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Caring about
Places: Cadence

Places / Volume 4, Nanmber 4

Measurement, it may be argued,

is a surrogate for intimacy. We
measure things that we do not
know, that are not a part of our
being. Measure gives structure to
our observations, makes it possible
for us to draw relations between
things and to register nuance and
particularlity.

Cadence, the rhythmic modulation
of stressed and unstressed measure-
ments presented to our senses,
induces recognition, The cadence
of a place may be as particular

and as characteristic as the natural
cadence of a voice. It may also be
as effectively contrived as the
cadence of a poem,

The landscapes we inhabit may be
as spontancously structured as the
sound of a voice or as carefully
invented as a poem. In this issue
we offer examples of both. They
differ, we think, in the degrees of
intimacy required to read human
significance in their appearance.

To know Westport, California,
rather than simply to be charmed
by it, requires a close reading of its
forms with an insider’s knowledge
of the acts intertwined with them.
The examples included in the
Inhabited Landscape exhibition,
on the other hand, are artfully
conceived. Each is deliberately

set to a cadence that will make

us consider it a distinct place.

Measurement in the landscape is

not a matter of meters and feet, but
of rolling contours, spaced verticals,

soft canopies and distinct edges.

The measures of inhabitation are
not just elements of shelter, but
recurring units of construction that
define a human rhythm through
the place, marking the presence of
self. When set to the cadence of
tradition, or made susceptible

to our inquiring imaginations,
artfully measured places affirm

the possibility of community.

Donlyn Lyndon



Architecture
and Landscape:
Three Modes

of Relationship

Reuben M. Rainey

The fit between architecture and
the land is a perennial issue since
architecture in its broadest sense
includes indoor and outdoor space,
buildings and parks, plazas and
parkways. A given landscape
confronts the designer with a vast
array of constraints and oppor-
tunities that must be addressed
with clarity and decisiveness if
architectural work is to respond
successfully to basic human needs
and embody fundamental cultural
values. The history of architecture
and landscape architecture reveals
three basic modes of relationship
between architecture and the
landscape: contrast, merger, and
reciprocity.’ Seldom does any of
the modes appear in pure form,
but one is usually predominant in
combination with one or both of
the others. The contrasts, tensions,
and ambiguities brought about by
combining these various modes not
only enhance the appearance of a
work but also allow it to embody a
rich complexity of meaning. All
three modes rest in large part on
basic convictions about the proper
relationship of human beings to
“nature,” which has been defined
in a multitude of ways throughout
the history of design.

Contrast juxtaposes architecture
with the natural or cultural land-
scape. A typical strategy sets

a building against a relatively
untouched swath of the natural
environment. The building’s scale,
profile, color and materials act
in concert to create a powerful
counterpoint to its immediate
setting. There are no transitional
gardens or terraces to act as a
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bridge, so the resulting contrast
between building and landscape
accentuates the intrinsic qualities
of each. Contrast is often employed
by designers who understand nature
as a realm apart, with its own
processes, ecosystems and visual
characteristics that differ from
works of art. Yet others who
employ the same strategy would
challenge this point of view and
claim, after the manner of Dan
Kiley, that “man is nature” and
that all works of human artifice,
regardless of their visual contrasts
with their surrounding landscape,
are expressions of “nature” in the
form of human creativity.?

A classic example of contrast was
the original nineteenth-century
design of New York’s Central Park,
whose sequences of pastoral and
picturesque scenery constituted a
totally different environment from
the surrounding urban grid. The
whole was to provide an experience
of nature understood in Ruskinian
and Emersonian terms that relieved
urban stress and nurtured the moral
well-being of the city’s inhabitants.
More recent examples of park
design, such as George Hargreaves
Associates’ Fiddlers Green Amphi-
theatre near Denver, Colorado,
depart from the nineteenth-century
tradition of the picturesque park
yet employ a similar straregy of
contrast with their surrounding
cultural and natural landscapes.
Hargreaves’ earth amphitheatre is
strongly reminiscent of Classical
Greek prototypes. When not
serving as a theatre for the per-
forming arts, a slope for sledding
or a picnic site, it functions as

a powerful piece of environmental
sculpture. As such, it forms a
counterpoint to the panoramic view
of the Rocky Mountains, which
serves as its stage backdrop, as

well as to the freestanding office
buildings adjacent to it. However,
the amphitheatre does not merely
contrast with its immediate setting.
The form of its base also echoes
the linear forms of the step mesa
foothills of the distant Rockies, and
its walkway bands are constructed
of the local red sandstone.

