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Since beginning my graduate studies in landscape architecture, I have encountered 

many situations in class in which references to art were used. I discovered a connection in 

the usage of the jargon of art in landscape architecture study. People, for the most part, do 

not know what landscape architects do or who we are. In this thesis I will make the case 

for aligning the profession of landscape architecture with the fine arts and humanities. An 

art history component in the curriculum and education and training of landscape architects 

would augment their design and presentation skills in the workplace. I have included the 

results of a survey questionnaire that I sent to 65 landscape architecture teaching faculty 

representing 38 landscape architecture programs in the United States. These individuals 

held either a Bachelor of Fine Arts degree, a Master of Fine Arts degree, or they had a 

scholarly research interest in art. 
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Chapter I 

A. Introduction to the Study and Thesis 

The initial research in this study was to seek out and find the influences of art 

history of the twentieth century upon the development of American landscape 

architecture. I was convinced, and still am, that the history of art offers the landscape 

architect and the profession, a vast wealth of helpfiil philosophy, design concepts, 

vocabulary and terminology. At first my task seemed nearly impossible, given the fact that 

so much information exists. I thought of the history of landscape architecture which is a 

rather recent legacy, not quite one hundred years old and began to see a clearer 

connection between the two disciplines. 

B. Approach 

I felt a certain confidence in discussing art history and relating it to landscape 

architecture. However I also realized that it would be essential to select the periods of art 

history and artists that had the clearest relevance to landscape architecture. 

To supplement the discussion of art history I also wanted to include a survey of 

landscape architecture teaching faculty in the United States. I selected faculty members 

who had either a bachelor of fine arts or master of fine arts degree and or a scholarly 

research interest in art or art history. This group was essential to my research for two 

reasons. First, they had the career background and combination of art history and 

landscape architecture. Secondly, they were educating and training landscape architects in 

American colleges and universities, thus having a direct impact on the type of student they 

were graduating. In addition, I wanted to target this group of individuals in the landscape 
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architecture profession because I felt that they could provide an informed opinion about 

art history and its' relevance to landscape architecture. 

C. Expectations. Goals and Objectives 

When I sent out my survey, I hoped that the questions I asked would provide some 

insight and discussion about art history as it related to American landscape architecture. I 

did not know what to expect but I was optimistic and anticipated at the very least, some 

interest in my research. Since I had selected a group of individuals with a specific 

combined background in art or art history and landscape architecture I felt that the 

responses would be helpful and informative. In addition, some of those surveyed were also 

artists and I had a particular interest in what they had to say. There were at least two 

Ph.D. art history faculty in the survey group whose replies I felt would be relevant and 

valuable to my research. 

My primary objective in all this was to review all the responses carefully and fi-om 

this information begin see what influences art history had on individual careers, teaching 

and professional development etc. A secondary objective, less important but of personal 

interest to me were the current ideas, subjects, themes and teaching philosophies of 

landscape architecture education around the country. Still another objective for me is to 

develop an art history course for landscape architect students as a result from this research 

for this thesis. 



D. Literature Review 

When I began the research for this project, I initially sought out material on artists 

and art history. The &st source I consulted was Horst Jansons' History of Art. It proved 

to be an all purpose volume for information on movements in art history, artists' careers 

and biographies and pictorial examples of their artwork. I also examined numerous works 

on landscape painting, in particular, John Arthur's' Spirit of the Place. Landscape Painting 

and the American Tradition. 

Dorothee Imberts', The Modernist Garden In France, revealed much of the French 

and European views on garden design and its' subsequent effect on American landscape 

architecture. There were sources about the use of sculpture in garden design, especially 

Cubist sculpture in this work. 

I located several good books on American sculpture and information on Isamu 

Noguchi, Michael Heizer, Richard Serra, Robert Smithson and Robert Irwin. 

On the Bauhaus I found Elaine Hochmans', Bauhaus. Crucible of Modernism, very 

helpful on information about Walter Gropius and the Bauhaus philosophy. I also 

discovered references to the Armory Show of 1913 in New York and its' subsequent 

effect upon American Modernism and American Modem Art. 

For my research on California painter Richard Diebenkom, Gerald Nordlands' 

Richard Diebenkom. from 1987 served me well. The text and critical commentary 

provided helpful insight and understanding of the artists' landscape paintings. There was a 

specific dialogue regarding Diebenkom's' aerial views of the landscape as an inspiration 

for his work. While most of my research material came from books, I was able to locate 
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several articles from Landscape Architecture magazine. Much information regarding the 

work of Peter Walker and Martha Schwartz came from this publication. 

E. Survev 

As I mentioned earlier in the approach methods I was somewhat uncertain about 

what type of response I would receive from the survey group. My intent was to survey a 

select group of teaching Acuity in 38 landscape architecture degree granting programs in 

the United States. I sought individuals with educational backgrounds in the fine arts. This 

was done by mailing a questionnaire along with a letter of introduction to each individual. 

I wanted to know what they thought about the implementation art history in 

training landscape architects. A sample letter and the specific questions I posed to them 

can be found in Appendix A and the responses I received are contained in Appendix B. I 

did not want to conduct a statistical survey, instead, I thought it would be more valuable 

to know the content of their specific written responses. In the letter I explained the 

reasons for my inquiry and the purposes of my research. In addition to asking for their 

response, welcomed all points of view on the matter. Thus, I was confident I could put 

together a comprehensive study of the potential of art history in landscape architecture 

education. 
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Chapter n 

Paul rftyanne and Post Impressionist Influence 

In the latter part of the 19''' century, painting had gone through several periods of 

change and development. The Salon tradition of painting predominated. This consisted of 

carefully arranged, idealized compositions based upon Neo-CIassical inspired themes from 

allegorical mythology and historical events from the past. Hundreds of these paintings 

were hung in huge halls from floor to ceiling, in the typical Salon style of the day. The 

jurors of the annual Salon exhibitions of the 19"' century French Academy, consistently 

rejected works that did satisfy these standards. Thus, the 'ofl5cial' 19"* century academic 

French view of landscape painting was firmly entrenched by this rigid set of aesthetic 

standards. 

Paul Cezarme and the Impressionist painters were well outside the circle of this 

academic environment. It is generally acknowledged that the French painter, Paul Cezanne 

(1839-1906) was the most influential figure upon a period in art history known as 

Modernism. His contributions to European painting and particularly to this period of art 

history, influenced a whole generation of artists long after his death. Previous to 

Cezanne's' creative, mature years. Impressionism had been the most active artistic 

movement in Paris where the center of their activities were. The philosophy of this 

movement was based upon the perception of nature through the sensual encounter of 

light, color, texture and rhythm. These experiences were believed to be the essence of the 

Impressionist movement. Cezanne is usually identified with the Impressionists and Post-

Impressionists, but he stands alone because his work went further in breaking up the 



picture plane. The early Impressionists were preoccupied with naturalism, and later with 

light and the atmospheric efifects of color in nature. Cezanne began to use color not as a 

method of modeling but to create form. Landscape architects can appreciate Cezanne 

because of his movement away from the traditional ways of seeing and began to find his 

own way of recording nature on canvas. This was the eaiiiest notion of what was to 

become the Modernist movement in art and later Cubism. 

Cezanne is considered a key figure in the development of Modem Art because of 

his innovative and bold vision, particularly of the landscape. His canvas of Mount Sainte-

Victoire, 1904-1906 (figure 1) is a particularly distinct example of this Post-Impressionist 

period. In showing the necessary courage and by taking artistic risks, Paul Cezanne is an 

exemplary model for aspiring landscape designers. That is why he is often called the 

'Father of Modem Art'. What Cezanne really did was to provide a tremendous impetus of 

inspiration to the Cubists of the next generation of artists. Following close behind Cezanne 

were a younger generation of artists who were profoundly influenced by this new artistic 

vision. Henri Matisse (1869-1954) referred to Cezanne as the "god of painting." What he 

may have been referring to was the way in which Cezanne manipulated the form of color 

rather than its' optical quality. Matisse is primarily known as the principal founder of the 

'Tauves" Movement in painting which was essentially a reaction to the previous serious, 

classically-grounded style of the Impressionists. The 'Tauves", French for 'wild beasts', 

used bold distortions of color and form and continued to produced paintings that shocked. 

Matisse's compositions were free flowing organic shapes arranged in a way that defied the 

prevalent artistic standards of the day. 
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"The lessons of Cezanne became the pivotal point for defining and redefining 

modernism. Cezanne was called a classicist and a primitive, an impressionist and a 

symbolist, a late Romantic and the father of Cubism, and aU of these labels were applied 

during the first two decades of the twentieth century." (Medina, p. 3) 

As Modernism continues to be a pivotal discussion in the profession of landscape 

architecture, we must also be mindfiil of the contribution of this great artist to landscape 

painting. The impact and effect of the landscape upon him is not much different fi'om how 

we as landscape architects react to landscapes. 
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Figure 1 
Paul Cezanne Mt. Saint-Victoire, 1902-06, fsource. Cezanne and the Post-ImpressionistsD.26'> 



Chapter III 

French Modernism in Garden Design 

Trends in American garden design have been influenced by the gardens of our 

European neighbors. The strongest of these philosophies came from France in the early 

part of the 20"* Century. At the beginning of the 20"* century, formalistic tendencies 

returned for a time in France. In this spirit of garden design, J.C.N. Forestier (1861-1930) 

was a proponent of the regular or formal style, then popular in Paris. At the same time, 

others preferred a return to a more naturalistic treatment in garden design, particularly in 

parks. As the 20"* Century began these two predominant styles vied with one another in 

Paris. 

