred to this as the "piazza." Steps o ff  the 
piazza led dow n to the north, south and w est (1893-1894). The east side o f  the Main H ouse also had 
a porch added (1894-1903). A ll terraces had w ooden balustrades with zodiac heads.

Garden T erraces: By 1907 a terraced garden o f  three levels was constructed. The upper 
terrace was the original north terrace for the M ain H ouse, the middle terrace was extended to the 
original flow er garden hedge and the lower terrace was the area o f  the original flow er garden. All 
three areas w ere in place by 1907. Refer to garden developm ent, herein.

M odifications to the topography since 1907 have been minor and have occurred as new  
landscape structures, sculptures or buildings have been m odified or added to the site. These include 
the Caretaker’s Cottage/G arage, Studio o f  the Caryatids, N ew  Sculpture G allery/Atrium /Picture 
Gallery/Farragut M em orial, Shaw M emorial, Adams M em orial, Maintenance Shed and Comfort 
Station.

Landscape Structures

By 1907 the fo llow ing landscape structures w ere in place and are still extant today, but have 
naturally been maintained and repaired since 1907.

House Piazza and Terraces: In 1893-1894 the M ain H ouse exterior alterations included 
grading to form  terraces on the north and south elevations and the construction o f  the piazza to replace 
the W est Porch. The piazza extended the entire length o f  the w est elevation. See Figure 15.

Pergola at Hav Barn Studio: In 1893-1894 the Hay Barn Studio alterations included the 
addition o f  a classical pergola to the south side. The Hay Barn Studio was dem olished; the new Little 
Studio was com plete by summer o f 1904. The Little Studio included a pergola on the south that 
wrapped around the east and w est sides. See Figure 16.

54



Chapter II: Integrity

Balustrade at T erraces: In 1893-1894 the Main H ouse exterior alterations included balustrade 
with zodiac heads at the north and south terraces and balustrade at the piazza, but the zodiac heads 
appear to have been utilized in various locations.

Lattice Screen: Ca. 1904-1905 located at the east side o f  the north terrace. It extended the 
width o f the terrace and had an arched opening for a path that went to the east toward the stable.

Arched Lattice T re llis: Ca. 1904-1905 an arched lattice trellis was located on the north facade 
of the Main H ouse on axis w ith the new terrace steps to the north.

Fencing at Stable: A fence and gate w ere constructed on the east side o f  the stable.

Since 1907 four landscape structures have been added as follow s:

T em ple: The tem ple is a replica o f the temple used in 1905 for the Greek drama “The Masque 
o f the Golden B o w l.” By 1914, the permanent marble tem ple with altar was constructed at the 
northwest end o f the m eadow. The ashes o f  Saint-Gaudens and members o f  the fam ily are interred 
inside the sarcophagus.

Farragut M onum ent: In 1948 the original bluestone base o f  the monument w as placed in its 
present location. The placem ent o f  the base was incorporated into the design for the alterations to old 
sheds which becam e the Sculpture Gallery and Picture Gallery with an interior courtyard. Low stone 
w alls formed the circular space and steps were constructed to the Picture G allery. In 1986 the present 
pavilion structure w as constructed to protect the monument. Lattice and landscaping w ere also added.

Shaw M em orial: In 1959 the Shaw M emorial was installed at the east end o f  the bow ling  
green com plete w ith shelter, low  w alls, w ood structure with lattice and steps to the birch allée.

Gate at Caretaker’s C ottage: The gate was constructed as part o f  the original Caretaker’s 
Cottage construction ca. 1917.

Site Furnishings and Objects

By 1907 the fo llow in g  site furnishings and objects w ere in place:

Bench at Birch G rove: By 1894 a large wrap-around pan bench was placed in the birch grove 
opposite the pan fountain.

Bench Planters at Main H ouse Entry: At the front door are tw o benches with integral planters 
with a raised brick pad. W e have no photographic documentation.
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House from the southwest with sheep. Photograph by DeWitt Clinton Ward, ca. 1903. SGNHS #5699. (Refer 
to Figure 6, CLR Vol. 1.)

Main House from the southwest. Photograph, Pressley Associates, Inc., September 1992. (Refer to Figure 104, 
CLR Vol. 1.)

Figure 15. Comparison of Main House piazza and terrace from the southwest ca. 1903 and 
1992.
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Little Studio after construction. Photograph, ca. spring 1904. DCL/SGNHS. (Refer to Figure 22. CLR Vo 1. 1.)

Little Studio, north and west sides. Photograph, Pressley Associates, Inc., September 1992. (Refer to Figure 
105, CLR Vol. 1.)

Figure 16. Comparison of Little Studio north and west sides ca. 1904 and 1992.
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Bench at H edged Flower Garden: By 1894 a curved w ooden bench was placed at the w est end 
o f  the hedged “ lily garden.” W hen the flow er garden was redesigned by Augustus the bench was 
relocated to the north side o f what was now the Lower Garden.

Benches at Upper Garden: Tw o sm all backless benches w ere added on the Upper Garden 
terrace when the garden was redesigned by Augustus.

Bench at M iddle Garden Terrace: One backless bench was added on the east side o f  the new  
M iddle Garden terrace during redesign by Augustus.

U rns: Utilized in various locations.

Since 1907 the status o f  the original site furnishings and objects is as follow s:

Bench at Birch G rove: Extant from ca. 1893-1894.

Bench Planters at Main H ouse Entry: Extant from 1907, but repaired.

Bench at Lower Hedged Garden: Extant from ca. 1893-1894, location extant from ca. 1928. 
Current bench is a reconstruction.

Benches at Upper Garden Terrace: Photographic evidence; no longer extant.

Bench at M iddle Garden Terrace: Location extant from ca. 1907, but bench was removed and 
replaced.

U rns: Utilized in various locations. T hose now in use are not necessarily original.

Since 1907 additional site furnishings and objects have been added.

Benches at Farragut M onum ent: Added ca. 1948.

Benches at Atrium Courtyard: Added ca. 1948.

Benches at Shaw M em orial: Added 1959.

Benches at Adams M em orial: T w o backless w ood benches added ca. 1968.

Benches at Picture G allery: Tw o backless w ood benches added, no date.

Benches at Birch A llée : T w o backless w ood benches added, no date.

Handicap R ailings: W ooden railings have been added at all steps on the site, no date.
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Signage: Informational and directional signage has been added throughout the site, no date. 

Picnic T ab les: Picnic tables and trash receptacle provided at visitor parking area, no date. 

Stone P osts: Posts added at entry to visitor parking area.

Sculptures

By 1907 the fo llow in g  sculptures w ere in place. It should be noted that tw o o f  the original 
garden sculptures w ere by the Studio o f  Augustus Saint-Gaudens and the others w ere replicas from  
antiques purchased by Saint-Gaudens. They w ere small in scale and could be termed garden sculpture. 
Many w ere on pedestals.

Pan Sculpture: The Pan was an antique replica placed at the water basin in the birch grove.

Zodiac H eads: The Zodiac Heads w ere created by the Studio o f  Augustus Saint-Gaudens and 
were in the lower garden terrace and at terrace balustrades, but utilized in various locations.

Turtle Sculpture: The Turtle was created by the Studio o f  Augustus Saint-Gaudens and was 
placed at the sw im m ing tank.

Dancing Faun on Pedestal: The Dancing Faun, a bronze replica o f  an antique, was placed ca. 
1904 on the northwest corner o f  the M iddle Garden terrace. This statue was on axis with the piazza 
and the piazza steps and w as placed as a focal point with a pine hedge backing.

Polyhym nia on Pedestal: “Polyhym nia” was an antique replica placed ca. 1904 on the M iddle 
Garden terrace on the east side, backed by pine hedge.

Urn at Upper Garden T errace: Urn placed at the arched trellis.

Since 1907 the status o f  the original sculptures is as follow s:

Pan Sculpture: Extant from ca. 1903.

Zodiac H eads: Extant but at various locations. These are now all replicas; originals in the 
storage collections.

Turtle Sculpture: Rem oved; exact date unknown. M old is in the storage collection.

Dancing Faun on Pedestal: Removed from garden; exact date unknown, but from before 1965 
it has been exhibited on the armoire in the Little Studio.
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Polyhymnia on Pedestal: Replaced with Hermes on Pedestal ca. 1905-1906.

Urn at Upper Garden Terrace: Replaced with Boy with Wine Skin ca. 1908.

Since 1907 additional sculptures have been added and in some cases added and then removed.

Caryatids: The Caryatids were placed at the entry to Studio of the Caryatids ca. 1908. They 
were destroyed in the 1944 fire.

Seated Lincoln: The plaster of the seated Lincoln was the first piece placed by the Trustees in 
the cutting garden, but by 1968 had virtually disintegrated and was removed that year by the National 
Park Service.

Bust from Standing Lincoln: The heroic-size bust of the Standing Lincoln was placed in 
plaster (painted) on the tall pedestal at the atrium alcove in 1948. The plaster was put in storage ca. 
1967 and an original bronze cast (crated, in the collection since ca. 1915) was installed in its place.

Victory: Victory is by Augustus Saint-Gaudens. Given to the Memorial by McKim’s daughter 
in 1924. Extant outside atrium wall from ca. 1948. Exhibited extant in the New Gallery since ca. 
1968.

Amor Caritas: The Amor Caritas was placed in plaster (painted) in the courtyard/atrium of the 
New Gallery completed in 1948. The gilded bronze was cast from the original plaster, and was placed 
in 1975. The plaster is in the storage collection.

Urn at Upper Garden Terrace: The original urn set in the arched trellis was removed in 1908.

Bov with a Wine Skin: The “Boy with a Wine Skin” replica of the antique replaced the urn in 
the arched trellis on the Upper Garden Terrace. The statue was set on top of a white glaze terra cotta 
urn ca. 1908. The terra cotta water urn has been replicated; the original is in the storage collection, 
while the replica is on exhibit with the statuette in the arched trellis.

Farragut Base: The Farragut Monument (incomplete) had been placed in the hillside at the 
New Gallery by 1948. It was removed in 1985 for reconstruction inside the pavilion constructed in 
1986. In 1986 it was reconstructed with its base stones, which were not included in the 1948 
installation.

Shaw: In 1949 the cast of the Shaw Memorial was received and placed in storage. It was 
placed by the Trustees in 1959 at the east end of the bowling green.

Adams: Placed in 1968 in the cutting garden, from which the remnants of the plaster Lincoln 
had recently been removed.
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Water Features

By 1907 the following water features were in place:

Pan Fountain with Fish Water Jets: By 1894 a rectangular basin with a pan sculpture and fish 
water jets was in place.

Circular Marble Fountain: By 1894 a small marble circular basin with bubbler was in place at 
the west end of the hedged lily garden. By 1907 the fountain had been relocated to the new middle 
garden terrace when the garden was redesigned.

Swimming Tank: By 1907 the swimming tank was in place north of the Little Studio.

Since 1907 the status of the original water features is as follows:

Pan Fountain with Fish Water Jets: Extant from ca. 1903.

Circular Marble Fountain: Extant from ca. 1907.

Swimming Tank: Filled in.

Since 1907 an additional water feature has been added:

Atrium Courtyard Pool. Bubbler and Turtle Fountains: Constructed in 1948 as part of the 
New Sculpture Gallery/Atrium Courtyard/Picture Gallery/Farragut Memorial Base addition.

EVALUATION OF INTEGRITY

Within the concept of integrity, the National Register criteria recognize seven aspects or 
qualities, which, in various combinations, define integrity. A property can possess several, but will 
usually possess most, of these aspects.8

In order to establish the integrity of the property, we will examine the seven aspects of 
integrity: location, design, setting, materials, workmanship, feeling and association.9

The steps in defining integrity are as follows:

Define essential physical features of the site during the period of significance.
Determine if the essential physical features are visible enough to convey significance.
Determine if the property needs to be compared with similar properties.
Determine which aspects of integrity are particularly vital to the property.10
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Under the Analysis of Character-defining Features we have defined and analyzed the character
defining features or essential physical features. Exhibit “A” conveys this information graphically and 
compares the plan of the Primary Period of Significance 1885-1907 to the Existing Conditions Plan 
1992 to aid in establishing the visibility of the features today.

The development of the landscape during the period of Augustus Saint-Gaudens, 1885-1907, 
sets the dates of the Primary Period of Significance. By 1907, Saint-Gaudens had designed the 
landscape and established the uses, spatial relationships, circulation systems, vegetation including 
hedges, trees and gardens, topography, landscape structures, site furnishings, objects, sculptures and 
water features that comprised the essential physical features of the site. Changes and additions made 
during the later historical periods have not diminished the physical features of the Primary Period of 
Significance. Features from both periods are still discernible and continue to convey their significance. 
Exhibit B compares the Secondary Period of Significance of the site, 1919-ca. 1948, to the Existing 
Conditions Plan 1992.