Merger is the polar opposite of
contrast. Here a building is made
to appear an integral part of its
natural or cultural landscape. In a
natural landscape, the form of the
building may reflect the surround-
ing topography or, in extreme
cases, be placed underground so

as not to be visible. Merger in

a pure mode is never possible

in a natural landscape because

the very act of building obviously
introduces an element of contrast,
In an urban setting, where built
form predominates, merger is

more readily achievable since one
need only echo or interpret the
surrounding architecture. Often
the view of nature that informs
merger understands nature as a
transcendent power that transforms
human existence or evokes a sense
of deep feeling states in the psyche.
Or it can imply a rational, scientific
attitude toward nature as a complex
realm of processes that humans
must respect and adapt to if they
are to survive on this planet. In this
sense, merger is emblematic of
humanity’s capacity for harmonious
adjustment, or design with nature.



Much of Frank Lloyd Wright’s work,
especially Fallingwater and Taliesen
West, provide classic examples of
merger in the American tradition,
although Wright blends powerful
elements of contrast in his design
strategy as well. Fay Jones and
Associates’ Thorncrown Chapel
stands firmly in the Wrightian
tradition by formally recalling the
forest in which it is set. Its wood
structure has been hand-rubbed
with grayish stain to blend with
the bark of the surrounding trees.
The roof beams form a canopy
reminiscent of the forest, reminding
us of Ruskin’s observation that
being in a Gothic church is like
being in a great, verdant wood.

Yet in the precision and intricacy

of its structure and the color and
materials of its interior furnishings,
the building also stands in counter-
point to the setting. Richard Haag
employs the strategy of merger in
his use of a natural bog as an
“anteroom” in the rich sequence of
highly varied garden spaces in the
Bloedel Reserve. Except for the
clearing of some underbrush and
the introduction of mosses and
ferns to highlight the massive
stumps of 700-year-old trees, the
bog is relatively unaltered. It is
intended to evoke, through its
strong aroma of decay, spongy soil,
dim light and gnarled remnants of
former giants of the forest, “the
rapture of the deep” and a sense of

) e k Fiddlers Green Amphitheater, Denver,
the transciency of all living things.

Colorado, George Hargreaves Associates
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Reciprocity is the most frequently
employed of the three strategies.
In it, buildings and landscape
modify one another—each one
to some degree is reflected in

the other. Building plan may be
projected quite literally into the
immediately adjacent landscape; or,
more subtly, indoor and outdoor
spaces may share the same organiz-
ing principles, expressed in such
architectonic elements as terraces,
pergolas, walls, arcades, pools,
fountains and plants. A zone

of transition may interlock or
penetrate the plan of the building
itself. It may also form a series

of outdoor spaces that, in close
proximity to the building, mirror
its plan or facade but gradually
undergo spacial and material
transformations along a central
axis until they merge with the
surrounding natural landscape.

The formal strategies of this mode
are among the richest and most
diverse in the history of architecture
and landscape architecture. They
include Ligorio’s brilliant sixteenth-
century Villa d’Este, with its planar
spaces arrayed along axes marked
by fountains, and Capability
Brown’s great park at Petworth
characterized by its immense lawn
and serpentine lake bounded by
undulating edges of deciduous
trees. The strong American pref-
erence for siting private houses,
colleges and corporate headquarters
in vast pastoral landscapes is an
expression of this reciprocity.
Hanna Olin’s site plan for ARCO
Chemical Company’s Research and
Engineering Center in Newtown
Square, Pennsylvania, preserves

the English park landscape of a
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former private school, augments it
with additional trees and utilizes
it in the visitors” entry sequence.
The project successfully sites a
high technology, semi-industrial
complex in a “genteel, bucolic
setting,” with a 300-year-old
tradition of design precedent. By
far the majority of works in “The
Inhabited Landscape” exhibition
manifest a similar strategy, but with
a wide range of formal expression.

The views of nature that inform
reciprocity are as varied as the
formal strategies used to express it:
Nature as a realm admired for its
order and regularity, which can be
perceived by human intelligence,
partaking of that same order (the
Papal Residence and Garden at
Pienza); nature as a province to

be controlled and manipulated by
political or religious authority
(Versailles); nature as an ideal
pastoral landscape embodying the
ideals of a normative Classical
civilization (Stourhead) and nature
as raw material to be used in the
expression of human art (Villa
Lante). These are but a few of the
diverse concepts that underlie this
approach.

One of the most interesting aspects
of the present scene in architecture
and landscape architecture is the
wide variety of formal strategies
within these three basic modes of
contrast, merger and reciprocity.
Some designers may opt to restate
or interpret a historic architectural
tradition that first appeared in a
sixteenth-century Italian villa or an
eighteenth-century English country
house. Others may adopt formal
approaches derived from twentieth-

century avant-garde painting—from
collage, from de Stijl asymmetry or
from Cubist fragmentation.’

Again, though, the precise mode a
designer uses in fitting a building
to the land or a park to its urban
context is largely determined by

an explicit or implicit view of the
proper relationship between human
beings and nature, a view that
ultimately rests upon the values of
the designer. Design is, in essence,
the giving of form to values.