Forestier, trained as an engineer and silviculturist, was to be a key figure as a 

designer and administrator in the Paris City Government. He joined the Paris Park and 

Promenades in 1887, and later was promoted to Superintendent (Conservator) and public 

monuments. Forestier saw Monet's water gardens at Givemy, and it is believed that the 

color choices in his plantings were directly derived from his visit to the great Impressionist 

painter's jardiniere-artiste, or artists' garden. 

Forestier also visited southern Spain, Italy and Northern Africa. He wrote that the 

Parisian garden is directly influenced by the Greco-Roman and North Africa-Spanish 

regions. Later in his career, he was a planning consultant for the cities of New York, 

Lisbon, Mexico City and Santo Domingo. 

The International Exposition of Decorative Arts and Modem Industry in Paris in 

1925 opened to an anxious public. Originally planned for 1914, the exposition was delayed 



by the outbreak of World War I. Gardens were displayed throughout the exhibition 

grounds to showcase what was called the 'urban ensemble'. Instead of standing on their 

own merit, these gardens were mere tensions of the extant architecture. J.C.N. Forestier 

had encouraged aU garden designers to, "redefine the concept of the garden" (Imbert, p. 

27) and as a direct result several designers used concrete and glass, light and water. Even 

though there were mixed responses to these new ideas, the Exposition provided landscape 

architecture with a new opportunity to be appreciated more fiiUy. The Exposition of 1925 

had been, in part, planned because France had a profound fear of losing her cultural and 

stylistic identity. The new avant-garde style in French garden design was emerging in the 

new century. 

Le Courbousier, real name, Charles Edouard Jean Neret (1885-1965) submitted a 

modest house design for the International Exposition of 1925. It was described as, "the 

apartment of an ordinary man concerned with well being and beauty". This entry named 

the Pavilion de L 'Espirii Noveau, (figure 2), was considered one of the most truly modem 

entries of the Exposition and caused quite a stir. 

"Rather than extending the plan of the unit to the site, Courbousier instead brought 

the garden inside".(Imbert, p.35) 

Other prominent artists collaborated on French entries. The Martel brothers, 

sculptors Jan and Joel, caused a sensation by creating concrete trees for Robert Mallet-

Steven's garden,de Vhabitation modeme. (figure 3). Contemporary critics were 

divided in their commentary. Some referred to these 'trees' as a joke, or unfortunate.. .the 

trees deserved to mentioned... only for their success in causing hilarity and 



bewilderment... Another critic reasoned that these amusing trees of concrete cubist lines 

were surrogates for the original plantings that had died and could not be replaced in time". 

(Imbert, p.38) and yet despite the ridicule and wry comments these unusual trees 

attracted, we need to look only to the Cubist painters to find the Martel's inspiration. 



Figure 2 
Coubousier, Pavillion de L 'Espirit Noveau, 1925 
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Robert Mallet 
Figure 3 

Stevens, Jardin de la Habitation Modeme, 1925 
(source: Imbett, the Modernist Garden in France) 



The Vera brothers, Andre and Paul, became the new proponent for le jardin a la 

fromcaise. Andre, in particular, was a prolific writer who published extensively about 

modernist tendencies in Parisian gardens. He believed that the new modernist ideals 

signified France's recovery from the devastation of World War I. The French were 

obsessed with establishing their own Gallic identity in the design professions. The Vera's 

designs were mostly for private residences, but as their reputation grew they undertook 

more ambitious projects like Paul-Elie Gemez. Andre Vera made an appeal to architects 

to make a close correlation to incorporate the garden, house and decorative arts in their 

work. Of landscape architects' he said,"... statuary is nudity gamboling on the 

lawn...independence, Sybartisim, dilettantism, inertia, weakness, negligence, weakness, 

caprice, dispersion, in gardens shall no longer see sinuous lines, serpentine alleys nor 

undulated lawns, rounded contours...and exotic pursuits". (Imbert, p. 80) Vera was still 

drawn to the Naturalistic leanings of the previous century and had no appreciation for the 

new modernist ideas that were beginning to emerge in the early part of the century. It 

seems that at this point. Vera had some antagonistic feelings toward landscape 

architecture perhaps out of mistrust or jealousy. 

Another breakthrough design for the Veras was the "The Mirror in the Garden; Le 

Jardin Noailles" in 1924, (figure 4), which was commissioned by Charles and Marie 

Laure De Noialles. Though the Veras are often credited with the design, Jean-Charles 

Moreaux is generally thought to have been the originator. This space was actually not a 

garden, but the courtyard of a nineteenth century hotel. It was intended to be seen from 

the upper floors of the hotel rather than occupied or walked through as a pleasure garden. 



This can be better appreciated in the photo taken by Man Ray.(figure 5) In this view we 

can see the undeniable influence of the Cubist motif of the radiating bands of color and 

texture. The plant materials were sparse, some trimmed boxwood and an accent and the 

material in the rectangular band shapes was actually crushed minerals selected for their 

color and reflective qualities which in effect would 'light up' the garden. In addition, the 

bands were not actually true rectangles but were slightly irregular so as to force the 

perspective in the space. 

'Tor it's seemingly fragmented representation, the tableau was interpreted by many 

contemporary observers as cubist."(Imbert, p. 84) Along one wall there is a mirror with a 

door that opens to the narrow street adjoining the space. Juan Gris, a cubist assemblage 

artist often used pieces of a mirror in his work from this period. His reasoning for this was 

that the mirror could not be imitated. The mirrored wall used for The Noilles Garden 

served to remind the viewer of the interplay of artifice and nature. 

'Taul Vera as an advocate of traditional modernism had recommended designing 

the garden with precision, marking with care the entrances to the parterres with a 

noticeable threshold, with narrow trees... statues and other signs, as one would mark the 

principal points of the layout". (Imbert, p.84) 
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Figure 4 
Vera Brothers, The NoaillesGarden, Paris, 1925 



Figure 5 
The Noialles Garden, Paris, view from fourth floor, 1925 

(phcto by Man Ray, source Imbat- The Modeml'a Gardai in France 



A young Armenian-born architect, Gabriel Guevekrian, had designed a garden for 

the Exposition de Arts Decoratif et Industriels Modemes, Paris, 1925 that brought both 

praise and severe criticism. His design was known as, Jardin d'Eau et de Luminiere, or 

'Garden of Water and Light'. (Figure 6) The space he chose for his design is actually 

asymmetrical containing a triangular shaped pool with red white and blue circles painted 

on the bottom. Little is known of Guevrikian's work from this period of his architectural 

career except for a few commissions he had in Paris. Aside from a few private residential 

designs his architectural output was rather modest. The 'Garden of Water and Light' 

remains his best known contribution to garden design. Some said it was too avant-garde 

and was far too distant from what a garden should be. Despite the negative reaction, he 

was awarded the Grand Prix from the jurors. An additional garden commission for Charles 

and Marie-Laure Noille's summer villa, was even more Cubist in its origin. Corbousier and 

Mies van der Rohe were retained as architectural consultants during the construction. 

Guevrekian's triangular garden space results in a palette of color through the use of a 

variety of colored paving materials and planter boxes of various blooming flowers. 

Though his career was not a prolific one, the pioneering work of Gabriel 

Guevrekian should remembered for inspiring a new generation garden designers. It is also 

important to note that Paris was the center of the art world in the 1920's. The artistic 

innovators of cubism and surrealism continued to produce paintings and sculpture that 

were to set the avant-garde standard of the twentieth century. 



Figure 6 
The Garden of Water of Light, 1927, Gabriel Guevrekian 



Jean Charles Moreaux, (1889-1956) architect and garden designer is often referred 

to as the 'last Renaissance Man in Paris'. IBs lengthy career included a teaching stint at 

the Beaux Arts in Dijon, a position in the Department of Reconstruction after World War 

n, and as a contributor and editor of the journal "L 'Amour de L 'ArtHe was often 

referred to as a landscape architect as early as 1920 but it seems more likely that his legacy 

was in his architecture. Moreau's interest in garden design can be traced to his 

collaboration with Paul Vera on a commission for Jacques Rouche, director of the French 

National Theater, in 1930. They developed the idea of two courtyards on either side of the 

typical French hotel. It comes from the convention of stage left and stage right from the 

English stage. In this case, the cote-jardin (or garden side), was usually smaller than the 

cote-cour (or courtyard side). The cote-cour was surroimded on three sides by a small 

wall and on the fourth by a latticed surface that served as a trellis. The ground plane had 

no significant vegetation but was covered by a simple, geometric white ceramic tile which 

closely resembled the paving in the Noels Garden of 1925. The cote-jardin differed in 

several ways: It was truly an outdoor room, with a closely trimmed boxwood hedge. 