In the previous chapter on Historic Context, comparisons are made to properties that are in the 
same context as Criterion B: Person. In addition, three other contexts and their periods are discussed. 
The Saint-Gaudens landscape is most significant for its association with Saint-Gaudens, since this 
association is the chief reason for the site’s preservation and listing on the National Register.

Based on the significance and the essential physical features, the aspects of physical integrity 
that are particularly vital to the property are addressed below for the Primary Period of Significance. 
1885 to 1907.

Location

The acreage as recorded on the 1903 survey by French & Bryant remains intact. The site 
retains the same location and therefore has integrity of location.

Design

The original house and grounds that Saint-Gaudens first rented and later purchased were a 
complex of typical New England wood frame outbuildings and a brick Federal-style house set in a 
meadow with no attempts at landscaping. His modifications to the Main House and Hay Barn/Little 
Studio added a classical language to these structures. Refer to Chapter I: Context for a discussion of 
the landscape design context of the site.

In 1893-1894 the Main House and Hay Barn alterations, the “piazza,” the pergola at the Little 
Studio, the use of classic columns and the creation of the balustraded terraces that set the Main House 
above the landscape all supported Saint-Gaudens’ interest in classical architecture and landscape.

The original open meadow of the grounds changed with Saint-Gaudens’ creation of formal 
hedged flower and vegetable gardens, sheared pine hedges, placement of fastigate poplars at the four
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corners of the house terraces and the introduction of sculpture, water fountains and lattice into the 
gardens.

Saint-Gaudens' interest in classic formal gardens can be seen in his redesign of the formal 
hedged flower garden ca. 1903 into the lower terrace of a three-tiered garden with a central sight line 
that focused on the north facade of the Main House ca. 1907. The Saint-Gaudens-designed landscape 
is. therefore, an example of the Italian-inspired gardens and grounds that came into vogue just before 
the turn of the century.

Views and vistas, another important element in Italian villa design, play a very major role in 
the Saint-Gaudens design. The piazza and the pergola are both points from which to view Mount 
Ascutney to the west. Many of the homes and gardens owned by members of the Cornish Colony also 
focused on this view in much the same manner as did the villas in Frascati, Italy, which focused on 
Rome ind the Vatican.

Saint-Gaudens’ pedestrian and vehicular circulation systems, organization of space, scale, 
proportion, ornamentation and the materials that he employed retain integrity.

Design for the Primary Period of Significance does, therefore, have integrity, as a considerable 
number of the essential physical features of Saint-Gaudens' design remain discernible today and retain 
their original character and intent.

Setting

Setting refers to the character of the place in which the property played its historic role.11

The surroundings to the north, east and west retain their 1907 character. The woodland edge 
to the west was re-established by the National Park Service in 1984 to respect the 1903 survey. To the 
south, the hillside that was originally open fields has become woodland. The openness of the southern 
hillside was an essential physical feature and created a contrast to the wooded views to the north, east 
and west. The changes to the south are, however, not irrevocable, and could be corrected.

The topographic features of the site in 1907 have undergone minimal change. The rolling 
meadow, Main House terraces and terraced garden retain their character and integrity.

The arrangement and types of plantings present in 1907 either remain or have been replaced-in- 
kind in the same location by subsequent ownerships.

Vegetation is probably one of the most ephemeral aspects of landscape, but is also a physical 
feature which can be replaced, very often with the same species and varieties, so any changes are not 
irrevocable.
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The spatial relationships between buildings, open space and other features have retained partial 
integrity. The ratio of open space to built space has changed with the addition of the Caretaker’s 
Cottage, Garage, Maintenance Building and the landscape structure over the Farragut Memorial, all of 
which usurp a portion of the original golf course open space. However, the spatial relationship 
between the four major buildings (Main House, Little Studio, New Studio and Stable) retains its 
integrity. Hedging, which acts as one of the main definers of space, also retains partial integrity; 
additional hedging was established to screen the added structures, further diminishing the original 
openness of the site. The additional hedging screen does, however, follow the method Saint-Gaudens 
employed in his design.

Materials

National Register Bulletin No. 15 tells us that the choice and combination of materials reveal 
the preferences of those who created the property and indicate the availability of particular types of 
materials and technologies.12 The materials and technologies employed by Saint-Gaudens were very 
basic, straightforward ones commonly available to the homeowner. Surfacing was lawn, gravel or 
brick; however, the east entry drive is now bituminous concrete instead of gravel. Trees included 
honey locust, oak, poplar and apple; hedges were pine and hemlock, and shrub plantings were not 
included. Hedges are now more hemlock than pine, and shrubs were added during subsequent periods 
of ownership, but these changes are not irrevocable.

Flowers, with their short lifespans, would have been periodically replaced with whatever 
species or varieties were available, and, as a result, flower plantings today probably have less integrity 
than other planting elements.

Marble steps, wood bench at the Birch Grove, marble fountain, Hermes on pedestal sculpture, 
terrace balustrade, lattice screen, arched wood trellis. Pan sculpture, Pan fountain and zodiac heads are 
all still extant. From the Primary Period of Significance, few items have been lost (benches at upper 
terrace, dancing faun sculpture, swimming tank) and the curved bench at the lower terrace is a 
reconstruction.

Materials introduced in subsequent ownership periods have been generally consistent except for 
the use of bituminous concrete; again, these changes are not irrevocable. The property does, 
therefore, retain the key exterior materials dating from the Primary Period of Significance.

Workmanship

National Register Bulletin No. 15 describes workmanship as the physical evidence of the crafts 
of a particular culture or people during any given period in history or prehistory.13 As discussed 
under “Materials,” the materials and technologies employed were very basic ones available to the 
homeowner. The same is true of the workmanship; Alan Jansson, who was the Chief of Maintenance 
for the site from 1950 to 1984, describes maintenance necessary on steps and walks extant from 1907 
that required resetting some 46 years after original construction. Physical features in the landscape
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have a certain life expectancy just as plant materials do. Wooden structures such as the pergola at the 
Little Studio, the bench planters at the front of the Main House and the curved wood bench in the 
Lower Terrace garden have required repair, rebuilding or reconstruction. The workmanship required 
to repair, rebuild or reconstruct was similar to original technologies, but also involved the use of 
materials now available to aid in lengthening life expectancy, such as wood preservatives or concrete 
step foundations.

Feeling/Association

National Register Bulletin No. 15 describes feeling as a property’s expression of the aesthetic 
or historic sense of a particular feeling in time.14

A basic integrity test for a property associated with an important person is whether a historical 
contemporary would recognize the property as it exists today.

The feeling of the site as a private landscape is retained and recognizable, as is the presence of 
classical structures and of a designed landscape influenced by the American Italian Renaissance 
Revival. The historic use of the property as a private home and studio of an artist is also recognizable. 
Changes which would be apparent to a historical contemporary of Saint-Gaudens include the increased 
density of buildings corresponding to the loss of open space; the addition of paved parking lots, 
restrooms, signage and handrails; the simplification of the terraced gardens due to removal of planting 
beds; and the addition of sculptural pieces by Saint-Gaudens and the structures to protect them. The 
replacement of the Studio of the Caryatids and the addition of buildings to the site since 1907 would be 
obvious. On balance, despite noticeable changes, the site would be recognizable to a contemporary of 
Saint-Gaudens, and therefore retains integrity of feeling.

Summary

National Register Bulletin No. 18 states that the clearest evaluation of integrity is based on the 
presence of identifiable components of the original design.15 When taken as a whole, the landscape as 
designed by Saint-Gaudens between 1885 and 1907 still retains his design intent, and a majority of the 
character-defining features designed by him are still retained and are discernible. Therefore, the 
landscape has integrity. The aspects of location, design, setting, materials and workmanship still retain 
their historic feeling and association. The historic character of the property is, therefore, still intact, 
as are the components of the original design.
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1992

Exhibit A: Comparison of Primary Period of Significance Plan 1885-1907 and Existing
Conditions Plan 1992.
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Exhibit B: Comparison of Secondary Period of Significance Plan 1919- ca. 1948 and Existing
Conditions Plan 1992.
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III. STATEMENT OF SIGNIFICANCE.

The present National Register form for the Saint-Gaudens National Historic Site finds the site 
significant only under Criterion B: Person and only under the theme of Sculpture. In Chapter I, 
“Context,” of this report, we have found it also potentially significant under Criterion A: Event, under 
the themes of Artists’ Colonies (which would probably fall under Community Planning) and Historic 
Preservation (Conservation), as well as under Criterion C: Design/Construction. under the theme of 
Landscape Architecture. The four contexts assessed in Chapter I are:

Painting and Sculpture: The Saint-Gaudens site had already been determined to be significant 
within the context of art, so this context did not require further documentation. The appropriate 
National Register Criterion is B: Person. The level of significance is national, and the period of 
significance is 1885-1907, corresponding to Saint-Gaudens’ residence in Cornish.

Artists’ Colonies: The site also appeared to be significant within the context of artists’ 
colonies, as the first residential landscape in one of the first artists’ colonies in the country. This 
involved some evaluation of the Cornish Colony itself as well as comparisons with other artists’ 
colonies, although our task was not, of course, to go through the National Register process for the 
Cornish Colony (a process that has already been initiated by property owners in Cornish and 
Plainfield) but only for the Saint-Gaudens landscape. However, there is precedent for including artists’ 
colonies as an area of significance for an individual site. Two National Historic Landmarks are 
significant primarily because they are associated with leaders of the Taos, New Mexico art colony: the 
homes of Ernest Blumenschein and Mabel Dodge Luhan. Blumenschein was an artist, and Luhan was 
a patron.1

The appropriate National Register Criterion for the context of artists’ colonies is A: Event. 
The level of significance is at least state and possibly national, and the period of significance for the 
site would be 1885-1907, corresponding to Saint-Gaudens’ residence in Cornish. The Cornish Colony 
itself remained active from 1885 until at least 1930.

Landscape Design: The site also appeared to be significant within the context of landscape 
design. The landscape that Saint-Gaudens designed for himself was an important example of a 
residential design in the Italian Renaissance Revival or neo-Renaissance style, a style which developed 
during the years of Saint-Gaudens’ residence in Cornish and which was the preferred style of many 
professional landscape architects, including Saint-Gaudens’ friend and neighbor, Charles Adams Platt. 
The landscape architect Ellen Shipman was another Cornish friend and neighbor of Saint-Gaudens, as 
well as a protégé of Platt. When she redesigned the lower terrace of the garden in 1928 and its middle 
terrace in 1941 (constructed ca. 1948) for the Augustus Saint-Gaudens Memorial, she respected the 
original neo-Renaissance style and tried to use predominantly the same plants that Saint-Gaudens used.

The appropriate National Register Criterion for the context of landscape design is Criterion C:
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Design/Construction. The Saint-Gaudens landscape “embodies the definitive characteristics of a type, 
period or method of construction" and is an important example of that style.“ The level of significance 
for this context is at least state. The primary period of significance would be 1885-1907, 
corresponding to Saint-Gaudens’ residence in Cornish.

The secondary period of significance would be 1919- ca. 1948. According to Criteria 
Consideration G, properties that have achieved significance within the last fifty years are eligible for 
the National Register only if they are of exceptional importance. This also applies to properties that 
have continued to achieve significance within the last fifty years, even if they first achieved 
significance earlier.3 For the reasons that have been presented in Chapter I, we feel that the secondary 
period of significance for the Saint-Gaudens landscape should fit within the 50-year rule but extended 
two years.

Historic Preservation: The site may also be significant within the context of the evolution of 
historic preservation in this country, especially the development of memorial organizations associated 
with cultural leaders. The Augustus Saint-Gaudens Memorial was one of several such memorial 
groups that originated in the northeastern part of the country at the end of the 19th and in the early part 
of the 20th century. It appears to be the first such group associated with a sculptor or artist, as 
opposed to a literary figure. The appropriate National Register Criterion for the historic preservation 
context is A: Event. The level of significance within this context would be local and possibly state, 
and the period of significance would be 1919- ca. 1948, for the same reasons as described above 
concerning the secondary period of significance for landscape design.

At the end of Chapter I, we made a preliminary assessment of significance for the Saint- 
Gaudens landscape based on all four of these contexts, which is as follows. Under Criterion B: 
Person, the landscape is nationally significant because of its association with Augustus Saint-Gaudens 
during his residence in Cornish, 1885-1907. There are probably two areas of significance under 
Criterion A: Event. The site has been associated with two broad patterns of events: the development 
of artists’ colonies, 1885-1907, and the evolution of historic preservation in the United States, 1919- 
ca. 1948. Within the context of artists’ colonies, the level of significance is at least state and possibly 
national. Within the context of historic preservation, the level of significance is local and possibly 
state. Under Criterion C: Design/Construction, the site is has at least state significance because it 
embodies the characteristics of Italian Renaissance Revival style in residential landscape design. The 
primary period of significance for this context would be 1885-1907 and the secondary period, 1919- 
ca. 1948.

