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Editor’s Notes

On the IOth of
September 1988, the
Minneapolis Sculpture
Garden officially opened
its tree-lined paths and
squares to the general
public. After many years of
effort from many quarters,
the Walker Art Center, the
Minneapolis Park and
Recreation Board, and the

Minnesota Landscape
Arboretum have joined
together to create the most
extensive urban public sculp-

ture garden in the United States.
Although its land, which

lies to the north of the Walker/
Guthrie Theater block, had
occasionally been preempted by
the Walker for special exhibitions
or celebrations, the Garden was

an unrealized dream. Finally, the
dream has substance. Its seven

and one-half acre site, designed by
the architect Edward Larrabee

Barnes and landscape architect
Peter Rothschild, now extends the
cultural life of the city into its
public life. Several major pieces have
been commissioned for sites in the

Garden, most prominently: Martin
Puryear’s powerful gray granite
columns, one the reverse of the other,
define the Garden’s main entrance

plaza; Claes Oldenburg and Coosje
van Bruggen’s Spoonbridge and
Cherry fountain provides a joyous focal
point for the central north-south al16e,

and a pond for toy boats in the shape of
a linden tree seed; Siah Armajani’s 375
foot long Irene Hixon Whitney Bridge
connects the Garden with Loring Park–
thus linking the pedestrian greenbelt that
now runs unbroken from the Mississippi
River through the city’s remarkable system
of parks and lakes, joining the central city
to the arts activities on its periphery; and
Sol LeWin has created a linear pattern of
gray and carnelian granite pavers, some 65
feet wide, to visually and physically unite the
entry plazas of the Garden and the Walker.
Some other commissions will have temporary
stays in two of the Garden’s four open squares,
thus periodically making room for young

sculptors to create experi-
mental works that will

continually challenge and
broaden the existing param-
eters of public sculpture.
The Garden’s two major
al16es are graced with a
number of works from the

Walker’s collection, which
have been moved from the

galleries to new green
surroundings.

Along the western
boundary of the Garden,
Alistair Bevington, of Edward
Larrabee Barnes Associates, has
designed a tripartite greenhouse.
This haven from the Minnesota

winter comprises the Regis

Gardens, designed by Barbara
Stauffacher Solomon and Michael

R. Van Valkenburgh, and Frank
Gehry’s incredible Standing Glass

Fish, which rises from a pool of
water lilies in the 65 foot high
central house of the Sage and John
Cowles Conservatory.

As this issue of Design Quarterly
is published to mark the inauguration
of the Minneapolis Sculpture Garden,
we asked Walker’s director, Martin
Friedman, to chronicle the evolution
of the Garden from its Armory
days to its present incarnation as

a new partner in the Walker/Guthrie
cultural complex, a story he has helped
to write for over thirty years. This
essay, with powerful and informative
images of the Garden by Walker
photographers Glenn Halvorson and
Peter Latner. records a remarkable civic
effort. In a second essay, architectural
historian Marc Treib contributes a
review of sculpture gardens in history,
and thus provides background for an
understanding of this new Garden’s place
in that history. He accomplishes this with
great skill, illustrating his ideas with a

number of photographs he has made in
pursuit of the “sculpture for gardens/garden
for sculpture” theme. Together, these words
and images celebrate not only the opening of
the Minneapolis Sculpture Garden, but a

new and growing national awareness of the
role of art in the public realm.
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Axonometric of the plan of
the Minneapolis Sculpture
Garden.

(inside front and back covers)
Drawing by Sol LeWin for
the geometric street pattern
(1988) of carnelian and
off-white granite pavers that
create a pedestrian crossing
connecting the Minneapolis
Sculpture Garden and the
Walker Art Center primary
entrances .

Complete lists of works of art
and founding donors for the
Minneapolis Sculpture
Garden appear on pages 59
and 60.
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The character of Minneapolis, unlike that of many urban centers, is open

and expansive. A young city, dating from the mid-I85os, its downtown is

only now beginning to take on the dense, high-rise geometry of a

metropolitan complex. Its distinctive natural attributes are the

Mississippi River, flowing to the east of the downtown business

district, and a chain of lakes, part of the city’s extensive park system.