Moreaux had a long career as an architect and continued to design residential 

spaces in and around Paris. He is worth mentioning for his use of cultural motifs in his 

designs. He assimilated many influences in his work. Moreaux traveled widely and made 

detailed notes of what he saw. It is evident in his mature work that he sought out new 

solutions for the design of public space. 



Chapter IV 

The Bauhaus and the De Stihl 

Other significant movements of this time, occurring in Europe, came about in part 

as a reaction to World War I. The Bauhaus School was established in an old factory that 

was converted into classrooms and studios spaces. The later building that housed the 

school in Dessau was designed by architect Walter Gropius. Started in 1919, the Bauhaus 

(or Building House), (Figure 7) was to serve as the first institution of new ideas that 

essentially incorporated all of the design-based disciplines. In addition, the Bauhaus set out 

to apply aesthetic principals to the industrial and technical world. 

The Bauhaus Manifesto, issued in March 1919, read in part, 

"...Artists... together let us want, conceive, create the new building idea. Painters 

and sculptors, break through the barriers to architecture, and become co-builders, co-

contenders for the ultimate goal of art: the creative conception of the cathedral of the 

future, which will unite everything in one form, architecture, sculpture and painting. " 

(Hochman, p. 66) 

Gustav Landauer, German Educational Minister of The Weimar Republic of 

1919, wrote: "The new era of human history shouldfind its' expression in the public 

buildings and monuments which will be built from now on...through official commissions. 

This applies to all the arts: painting and sculpture are, fi'om the outset, to be 

incorporated into architecture. "(Hochman, p. 75) 

In addition to painting and sculpture, architecture, furniture, febric and interior 



design was offered. In addition Oskar Schlemmer taught theater and ballet courses. 

Photography and typography studios were taught by Maholy-Nagy. Later in the 1920's 

and 1930's Maholy-Nagy made avant-garde films. After moving to Chicago, he founded a 

version of the Bauhaus there. Walter Gropius, trained as an architect, was it's first director 

and attracted the brightest, creative names in European art and architecture to serve on the 

faculty. Today, this list would read as a "who's who of 20''' century Modernism". In 

addition to Gropius, the Bauhaus faculty included the architect Ludwig \fies Van der 

Rohe, painters Wassily Kandinski, Lionel Feininger, Johannes Itten, Oskar Schlenmier, 

Paul Klee, Joseph Albers, Laslo Moholy-Nagy and Marcel Breuer. Though not credited 

with founding Modernism, the Bauhaus was a place to experiment with new Modernist 

principles and ideologies through the teachings of its' gifted faculty. Gropius had gone to 

great lengths to attract not only the leading artists but also the most skilled craftsperson's 

in Germany. His mission in this new school was to create an atmosphere of acceptance 

among all the disciplines in the arts. He even went as far as to do away with the traditional 

titles of 'professor' preferring instead 'master' and 'apprentice' instead of student. 

Wasily Kandinski and Paul Klee taught theory and painting and later were to influence a 

younger generation of American artists in the 1940's. Kandinski in particular, was to 

formulate the early precepts of abstraction and monumental painting which later became 

'Abstract Expressionism' or 'Action Painting'. Joseph Albers later taught at Yale and 

Black Mountain College in North Carolina and had an tremendous impact on geometric 

hard edge painting in the 1950's in America. He also published a widely read treatise on 



The legacy of the Bauhaus should be noted for several reasons. All disciplines in 

the fine arts and industrial arts were recognized as equal professions. Walter Gropius 

assembled a teaching faculty from all over Europe that provided a diversity never known 

before. This was in itself a radical departure for an art school. So it was with the Bauhaus 

curriculum structure that students would have the opportunity to become familiar with 

several disciplines. 

In landscape architecture, there are a plethora of professional skills that we must 

be familiar with. In addition to the fundamental landscape architecture courses of graphics, 

plant materials, site engineering and other core courses, we must also constantly update 

ourselves. This educational philosophy was the essence of the Bauhaus and serves as a 

model for landscape architecture. The landscape architect is required to know about 

plarming, civil engineering, architecture and many other related professions. So it was in 

the Bauhaus curriculum that an alliance was sought with industrial and fine arts. This 

educational structure is certainly similar to most American landscape architecture training 

programs. Walter Gropius and the other Bauhaus faculty who came to America had a 

profound effect on the thinking of a whole generation of architects, landscape architects, 

artists and designers. This was their greatest contribution to the emergence and 

development of 20"* century American landscape architecture. 
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Figure 7 
Bauhaus Main Building, Dessau, 1919 



De Stihl 

While the Bauhaus continued to gain momentum in Germany, a simultaneous event 

was occurring in Holland. Painters Piet Mondrian (1872-1944), Theo Van Doesburg and 

architects Mies Van der Rohe and Gerrit Rietveld were the founding members of this new 

movement. Mondrian arrived in Paris in 1912 where he began to produce pictures in the 

Expressionist style of Van Gogh and the Fauves painters. He later developed a radical 

abstract style that eliminated aU reference to representation. The second major member of 

the De Stihl was also a painter, Theo Van Doesburg who also explored the new ideas of 

abstraction. The De Stihl group had similar aesthetic concerns in their work as the 

Bauhaus, except that the De Stihl painters were known and is clearly observed in their 

geometric paintings and architectural style. If we compare Mondrians' Composition in 

Red, White cmd Blue, 1930 (figure f) of primary colors and their preoccupation with 

rectangular configuration and the Rietveld Schroder House (figure 9) fi-om 1924 the 

compositional similarities are unmistakable. This house has been referred to as the purest 

example of Modernism and the spirit of the principles of De Stihl. After restoration in 

1987 the house was opened as a museum. 

The De Stihl Movement can also serve as an example to landscape architecture. 

Artists Uke Mondrian have clearly shown that exploration and experimentation are an 

essential trait for designers. It was through his example in painting that other artists were 

to examine further abstract possibilities. This is another valuable lesson fi-om the De Stihl 

painters for landscape architecture to explore and experiment in their work. 



Figure 8 
Piet Mondrian, Composition in Red, White and Blue, 1930 



34 

Figure 9 
Gerit Rietveld, Schroder House, 1925, 



Chapter V 

The Armory Show of 1913 

Thus far, we have seen what Actors had influenced the emergence of the Bauhaus 

and the De stihl movements in Europe. Until the "International Exhibition of Modem Art", 

later known as the 'Armory Show '(because it was held at the 69"* Street Armory) 

opened in New York, America had been unafifected by any significant modem art or 

architecture from Europe. Most 19"* century American painting was directly linked to the 

neo-classical tradition related to idealistic themes of mythology and iconography etc. 

When the Armory Show opened in New York, it created a scandal among the 

critics. Americans had never seen Cubist painting or sculpture. Thus the Armory Show 

was a key modem link between American and European art. The most prominent of the 

Amory exhibitors was the Frenchman Marcel Duchamp (1887-1968) DuChamp submitted 

/O 
a Cubist inspired painting. Nude Descending a Staircase, No. 2, (figureJ+). Of all the 

artists to exhibit at the Armory Show, (three hundred or more) Marcel DuChamp was to 

draw the most criticism and provoke the most outrage for this one painting. Nude 

Descending the Staircase, was probably the purest example of Cubist art and provided 

Americans with the first glimpse of this European style. 

Even before 1913, two prominent individuals were responsible for the momentum 

of the Armory Show, each developing a 'salon' or social circle of artists in New York. 

Alfi-ed Stieglitz owned a photography gallery named '291' for its' located on lower 5"* 

Avenue in Manhattan. He held several small exhibitions of Modernist work there as early 

as 1907. Stieglitz had mainly supported photographers at his gallery but had begun to 



collect and exhibit drawings and watercolors by August Rodin, Paul Cezanne and Henri 

Rousseau and in 1911, he gave the young Spaniard, Pablo Picasso,(Figure 11) his first 

solo exhibition in America. Stieglitz had loaned several Henri Matisse drawings fi-om his 

personal collection to the Armory Show, of which one was shown. In addition he 

purchased three works fi*om the show. Though he enjoyed a good measure of success with 

'291' and supported his own stable of artists and photographers, Stieglitz kept a safe 

distance fi-om the Armory Show and all of the publicity it generated, which he generally 

disapproved of. He was known as a maverick in business and could be a difficult man to 

deal with. Despite aU of this, Stieglitz must be remembered as a significant early supporter 

and collector of Modem Art in America, and indirectly is responsible for the American 

public having access to modem art fi'om Europe. 

The second notable collector was a wealthy Bostonian named Walter Arensberg. 

A 1901 graduate of Harvard, Arensberg loved to be around the new bohemian atmosphere 

of DuChamp and other European artists who had moved to New York. He purchased 

over 20 works fi'om the Armory Show and these artworks were later to form the 

foundation for the Albright-Knox Museum collection in Buffalo, New York, one of the 

most comprehensive contemporary art collections in America. Arensberg and Stieglitz 

were two of many prominent New Yorkers, who in one way or another gave impetus to 

the Modem Art movement in America throught their purchases, collections and or direct 

support of some of these artists. 