Combining all of these contexts, the primary period of significance for the Saint-Gaudens site 
is 1885-1907 and the secondary period is 1919- ca. 1948.

• In Chapter II, “Integrity,” the character-defining features of the Saint-Gaudens landscape - 
surroundings and settings, spatial relationships, views, vegetation, circulation, topography, landscape 
structures, site furnishings, objects, and water features -  have been analyzed for the time periods listed 
above. These character-defining features have also been assessed according to the seven aspects of
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integrity defined by the National Register of Historic Places - location, design, setting, materials, 
workmanship, feeling, and association.4 In order for a property to retain integrity, several, preferably 
most, of these aspects of integrity should be present.

For the primary time period, the residence of Saint-Gaudens in Cornish, 1885-1907, the 
landscape has retained integrity of location, design (a considerable number of the essential physical 
features of Saint-Gaudens’ design remain and have kept their original character), materials, 
workmanship, feeling and association, and has retained partial integrity of setting and spatial 
relationships. Any loss of integrity in spatial relationships has been primarily due to the loss of 
buildings by fire and the introduction of new buildings, although for the most part new structures have 
been put in compatible locations. The relationship of open space to built space has been altered since 
1907 by the addition of the Caretaker’s Cottage, Garage, the National Park Service Maintenance 
Building, and pavilion over the Farragut base.

For the secondary period of significance, 1919- ca. 1948, the site also has integrity.

National Register Bulletin 15 states that “Integrity is the ability of a property to convey its 
significance.”5 Chapter II, “Integrity,” has amply demonstrated that the Saint-Gaudens landscape has 
a high level of all seven aspects of integrity from the primary and secondary periods of significance. 
There are very few physical features at the site today that Saint-Gaudens or his contemporaries would 
not recognize. The Saint-Gaudens landscape also has integrity for the secondary period, 1919- ca. 
1948.

In conclusion, since the Saint-Gaudens landscape has integrity from its primary and secondary 
periods of significance, it is significant. It has national significance through its association with Saint- 
Gaudens (National Register Criterion B). It also potentially has local and state significance through its 
associations with the development of artists’ colonies and historic preservation (Criterion A) and by 
virtue of the fact that it embodies the distinctive characteristics of the Italian Renaissance Revival style 
in landscape design (Criterion C).

We recommend that the present National Register form for the Saint-Gaudens National Historic 
Site be amended to include the findings of this report.
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ENDNOTES

1 Nomination forms were kindly made available to us for both of these Taos properties by the National 
Historic Landmark office in Washington. See Chapter I, pp. 9-10.

2 National Register Bulletin No. 15: How to Apply the National Register Criteria for Evaluation 
(Washington: District o f Columbia: U. S. Department of the Interior. National Park Service, Interagency 
Resources Division, nd), 17.
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S ain t-G au d an s NHS
-----------------------------  S T
S ain t-G au d an s N a tio n a l  H is to r i c  S i te  i s  lo c a te d  on 17 a c r e s  o f  land n ear C o rn ish , New 
H a rp s h lre , in  a  p re d o m in a n tly  r o r a l  a re a  o f  th e  C o n n e c tic u t R iver V a lley . The town o f  
C o rn ish  h as  a  p o p u la t io n  o f  a b o u t 1,000 and p u rsu es  a c a u tio u s  p o lic y  to  d isco u rag e  
g ro w th . The c l c s e s t  c c c r ru r c ia l  c e n te r  i s  Windsor., V o rro n t, 2 ir i le s  away. W ithin  a 
t h i r t y - m i l e  r a d iu s  o f  th e  s i t e ,  th e re  a re  s e v e ra l  r e c r e a t io n  a reas  in c lu d in g  e ig h t  
s t a t e  p a rk s , tw e lv e  s k i  a r e a s  and th re e  h i s t o r i c  s i t e s .

The S a in t-G a ’-dens NKS p re s e rv e s  th e  r a in  house .".Aspet," th e  s tu d ie s  and th e  grounds and 
g a rd e n s  t h a t  w are  e n jo y ed  by Am erican c l a s s i c a l  s c u lp to r ,  Augustus Sain t-G audans (1343— 
1907) . The s i t e  a ls o  o f f e r s  an e x c e l le n t  view o f  Nount A scutney which can be c l e a r ly  
seen  from  th e  p o rc h  o f  " A s p e t ." The N a tio n a l Park  S e rv ic e  has acq u ired  a t o t a l  o f  86 
a c r e s  to  p ro v id e  a  b u f f e r  zone around th e  s i t e  and pend ing  lan d  donations would p o s s ib ly  
in c re a s e  th e  a r e a  to  149 a c r e s .  Im m ediately a d ja c e n t  to  th e  s i t e  a re  Blcw-I-ie-Dzwn Pond 
end Blow—lie—Up Brock, w here S ain t-G audans and members o f  h i s  household en joyed  ic e  s k a t in g ,  
hockey and swimming. T here  a r e  woodad s lo p e s  betw een S ta te  Route 12A and th e  s i t e  
which w ith  th e  n o r th  s lo p e  o f  Blow-.'-ie-Up Erook b e a r  c a r e f u l  p ro te c t io n  to  a s su re  t h e i r  
c o n tin u e d  h i s t o r i c  a p p e a ra n c e .

Many o f  th e  r e s o u rc e s ,  th e  g ro u n d s , s e t t i n g ,  and b u i ld in g s  o f  th e  s i t e  a re  unchanged 
s in c e  S ain t-G audans re s id e n c y . A lthough th e  two p r in c ip a l  s t r u c tu r e s —A spet and idle 
l i t t l e  S tu d io — do show s o re  e x t e r i o r  and i n t e r i o r  a d d i t io n s  o r  a l t e r a t i o n s ,  in  m ost c a s e s  
rnay  a re  q u i t e  o bv ious o r  s u p e r f i c i a l ,  such as modem h e a t in g  equipm ent o r  s to rm  d r a in s .

1 .  "A spet" (HSl)

O r ig in a l ly ,  "A spet" was a  tw o -a n d -o n e -h a lf  s to r y ,  l a t e  G eorg ian , p o s t-C o lo n ia l house 
b u i l t  i n  1800 o f  c o rro n  bond re d  b r ic k .  Known o r i g i n a l l y  a s  Huggins F o lly , ih e  house 
su p p o sed ly  had se rv e d  a s  a ta v e r n  on th e  s ta g e  read  betw een W indsor, Vermont, and 
." e r io e n , New H am pshire. The h o u se , r e c ta n g u la r ,  and sy m m etrica lly  o r ie n te d  to  th e  long  
s id e  w ith  a g ab led  s h in g le d  r o o f ,  had raked  p a ra p e ts  a t  e i t h e r  end fram ing th e  p a ire d  
e x t e r i o r  ch im neys. Tne facad e  had 12- o v e r -12 sa sh  windows and a P a lla d ia n  doorway w ith  
f u l l  le n g th  e ig h t-p a n e  s i d e l i g h t s  and a  sam i-ci r c u l a r  f a n l ig h t  w ith  d e c o ra tiv e  m u n tin s .

~ 3 in  t-G a u d an s , when f i r s t  occupy ing  th e  house in  1385, d i s l ik e d  the  unormamented, 
p u r i t a n n ic a l  a u s t e r i t y  o f  .A sp e t's  appearance , and he and h i s  w ife , A ugusta, e x te n s iv e ly  
re n o v a te d  th e  h a re  betw een 1893 and 1905. They added a dorm er to  e i t h e r  s lo p e  o f  th e  
r o o f ,  ch arg ed  tlae rak ed  p a ra p e t  to  a s tep p ed  p a ra p e t  g a b le  end , and added a g la s s - e n c lo s e d  
r e s t  p o rch  to  b a la n c e  a g a in s t  th e  new p ia z z a  e x te n s io n  to  th e  w est w ith  f lu t e d  Io n ic  
c o l - m s  crowned by a  c o rn ic e  d e c o ra te d  w ith ' d e n t i l  r o u ld in g s .  In  1904, th e  b r ic k  e x t e r i o r  
was p a in te d  w h ite . Louvered s h u t t e r s  fram ing th e  12- o v e r - 12 double hung sash  windows 
•-•ere added, p a in te d  d ark  g ro a n . The c o lo r  used  on th e  house in te r e s t e d  Sain t-G audans 
wo t r i e d  v a r io u s  hues d u r in g  re n o v a tio n  u n t i l  he a ch iev ed  a  s a t i s f y in g  e f f e c t .  Tne 
: - in iL e e t .u ra l  re n o v a tio n  o f  "Pspec" ..as d i r e c te d  by S a in t-G a u d a n s1 c lo se  f n cod,
'.-u rg e  F le tc h e r  Eabb, o f  Babb, Gook and W ili ia rd  o f  New York.
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The b u lk  o f  i n t e r i o r  a l t e r a t i o n s  and a d d i t io n s ,  a ls o  d i r e c te d  by Babb, o ccu rred  a t  t h i s  
tim e . A f r o n t  p a n try  and passagew ay, b a th ro a r s ,  a laundry  room w ere added; th e  c e n t r a l  
h a l l  was re m o d e lle d  i n t o  rooms w ith  a cu rv in g  s ta i r c a s e .  A fu rn a c e , i n s t a l l e d  in  1903, 
c o rp le r e n te d  seven  sh a llo w  w ood-burning f i r e p la c e s .

The i n t e r i o r  e lem en ts  o f  th e  house in c lu d e  a s e n i- f in is h e d  basem ent, an e n try  h a l l  and 
d in in g  rocm, a  s t a i r  h a l l ,  a  k i tc h e n , p a n t r ie s  and double p a r lo r s  on th e  f i r s t  f lo o r ;  
l i b r a r y  on th e  m ezzan ine la n d in g ; fo u r  bedrocms and two bathroom s on th e  second f lo o r ;  
v a r io u s  s e r v a n t s ' rooms w ith  one bathroom  on th e  th i r d  f l o o r .  There a re  th r e e  s e p a ra te  
s ta irw a y s  in c lu d in g  £ narrow  f l i g h t  le a d in g  from th e  k i tc h e n  to  th e  basem ent; a w ide, 
c u rv in g  s t a i r  le a d s  from  th e  f i r s t  f lo o r  up to  th e  c e n t r a l  h a l l  on th e  second f lo o r ;  a 
narrow  f l i g h t  le a d s  from  th e  second  to  th e  th i r d  f lo o r .

The w a lls  o f  a l l  f i r s t  f lo o r  r o a r s ,  ex c lu d in g  th e  k itc h e n  b u t  in c lu d in g  th e  s t a i r w e l l  
and m ezzanine l i b r a r y ,  a re  co vered  w ith  p a n e ls  o f  a  f in e ly  woven, n a tu r a l  c o lo r  g ra s s  , 
m a tt in g . A m u lt i tu d e  o f  p a in t in g s  hang on th e  w a lls , some o f  w hich were done by members > 
o f  th e  C o rn ish  C olony. There a re  a ls o  sane t a p e s t r i e s  h a n g in g , a s  w e ll a s  P e rs ia n  o r  
O r ie n ta l  s t y l e  ru g s  on th e  f l o o r s . '  The house , p a r t i c u l a r ly  th e  f i r s t  f lo o r  rooms, i s  
p a r t i a l l y  fu rn is h e d  w ith  18 th  and 19th  cen tu ry  American p ie c e s  from  th e  Haner fam ily  o f  
B oston  and from  A ugustus S a in t-G au d en s ' l i f e t im e .  Sane o f  th e  fu rn is h in g s  and o b je c ts  
w ere b ro u g h t to  th e  house  from New York, w h ile  o th e rs  were p u rch ased  lo c a l ly .  The 
d o ub le  p a r lo u r s  have b u i l t - i n  b a n q u e tte s  a t  e i th e r  end.