Within that network is the Minneapolis Sculpture Garden, occupying

some seven and one-half acres. Until recently popularly known as

the Armory Gardens, this site once boasted a massive brick

structure of pseudo-Romanesque design, constructed as a

training facility for U.S. Army Reserves. The grand edifice

included a vast drill hall whose barrel-vaulted roof with glass

skylights was supported by great steel arches; surrounding

the hall were company rooms, a gymnasium, a rifle range,

and a band rehearsal space. The third floor boasted a

dance hall, a stage, and a commodious banquet area.

The ground under the Kenwood Armory was an

unstable m61ange of peat bogs and quicksand, and as

early I900S construction technology could not

adequately cope with the resulting problems, the

Armory’s fate was virtually sealed with the laying

of its cornerstone in I905. After the city building

inspector asserted that its piers were not equal to

the task of supporting the weighty structure,

heroic efforts were made by the hapless con-

tractor to stabilize it, but little assurance

could be given for the building’s long-term

prospects. Despite these forebodings, on

8 January 1907 the Kenwood Armory was

dedicated in a lavish ceremony, complete

with four companies of the National

Guard leading a great parade. Its

functions, however, were not limited

to military exercises. Among other

popular activities that took place in

its cavernous spaces was the first

Minneapolis Automobile Show.

An event foreshadowing the

Growing tile LJaraenfd

Martin Friedman

(clockwise, from top)
The Minneapolis Sculpture
Garden is entered through
I4 foot high gray granite
columns by Martin Puryear
(1988); a huge bronze leaping
hare by Barry Flanagan

( 1983) faces Claes Oldenburg
and Coosje van Bruggen’s

idge and Cherry
(I987–I988) fountain;
Jacques Lipchin’s
monumental Prometheus

Strangling the Vulture II
(1944, cast I953) occupies an
alcove at the terminus of the
east-west all&e.
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current use of this site as a

garden took place in August 19I3 ,

when the Society of American

Florists and Ornamental

Horticulturists held its annual

convention in the Armory building,

and also utilized the large open space

surrounding it. According to Theodore

Wirth, the city’s visionary, long-tenured

(I906–I935) superintendent of parks, this

was no local affair. Published in a I945

volume, Minneapolis Park System I883–I944,

were his positive reflections on that great event,

to which growers from throughout the United

States “were invited to send bulbs, seeds, and

plants for exhibition purpose.” By creating such a

garden, Wirth and other local boosters opined,

Minneapolis surely dispelled the canard that its long

winters were a deterrent to an annual display of glorious

and abundant flora. In fact, “so favorable an impression

had the garden made on our local public and so numerous

were the requests received from individuals as well as

suggestions from the press,” he wrote, that “it was decided to

retain the garden and maintain it as a demonstration

exhibition for home gardeners, which it has been ever since.”

Notwithstanding such undeniable successes, considerable

apprehension persisted about the future of the Armory building.

Though regarded as safe enough for such gala events as concerts by

Amelita Galli-Curci, Jascha Heifetz, and John Philip Sousa, as well

as prize fights and dances, its use by the military had to be sharply

curtailed. The rhythmic vibrations of squadrons of marching militia, it

was felt, would surely exacerbate the Armory’s fragile condition, and

though ad hoc emergency repairs continued to be made, other sites had to

be found for many of its primary functions. The National Guard,

heretofore its principal occupant, found itself drilling in the nearby

Marigold Gardens dance hall and in several local garages. Finally, in 1929 a

definitive survey by military agencies proclaimed the building in danger of

“immediate collapse,” and the city inspector ordered it evacuated at once.
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Engjish sculptor David Nash
carved Standing Frame (1988)
from two fallen white oak
trees found in a woods along
the Minnesota-Wisconsin
border.

Its usefulness to the military conclusively at an end, in

December 1933 the Kenwood Armory was demolished by

strategically planted charges of dYnamite) and a sight of

arresting interest was suddenly revealed to the archaeologically

minded. The demolition crew found four concrete floors,

one slab poured over the other–evidence of desperate if

futile measures to compensate for the building’s sinking

some four feet into the quagmire below during its thirty

year exrstence

In 1935) ownership of the land once occupied by

the Armory was transferred by the Minneapolis City

Council to the Park Board, and a new chapter in lts

history began. Various names were suggested by

a specially appointed Park Board Nomenclature

Committee for the luxuriantly planted gardens

that survived the demise of the building,

including “ Park Board Demonstration

Gardens1 ” “Parade of Flowers,” “ Cathedral

Gardens,” and “Kenwood ParkwaY

Gardens)” but none was officially

adopted. For years this area continued to

be called the “ Armory Gardens9” even

though a new9 structurally sound Armory

had been built in I935 between Fifth and Sixth

Streets in downtown Minneapolis. For the next

! few decades, this carefully maintained acreage)

with its precisely trimmed hedges and circles of

ornamental flower beds9 afforded local residents a

tranquil oasis for Sunday afternoon family strolls. In

1967, however, it passed into history, like the ArmorY

it once bordered. The construction of a major north-

south segment of a new interstate highwaY required

taking wide easements on both sides of the street, with the

result that the Armory Gardens were erased, leaving the

area barren except for a few venerable elms.