Figure 10 
Marcel E>uchamp, Nude Descending a Staircase, No.2, 1912, oil on canvas 



Figure 11 
Pablo Picasso, Le femme au Pot de Moutarde, 1910 
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Chapter VI 

American Artists of the Late 20"* Century 

In this chapter I will discuss a number of contemporary American artists from the 

20"* century that have incorporated the ideas of the earlier part of the century as previously 

mentioned. I have chosen the clearest examples I could find, to show the association of 

artistic ideas (e.g. abstraction. Cubism) from earlier in the century to the contemporary art 

scene. Some have worked their ideas out on canvas, others with sculpted materials, while 

others have used the earth itself as a medium. I will discuss the artist's intent and relate 

these goals and expectations to the significant events of art history from earlier in the 20'*' 

century. 

Robert Irwin 

Robert Irwin (American, 1935- ), perhaps redefines the role of artist best by his 

approach and working methods with the landscape. Irwin began his career in New York as 

an Abstract Expressionist painter in the 1950's. What grew out of a series of paintings 

became an obsessive preoccupation with spatial relationships. ICs concern focuses 

primarily on the essence of a place and its effect on the viewer. "Irwin has claimed that we 

leam not from the solution but from formulating the particular question. And it is just at 

that point, as we address the particular situation and formulate the question, that we find 

the closest parallels between the act of making art and the act of design." (Trieb, p. 267) 

Here too, we can see the similar perceptual and visual encounters of the site artist 

and the landscape architect. Irwin refers to his theory and working methods as "5?7e 

conditioned artHe has devised four different stages of approach in his development of a 
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sculptural piece. A work that is first completed in a separate location and then sited or 

placed in another area permanently, he refers to as site dominant. The final site is 

incidental to the artwork. The second approach is called, site adjusted. In this situation the 

artist evaluates the final site and it's consequential effect on the final piece. The artist Avill 

also consider scale and the materials used. In other words, the final site is fiilly considered 

in the process of the artwork. In site specific, sculpture the distinctiveness of the site is 

given an even greater accentuation. The piece is designed to accommodate the spatial 

dimensions of the final site and compromises the site's physical and geographical 

limitations. The last category is referred to as the site conditioned/determined approach to 

sculpture. Irwin explains, .. .'Tiere the sculptural response draws all of its clues (reasons 

for being) fi'om its surroundings. This requires the process to begin with an intimate, 

hands-on reading of the site... In response to sitting, watching and walking through the site 

and surrounding areas.. .the artist distills the reactions.. .all the facets of the sculptural 

response...aesthetic sensibility, levels and kinds of physicality, gesture, dimensions, 

materials, kind and level of finish, details etc." (Trieb, p. 272) This is exactly the same 

process the landscape architect uses in site analysis. Irwin's ideas differ in that the final 

product of his work serves an aesthetic purpose, perhaps even esoteric to the point of 

exclusion. The landscape architect designs and creates environments that enhance and 

resolve spatial problems. However I think one would agree, that the site analysis approach 

described by Irwin is undeniably similar to that of landscape architecture professionals. 
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In referring to his piece, Filigreed Line, at Wellesley College outside Boston from 

1979, Irwin recalls, "the challenge to interact, work with nature, has always been a latent 

question in art, a question brought into focus in 'modem art' by the implication inherent in 

the edict to effect a 'marriage of figure and ground.. .how could one work with nature 

without dominating and displacing it?" (Trieb, p. 274) Filigreed Line is a 3/8" inch thick 

stainless steel sheet inserted into the ground and runs horizontally for 250 feet through the 

site. The top edge of the steel is parallel to the actual horizon and is sometimes only a few 

inches above the actual horizon line of the pond. Yet Irwin has created a visual tension 

that is made subtle by the shadows of the shadows from the surrounding trees and the 

cutting out of leaf shapes in the stainless steel form, (see fig. 12) 

Robert Irwin is certainly a notable sculptor in his own right. However I think that 

his significance and contribution to landscape architecture is evident in his approach and 

interaction with the landscape. Irwin's method of inspecting the site, walking the site, 

inspecting and reviewing the site are methods often used in landscape architecture. The 

site specific nature of his work invites participation and contemplation, not unlike the user 

analysis studies landscape architects perform. 

Even though his work might seem esoteric to some, Robert Irwin should be 

considered a kindred spirit to the profession of landscape architecture. He is an artist who 

considers many of the social concerns of site design. 
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Figure 12 
Robert Irwin, Wellesley College, Filigreed Line, 1979 
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Richard Diebenkom 

Richard Diebenkom (1922-1993) is probably the best known regionally-

recognized California landscape painter of the latter part of the 20th century. His artistic 

legacy lies in his special vision of the landscape that surrounded him in Southern 

California. The Ocean Park Series, (figure 13) over one hundred and forty works on 

canvas dating from 1968 to 1989, is a monumental-scale series of paintings that reveal the 

artists' insight and perception of landscape. I would include Diebenkom in a group of 

artists that landscape architecture students should be familiar with. The Ocean Park series 

is reminiscent of plan views of a certain site, in this case, the Ocean Park Boulevard area 

of Santa Monica in Los Angeles. 

Diebenkom's familiarity with the landscape is not limited to painting. In 1970, he 

was one of fifteen American artists contracted by the Department of the Interior to 

participate in a visual documentation program for water reclamation projects. Each artist 

was asked to provide a work of art which reflected what they saw at each of the fifteen 

sites. 

Diebenkom remembers his experience, "I was first stmck by aerial views when I 

was flying back to California from Albuquerque in 1951...I guess it was the combination 

of desert and agriculture that really tumed me on, because it had so many things that I 

wanted in my painting."(Hofstadter, p 178-9) 

At the end of the project an exhibition was put together at the Smithsonian 

Institution in Washington. This a primary example of the collaboration of managers of the 

land, the Department of the Interior, and collaborating artists like Diebenkom. 



Figure 13 
Richard Diebenkorn, Ocean Park, No. 86, 1975, oil on canvas 



The rich and varied legacy that Diebenkom left us lies in the Ocean Park 

paintings. In these monumental paintings we can see that the artist created an implied plan 

view of the landscape, a familiar vantage point to landscape architects. In Ocean Park #9, 

the palette used is a combination of earth tones, the greens of foliage and ground cover 

plant materials. Another interesting aspect of Diebenkom's work was his use of color 

found in specific areas of the country. While teaching at the University of Illinois in 1953-

54, his work began to reflect the earthen browns, greens and atmospheric blue grays of the 

Midwestern skies. In another way, his work begins to became an autobiographical and a 

geographical record of his environment. 

Isamu Noeuchi 

Isamu Noguchi (1904-1988) was bom in San Francisco, the only child of an Irish-

American mother and a Japanese father, who was a noted poet/translator. This prolific 

sculptor occupies a unique niche in American art history. If one reads an autobiography 

attributed to an art historian most of the references are to his sculpture and site-specific 

work and yet when we examine his career in the literature of landscape architecture, 

his legacy of gardens and corporate plazas are often cited. Noguchi is highly regarded as a 

sculptor by art historians and revered as a garden designer by landscape architects. The 

work he produced recalls the monumental, monolithic forms of Stonehenge in Salisbury, 

England. At the same time, Noguchi did not neglect the Japanese-American heritage in his 

work. The work we see in his garden design is reflected in his dual heritage. The artist 

maintained studios in the United States and Japan for most of his career. 



As a young man he apprenticed himself to Constantin Brancusi, a Romanian-bom 

Paris-based sculptor who ^diibited at the Armory Show of 1913 in New York. This 

experience never left the artist and he often referred to these early times. After winning a 

Guggenheim grant in 1927, the young sculptor left for Paris, and after an introduction 

through Marcel Duchamp, began his work in Brancusis' studio there. Noguchi has 

referred to his time spent in Paris as intense periods of learning combined with mixing 

among the significant figures in modernism of the lively social life of the cafes in 

Montpamassse. 

Noguchi described a typical day in the masters' studio'; ''Brancusi got me started 

with carving a flat plane in limestone preparatory to making a base.. .he taught me how to 

correctly cut and true the edges and then by cutting the grooves, to level the space 

between, then on to squaring the cube. He was insistent on the right way to handle each 

tool for the job and material, and on the respect to be accorded to each." (Ashton, p. 22) 

Young Noguchi soon met sculptor/painters Alberto Giaccometti, Chaim Soutine 

and Alexander Calder and the painter Stuart Davis. He certainly would have known the 

Futurists/ Surrealist artists Salvador Dali and Andre Breton. What a time and place to be 

as a 22 year old artist! There were also a number of ex-patriot American artists living in 

France at same time. 

By the time his Guggenheim grant and his time in Paris was coming to a close, the 

artist had decided that he would return to New York and establish a studio. EEs New York 

circle of fiiends included the architect Buckminster Fuller, Mexican muralist Jose 

Clemente Orozco, theater designer Nicholas Roerich and Surrealist painters Arshille 
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as a 22 year old artist! There were also a number of ex-patriot American artists living in 

France at same time. 