2 . L i t t l e  S tu d io  (HS2) ;

The L i t t l e  S tu d io  i s  a  woodframe, w ood-shingled  c o n s tr u c t io n ,  L shape in  p la n , w ith  a  i 
r e a r  h ip  ro o f  and p a r t i a l l y  g a b led  ro o f .  The b u ild in g  i s  s id e d  w ith  c lap b o a rd  and 
s tu c c o . T arg e-p an e  s k y l ig h ts  dom inate th e  n o rth  s id e  o f  b o th  th e  main b lo ck  and w ing; 
and c l e r e s to r y  windows w ith  diam ond-shaped panes and d e c o r a t iv e  m untins a re  p la c e d  in  
h o r iz o n ta l  bands below  th e  ro o f  c o rn ic e s  to  adm it overhead  l i g h t  to  th e  s tu d io  b lo c k . 
O r ig in a l ly  a b a m , th e  s t r u c tu r e  was ad ap ted  as a s tu d io  and p e rs o n a l workshop f o r  
S a in t-G au d en s in  1885 and re n o v a ted  a g a in  in  1904, when th e  S tu d io  o f  th e  C a ry a tid s , 
w here S a in t-G a u d e n s ' a s s i s t a n t s  worked and where co rre sp o n d en ce , sketchbooks and 
re c o rd s  o f  o c rm is s io n s  w ere k e p t ,  burned  and a cc o m o d a tio n s  w ere needed.

• ii
The i n t e r i o r  e lem en ts  in c lu d e  a  m ain s tu d io ,  now used  a s  e x h ib i t io n  museum sp ace ; a 
p l a s t e r  and s tu d io  m odeling space w ith  a l o f t  s to ra g e  a re a  above i t  which i s  reach ed  
by la d d e r ;  and a sm a ll l o f t  w ith  n o r th e rn  windows reach ed  t y  a  s t a i r  a t  th e  w est end 
o f  th e  b u i ld in g  w hich was u sed  a s  ts r p o r a r y  s tu d io  sp ace .

I
T ie  main rocm i s  b e in g  resto red  and has ta n  p lastered  w a lls  w ith  a  n a tu r a l  wuod w a in sc o t i n l 
and th e re  a re  o i le d  hardwood f lo o r s .  A la rg e  f i r e p la c e  w ith  a  p h o to g rap h ic  m ural above 
Geminates th e  rocm. A 10" x 12", 3 5 -fo o t-lo n g  beam i s  bein g  r e in s t a l le d  under th e  main'
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s k y l i g h t .  The ro o fs  a re  b e in g  re tu rn e d  to  t h e i r  h i s t o r i c  s o ld e re d  t e m e - p l a t e  o o n s t r u c t ic  
and w i l l  be  p a in te d  g re e n . There i s  a  b u i l t - i n  desk  th a t  Saint-G aud& ns used f o r  k eep in g  
r e c o r d s .  Along th e  so u th  facad e  o f  th e  l i t t l e  S tu d io  and w rapping a ro u n d  to  th e  e a s t  
and w e st i s  a  Greek p e rg o la  a rcad e  w ith  h a l f - f l u t e d  Tuscan columns su p p o rtin g  a  p la in  
wooden e n ta b l a tu r e  and a s u p e r s t r u c tu r e  w hich c a r r i e s  lu s h  v in e s ,  ech o in g  th e  p ia z z a  a t  
A sp e t 75 f e e t  d i s t a n t .  A cross th e  le n g th  o f  th e  m ain facade  and d i r e c t l y  b e n ea th  t h i s  
l a t t i c e ,  i s  a  polychrom e p l a s t e r  f r i e z e  tak en  d i r e c t l y  from p o r t io n s  o f  th e  P a rth en o n  
f r i e z e  c a s t s  new in  th e  London Museum S upporting  th e  overhang o f  th e  main b lo c k 's  
g a b le d  ro o f  a r e  s ix  sq u ared  columns t h a t  p ie r c e  th e  p e rg o la  in  a  row s e v e r a l  f e e t  in s id e  
th e  Tuscan colum ns.

1
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On th e  n o r th  s id e  o f  th e  L i t t l e  S tu d io  i s  a swimming tan k  b u i l t  by S a in t-G au d en s around 
1900. To th e  e a s t  s id e  i s  a  sec lu d ed  a re a  w ith  a  la rg e  wood and cem ent ex ed ra  fa c in g  
a  d e c o r a t iv e  p o o l ,  s t a t u e t t e ,  and bed o f  m y rtle  s h e l t e r e d  by m ature h ed g es .

3 . New G a lle ry  (HS3)

The New G a lle ry  b u i ld in g s ,  b u i l t  abou t 1904, fu n c tio n e d  a s  a  p a c k in g /s to ra g e  house  and 
c h ick e n  coop in  S a in t-G au d en s1 tim e . Renovated and re a rra n g e d  from  t h e  o r i g i n a l  s i t e -  
in  1948 to  p ro v id e  g a l le r y  sp ace , th e  s t r u c tu r e s  a r e  h tw o -a n d -o n e -h a lf  s to r y  s tu c c o  
b u i ld in g s  jo in e d  by an a  t r i m  w ith  o n e -s to ry  s tu c c o  w a lls  and an i n t e r i o r  co lonnade  
t h a t  s u p p o rts  a  f l a t  r o o f .  The g ab le  end o f  th e  main b lo ck  has a  la r g e  t r i a n g u l a r  
windew w ith  t r i a n g u l a r  panes s e t  over th e  c a r r ia g e  d o o rs .

4 . C a r e ta k e r 's  C o ttag e  (No. HS4)

The C a r e ta k e r 's  C o tta g e , b u i l t  i n  1904, i s  a m odest o n e -s to ry  wood fram e s t r u c t u r e  
c la d  i n  c e d a r  s h in g le s  w ith  a  g a b le  ro o f  and a  sh e d -ro o fe d , sc ree n ed  p o rc h  a t  one en d .
I t  underw ent m inor a l t e r a t i o n  a t  th e  r e a r  in  1968 and was f i t t e d  w ith  s c r e e n s ,  s to rm  
windows and d o o rs  in  1970.

5 . S ta b le s  (No. HS5)

The S ta b le s  w ere b u i l t  c a . 1907. The o n e -s to ry  wood frame s tru c tu re»  c la d  in  b ro w n -s ta in e d  
vooden s h in g le s  i s  a c l a s s i c  New England s a l tb o x  s t y l e  w ith  a  s l i g h t  b e l l c a s t  n e a r  th e  
p eak  on th e  lo n g  s lo p e  and an a tta c h e d  l a t e r  e l l  a t  th e  r e a r ,  c o n ta in in g  work room s, 
p ack  and h a rn e ss  and o th e r  s to ra g e ,  h a y lo f t ,  b o x s t a l l ,  and ic eh o u se .

6 . The R avine S tu d io  (No. HS6)

Toe R avine S tu d io , b u i l t  by S ain t-G audens betw een 1902-1907 a s  a  p r i v a t e  s tu d io ,  
o f f i c e ,  and r e t r e a t ,  i s  a o n e -s to ry  wood s h in g le ,  c a b le - ro o fe d  s t r u c t u r e  w ith  a  
sh e d -ro o fe d  p o rc h  su p p o rted  by th re e  p la in  wood columns a c ro ss  th e  e n tr a n c e  fa c a d e .
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The b u i ld in g  e n c lo se s  a  9 ' x 12' roan  t h a t  i s  w e l l  l i t  th ro u g h  s in g le - s a s h  windows 
w ith  24 p an es  as  w e ll  a s  a  bank o f  la rg e -p a n e  windows exposed  to  th e  n o r th  p ro v id in g  
s tu d io  l i g h t .

7. G ardens and Grounds (No. HS7)

The Grounds and G ardens designed  by Sain t-G audens co v er app ro x im ate ly  22 a c r e s  o f  open 
a re a  w i th  g ro u p in g s  o f  form al c u l t iv a te d  p la n t in g s ,  o u td o o r s ta tu a r y ,  walkways and 
open e x p a n se s . S a in t-G au d en s, a landscape e n th u s i a s t ,  became a v id ly  i n t e r e s t e d  in  
A s s e t 's  g ro u n d s . H is grounds p la n  in c lu d e d  p in e  hedges, fo rm al g a rd en s , b e n ch e s , 
w alkw ays, p o o ls ,  fo u n ta in s ,  t r a i l s ,  and p a th s  i n to  th e  w oods. He i n s t a l l e d  an o rc h a rd , 
f lo w er and  v e g e ta b le  g a rd en s, a  bowling g re e n , a  swimming ta n k , and l a t e r ,  a f t e r  1900, 
a n in e  g re e n  g o l f  c o u rse , a toboggan ru n  and pathw ays le a d in g  to  Blcw-Me-Dcwn Fond f o r  
swimming, i c e  s k a t in g  and hockey.

S a in t-G aude ns r e g u la r ly  v a r ie d  th e  flo w ers  he p la n te d  a cc o rd in g  to  seaso n  and  p e rs o n a l  
whim. Im m edia te ly  a t  th e  n o r th  s id s  o f  A spe t i s  a  fo rm al garden  c o n s is t in g  o f  fo u r  
t e r r a c e d ,  p a r t e r r e  r e c ta n g le s  which a re  d iv id e d  by a g ra s se d  a l l e e  on th e  n o r th - s o u th  
a x is  and  c ro s s e d  by a  b r ic k e d  walkway. There a r e  b r ic k e d  s te p s  betw een th e  th r e e  
t e r r a c e  l e v e l s  and a ls o  f l i g h t s  le ad in g  to  th e  p ia z z a  and t o  th e  L i t t l e  S tu d io .
M ature p in e s  e n c i r c l e  th e se  g a rd en s. C opies o f  a n tiq u e  s t a t u e t t e s  a re  p la c e d  in  them 
as  w e ll  a s  a  sm all c i r c u l a r  bubb ling  p o o l. The beds a r e  p la n te d  w ith  su ch  f lo w e rs  
a s  p e r e n n ia l  and an n u a l flo w ers  in  th e  manner o f  an  E n g lish  co u n try  g a rd en  and s im i la r  
p la n t in g s  l i n e  th e  L i t t l e  S tu d io 's  p e rg o la .

Beyond th e  fo rm al gard en  hedgerow a re  two l i n e s  o f  W hite P ap er B irch  p la n te d  a t  
r e g u la r  i n t e r v a l s  and  form ing a  shaded, g ra s sy  la n e  t h a t  ru n s  th e  le n g th  o f  th e  g rounds 
from th e  L i t t l e  S tu d io  to  th e  end o f  th e  Bowling G reen. The Bowling Green i s  su rro u n d ed  
by th e  p in e  hedgerow , a lth o u g h  now i t  em braces th e  Shaw M anorial and a d jo in s  th e  
opening  t h a t  su rro u n d s  th e  Adams M em orial. Hedgerows s h ie ld  A sp e t from  th e  S ta b le s  
and th e  v e g e ta b le  garden  as  w e ll as  runn ing  th e  e n t i r e  le n g th  o f  th e  so u th e rn  
boundary o f  th e  h i s t o r i c  p ro p e r ty .

The c o n d i t io n  o f  th e  grounds i s  good w ith  m ost o f  th e  work e n t a i l i n g  m a in ten an ce , 
p ru n in g  b ack  and c o n tr o l  o f  overgrow th , e s p e c ia l l y  where v e g e ta t io n  th r e a te n s  to  
impede v ie w s, such  a s  to  Mount A scutney, o r  in  in s ta n c e s  w here th ey  once p ro v id e d  a 
b u i l d i n g 's  s e t t i n g  and now a re  overgrown o r  i n t e r f e r e  w ith  th e  fo u n d a tio n . The 
o rc h a rd  h a s  been  re p la n te d  and a v e g e ta b le  gard en  may be c u l t iv a te d  in  th e  f u tu r e .
A m ajo r e f f o r t  i s  made to  r e t a i n  th e  grounds in  t h e i r  h i s t o r i c a l  ap p ea ra n ce , p a r t i c u l a r l y  
a s  th e y  w ere a fo cu s  o f  S a in t-G audens' i n t e r e s t  i n  A spet and th e  o u td o o rs .
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8. Blcw-He-Dcwn M ill (HS8)

The Blcw-Me-Dcwn M il l ,  b u i l t  in  1891-1892 and  a t t r i b u t e d  to  S ta n fo rd  W hite o f  McKim, 
Mead and W hite, i s  a  3^ s to r y  w o o d -sh in g led  s t r u c t u r e  w ith  a g a b le  ro o f  and verandah  
su p p o rte d  by sq uared  wooden colum ns. The windows a re  8 -o v e r-8 double-hung  s a sh  and 
on th e  g rad e  l e v e l  have a  f l a t  a rc h  o f  v e r t i c a l l y  s e t  f ie ld s to n e s  a t  t h e i r  h e ad s .
The d o o r s e t  in  th e  c o a rse  ru b b le  m asonry fo u n d a tio n  has a q u o in - l ik e  su rro u n d  o f  
uneven polychrom e s to n e  b lo ck s  and a  12-pane window. The lo ad in g  and s to ra g e  shed 
a tta c h m e n t, and o n e -s to ry  frame and s to n e  s t r u c t u r e  was dem olished fo llo w in g  sto rm  
damage and removed ab o u t 1968.