Throughout the metamorphoses of this parkland, its

surroundings were also undergoing transformation. Directly to

the south, the Walker Art Gallery opened to the public in I927.
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The Sage and John Cowles
Conservatory seen from the
west through Jackie Ferrara’s
Beluedere (1988), a work
designed as a stage for
readings, chamber concerts,
and lectures.

)-moresque exterior fronted Lyndale Avenue,

lsted a stately and diverse procession of four

vorship: a Catholic basilica, an Episcopalian

:thodist church, and a Jewish synagogue. The

was also developing in less sectarian ways.

Armory Gardens, the Dunwoody Industrial

more elegant reprise of Romanesque

-e than the Armory, had come into existence in

h construction of two red brick shop buildings;

bol’s administration building was completed, in

ar style, in I925.

rhe Walker Art Gallery, whose walls were

:red with the voluminous, eclectic collection of

Minneapolis lumberman and civic leader

homas Barlow Walker, brought a significant

lew cultural dimension to this area of the city.

This extensive aggregation of nineteenth-

century painting, Chinese jade and ceramics,

American Indian pottery, and European

decorative art objects was open, free to

the public. A founding trustee and former

President of the Minneapolis Society of Fine

Arts, Walker, like other tycoons of the era,

vas determined to create his own temple of

t. After a disagreement with the Society, the

rerning body of the Minneapolis Institute of

over the future status of his collection–he

d it featured as a permanent display in the

e–he severed his ties with that organization

ed ahead with plans to build his own museum.

it across the street from the Armory, he

helped determine the future use of that large

-owned land. With the opening in I963 of the

er next door to the Walker Art Center, new

le arts were developing, and during that

ce at both the museum and the theater

'. Even though the land across Vineland Place

1 field, it was also a bright green carpet in

'if ii



Jene Highstein’s tripartite Pennsylvania granite work
was commissioned for the I988 exhibition Sculpture
Inside Outside. The third element is a vertical
monolith, shown opposite.

the summer over which visitors to both institutions

would stroll.

In the early I960S the Minneapolis Park and

Recreation Board, as part of its long-range planning

effort, commissioned an analysis of its physical and

programmatic assets to help determine future directions

for its service to the public. While the study lauded the

Park Board’s offerings in sports and other recreational

activities, several incisive proposals were made, one

being greater involvement in the cultural life of the

community. Although programs such as band concerts

and children’s classes were offered, more arts-related

activities, the report suggested, could well be pursued–

some, perhaps, in conjunction with city arts institutions.

The stainless steel rods of Brower Hatcher’s dome for
Prophecy of the Ancients (1988) create a luminous
open grid. Cast bronze objects £loat within the grid
recalling the astronomical 6gures of the night sky

These recommendations were influential in broadening

the Park Board’s programs, some of which, such as

films in the park and concerts for young people, were

undertaken in nearby Loring Park, in cooperation with

Walker Art Center.

From the late I960S on, the seven and one-half acres

of parkland across from the museum were ocCasionally

made available to the Walker for installation of large-

scale sculptures. The first was in connection with the

I970 exhibition, 9 A7tistsl 9 Spaces, for which artists

were invited to create pieces on sites throughout the

Minneapolis-St. Paul area. Again there was a whiff of

the future in what transpired on the vanished Armory’s

site. As his contribution to the exhibition, the young

Minneapolis-based sculptor, Siah Armajani, laboriously

carpentered an 85 foot long wooden bridge, smack in

the middle of the field. Its trestlelike structure was

vaguely evocative of rough-timbered bridges throughout

the American countryside–but with a remarkable dif-

ference. At its center, Armajani’s bridge suddenly rose

to a gabled peak, to accommodate a lone pine tree

planted beneath it–an arresting, provocative, and

anti-functional image. As to its prophetic qualities, in

I985, Armajani would be invited by Walker Art Center

to design a decidedly functional pedestrian bridge to

connect the old Armory Gardens site to Loring Park.