By the time his Guggenheim grant and his time in Paris was coming to a close, the 

artist had decided that he would return to New York and establish a studio. IBs New York 

circle of friends included the architect Buckminster Fuller, Mexican muralist Jose 

Clemente Orozco, theater designer Nicholas Roerich and Surrealist painters Arshille 

Gorky and David Burliuk. His meeting with the choreographer Martha Graham resulted in 

a series of costume and set design collaborations throughout the 20's and 30's. 

Noguchi's mature style reflected his masters' tendency to create vertical 

compositions in stone. Most of his garden designs include massive stone motifs that 

dominate the visual and tactile senses. In all of his work, the detailed, stone surface 

textures are a characteristic element of his garden designs, (figure 14) Much of Noguchi's 

work was to be a signal of things to come in the latel960's with the Minimalists. The 

massive stone form compositions in his garden designs can be closely linked to the work 

of Walter DeMaria and Robert Smithson with it's reductive geometric simplicity. 

Noguchi and the Minimalists were concerned with the experience of being in the spaces 

they had created or altered in some way. Whether in a corporate plaza or in the middle of 

the Nevada desert, sensory and visual encounters with the work were the primary 

objective. 



Figure 14 
Isamu Noguchi, Federal Office Building Plaza, 1975, Seattle, Washington 



Nfichael Heizer 

The late sixties saw a new group of artists emerge, known as earth or land artists. 

Their basic tenet was that enormous outdoor spaces provided an opportunity to create 

works of art that were to be enormous arenas of activity. The essence of the site, the scale 

and limitless boundaries interested these artists a great deal. Their art was about the idea 

behind the piece; i.e less is more, the process of thought, etc. This was one of the basic 

ideas in ^finimal art. Michael Heizer, in particular articulated theses ideas by declaring that 

, ".. .the museums and collections were stuffed, the floors are sagging but the real space 

still exists." (Artforum 8, December 1969, p.34) 

Heizers' Double Negative, Mormon Mesa, 1969-1970, (figure 15) gives us an idea 

of the kind of space he had in mind. In the middle of the Nevada desert, using earth-

moving equipment, he has gouged out two massive cuts in the strata thirty-feet wide and 

fifty-five feet deep opposite each other, displacing over 240 tons of material to the canyon 

below. This work inspires by its' massive solitude, vastness and reminds us of the essential 

characteristics of the sublime landscape. It is meant to be experienced up close, to stand 

inside these huge trench like areas and feel the scale of the fiAy foot walls on either side. 

The artist encourages participation of the viewer for the piece to work, much like a garden 

is intended to be enjoyed. 



Figure 15 
Double Negative, 1969-1970, Overton Mesa, Nevada, Michael Heizer 



Robert Smithson 

When discussing earth art or land art, the artist Robert Smithson (1938-1973) is 

generally recognized as the early innovator among this group of artists. As a teenager he 

showed an early interest in natural history and at the age of 16, received a scholarship 

from the Art Students League in New York. IBs early work explored the relationship of 

the earth and it's physical characteristics to outdoor sculptural installation. Smithson 

became interested in abandoned quarries, decaying urban sites and industrial wastelands. 

His early sculpture in these environments became Non Sites. Many of these works were 

temporary and Smithson produced written and photographic documentation of his work, 

particularly the process methods. iCs way of working relates directly to site analysis in 

landscape architecture. 

His best known work. Spiral Jetty, from 1970, is located at the Great Salt Lake in 

Utah. The work was intended to be temporary, and is now, in feet, under the lake's 

surface. It has been eroded considerably. Smithson looks to the earth as his material for 

building sculpture. It is part of what the land artists called 'primary structures': works of 

art that were intended to be monumental in scale, with a de-emphasis on content. 



Chapter Vn 
Post Modernism in American Landscape Architecture 

Garrett Eckbo relates some of his early impressions of the landscape architecture 

profession. When he arrived at Harvard in the fall of 1936, Bauhaus architects Walter 

Gropius and Marcel Breuer were already on the faculty and their influence on the young 

Eckbo was almost immediate. He soon met Dan Kiley and James Rose who were to be 

later known as part of the "Harvard Revolt." Eckbos' training at University of California 

at Berkeley empahsized the on the patio as an extension of the California house. When he 

arrived at Harvard he discovered that the prevailing philosophy in landscape architecture 

was derived from the Beaux-Arts tradition, especially from English garden design. Eckbo 

remembers this belief..." was basic to the attitudes of the northeastern landscape 

Brahmins, who still felt that everywhere west of the Berkshires (Mountains) was Indian 

Territory." (Trieb, p. 208) By the time Eckbo had left Harvard in 1938 the Modernist 

tendencies in landscape architecture were well underway. "But what was it?" Eckbo was 

asking himself. He and his fellow students, Kiley and Rose rejected the notion that 

landscape design needed be resolved by historical, traditional or cultural clues. This 

formula approach seemed much restrictive. Rather Eckbo sought solutions that were more 

adaptive to the particular situation and its' problems resolutions. Eckbo acknowledges the 

spatial concepts utilized by architects of the De Stihl movement, especially in the 

Barcelona Pavilion of 1929. Eckbo's classmate Dan Kiley, was to incorporate these ideas 

of much later in his career. Most of all, the use of spatial balance and symmetry were to 

emerge much later in his mature work. Kiley's collaboration with the architect Eero 
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Saarinen was significant in that they both changed the way in which landscape 

architects/ architects treated the landscape. Saarinen was trained at Yale in the Beaux-z\rts 

tradition and yet he is noted for designing architecture,.. ."that benefited fi-om a reciprocal 

relationship with the landscape." (Trieb, p. 227) 

Peter Walker 

Peter Walker remembers a 1977 trip to France and seeing the work of Andre Le 

Notre. It suddenly occurred to him that though these gardens were intended for outdoor 

sculpture, the spaces themselves were works of art. In the late 60's Walker began to 

collect the Minimalist work of sculptors Sol Lewitt, Donald Judd and painter Frank Stella. 

These artists were to have a profound effect upon him as a landscape architect. Many of 

his projects fi'om his years as a principal at Sasaki, Walker Associates integrated outdoor 

minimalist sculpture into his design. Walker believes that Minimalist art offers a 

tremendous opportunity for a design resource. In a 1991 interview he said,.. ."the 

Minimalists preceded me, and I know what they did... I'm going to have to go through the 

same series of steps.. .trying to get as far in landscape as they did in their art."(Landscape 

Architecture. December 1991, p. 65). Though he admits that he was influenced by the 

work of Garret Eckbo, Thomas Church, Lawrence Halprin and Bauhaus architect Mies 

van der Rohe, Walker attributes his strongest influence to Minimalist art. Throughout his 

career he has always promoted landscape as art. For a time, drew criticism fi'om 

environmentally concerned landscape architects for ignoring the social issues in the design 

of public space. Despite these criticisms. Walker maintains that he has carried an 'art label' 

because of the use of art in his work. He insists that all wanted to do was remind all of us 
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of the potential of art but not at the expense of social or environmental issues. 

Walkers' recent projects owe much to the European traditions of the 19^ century. 

(Cs Hotel Kampenski at the Munich International Airport (figure 16), has many 

characteristics of the Vera brothers' Noialles Garden fi-om 1925. Walker has used a rust 

colored crushed stone throughout the triangular motif patterns. He has used plant 

materials in a veiy spare manner. The low trimmed boxwood hedges are contrasted nicely 

with the elegant, vertical forms of the cypress trees. 

This project exemplifies Walker's preoccupation with minimalism. The repetition 

of form, the use of cubist inspired geometric shapes are obvious. I think one would agree 

that Walker continues to utilize the Modernistic ideas of the early decades of the 20*** 

century. His major influences have been Cubism, \finimalism and Japanese Zen garden. 

We can see this evidence in all of his recent work. The geometry fi-om Cubist paintings, 

the repetition and reductive use of form fi-om the Minimalists and the raked, gravel accents 

from the Japanese garden are all present. It is noteworthy that he has been able to combine 

all of these styles throughout his career and with consistency. Peter Walker should be 

considered a major innovator in the profession for his appropriation of the characteristics 

of these artistic styles. 



Figure 16 
Peter Walker, Hotel Kcanpemki, Munich International Airport 

f Source. Landscape Architecture January 1997 



Martha Schwartz 

Of all the contemporary American landscape architects, Martha Schwartz has had 

the greatest artistic impact on the profession. Her early training in art as a printmaker and 

painter has provided her with a unique opportunity in landscape architecture. She 

describes herself as an artist who practices landscape architecture, which she considers an 

art form. Much of her work is whimsical, full of humor and truly sets a cutting edge 

standard. The Bagel Garden, (figure 17) in Cambridge, Massachusetts fi'om 1979, was the 

first commission that brought her wide attention. She believes that we should appropriate 

whatever is necessary to carry out a landscape design. She credits the Pop Artists and the 

Nfinimalists fi'om the late 60's as an early influence. 

She is an outspoken critic of many current trends in landscape design and in 

modernistic architecture. . .if one wishes to work on the cutting edge in either fine arts 

or design, one must be informed to challenge the standards of taste. We shouldn't be 

complacent with formula design." (Trieb, 265) Her contribution to landscape architecture 

is just beginning to be appreciated. 