9 . Blow-Me-Ccwn S tone Arch B ridge (No. HS9)

The S tone  Arch B rid g e , b u i l t  in  1887-88 a f t e r  a  d e s ig n  by Joseph  W ells o f  McKim,
Mead and  W hite, se rv ed  a s  e n t ry  to  th e  S a in t-G au d en s Road from th e  m ain highway 
from 1888 u n t i l  th e  l a t e  1 9 5 0 's  when th e  New H anpsh ire  P u b lic  Works r e lo c a te d  th e  
r o u te .  I t  i s  a  s in g le  a rc h  span o f  d ry  l a i d  c u t  f i e lc s to n e  t h a t  was r e in f o r c e d  w ith  
a  c o n c re te  s u b s tr u c tu r e  a t  a  l a t e r  d a te .  The s e m i-c i r c u la r  a rc h  i s  o u t l in e d  w ith  
polychrom e uneven r a d ia t in g  v o u s s o ir s  o f  q u a r ry - f a c e d  g ra n i te  and has a  p ro m in en t 
k e y s to n e . R a i l  cop ings o f  th e  same s to n e  te rm in a te  in  squared  c a p s to n e s . The s in g le  
la n e  deck i s  s u rfa c e d  in  d i r t ,  i s  34 ' lo n g , 2 4 ' w ide and f l a r e s  g e n tly  a t  e i t h e r  
end . The b r id g e  was p a r t i a l l y  b u r ie d  i n  th e  1950 ' s  by th e  S ta te  D epartm ent o f  
P u b lic  Works and r e q u ir e s  e x c a v a tio n  o f  one s ic k  and some r e c o n s t r u c t io n .  T h is 
r e s t o r a t i o n  work i s  c u r r e n t ly  b e in g  p la n n e d .

10. The Temple (No. HS10)
4T

The Temple, ex ecu ted  in  w h ite  Vermont m a rb le , h as  a  f o u r - t i e r e d  b a se , fo u r  Io n ic  
columns w hich su rro u n d  an ornam ented sa rco p h a g u s , su p p o rtin g  an e n ta b la tu r e  o r  canopy 
d e c o ra te d  w ith  d e n t i l  m oulding. The T enple  i s  a  1914 r e p l i c a  o f  th e  T enple used  
in  1905 to  p ro v id e  a  s e t t i n g  f o r  th e  p e rfo rm an ce  o f  th e  Greek dram a, "The Masque o f  
th e  Golden Bowl" c re a te d  to  c e le b r a te  th e  S a in t-G au d en s ' 20 th  summer a t  A sp e t. The 
a sh es  o f  th e  s c u lp to r  and members o f  h i s  fa m ily  a r e  in te r r e d  in s id e  th e  sa rco p h ag u s .
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s p e c i f i c  d a t e s  1795- 1893-1894 b u i l d e r /a r c h i t e c t  George F le tc h e r  Babb;
________________ 1______________________________________________ McKim, Mead and frh ite __________
s t a t e m e n t  o f  s i g n i f i c a n c e

The S a in t-G audens N a tio n a l H is to r i c  S i t e  i s  s i g n i f i c a n t  b e ca u se  i t  p re se rv e s  th e  hone 
and work env ironm ent o f  a p ro m in en t American s c u lp to r ,  A ugustus Sain t-G audens, whose 
works p roduced  d u rin g  th e  l a t e  n in e te e n th  and e a r ly  tw e n t ie th  c e n tu r ie s  in f lu e n c e d  
A re r ic a n  c u l tu r e .

D uring h i s  re s id e n c y  a t  "A sp e t,"  S a in t  Gauoens p ro d u ced , among o th e r  works, h i s  
"L in co ln  S tand ing" s t a tu e  (L in co ln  P a rk , C h icag o ), th e  Adams .Memorial (Rock C reek 
C em etery, W ashington, D. C. ) ,  th e  R obert Gould Shaw Monument (Boston C an o n , B oston ,
M ass.) th e  E q u e s tr ia n  S ta tu e  o f  G enera l W illiam  Tecunseh Sherman found a t  th e  e n tra n c e  
to  C e n t r a l  P a rk , New York -C ity , and p o r t r a i t  r e l i e f s  and d e s ig n  f o r  U nited  S ta te s  
g o ld  ooimage o f  1907.

A f te r  S a in t-G audens cteath in  1907, A ugusta and Hcmer S ain t-G audens deeded th e  e s t a t e  
to  a  B oard o f  T ru s te e s  and l a t e r  th e  New Hampshire l e g i s l a t u r e  c h a r te re d  th e  S a in t-G au d er 
m em orial a s  a  n o n - p r o f i t  c o rp o ra t io n  to  p re s e rv e  and e x h i b i t  th e  c o l le c t io n s ,  house and 
s tu d io .  The N a tio n a l Park. S e rv ic e  a c q u ire d  th e  p ro p e r ty  i n  1965.

The c o l l e c t io n s  o f  th e  H is to r ic  S i t e  c o n ta in s  betw een th r e e  and  fo u r  thousand p ie c e s  
o f  h i s t o r i c a l  and a r t i s t i c  v a lu e  in c lu d in g  f u r n is h in g s ,  d e c o r a t iv e  a r t s ,  f in e  a r t s  
( p a in t in g s ,  s c u lp tu r e s ,  p r i n t s ,  d ra w in g s), and num ism atic  a r t s ,  to o l s ,  t e x t i l e s ,  

p h o to g ra p h s , and o th e r  m em o rab ilia . The s c u lp tu re  c o l l e c t i o n  c o n ta in s  works in  b ro n z e , 
m arb le , wax, p l a s t e r  and p l a s t o l i n e .

The s i t e  i s  a l s o  s ig n i f i c a n t  b e c a u se , a s  th e  f i r s t  n a t io n a l  h i s t o r i c  s i t e  t h a t  
ccrm em orates th e  l i f e  o f  an a r t i s t ,  tb s  h i s t o r i c  s e t t i n g  t h a t  Sain t-G audens knew a t  
th e  tim e o f  h i s  c r e a t iv e  p ro d u c t iv i ty  i s  m a in ta in e d . I n i t i a l l y ,  s c ij lp to rs  and 
p a in te r s  m ig ra te d  to  C o rn ish , New H am pshire, d u r in g  th e  summer to  en jcy  th e  p a s to r a l  
work env ironm en t. Over th e  d ecad es , from 1890 to  th e  days p re c e d in g  World War I ,  
th e  "C o rn ish  Colony" a t t r a c t e d  w r i t e r s ,  p o e ts ,  j o u r n a l i s t s ,  i l l u s t r a t o r s ,  m u s ic ia n s , 
a r c h i t e c t s ,  a c to r s ,  and p o l i t i c i a n s .  A t v a r io u s  t im e s , S a in t-G au d en s ' n e ig h b o rs  
in c lu d e d  w r i t e r  H e rb e r t C boly, p a in t e r  M axfield  P a r r i s h ,  m ura li s t  Kenyon Cox, p o p u la r  
n o v e l i s t  W inston C h u rc h ill  and Supreme C ourt J u s t i c e  L earned Hand, a l l  o f  whom l iv e d  
in  p r iv a te  re s id e n c e s  s c a t t e r e d  th ro u g h o u t th e  n ea rb y  h i l l s i d e s .

> v 
""he s i t e  to d ay , i t s  c o l l e c t io n  and i t s  e n v iro n s , r e t a i n s  th e  b u c o l ic  ambience S ain t-G auds. 
> new. T he-S ain t-G audens NHS, sec lu d e d  f r a n  n e ig h b o rs  by th e  hedgerows c a r e f u l ly  p la rf te d  
by S a in t  Gaudens, p ro v id e s  v i s i t o r s  w ith  an un ique  e x c u rs io n  i n t o  th e  a r t i s t ' s  l i f e  
and env ironm en t.



APPENDIX B:

TRUSTEES OF THE AUGUSTUS SAINT-GAUDENS MEMORIAL 1919-1982.

From John H. Dryfhout, The Work of Augustus Saint-Gaudens.
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PRESIDENTS:

Reed, Henry H. 1949-51 
Platt, William 1951-77 
Platt, Charles A. 1977- Present

Platt, Charles A. 1919-33 
Adams, Herbert 1933-45 
Brown, Horace 1945-49

TRUSTEES:

Adams, Herbert, Founder

Ames, Mrs. John (Mary F. Goodyear)
Ames, John W.
Angell, Mrs. Montgomery (Ellen Shipman) 
Baker, George F.
Baron, William A.
Bass, Perkins 
Beal, Henry S.
Beaman, Charles

Beaman, Mrs. William (Vera I.)
Beaman, William E.
Blake, Mrs. Tiffany (Margaret) 
Blashfield, Edwin H.
Brelsford, Edmund 
Brooke, David 
Browen, Horace

Bullard, Mrs. Lawrence (Alice Kennedy) 
Burling, Jean 
Burling, Peter *
Carter, Winthrop L.
Chermayeff, Ivan *
Churchill, Creighton 
Cope, Thomas P.
Cortissoz, Royal 
C o x, Gardner *
Cresson, Mrs. William P.
(Margaret French)

* Signifies a current trustee.

Drier, Thomas 
Dubow, Arthur *
Edgell, George H.
Edmondson, Mrs. G. d ’Arcy 

(Rosamond Taylor) * 
Engelhardt, Dr. Fred 
Farley, James 
Faulkner, Barry 
Faulkner, Francis *
Faulkner, Phillip H., Founder 
Finley, David E.
Force, Juliana

Deforest, Robert W., Founder 
Francis, Henry Sayles, Emeritus * 
Fraser, James E.
French, Daniel Chester 
Frissell, A.S.
Garrett, Wendall D. *
Gilman, John R. *
Goodyear, A. Conger 
Grimes, Frances 
Gugler, Eric 
Hancock, Walter *
Hay, Clarence L.
Hayes, Bartlett, Emeritus * 
Holmes, Edward 
Huntington, Anna H.
Iselin, Lewis *
James, Alexander
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James, Mrs. Alexander 
James, Alexander R.
Jewell, Edward alden 
Kaish, Luise *
Kimball, Ingalls 
Kimball, Richard A. *
Knowlton, Grace F. *
Lamont, Thomas W.
Lang , Albion 
Lee, Ronald F.
Lovely, John E.
MacNeil, Neil *
Manship, Paul 
McClary, Mrs. Andrew 

(Mary Armstrong)
Mead, William R.
Miller, Garfield H.
Moore, Charles 
Moore, Douglas 
Norton, Charles D., Founder 
Norton, Mrs. Charles 

(Catherine McKim)
O’Connor, John Jr.
Packard, Artemas 
Parsons, Mrs. John Russell 

(Margaret Chubb)
Parsons, Mrs. John C. (Katherine Bunker) 
Peabody, Julian 
Pennoyer, Robert *
Platt, Charles A., Founder 
Platt, Charles A. *
Platt, William *

Ex Officio:

Platt, Mrs. William 
(Margaret Littell)

Prentice, T. Merrill, Jr. *
Putnam, Mrs. David 
(Rosamond Castle Page)

Quimby, Arthur W., Emeritus * 
Reed, Henry Hope 
Reed, Ida Metz 
Saarinen, Lilian Swan * 
Saint-Gaudens, Augusta Homer, 

Founder

Saint-Gaudens, HomerS., Founder 
Sargent, John S.
Sargent, Porter 
Scofield, Mrs. John 
Shipman, Ellen 
Smith, Joseph Lindon 
Smyth, Henry L.
Spaulding, Gov. Huntley 
Spinney, Frank O.
Stimson, Frederick Julian, Founder 
Sykes, James A. *
Tracy, Stephen P. *
Upham, George B., Founder. 
Wardner, Henry S.
Weed, Charles F.
Weems, Mrs. Katherine L.
White, Laurence G.
White, Robert W.
Whittemore, Laurence F. 
WlLMERDING, JOHN *
Wright, Walter

Governor, State of New Hampshire 
President, Dartmouth College
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APPENDIX C: DESCRIPTION OF
CHARACTER-DEFINING FEATURES FOR EACH HISTORIC PERIOD

1885- 1992.