Armajani’s I970 wooden bridge was constructed

during the two and one-half year period when the Walker

was in the midst of a substantial building program of its

own. By the late I960S it was evident that the I927

building could no longer contain the museum’s rapidly

expanding collection nor the many exhibitions, educa-

tional programs, and other activities being generated. A

more ominous concern was the realization that Thomas

Barlow Walker’s structure was not immune to the

unstable soil conditions that had plagued and ultimately

sealed the fate of the Armory. This was not a new

problem, as over the years, chunks of terra cotta from
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the Walker Art Gallery’s I927 elaborate churrigueresque

facade would occasionally drop and shatter, to the

dismay of the museum’s governing body. In I941, as

part of an extensive remodeling program, the pastry-gun

ornamentation overlaying the exterior of the building

was eliminated in favor of a more austere, somewhat

characterless “moderne” facade. (The name of the

museum was changed at that time to Walker Art

Center.) Those in charge of these improvements could

not have foreseen the dramatic growth of the Walker’s

collection and programs that would occur throughout

the I960S; nor were they able to resolve the matter of

the building’s structural instability, owing to its fragile

geological underpinnings. While its foundation was

substantially more stable than that of the old Armory,

these were disturbing symptoms; at the building’s south

end, the floor was twelve inches higher than at the

north. With the construction of the Guthrie Theater

to the west and the interstate highway to the east,

additional structural problems were soon detectable.

Decisive measures were called for.

In I962, the New York architect Edward Larrabee

Barnes was engaged by the Walker to study the building,

with the idea of correcting its foundation problems and

adding substantial gallery and auditorium space. After

Barnes had made extensive studies exploring these

possibilities, it was clear that more than remodeling was

needed. The Walker Board agreed with the architect’s

recommendation to demolish Mr. Walker’s monument

and begin all over again on the same site. In January

I969, the wrecking ball punched a gaping hole in its

facade. For over two and one-half years the Walker Art

Center, operating from temporary offices in downtown

Minneapolis, presented exhibitions, concerts, and

education programs in borrowed locales throughout the

community. On is May 1971, a spacious new Walker

Art Center building, designed by Barnes, opened to the

public and to critical acclaim. A distinctive interior

The Garden’s southwest square seen through the entry
columns.
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feature was a helical plan that allowed visitors to move

easily from one level to another. Equally distinctive

were the building’s cubelike volumes, sheathed in dark

violet brick, which culminated in three roof terraces for

the display of sculpture.

Effective as these terraces were for many installa-

tions, it was evident, even then, that there would be

occasions when considerably more space would be

required for large-scale works. Fortunately, the city-

owned parkland north of the Walker continued to be

available for such purposes on a project basis. An

especially prophetic use of this land coincided with the

I971 opening of the museum’s new building when, as

part of the inaugural exhibition, a 40 foot high brightly
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Two bronze 6gures and a segment of an ancient
Egyptian head, replicated in cast marble, carry on a
dialogue between contemporary life and antiquity
this I988 work by Judith Shea.
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painted steel beam sculpture Are Years What? (For

Marianne Moore) , by Mark di Suvero, dominated this

site. (in I987, Arikidea, another steel sculpture by

di Suvero–this one acquired by the Walker–was

permanently installed in one of the large plazas of the

Minneapolis Sculpture Garden, then under construction.)

In addition to occasional use of the nearby

parkland for such artistic projects, another event, well

beyond the purview of the Walker Art Center, helped

determine its future. An offer in I97Z by a civic-minded

resident of Minneapolis to underwrite construction of a

large dandelion-shaped fountain led to considerable soul

searching about the appropriate use of this important
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site. After extehsive, frequently emotional public

discussions, the Berger fountain was installed in Loring

Park, across the interstate highway, and the old Armory

Gardens area, metaphorically speaking, remained fallow.

After a brief hiatus, a constructive new relationship

developed between the staffs and governing bodies of

Walker Art Center and the Minneapolis Park and

Recreation Board with the result that the institutions

joined forces for a common objective, the creation of a

large-scale public sculpture garden that would make

optimum use of this land and be an unprecedented civic

and cultural ameniry. A detailed program for the garden,

developed by the staffs of both organizations, was