Even for those who may not appreciate her work, Martha Schwartz has always 

been willing to try new concepts, materials and methods in her practice. Schwartz is 

unafi'aid to go outside the traditional boundaries of the practice of landscape architecture 

and to explore new possibilities. For these reasons alone, she is essential to establishing 

our professional identity. 
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Figure 17 
Martha Schwartz, The Bagel Garden, 1979 



Michael Van Valkenbureh 

This innovative landscape architect currently chairs the Graduate School of Design 

at Harvard University. His recent work owes much to the formalistic tendencies of the 

French designers from the early part of the 20*'' century. A recent collaboration, (1995) 

with sculptor Martin Puryear on the courtyard of the New School for Social Reseco'ch, 

(figure 18) is a good example. Van Valkenburgh was asked to redesign the existing 

courtyard space to create informal seating, places for groups to gather and introduce a 

different planting scheme. The curvilinear, organic forms he uses are much softer and 

more accommodating to pedestrian traflBc. When viewed from above the ovaL, disc-like 

ramps into the building resemble sculptures on either side. 

His Minneapolis Sculpture Garden Expansion, (1988-1992) at the Walker Art 

Center in Minneapolis reminds us of the grand scale of Le Notres' Vaux le Vicomte. The 

native deciduous tree plantings are arranged in a very formal allee that bisect the space. A 

small pond with natural plants is located at one end and nearby stands a large black, 

Calder stabile. Another contrast to the formal element is a curvilinear sidewalk that cuts 

diagonally through the garden. 

One other interesting work, from 1991, is the entry garden to the General Mills 

Corporate Headquarters also in Minneapolis. The entire forefront is planted with three 

species of native prairie grasses and wildflowers. Again, he has created a formal planting 

arrangement of one hundred sixty birch trees in two parallel rows across the space. In late 

winter the grasses are burned to allow for new growth. Prominently displayed is a Mel 

Kendrick sculpture mounted on a concrete pedestal. 
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model 

Figure 18 
New School for Social Research, 1995 (model), (Source, Design with the Land, p. 66) 

Michael Van Valkenburgh, landscape architect and Martin Puryear, sculptor 
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Chapter VTQ 

Conclusions and Summary 

There are three significant events in the history of art that have had a direct bearing 

on the profession of American landscape architecture. The Armory Show of 1913 was the 

first notable exhibition that brought Modem Art to America's largest city. Though the 

roots of Modernism came from Europe, Americans were able to see for the first time what 

Modernism really meant. American art, for a century and half, had been very traditional, 

based upon moral themes in the Neo-Classical tradition. The Armory Show shattered all 

that. More importantly, the Armory Show began to change the way artists thought about 

subject matter especially in the design professions. 

The second crucial event affecting landscape architecture, was the founding of the 

Bauhaus. ITie faculty who taught there and who later immigrated to America in the late 

1930's, had a tremendous impact upon architecture and art training programs. "Aided by 

the ...Museum of Modem Art's enthusiastic and prestigious patronage, and the cultural 

and economic dominance that America assumed in the postwar world, the Bauhaus would 

leave it's most enduring mark in America."(Hochman, p. 266) 

Though the Bauhaus was closed by the Nazis in 1933, several faculty came to America to 

continue their teaching careers. Gropius became the chair of the architecture department 

at Harvard in 1936 and held that position until 1952. He trained some of America's best 

known architects, I.M.Pei, Philip Johnson and Edward L. Barnes. Nfies Van de Rohe went 

to Chicago, as did Moholy-Nagy who started the New Bauhaus. 



Joseph Albers, settled at Black Mountain College in North Carolina. His students 

included Robert Rauschenberg and Jasper Johns, two well known painters from the New 

York School. It is generally agreed that the Post Modem period in American Art began in 

1945, at the end of World War II. The New York School, the first postwar American art 

movement, began in New York. Many of these artists were to later establish Abstract 

Expressionism or Action Painting. Joseph Albers and Hans HofiSnan, two major Bauhaus 

painters, were to be the primary mentors for this group of young American artists in the 

early 1950's. Abstract painting was well underway in this decade. So too, were the 

Minimalists to make their mark upon landscape architecture. Robert Smithson, Michael 

Heizer, Christo, Donald Judd, Carl Andre and others were producing work in the 1960's 

that was both provocative and stimulating. 

The art history of the 20'̂ ' century has contributed numerous ideas and concepts to 

American landscape architecture. The legacy of the profession continues, in part, because 

of artist's efforts to explore new parameters of creativity. There is a tremendous resource 

in the history of art for all landscape design professionals. 
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APPENDIX A 

Sample Survey Questionnaire 

On the following two pages is a sample of the survey questionnaire that I sent to 

65 landscape architecture faculty from 38 different degree granting programs in the United 

States 



THE UNivERsnrv OF 

Colk-gc of Agricultuiv 
School of Renewable Natural Resources 

Arizona. !>25 Biological Sciences East Building 
Tucson, Arizona 85721 
520-621-7255 
FAX 520-621-«801 

* TUC30N ARIZONA 

Professor John Beardsley 
University of Virginia-CharlottesviUe 
Department of Landscape Architecture 
Ch^ottesville, V^ginia 22903 

Dear Professor Beardsley, 

At the present time, I am engaged in research for my thesis in the E>epartment of 
Landscape Architecture at the University of Arizona. The prdiminary title of my thesis is: 
A Confluence of Vision: The Influence of 20* Century Art ISstorv on American 
Landscape Architecture. I would like to ask for a moment of time to respond to the 
questions in the enclosed survey. 

I am soliciting your response based upon the feet that you hold either a Bachelor 
of Fine Arts or Master of Fine Arts degree, you are an artist or that you have a scholarly 
interest in art. (i.e. landscape as art, site art, sculpture, public art etc.) 

The central issue of discussion in ray research is the need for art history as a 
intregal part of landscape architecture education. Your comments, suggestions, email 
responses and opposing views are welcome. Many thanks for your time and consideration. 

Sincerely, 

Steven R. White 

5ru1ute@ag.arizona.edu 
2200 N. Forgeus Ave 
Tucson, AZ 85716 
520-881-3286 

College of Agriculture 
School ot Familv and Consumer Resources Schcxjl of Renewable Natural Resources 



THE UNivERsrrY OF 

Loilege of Agnculturc 
School ot Renewable Natural Resource!* 

Arizona. ?25 Bioloj;icdI Sciences East Building 
Tucson, Arizona 83711 
520-621-7255 
FAX 520-621-«S01 

TUCSON ARIZONA 

page 2 

1. What significance, if any, has art history had on your professional development as a 
landscape architect? 

2. Do you think that the landscape architecture profession would be better served if there 
was an alliance with the arts and humanities? 

3. Which artists have had the most influence on your development as an artist or as a 
landscape architect? 

4. Does your program ofifer a course such as art history as an elective toward the 
BLA/MLA degree? 

5. Do you see any value in offering an art history seminar specifically intended (or 
landscape arclî ecture students? 

6. Do you feel that landscape architecture students could be better prepared if they had 
art Ustory as a component of their education? 

College of Agriculture 
School of Familv and Consumer Resources School of Renewable Natural Resources 
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APPENDIX B 

Responses to Survey OuestionnairR 

The following answers to my questionnaire were compiled from landscape 

architect educators from universities and colleges in the United States. As of this writing, 

(December 15, 1997) I have received a total of 23 responses. 

Ql. What significance, if any, lias art history had on your professional 
development as a landscape architect? 

From the University of Idaho, Professor William H. Snyder responded that, "Art 

history has had a significance in my development as an landscape architecture in creation 

of greater sensitivity to principles of art and design, uses of elements: color, form, mass, 

texture, arrangements of space (creations, too)..We leam to appreciate how man made 

spaces and scales have been created. "(Letter of response July 17,1997) 

Professor Emeritus Edward C. Martin of NCssissippi State University wrote to 

say," I wouldn't take a million dollars for having had them(art history courses). He also 

said that art history was required for his undergraduate and graduate degree in landscape 

architecture. (E-mailed response of July 30, 1997) 

From Joseph Volpe at the University of Massachusetts-Amherst.. "Art through the 

ages of human development has a profound influence on my intellectual, artistic and 

professional progress."(letter of correspondence, July 17, 1997) 

Professor Van L. Cox of Louisiana State University replied," Art history, 

especially as introduced in formal art history classes, offered me an opportunity to develop 

a critical thinking process regarding art elements and design principles and composition. 
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and probably most importantly, an introduction to conceptualization and thematic design 

considerations." Professor Cox comments about his development as a critical thinker and 

conceptualization are noteworthy as is his crediting art history. In addition, he goes on to 

say that art history courses gave him the confidence to experiment in his own designs and 

presentations.(Letter of correspondence, August 1, 1997) 

"I taught design and history for 24 years and found that the arts had a profound 

effect on my professional and teaching career. Throughout history the best examples of 

landscape architecture were works of art and closely related to aU the arts., painting and 

possibly sculpture which I personally find very important but no more so than music, 

theater, dance, architecture or as I have described it., "the relationship of the fine, 

performing and environmental arts. (Professor Emeritus Roger Osbaldeston, Cal Poly-San 

Luis Obispo, letter of August 1997) 