To analyze integrity we will first explore the time periods established in Volume I in terms of 
character-defining features, except that we will combine the two Augustus significant periods into one 
1885-1907. The Draft Guidelines for the Treatment of Historic Landscapes discusses historic 
landscape features, stating that landscapes are composed of a number of features which individually or 
collectively contribute to historic character.1 These features -- surroundings and setting, spatial 
relationships, views, vegetation, circulation, topography, landscape structures, site furnishings, 
objects, water features — are termed “character-defining features.” The four documented periods to be 
examined are:

Augustus Saint-Gaudens (1885-1907)
Augusta Saint-Gaudens (1907-1926)
The Saint-Gaudens Memorial (1925-1965)
The National Park Service (1965-1992)

Graphic exhibits contained herein include:

Exhibit 1 : Property Period Plan Comparison
Exhibit 2: Core Area Property Period Plan Comparison
Exhibit 3 : Integrity Comparison of Character-defining Features
Exhibit 4: Augustus Saint-Gaudens (1885-1907)
Exhibit 5: Augusta Saint-Gaudens (1907-1926)
Exhibit 6: The Saint-Gaudens Memorial (1925-1965)
Exhibit 7: The National Park Service (1965-1992)

AUGUSTUS SAINT-GAUDENS PERIOD 1885-1907 
PRIMARY PERIOD OF SIGNIFICANCE

Surroundings/Setting

The immediate surroundings/setting consisted of:

Wooded ravine to the north and east.
Wooded slope (away) to the west.
Open fields on slope (up) to the south.
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Spatial Relationships

The buildings that appeared on the 1903 French & Bryant survey included the Main House, the 
Hay Barn Studio, the Stable/Ice House, the Large StudioAVood Shed/Stable complex and a Wood Shed 
and Root Cellar at the ravine.2

The Hay Barn Studio was removed by late 1903, and the Little Studio was probably 
constructed on the same foundation, with similar proportions, and a pergola extended across the south 
facade. The Large Studio/Wood Shed/Stable complex burned in October 1904 and was replaced with 
the Studio of the Caryatids by 1905. The new studio was approximately the same size and in 
approximately the same location. The courtyard within the building became larger and the building 
was closer to the woods and edge of the ravine to the north and east.

Spatial relationships of buildings therefore retain integrity from 1885 to 1907; although the 
Studio of the Caryatids is not identical to its predecessor, its placements respected the original spatial 
relationships.

Hedges that are recorded from the 1903 French & Bryant survey acted as definers of space and 
provided privacy screens. They included the ten-foot pine hedges along Saint-Gaudens Road, three- 
foot hemlock hedges at the West Entry, twelve-foot pine hedges east of the house that acted as space 
definers between the Main House and stable/ice house, five-foot hedges at the garden that defined the 
birch grove, the flower garden and the vegetable garden; and eight- to ten-foot hedges at the swimming 
pool that provided a privacy screen.

Additional hedges as definers of space were added between 1903 and 1907 and two areas were 
modified. Hedges were added at the south side of the Stable, the upper entry and the east side of the 
Main House. These increased privacy, but of course reduced the feeling of open space. At the lower 
flower garden hedging was removed, opening up the lower garden to the house, and a hedge was 
added on the east side of the six flower beds, creating another enclosed room which became a cutting 
garden.

Additional vegetative definers of space included a row of apples west of the Hay Barn (Little) 
Studio, a row of poplars and a small orchard west of the Large Studio, a line of apple trees east of the 
Main House which screened the stable, a row of apples along Saint-Gaudens Road behind the ten-foot 
pine hedge, a birch grove east of the Barn (Little) Studio and a grove of what are now Japanese Tree 
Lilacs which were added east of the vegetable garden and south of the Stable.

The woodland edge acted as a definer of the rolling meadow (golf course) landscape, which 
was also defined by the ten-foot pine hedges along Saint-Gaudens Road.
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Views

The major views from the property focused on the profile of Mt. Ascutney to the west. The 
piazza on the west side of the house and the pergola on the southwest side of the Hay Barn (Little) 
Studio provided areas to view from.

Views of the hill of open fields on the south side of the road added to the feeling of open space 
beyond the bounds of the property, especially since the other three boundaries of the property were 
wooded.

An additional view within the property from south of the Large Studio looking to the west had 
a view shed down the rolling landscape of the golf course.

Vegetation/Garden/Hedges

A hedged flower garden was shown on the 1903 survey. It was a formal design of six beds 
with a bench and marble pool with bubbler on an east/west central axis and entry through the hedges 
from the south and east. The east/west axis continued through an opening in the hedge and through 
the vegetable garden to an opening in the east hedge.

The hedged vegetable garden was to the east of the flower garden with entry through the east 
and west hedges surrounding it. We have no photographic documentation of bed layout.

A birch grove west of the flower garden contained the pan bench, piping pan statue and water 
basin. A hedge defined its north and east sides with the Hay Barn (Little) Studio to the west.

By 1907 the hedged flower garden was redesigned by Augustus Saint-Gaudens into three 
terraces, still formal in design. He established a new north/south axis slightly askew with the line of 
the original garden. The central axis from the upper and middle terraces did not quite line up with the 
bench and axis of the six perennial beds.

The bench and marble pool with bubbler in the 1903 garden were relocated; steps were added 
between the upper and middle terrace and paved paths were added at the middle terrace level to tie the 
Main House to the Hay Barn (Little) Studio and garden.

The upper terrace, originally established in 1893-94 at the north face of the house, was laid out 
again, with six flower beds with grass paths. A middle terrace was established consisting of six flower 
beds with the Hermes sculpture on pedestal, grass paths and the marble pool relocated to the center of 
the terrace. The upper and middle terraces had a central axis north/south tying them together. Paved 
brick paths were added across the south side of the terrace and continued to the Little Studio.
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The lower terrace was the site of the original hedged flower garden. This was redesigned into 
six linear north/south perennial beds. The south hedge was removed and a new hedge was added to 
the east that divided the original flower garden into two distinct areas: six rows of perennial beds and a 
cutting garden of undetermined bed layout. The entry through the hedging from the vegetable garden 
remained, retaining that portion of the original east/west axis, but the hedged vegetable garden of 1903 
was relocated to an area south of the stable and the area became a bowling green.

Trees on House Terraces: The 1903 survey records the honey locust at the front steps and 
four poplars on the outer corners of the north and south terraces. By 1907 only three poplars are 
extant.

Poplars: In addition to the poplars on the Main House terrace, poplars (four in all) were 
placed on both sides of the West Entry paths and a pair were placed along the hedged garden.

Circulation

West Entry: Defined paved paths consisted of a gravel path at the front hedges, gravel 
driveway, four poplars and the front walk. This is a pedestrian entry only.

East Entry: Gate with vehicular drive to Stable/Ice House and to the Large Studio. Pedestrian 
path from the Stable/Ice House to the Large Studio.

Between 1903 and 1907 the drive to the Studio of the Caryatids (originally Large Studio) was 
widened and the pedestrian path to the studio was eliminated. A new drive was added north of the 
stable/ice house that goes to the Main House east porch. Brick pedestrian paths are added from the 
stable to the Main House east porch and to the south terrace.

Cart Path: A cart path skirts the woodland for three-quarters of the property boundary from 
the Large Studio west to the west end of the meadow and then back along the west woodland edge to 
the main road.

Garden Paths: Paved brick paths were added when the garden area was redesigned providing 
pedestrian paths from the Main House to the garden and from the garden to the Little Studio.

Topography

Rolling Meadow: The rolling meadow that surrounds the built elements and was defined by 
the hedged road and woodland edge was a golf course consisting of nine tees and five greens. The cart 
path provided easy access to the golf course.

House Terraces: North, south, and west of the Main House had been terraced to provide a 
strong base for the Main House and also eliminated the wooden steps and porch illustrated in Figure 2 
dated 1885 “House in Cornish, the First Summer.”3 The west terrace had a covered porch added
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which Saint-Gaudens referred to as the Piazza. Steps off the terrace led down to the north, south and 
west (1893-1894). The east side of the Main House also had a porch added (1894-1903). All terraces 
had wooden balustrades with zodiac heads.

By 1907 the north steps off terrace were relocated to the west to be on axis with the Piazza. A 
second set of steps off the north terrace was added on axis with the newly developed terraced garden.

By 1907 a terraced garden of three levels was constructed. The upper terrace was the original 
north terrace for the Main House, the middle terrace was extended to the original flower garden hedge 
and the lower terrace was the area of the original flower garden. All three areas were redesigned. 
Refer to garden development, herein.

Studio of the Caryatids: When the new Studio of the Caryatids was constructed to replace the 
Large Studio, minor grading was required.

Hav Barn/Little Studio: When the Little Studio replaced the Hay Barn Studio, regrading was 
required to remove steps on the northwest corner and build new steps further south along the west 
side.

Landscape Structures

House Piazza and Terraces: In 1893-1894 the Main House exterior alterations included 
grading to form terraces on the north and south elevations and the construction of the Piazza to replace 
the West Porch. The Piazza extended the entire length of the west elevation.

Pergola at Hav Barn Studio: In 1893-1894 the Hay Barn Studio alterations included the 
addition of a classical pergola to the south side. The Hay Barn Studio was demolished; new Little 
Studio complete by summer of 1904. Little Studio included a pergola on the south that wrapped 
around the east and west sides.

Balustrade at Terraces: In 1893-1894 the Main House exterior alterations included balustrade 
with zodiac heads at the north and south terraces and balustrade at the Piazza, but the zodiac heads 
appear to have been utilized in various locations.

Lattice Screen: Ca. 1904-1905 located at the east side of the north terrace. It extended the 
width of the terrace and had an arched opening for a path that went to the east toward the stable.

Arched Lattice Trellis: Ca. 1904-1905 an arched lattice trellis was located on the north facade 
of the Main House on axis with the new terrace steps to the north.

Fencing at Stable: A fence and gate were constructed on the east side of the stable.
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Site Furnishings and Objects

Bench at Birch Grove: By 1894 a large wrap-around pan bench was placed in the birch grove 
opposite the pan fountain.

Bench Planters at Main House Entry: At the front door are two benches with integral planters 
with a raised brick pad. We have no photographic documentation.

Bench at Hedged Flower Garden: By 1894 a curved wooden bench was placed at the west end 
of the hedged “lily garden”. When the flower garden was redesigned by Augustus the bench was 
relocated to the north side of what was now the Lower Garden.

Benches at Upper Garden: Two small backless benches were added on the Upper Garden 
terrace when the garden was redesigned.

Bench at Middle Garden Terrace: One backless bench was added on the east side of the new 
Middle Garden terrace during redesign.

Urns: Utilized in various locations.

Sculptures

Pan Sculpture: The Pan was an antique replica placed at the water basin in the birch grove.

Polvtvmnia Sculpture on Pedestal: Polytymnia was an antique replica placed at the east end of 
hedged “lily garden”, but after the garden was redesigned we have no documentation on its location.

Zodiac Heads: The Zodiac Heads were created by the Studio of Augustus Saint-Gaudens and 
was placed on posts in the hedged “lily garden” at west end of garden and at terrace balustrades.

Turtle Sculpture: The Turtle was created by the Studio of Augustus Saint-Gaudens and was 
placed at the swimming pool.

Dancing Faun on Pedestal: The Dancing Faun, a bronze replica of an antique, was placed ca. 
1904 located on the northwest corner of the Middle Garden terrace. This statue was on axis with the 
Piazza and the Piazza steps and was placed as a focal point with a pine hedge backing.

Hermes on Pedestal: Hermes was placed ca. 1905-06 in the newly-designed Middle Garden 
terrace on the east side, backed by pine hedge.
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Water Features

Pan Fountain with Fish Water Jets: By 1894 a rectangular basin with a pan sculpture and fish 
water jets was in place.

Circular Marble Fountain: By 1894 a small marble circular basin with bubbler was in place at 
the west end of the hedged lily garden. The fountain was relocated to new Middle Garden terrace 
when the garden was redesigned.

AUGUSTA SAINT-GAUDENS PERIOD 1907-1926

Surroundings/Setting

The immediate surroundings/setting consist of:

Wooded ravine to the north and east, extant ca. 1907.
Wooded slope (away) to the west, extant ca. 1907.
The open fields on slope (up) to the south had by 1926 started to go into ecological succession. 

Spatial Relationships

The Main House, Little Studio, Stable/Ice House, Wood Shed, Root Cellar and Studio of the 
Caryatids were extant from 1907. Two new buildings were added — the Chauffeur/Caretaker’s Cottage 
and the Garage -- to the east of the upper entry drive. The addition of these structures reduced open 
space, increased building density and modified overall site spatial relationships.

A hedge was added for screening and for privacy at the Caretaker’s Cottage, further affecting 
spatial relationships. In addition, an informal parking area for visitors was placed on part of the golf 
course area, probably because the golf course was no longer in use after Augustus’ death and parking 
for visitors to the site was needed.

A row of poplars was added at the Studio of the Caryatids south of the courtyard as a screen 
and spatial definer. All other vegetation definers and buffers and woodland edge were extant from 
1907.