"Art History (per se) has not had as profound an effect upon my professional 

development as much as the work of painters, sculptors and architects. My appreciation 

for and understanding of the work of masters in the arts has contributed significantly to 

my quality of life and correspondingly to transferal fi-om principles of art and architecture 

to the teaching of design." (University of Wisconsin-Madison, August 7, 1997) 

'It is an amazing source of ideas both for work of historic preservation and for use 

of symbolism and iconography in original designs. Italian Renaissance painting is an 

important source of ideas for symbolic work."(Professor Robert Kenworthy, University of 

Massachusetts-Amherst, August 12, 1997) 
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"Not very much. It was important in respect to my understanding of art as an 

human activity."(Professor Bernard Niemann, University of Wisconsin-Madison, August 

8, 1997) 

"Substantial! One cannot understand and appreciate the development of landscape 

style within a given culture/region or locale without placing it within the larger context of 

artistic expression and human achievement. This holds true for architecture as well. There 

have been throughout history periods where art has heavily influenced the direction of 

landscape architectural design expression. At the same time, one must also recognize that 

there have been times where the relationship between the two disciplines have been 

seemingly non-existent." (Professor R.H. Forsyth, Kansas State University, August 8, 

1997) 

"Quite significant in that it has set some of the hierarchical ground rules for design 

I decisions."(Professor William Bradford, Rhode Island School of Design, August 8, 1997) 
t 
I "Art history was very important because it tied all of the arts together in one 

course." (Professor Walter Bremer, Cal Poly, San Luis Obispo, August 28, 1997) 

"Major-Art history predates landscape architectural history except for the very 

early history in Japan and Europe (Italy)." (Professor Ron Wigginton, University of 

California Berkeley, September 5, 1997) 

'1 am an art historian by training, not an landscape architect. I have a bachelor of 

fine arts fi'om Harvard and a Ph.D. in art history fi-om Virginia, so art history has 

obviously had great importance in my training. I came to teach in landscape architecture 

programs through an interest in contemporary public and enviroimiental art, garden 
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history and landscape painting." (Professor John Beardsley, (University of Virginia-

Charlottesville, Septembers, 1997) 

gave me a basic understanding of the relationship between art and the landscape 

and how one another influence or inspire each other." (Professor Tom Oslund, University 

of Nfinnesota, October 14, 1997) 

Q2. Do you think that the landscape architecture profession would be better 
served if there was an alliance with the arts and humanities? 

**Landscape architecture does have an alliance with the arts and humanities. This is 

most evident historically as we see the efforts of Le Notre, Capability Brown and our 

Frederick Law Olmstead. Any separation is an illusion." (Professor Joseph Voipe, 

University of Massachusetts-Amherst, letter of July 17, 1997) 

"By all means, yes! Any effort to broaden their base, any! Too often, in nearly all 

cases, landscape architecture is off in it's own comer...Most (landscape architecture) 

professors caimot or they think they cannot bring all this together in an inspiring, 

meaningful way. (William H. Snyder, University of Idaho, letter of July 17, 1997) 

Professor Snyder holds a MFA degree in sculpture and has designed several sculpture 

gardens. 

"Certainly, in terms of broadening our education and our understanding of other 

disciplines..! personally believe that a liberal education, to include a healthy dose of arts 

and humanities courses, would benefit landscape architects prior to entering the 

profession. I believe this would help loosen up their creative skills in order to solve more 

difficult problems in landscape design and impIementation."(Professor Van L. Cox, 
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Louisiana State University, letter of August 1, 1997) 

'1 certainly do. This alliance should be established to embrace the arts and 

humanities in the practice of enhancing the physical and aesthetic renaissance of design. 

The foundation of this alliance can only be realized through teaching such alliance in our 

colleges and universities that offer instruction in the arts and humanities. Such 

appreciation must compromise a part of the educational process for all citizens who 

become the decision makers of our cities and rural regional domains." (University of 

Wisconsin-Madison, August 7, 1997) 

"Absolutely.. I tell students that the reason for disastrous 20th century spatial 

design (landscape and architecture)is that there have only been a small handful of 

designers capable of being artists and technicians.. Much more coordination of design and 

detail would seem to me to be a necessity. There's too much lack of the Arts and 

Humanities in the education of designers. When it does happen it's peripheral and not an 

integral part of education." (Professor Emeritus Roger Osbaldeston, Cal-Poly, San Luis 

Obispo, August 1997) 

"Sure but at what cost to the other dimensions—^why not an alliance with the new 

forms of visual expression, i.e. animation, GIS ?(Professor Bernard Niemann, University 

of Wisconsin-Madison, August 8, 1997) 

"By all means!"(Professor R. H. Forsyth, Kansas State University, August 8, 

1997) 

"Yes." (Professor R. Kenworthy, University of Massachusetts-Amherst, August 

12, 1997) 



"An alliance would add an additional dimension to the profession" (Professor 

Walter Bremer, CalPoly, San Luis Obispo, August 28, 1997) 

'̂ es. I'm somewhat biased with respect to my personal stake and interests, but I 

think there is a strong case to be made for putting landscape architecture in cultural and 

aesthetic context in this way." (Professor Dennis Earle, State University of New York, 

Syracuse, September 23, 1997) 

"Yes, the projects would be more inspired and informed rather than formula based. 

It would also help define the cultural or regional expression in the landscape so the 

approaches are not so generic." (Professor Tom Oslund, University of Minnesota, October 

14, 1997) 

"Yes—especially with those disciplines that focus on landscape/environmental 

history, nature philosophy, and garden history and landscape painting. But what would 

you eliminate from current curriculums to make room in students' schedules for those 

studies?"(Professor John Beardsley, University of Virgjnia-Charlottesville, September 5, 

1997) 

Q3. Which artists have had the most influence on your development as an 
artist or landscape architect? 

"The power of holistic artistic vision of Le Notre, the spatial theory of the English 

critics and designers on painting and landscape design. ..the constructivist sculptors on 

their discovery of the void in object art. ..the environmental artist engagement of the site 

and process revealed in place design." (Joseph R. Volpe, University of Massachusetts-

Amherst, letter of July 17, 1997) 
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'̂ ost are a combination of artists and architects. Michaelangeio (buildings and 

sculpture) Bernini, columns at St. Peters, must employ space and scale in order to create 

emotion. Andre Le Notre, again, space and scale, grandeur, use of water, understanding of 

planes and surfaces, drama. Picasso for (his) arrangements of shapes, use of color. 

Thomas Church derived his approach and distinctive design after studying Picasso's and 

other Modernists in Europe after college. Claude Monet, extraordinary..Isamu Noguchi 

for shapes and arrangements of them in the landscape and the built environment. Claude 

Poussin, French sixteenth century landscape painter..As we have contact with art, art 

history, we become sensitized to these conditions, which then become "imprinted" in our 

minds., the experience is there, holding onto us, influencing us even though we are not 

aware, perhaps, much later why we feel a certain way about anything artistic or 

otherwise., through exposure we are conditioning ourselves, in effect, setting ourselves up 

to our own benefit." (William Snyder, University of Idaho) 

"In terms of my appreciation of spatial design and landscape architecture, I think 

the entire Impressionist movement has inspired me a great deal.. .1 am greatly impressed 

by the discipline inherent in most of the work.. .1 took a basic ait/design course..at the 

very same time I was enrolled in my first landscape design course and my understanding of 

design was greatly improved by the experience. (Vjm L. Cox, Louisiana State University, 

letter of August 1, 1997) 

"Several of the Impressionist painters such as Monet and Cezanne in particular— 

but in contrast the logical extreme of abstraction as expressed by Piet Mondrian and Gerit 

Rietveld helped shape my sensitivity to the visual qualities of the natural landscape as well 
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as a more ordered way of defining space in the built environment. Later the work of 

Roberto Burie Marx and Luis Baragan both of whom had a strong backgrounds in art, in 

their landscape design and architecture influenced me greatly. In addition, with the 

significant development of the environmental and public art as exemplified by Robert 

Irwin, Isamu Noguchi, Christo, Nfichael Heizer and Athena Tacha to name a few, had a 

profound influence on my work." (Professor R.H. Forsyth, Kansas State University, 

August 8, 1997) 

'Turner, Rowland Hilder, Constable...."(Professor William Bradford, Rhode 

Island School of Design, August 12,1997) 

'̂ t is difQcult to answer this question because so many have contributed ... I would 

certainly count Pablo Picasso, Honore Daumier, Henri Matisse, Walter Gropius, Frank 

Lloyd Wright, Michaelangelo and Alexander Calder in my listing." (University of 

Wisconsin-Madison, August 7, 1997) 

'It is hard to say, but I look at Italian Renaissance works and the Impressionists 

when I go to museums. I also enjoy (but know little about) Chinese landscape paintings." 

(Professor R. Kenworthy, University of Massachusetts-Amherst, August 12, 1997) 

"..David Hockney, Alma Tadema, Constable, Picasso, J.M.W. Turner, Beethoven, 

Mozart, G.F. Handel, Delius, Leonardo Da Vinci..Claude Lorrain, Nicholas Poussin and 

the Pre-Raphaelites[School] and Van Gogh and Christopher Wren.." 