Views

Views toward Mount Ascutney from the Piazza and Pergola and the view from the Large 
Studio (now Studio of the Caryatids) -- extant from 1907. Views of the hill on the south side of the 
road had started to grow into a wooded slope.
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Vegetation/Garden/Hedges

Terraced Flower Garden: Two sets of steps were added from middle to lower garden and the 
bench was relocated to be on the north/south axis, but the bench was set back into the north hedge.

Bowling Green: Extant from 1907.

Cutting Garden: Extant from 1907.

Vegetable Garden at Stable: Extant from 1907.

Birch Grove: Two sets of steps were added from the path into the birch grove and a set of 
steps was added within the adjacent path.

Trees on House Terraces: Honey locust extant from 1907. Three poplars extant from 1907, 
one missing.

Poplars: Four at west entry and two at hedged garden extant from 1903. Two added at east 
end on the bowling green to mark the hedge opening.

Circulation

Informal Parking: When Augusta opened the site to the public an informal parking area was 
established south of the Studio of the Caryatids on an area of open space that was originally part of the 
golf course.

Informal Path: An informal path appears to have been established along the north flower 
garden and bowling green hedge between the Studio of the Caryatids and informal parking and the 
Little Studio.

Paved Path to new Caretaker’s Cottage was added.

East Entry: Extant from 1907.

West Entry: Extant from 1907.

Cart Path: Extant from 1907.

Topography

Rolling Meadow: Extant; golf course lost as a use, but the topography remained.
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House Terraces and Garden Entrances: Extant. Steps were added at lower terrace path, at the 
Birch Grove/Pan Bench and within the garden.

Caretaker's Cottage and Garage: Minor regrading occurred during their construction.

Landscape Structures

House Piazza and Terraces: Extant from ca. 1907.

Pergola at Little Studio: Extant from ca. 1907.

Balustrades at Terraces: Extant from ca. 1893-1894.

Lattice Screen: Extant from ca. 1904-1905.

Arched Lattice Trellis: Extant from ca. 1904-1905.

Fencing at Stable: Extant from ca. 1907.

Temple: By 1914, a permanent marble temple with altar was constructed at the northwest end 
of the meadow to honor Saint-Gaudens and his work.

Site Furnishings and Objects

Bench at Birch Grove: Extant from ca. 1893-1894.

Bench Planters at Main House: Extant.

Bench at Lower Hedged Garden: The bench was relocated slightly and a recess into the hedge 
was created to accommodate its new location.

Bench at Upper Garden Terrace: No further photographic documentation to confirm their 
location.

Benches at Middle Garden Terrace: Extant from ca. 1907.

Urns: Were utilized in various locations.

Sculptures

Pan Sculpture: Extant from ca. 1903.
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Polvtvmnia Sculpture on Pedestal: When the garden was redesigned there is no further 
photographic documentation to confirm its location.

Zodiac Heads: At various locations.

Turtle Sculpture: No further photographic documentation to confirm its location.

Dancing Faun on Pedestal: Extant from ca. 1907.

Hermes on Pedestal: Extant from ca. 1907.

Caryatids: The Caryatids were placed at the entry to Studio of the Caryatids ca. 1908.

Watér Features

Pan Fountain with Fish Water Jets: Extant from ca. 1903.

Circular Marble Fountain: Location extant from ca. 1907.

Swimming Tank: Extant from ca. 1903.

THE SAINT-GAUDENS MEMORIAL PERIOD 1925-1965 
SECONDARY PERIOD OF SIGNIFICANCE

Surroundings/Setting

Wooded ravine to the north and east, extant from ca. 1907.
Wooded slope (away) to the west, extant from ca. 1907.
The open fields on slope (up) to the south had by 1926 started to go into ecological succession 

and by 1965 were wooded. A gravel visitor’s parking area was established by the Trustees.

Spatial Relationships

The Main House, Little Studio, Stable/Ice House, Wood Shed and Root Cellar were extant 
from 1907. The Chauffeur/Caretaker’s Cottage and the Garage were extant from 1926.

The Studio of the Caryatids burned on June 6, 1944, but the sheds, storage building and 
chicken house remained. The remodeling of existing buildings and construction of the New studio was 
completed by July 3, 1948. The new complex consisted of the Sculpture Gallery, Atrium Courtyard, 
Picture Gallery and Farragut Memorial base. Since the new building and converted buildings occupied 
a smaller area than the previous two studios and were located in the same general area, there was some 
gain in open space, but there was a corresponding loss in the mass and scale of the building group.
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Hedges and walls were added at the Shaw, the Farragut and north of the Picture Gallery. New 
plantings were installed around the new building group.

A new entry was cut in the north hedge at the Caretaker’s Cottage and a gate installed.

Views

Views toward Mount Ascutney from the Piazza and Pergola and the view from the Large 
Studio/Studio of the Caryatids and then the New Studio group were being affected by normal plant 
growth.

The view to the south had become a wooded slope by 1965.

Vegetation/Garden/Hedges

Terraced Flower Garden: Ellen Shipman modified and redesigned the terraced flower garden 
in 1928-1929 and again in the 1940’s.4

The upper and middle terrace beddings were simplified.

The lower terrace was redesigned. A strong central axis was established north/south tying the 
three terraces together. The curved bench was again recessed into the hedge and acted as the terminus 
of the axis to the north with the Main House and the arched lattice trellis as the south terminus. An 
opening in the hedge at the end of the lower garden axis with a set of steps added as one goes through 
the hedge was introduced. Sometime between the mid-1940’s and 1965 the bench was removed and an 
opening was cut in the hedge. This required a set of steps to gain access to the Birch Allée. The 
simplification of the bedding in the 1940’s modified the beds, eliminating some beds in order to 
reinforce the axis. The garden became a central grass panel with larger beds on the east and west. 
The east bed was divided into two beds to allow access through the east hedge into the cutting garden. 
The two sets of beds between the middle and lower terraces were consolidated into one set on the 
north/south axis.

Partial east/west cross axis was established between the lower terrace and the cutting garden to
the east.

Cutting Garden: Seated Lincoln was added to the space, so the use as a cutting garden was 
eliminated. Entry into space was modified -  original hedge opening on east side was established on 
opposite west side, allowing entry between lower terrace flower garden and statue, which set up a new 
partial cross axis and view to statue.

Bowling Green: Entries through the hedges were redesigned. The Shaw Memorial was added 
by 1959 at the eastern end. Previous entries were at the east and west ends opposite each other and
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were located in the center of the hedge. New entries from the north and south were not on axis with 
each other. Steps were required from the Shaw to the Birch Allée. The east/west axis was eliminated 
with the addition of the Shaw and the closing of the hedges.

Vegetable Garden at Stable: A tree was added in the garden. By 1965 the Japanese Tree Lilac 
grove was encroaching on the garden space.

Birch Grove: Extant from 1926.

Trees on House Terraces: Honey locust extant from 1907. Two poplars extant from 1907, 
two missing.

Poplars: Four at west entry, two at hedged garden and two at east end of bowling green 
missing.

Birch Allée: New element was added ca. 1950 consisting of a double row of paper birch with 
a path parallel to the north garden hedge from the lower terrace to the Shaw Memorial. New entries 
from the Shaw Memorial (placed 1959) and the redesigned lower flower garden (1940’s) fed into the 
Allée; steps were required at both locations.

Hedges at New Parking Area: Hedges added to screen parking from road.

Circulation

Birch Allée: The informal path/roadway was kept the length of what became the Birch Allée 
and had become an earthen path.

Caretaker’s Cottage: A path to the rear of cottage from the garage was added.

East Entry: The drive and entry into the garage was paved with bituminous concrete and 
slightly modified in layout.

West Entry: Extant, except for loss of poplars and growth in hedges which have reduced path
width.

Cart Path: Extant.

Parking Lot: A new gravel parking lot was constructed on the south side of Saint-Gaudens 
Road opposite the west pedestrian entry. Hedging added to screen it. Water trough installed.
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Topography

Rolling Meadow: Topography extant but no longer used as a golf course. Definition of some 
of the tee areas was lost and addition of buildings eliminated the course east of the Stable.

House Terraces and Garden Entrances: Extant from 1926, but steps were added at the lower 
terrace and Shaw Memorial to provide access into the Birch Allée.

Caretaker's Cottage and Garage: Minor regrading occurred during their construction.

Studio of the Caryatids: When the studio was constructed grading was required to construct 
the Sculpture Gallery. Steps were constructed to provide access to the Picture Gallery.

Landscape Structures

House Piazza and Terraces: Extant from ca. 1907.

Pergola at Little Studio: Extant from ca. 1907.

Balustrades at Terraces: Extant from ca. 1893-1894.

Lattice Screen: Extant from ca. 1907.

Arched Lattice Trellis: Extant from ca. 1907.

Fencing at Stable: Extant from ca. 1907.

Temple: Extant from 1914.

Farragut Monument: In 1948 the original bluestone base of the monument was placed in its 
present location. The placement of the base was incorporated into the design for the alterations to old 
sheds which became the Sculpture Gallery and Picture Gallery with an interior courtyard. Low stone 
walls formed the circular space and steps were constructed to the Picture Gallery.

Shaw Memorial: In 1959 the Shaw Memorial was installed at the east end of the bowling 
green complete with shelter, low walls, wood structure with lattice and steps to the Birch Allée.

Gate at Caretaker's Cottage: A gate was constructed in the hedge north of the cottage.

Site Furnishings and Objects

Bench at Birch Grove: Extant from ca. 1893-1894.
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Bench Planters at Main House Entry: Extant, but brick pad changed to a wooden platform; 
benches repaired.

Bench at Lower Hedged Garden: Location extant from ca. 1926, but removed when the steps 
were constructed to allow access into the Birch Allée between the 1940’s and 1965.

Benches at Upper Garden Terrace: No evidence of them in photographic or plan 
documentation.

Benches at Middle Garden Terrace: Extant from ca. 1907.

Benches at Farragut Monument: Benches were located within the hedged circular area 
containing the bluestone base.

Benches at Atrium Courtyard: Four backless benches added.

Benches at Shaw Memorial: Four backless benches added.

Urns: Were utilized in various locations.

Sculptures

Pan Sculpture: Extant from ca. 1903.

Polvtvmnia Sculpture on Pedestal: Removed from the garden; exact date unknown.

Zodiac Heads: Replicas on posts, balustrades and on bench ends at various locations.

Turtle Sculpture: Removed; exact date unknown.

Dancing Faun on Pedestal: Removed from garden; exact date unknown; no further 
photographic documentation.

Hermes on Pedestal: Replaces Polytymnia in the Middle Garden; extant from ca. 1905-06.

Caryatids: Destroyed in the 1944 fire.

Seated Lincoln: Located in cutting garden area in 1913, which may have been a temporary 
installation, but by 1968 it had been removed and the cutting garden had been converted to lawn. 
Actual dates of modifications unknown.
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Bust from Standing Lincoln: Plaster (painted) on a tall pedestal at the atrium alcove placed in
1948.

Victory: By Augustus Saint-Gaudens. Given to the Memorial by McKim’s daughter in 1924. 
Extant outside atrium wall from ca. 1948.

Sculpture in Atrium Courtyard: Ca. 1948. Six busts, bellows, Shiff children, three has 
reliefs, Amor Caritas.

Urn and Statue at Upper Garden Terrace: The urn was removed by 1908. The statuette (Boy 
with Wine Skin) and water urn have been extant since ca. 1908.

Farragut Base: Placed in landscape in 1948.

Shaw: Placed in landscape in 1959.

Water Features

Pan Fountain with Fish Water Jets: Extant from ca. 1903.

Circular Marble Fountain: Location extant from ca. 1907.

Swimming Tank: Extant from ca. 1903.

Atrium Courtyard Pool: Rectangular pool was constructed by 1948 within the counyard. 
Bubbler fountain and two water-spouting turtles on the north and south sides.

EXISTING CONDITIONS

1965-1992 THE NATIONAL PARK SERVICE

Surroundings/Setting

Wooded ravine to the north and east, extant from ca. 1907.
Wooded slope (away) to the west, actual edge of woodland reestablished to 1903 survey limits. 
The original open fields on slope (up) to the south remain a wooded slope.

Spatial Relationships

The Main House, Little Studio, Stable/Ice House, Wood Shed and Root Cellar are extant from 
1907. The Chauffeur/Caretaker's Cottage and the Garage date from 1926. New Sculpture 
Gallery/Atrium/Picture Gallery/Farragut Memorial extant from 1948.
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The Caretaker’s Cottage was enlarged. A new maintenance building was constructed east of 
the garage. In 1986 a landscape structure that had the presence of a small building was constructed 
over the Farragut. Farragut location actually modified. These building additions again reduced the 
ratio of open space to building space and have had an impact on overall site spatial relationships.