"[Paul]Cezanne, [Claude]Monet, (Leonardo]DaVinci, Rembrandt, [Jan]Vermeer, 

[Piet]Mondrian, [AlbrechtjDurer, Michaelangelo, [David]Hockney, [Andrew]Wyeth, 

[John] Sargent, [Winslow]Homer, [Richard]Diebenkom(maybe), [James]Turrell, Robert 



Irwin, [Isamu] Noguchi, [Paul]KIee, J.Tumer, John Constable, [Louise] Nevelson, 

[August]Rodin, Corot, Hokusai." (Warren T. Byrd Jr., University of Virginia-

Charlottesville) 

"Jackson Pollock... "(Professor Bernard Niemann, University of Wisconsin-

Madison, August 8, 1997) 

"Kurt Schwitters and Morris Graves." (Professor Ron Wigginton, University of 

California, Berkeley, September 5, 1997) 

20"* century—Robert Smithson, Jean Dubufiet and Andre Breton. 19''* century-

Emerson, Thoreau and G.P Marsh" (John Beardsley, September 5, 1997) 

"Actually, architects and designers (fiimiture, industrial) have influenced me most; 

however, the work of environmental artists/installation and performance artists such as 

Richard Serra, Christo, Joseph Beuys and countless other lesser known artists along these 

lines." (Professor Dennis Earle, State University of New York, Syracuse, September 23, 

1997) 

"Isamu Noguchi, Robert Smithson, Christo, Robert Rauschenburg, Donald Judd, 

Carl Andre, Piet Mondrian" (Professor Tom Oslund, University of N'Cnnesota, October 

14, 1997) 

Q4. Does your program ofTer a course such as art history as an elective 
toward the BLA/MIA degree? 

"Landscape Architecture at LSU is a part of the College of Design, which includes 

art. Art and humanities and art history courses in particular are a part of the elective 

possibilities for our university's General Education requirements." (Van L. Cox, Louisiana 
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State University.) 

"CXir program does not, the College of Art and Architecture does, it is an elective 

for landscape architects, for whom it should be required. History of Architecture, also, 

should be required." (William H. Snyder, University of Idaho.) 

"The U-Mass. BSLA teaches a course in environmental history-architecture and 

landscape. I teach a 20*'' century library research course to sophomore[s] on 

Environmental Design, covering planning, architecture, landscape, interior design, object 

makers and environmental artists. Other art history is offered as an elective..but the survey 

of art history is also required for the undergraduates."(Joseph Volpe, University of 

Massachusetts-Amherst.) 

"..Not really, many of our incoming 3 year MLA students have either degrees or 

prior course work in art history." (Warren T. Byrd Jr., University of Virginia-

Charlottesville) 

"Yes, but it should be integral and not an elective together with a performing art." 

(Roger Osbaldeston, Cal-Poly, San Luis Obispo). 

have taught courses in contemporary envirormiental art at the University of 

Virginia, Perm and Harvard."(John Beardsley, September 5, 1997) 

"Not, really, open classes within the whole university are available." (Professor 

Tom Oslund, University of \Cimesota, October 14, 1997) 

Q.5 Do you see any value in offering an art history seminar specifically 
intended for landscape architecture students? 



"It is necessary to at least have a 'survey of art history' but the approach may 

matter, too. Most relevant is the role of arts in culture and place..The seminar approach is 

most important to be supported by some focused lectures." (Joseph Volpe, University of 

Massachusetts-Amherst) 

"Probably not, for they should be rubbing elbows with all the other 'allied arts and 

humanities.' Some problem with students not understanding another point of view, a 

different language, .too much freedom now to pick and choose courses; they miss out on 

what is also relevant.." (William Snyder, University of Idaho) 

"..Of course! ..however ..the course should be taught by someone other than a 

landscape architecture professor and that it specifically target the relationship of art to the 

landscape (both natural and cultural) of various global locations., subjects outside our own 

profession would benefit our future professionals a great deal. Designers should have a 

very broad understanding of all subjects." Van L. Cox, Louisiana State University 

"Yes, but it is only scratching the surface application is necessary to integrate the 

ARTS into the curriculum." Roger Osbaldeston, Cal-Poly, San Luis Obispo, August 1997 

"Yes, I do—but having said this, I encourage the enrichment that a mix of 

landscape architecture, art, art history and architectural students would 

achieve."(University of Wisconsin-Madison, August 7, 1997) 

"... In the context of art credits, what stays, what goes, what gets added must be 

dealt with..." Professor Bernard Niematm, University of Wisconsin-Madison, August 8, 

1997 



"Yes. This is perhaps the best approach. Art history tends to operate too much in 

it's own world of jargon and competing theories which would not be useful to the 

landscape architect." Professor R. Kenworthy, University of Massachusetts-Amherst, 

August 12, 1997 

"Sure..as long as it is not some 'art history for landscape architects' lightweight 

course. Warren T. Byrd Jr., University of Virginia-Charlottesville 

"Absolutely—^this is like what I teach, and I flatter myself that my students find it 

interesting and rewarding." Professor John Beardsley, University of Virginia-

Charlottesville, September 5, 1997 

"Yes, a need, would appreciate any suggestions you may have!" Professor Tom 

Oslund, University of Minnesota, October 14, 1997 

Q.6 Do you feel that landscape architecture students could be better 
prepared if they had art history as a component of their education? 

"Landscape design is catholic, eclectic, a synthesis of art and science, function and 

aesthetics, practicality and fantasy, economics and imagination. We must continue to 

assert our catholic, synergetic concept of the whole, it is not visual, it is spatial. Yes, if it is 

spatial, imaginative, political, economic and spiritual." Joseph Volpe, University of 

Massachusetts-Amherst 

"Art history is important, but I'm not sure it is as other subjects..! would think that 

studies in the arts, to include the literary arts, would be important, just not necessarily ^ 

history. On the other hand, much of what we teach as landscape architectural history is 



also taught in architecture and art as their history, too..I'm not sure that we can say that 

our profession depends upon art history in particular to improve." (Van L. Cox, Louisiana 

State University) 

"Yes—definitely. I would combine the study of the arts and humanities integrated 

with appreciation of lessons learned fi'om the Arts and Humanities in the practice of 

Landscape Architecture, (design: problem definition, visual communication; and project 

objectives.) Professor University of Wisconsin-Madison, August 7, 1997 

'Tor what? Sure landscape architects are historically narrow in mind set and 

training, of course they should know something about art and its' history, maybe in high 

school." Professor Bernard Niemann, University of Wisconsin-Madison, August 8, 1997 

"Yes. If for no other reason than tomake them more broadly based as educated 

people. "(Professor R. Kenworthy, University of Massachusetts-Amherst, August 12, 

1997) 

'To the extent that art expresses cultural values about landscape and nature more 

generally. I think art history is a valuable, but not indispensable adjunct to landscape 

architecture education. The cultural grounding you can get fi-om art is very usefiil, but you 

can get it fi-om other sources; nature philosophy, envirormiental history for 

example."(John Beardsley, University of Virginia-Charlottesville, September 5, 1997) 

"Yes, no question about it!" (Professor Tom Oslund, University of NGnnesota, 

October 14, 1997) 
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abstract; 

APPENDIX C 

GLOSSARY OF TERMS 

to analyze and simplify the geometric shapes of reality. 

Abstract Expressionism; a style of painting that emerged at the end of WW n. Inspired in 
part by the New York School, this style was a reaction to the 
anxiety brought on by the nuclear age and cold war. 

avant-garde; 

Armory Show; 

Bauhaus; 

cubism; 

usually considered a leading or cutting edge movement 

1913 international art exhibition of European modem art that was 
shown in New York City. 

a German art school established by Walter Gropius in 1919 whose 
curriculum embraced the visual, performing, industrial and 
commercial arts. 

a movement in modem art concerned with the abstract and 
geometric interpretation of form, rather than with a realistic 
representation of nature. Pablo Picasso, Georges Braque were the 
principal exponents of cubism. 

curvilinear 

Expressionism; 

Fauves(wild beasts); 

genre; 

formed or enclosed by curved lines 

an early 20"* century movement in the arts that had as it's objective, 
the free expression of the inner experience of the artist rather than 
realistic representation. 

a style of painting established in 1905, by the French artist, Henri 
Matisse characterized by the use of raw color, frenzied brush 
strokes and the energetic power of light and color. 

French word for kind or sort. A work of art, usually a painting, 
showing a scene from every day life that is represented for its' own 
sake. 

mipressiomsm; a theory of painting, developed in the 19*'' century, that attempted 
to produce, by simulating the appearance of light. 

GLOSSARY, cont'd 
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minimalism: 

modernism: 

motif: 

Post-Modemism: 

site specific: 

a radical form of abstraction (usually sculpture) which implies an 
equal reduction of content, known for extreme simplicity of shapes 
and a shared kinship with architecture. 

the period of art history that began at the start of the 20"" century, 
associated with a radical departure from realistic depiction of nature 

the underlying theme or main element in a literary or artistic work, 
a distinct element of design 

the period of art history commencing with the end of World War n 
until the present day. 

a term of reference usually applied to sculpture. It refers to a 
sculpture specifically intended for a distinct site or an area 
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