On the south side of Saint-Gaudens Road a restroom facility was constructed adjacent to the 
parking lot.

Views

Views toward Mount Ascutney from the Piazza and Pergola are extant from 1907. The view 
from the Large Studio/Studio of the Caryatids which is now the New Studio group required vista 
clearing and rehabilitation of the original woodland edge due to natural plant growth. This was 
accomplished in 1984 using the 1903 French & Bryant survey as a guide.

V egetation/Garden/Hedge

Terraced Flower Garden: Upper and middle terraces maintained as per Memorial Period 
simplifications. Lower terrace had two modifications:

A bench was placed above the stair leading to the Birch Allée; the stair was not removed. This 
effectively terminated the Ellen Shipman axis. (The placement of the bench reflected ca. 1928 bench 
placement, but originally there was a hedged backing.)

The connection to the adjacent cutting/statue garden (Seated Lincoln) was closed and the east 
flower bed was made continuous.

Adams Memorial Garden (Cutting Garden): Major modifications were made:

Lincoln was removed, new Adams Memorial placed, plantings and benches were added.

Entry to the west into the lower flower garden hedge was closed.

New access points going north and south were cut through the hedges. The north entry had 
steps added allowing connection to the Birch Allée, and the south entry also required steps. A new 
north/south axis tied the two hedge openings together.

Bowling Green: Two benches added.

Vegetable Garden at Stable: Tree removed in center of garden.

Birch Grove: Location extant from 1926, but some replanting with Grey Birch instead of 
Paper Birch.
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Trees on House Terraces: Honey locust extant from 1907. Four locations of poplars extant 
from 1907, but replanted.

Poplars: Four at west entry and one at hedged garden replanted. Two at the West Entry were 
not placed in the original location. Four new poplars placed at visitor parking area.

Birch Allée: Two benches added, new entry and steps opened into the statue/cutting garden.

Circulation

Caretaker’s Cottage: Paths rebuilt as brick; actual path layout extant.

Maintenance Shed/Garage: A paved bituminous concrete area was established which was an 
expansion to accommodate the new building and provide additional parking.

Paths from Stable to East Porch of Main House and to South Terrace: Paved in brick. Actual 
path layout extant.

Comfort Station: Bituminous concrete path added from parking lot to comfort station.

East Entry: Extant as to general location, but modified in turning radius and layout.

West Entry: Extant, but hedges have grown in width and reduced path width.

Can Path: Partially extant.

Parking Area: Expanded and changed from gravel to bituminous concrete.

Lower Flower Garden and Adams Memorial Garden: Entries redesigned. Connection to Birch 
Allée removed at lower flower garden. Access and steps added to Adams Memorial Garden.

Topography

Rolling Meadow: Topography extant, but no longer used as a golf course.

House Terraces and Garden Entrances: Extant from the Saint-Gaudens Memorial period,
1965.

Comfort Station: Regrading was required to construct comfort station and access to the
facility.

Maintenance Shed/Garage: Regrading was required to construct facility.
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Landscape Structures

House Piazza and Terraces: Extant from ca. 1907.

Pergola at Little Studio: Extant from ca. 1907.

Balustrade at Terraces: Extant from ca. 1893-1894.

Lattice Screen: Extant from ca. 1907.

Arched Lattice Trellis: Extant from ca. 1907.

Fencing at Stable: Extant from ca. 1907.

Farragut Memorial: Base extant from 1948. In 1986 the present pavilion structure was 
constructed to protect the monument. Lattice and landscaping were also added.

Shaw Memorial: Extant from ca. 1959.

Gate at Caretaker’s Cottage: Extant from the Saint-Gaudens Memorial period.

Temple: Extant from 1914.

Site Furnishings and Objects

Bench at Birch Grove: Extant from ca. 1893-1894.

Bench Planters at Main House Entry: Extant.

Bench at Lower Hedged Garden: Extant from ca. 1893-1894, location extant from ca. 1928. 
Current bench is a reconstruction.

Benches at Upper Garden Terrace: No evidence of them in photographic or plan 
documentation.

Bench at Middle Garden Terrace: Location extant from ca. 1907, but bench was removed and 
replaced.

Benches at Farragut Monument: Extant from ca. 1948.

Benches at Atrium Courtyard: Extant from 1948.
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Benches at Shaw Memorial: Extant from 1959.

Benches at Adams Memorial: Two backless wood benches added.

Benches at Picture Gallery: Two backless wood benches added.

Benches at Birch Allée: Two backless wood benches added.

Urns: Were utilized in various locations.

Handicap Railings: Wooden railings have been added at all steps on the site.

Signage: Informational and directional signage has been added throughout the site.

Picnic Tables: Picnic tables and trash receptacle provided at visitor parking area.

Stone Posts: Posts added at entry to visitor parking area.

Sculptures

Pan Sculpture: Extant from ca. 1903.

Polvtvmnia Sculpture on Pedestal: Removed from the garden; exact date unknown. The 
bronze-painted plaster is now in the storage collection.

Zodiac Heads: Replicas are on balustrades, posts and bench ends at the north edge of the 
Lower Garden. Originals are in storage collection.

Turtle Sculpture: Ca. 1948 cement cast replicas. The mold is in the storage collection.

Dancing Faun on Pedestal: Removed from the garden; exact date unknown, but from 1965 on 
it has been exhibited on the armoire in the Little Studio.

Hermes on Pedestal: Replaces Polytymnia in the Middle Garden. Extant from ca. 1905-06.

Caryatids: Destroyed in the 1944 fire.

Seated Lincoln: Removed in 1968.

. Bust from Standing Lincoln: Plaster (painted) on a tall pedestal at the atrium alcove placed in 
1948. Plaster put in storage in 1967. Replaced with an original bronze cast extant since 1967.
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Victory: By Augustus Saint-Gaudens. Given to the Memorial by McKim’s daughter in 1924. 
Extant outside atrium wall from ca. 1948. Exhibited extant in the New Gallery since ca. 1968.

Sculpture in Atrium Courtyard: Extant from ca. 1948. Six busts, bellows, Shiff children and 
three bas reliefs.

Amor Caritas: By Augustus Saint-Gaudens. Extant (in plaster) since ca. 1948 (now in storage 
collections). Extant as gilded bronze since 1975.

Urn and Statue at Upper Garden Terrace: The urn was removed by 1908. The statuette (Boy 
with Wine Skin) and water urn have been extant since ca. 1908. The water urn was replaced by a 
replica terra cotta ca. 1986 (original is in the storage collection).

Farragut Base: Extant from 1948.

Shaw: Extant from 1959.

Adams: Placed in landscape in 1968.

Water Features

Pan Fountain with Fish Water Jets: Extant from ca. 1903.

Circular Marble Fountain: Location extant from ca. 1907.

Swimming Tank: Filled in.

Atrium Courtyard Pool, Bubbler and Turtle Fountains: Extant from 1948.
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Exhibit 1. Property Period Plan Comparisons (1885-1992).
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EXHIBIT 3: Change Over Time of Character-defining Features

(M) Modified Design 
(R) Use Relocated 
(Part.) Partial Remains 
(6) Quantity Change

I II III IV V
1885-1903 1903-1907 1907-1926 1925-1965 1965-1992

SURROUNDINGS/SETTING

N/E Wooded Ravine x x x x x

West Wooded Slope x x x x x(M)

South Open Field on Slope x x x

SPATIAL RELATIONSHIPS/VIEWS

Main House/Little Studio/
Stable/Ice House/Large Studio x

Main House/Hay Barn Studio/
Stable/Ice House/Studio of the
Caryatids X X

Main House/Little Studio/Stable/ 
Ice House/New Studio X X

View from Piazza/Main House X X X x(M) x(M)

View from Pergola/Hay Barn/ 
Little Studio X X X x(M) x(M)

View from Large Studio/Studio of the 
Caryatids/New Studio X X X X x(M)
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1
1885-1903

II
1903-1907

III
1907-1926

IV
1925-1965

V
1965-1992

VEGETATION/GARDEN

Hedged Flower Garden X

Hedged Vegetable Garden X x(R)

Birch Grove X X X X X

Terraced Flower Garden X x(M) x(M) x(M)

Bowling Green X X x(M) x(M)

Vegetable Garden at Stable X X X X

Cutting Garden X X x(M) x(M)

Birch Allee X x(M)

Woodland Edge X X X x(M) x(M)

VEGET ATION/HEDGES

West Entry Hedges X X X x(M) x(M)

Saint-Gaudens Road Hedge X X X x(M) X

Main House East Hedge X x(M) x(M) x(M)

Garden Hedge X x(M) x(M) x(M) x(M)

Swimming Pool Hedge X X X X x(M)

Birch Grove Hedge X X X X X

South of Stable Hedge X X x(M) x(M)

East of Stable Hedge X x(M) x(M) x(M)
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I II III IV V
1885-1903 1903-1907 1907-1926 1925-1965 1965-1992

Hedge at New Studio X X

Hedge at Parking Lot X X

Hedge North of Maintenance Building X

VEGETATION/TREES

Honey Locust X X X X X

4 Poplars at Main House x(4) x(3) x(3) x(2) x(4)

Oak at North Terrace Steps X

Apple Buffer Front Main House X X X x(M)

Apple at West Entry Stair X X

Apple Buffer at Hay Barn Studio x(6) x(6) x(6) x(3) x(6)

Orchard X X

Oak at Birch Grove X X

Birch Allee X x(M)

Grove of Tree Lilacs X X x(M) x(M)

Poplars X X X x(M)

CIRCULATION/ENTRIES/PARKING

East Entry X X X x(M) X

West Entry X X X X X
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I
1885-1903

11
1903-1907

III
1907-1926

IV
1925-1965

V
1965-1992

Cart Path X X X x(Part.) X

Garden Paths X x(M) x(M)

Informal Parking at Caretaker's X X x(M)

Informal Path North of Garden/ 
Bowling Green/Birch Allee Path X X X

Caretaker's Cottage Path X x(M) x(M)

Formal Parking Area at Road X x(M)

LANDSCAPE STRUCTURES

Piazza and Terraces X x(M) X X X

Pergola at Hay Barn Studio X

Pergola at Little Studio X X X X

Terrace Balustrades X X X X X

Lattice Screen X X X X

Arched Lattice Trellis X X X X

Fencing at Stable X X X X

Farragut Base/Monument X x(M)

Shaw Memorial X X

Gate at Caretaker's Cottage X X
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I
1885-1903

II
1903-1907

III
1907-1926

IV
1925-1965

V
1965-1992

SITE FURNISHING AND OBJECTS

Bench at Birch Grove X X X X X

Bench Planters at Main House X X X x(M) X

Bench at Flower Garden X x(R) X x(M) x(M)

Benches at Upper Garden Terrace X

Bench at Middle Garden Terrace X X X X

Benches at Farragut X X

Benches at Shaw X X

Benches at Atrium Courtyard X X

Benches at Adams X

Benches at Picture Gallery X

Benches at Birch Allee X

Signage X

Handicap Railings X

Urns at Various Locations X X X X

SCULPTURE

Pan X X X X X

Polymnia X

Zodiac Heads X x(M) x(M) x(M) x(M)
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Turtle

Dancing Faun 

Hermes 

Caryatids 

Seated Lincoln 

Bust of Lincoln 

Victory

Sculpture at Atrium 

Farragut Base 

Urn and Statue 

Shaw Memorial 

Adams Memorial 

Satyr

WATER FEATURES

Pan Fountain

Circular Marble Fountain

Swimming Tank

Courtyard Pool/Bubbler/Turtles
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X
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Exhibit 4. Augustus Saint-Gaudens (1885-1907).
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Exhibit 5. Augusta Saint-Gaudens Memorial (1907-1926).
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Exhibit 6: The Saint-Gaudens Memorial (1925-1965)

Exhibit 6. The Saint-Gaudens Memorial (1925-1965).
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Exhibit 7: The National Park Service 1965-1992

Exhibit 7. The National Park Service (1965-1992).

32



Appendix C

ENDNOTES

1 Draft Guidelines for the Treatment of Histone Landscapes (Washington, District o f Columbia: 
U.S. Department o f the Intenor, National Park Service, Preservation Assistance Division, Technical 
Preservation Services Branch, May 1992), pp. 9-10.

2
“ Pressley, Marion and Zaitzevsky, Cynthia, Cultural Landscape Report for Saint-Gaudens 

National Historic Site. Volume 1: Site History and Existing Conditions. 1993, Chapter I, Fig. 16.

? Ibid.. Chapter I, Figure 2.

4 Ibid.. Chapter IV, p. 53.
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