Notes

1 Two of the most comprehensive and lucid
discussions of the possible relationships
of buildings to landscape are Charles
Moore, Gerald Allen, and Donlyn
Lyndon, The Place of Houses (New York:
Holt, Rinehart and Winston, 1974) and
Robert Geddes, “The Nature of the Built
Environment,” Progressive Architecture
Volume 55, Number 6 {June 1974),
pp. 72~81. I am deeply indebted to both
of these works, as well as to discussions
with my colleagues Warren Byrd, Harry
Porter, William Rieley, Laurie Olin, and
Marc Treib.

[

See, for example, Warren T. Byrd and
Reuben M. Rainey, eds., The Work of
Dan Kiley: A Dialogue on Design Theory
(Charlottesville, Virginia: Division of
Landscape Architecture, University of
Virginia, 1983) p. 14; or Dan Kiley, “My
Design Process,” Process: Architecture,
33: “Landscape Design: Works of Dan
Kiley,” p. 15.

()

For a brief, but incisive, discussion of
some current formal strategies of land-
scape architecture, with specific reference
to garden design, see Laurie Olin, “12
Brillig and Contrary Gardens,” Places:

A Quarterly Journal of Environmental
Design, Volume 3, Number 3, pp. 52-55.



Tiffany Plaza

Jury Comments

Tiffany Plaza inhabits the
edge of an open place in the
South Bronx. Its partly veiled
images are entirely alien to
the surrounding physical
evidences of a departed
culture; they are meant to be
evocative of another past,
closer to the hearts of its
present population.

The plaza is a compelling
example of contrast and
reciprocity in a cultural
landscape. It is composed

of two adjacent spaces
separated from each other by
a slight change in elevation;
one is an open fountain
plaza, the other a shaded
bosque. The open fountain
plaza enfronts a modest red
brick Roman Catholic
church. A raised platform
and speaker’s podium enable
the plaza to be a place for
civic and religious events. A
white stucco and glass block
wall defines the space
immediately in front of the
fountain wall. Recessed in its
bays are partially framed
individual lion’s head
fountains, which animate the
plaza and provide a needed
touch of variety to what is
otherwise a highly abstract
composition of walls and
planes. Despite the marked
difference in appearance and
detailing, the church and
plaza appear to be part of
the same functional space
and stand in a reciprocal
relationship. One is
reminded of central plazas
throughout the Hispanic
world and the elegant walls
of Luis Barragan’s outdoor
spaces.
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Architect’s Statement

Tiffany Plaza in the South
Bronx develops ideas of
significant public open space
explored earlier in the
Cooper Field Bathhouse,
Trenton, New Jersey. Tiffany
Plaza uses walls made of
concrete, stucco and glass
block to define a hard-paved
plaza that faces and becomes
a piazza to a Catholic
Church across the street.
Here, the hard edge of the
space is softened by the
introduction of subtle
color—a soft pink—the play
of light and sound created by
water pouring from lion’s
head fountains, and the



introduction of a grassed and
treed area adjacent to the
main gathering space.

The materials, color and
language of the components
used at Tiffany Plaza make
conscious links and
associations that recall

the homeland of the
neighborhood’s largely
Hispanic population.
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A Tiffany Plaza
Photograph by Elliot Fine

B Tiffany Plaza
Photograph by Elliot Fine

C Tiffany Plaza, site plan
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The Inhabited Landscape

Catherine Howett

I was struck, in rereading the
statements that accompanied, the
projects submitted for consideration
in “The Inhabited Landscape”
exhibition, by a passage in Garrett
Eckbo’s letter to Frances Halsband.
He said that he believed that his
own submissions reflected the
theme of the exhibition:

I believe they all exemplify, in
various ways, your concept,
which has been a driving force in
my work for fifty years, “the
integration of architecture and
the landscape . . . is absolutely
central.” In actual practice this
rarely happens through direct,
one-time, equal base collabo-
ration. Usually architecture/
construction is there first,
actually or conceptually. The
landscape elements must adapt
to, grow from, and extend the
architectural/structural concepts
(whether or not they seem to lend
themselves to that), and establish
connections or separations
between the project and the
surrounding neighborhood and
region. The environment is
littered with impossible tangles
which have resulted from the
absence of thought about this end
product of each development
project. The environmental art
of the future will be kept busy
trying to untangle such messes.
The occasional one-to-one
collaboration—1I have had
some—serves as guide and
beacon.

Eckbo articulates here his impres-
sion of what the focus of this
exhibition was to be, an impression
that I shared but about which there

was some disagreement among the
jury. He makes the point that
historically the design of buildings
most often literally precedes—
and from that, takes precedence
over—the design of the larger
environment of which the build-
ings will ultimately be just a part.
He clearly favors an alternative
approach, in which considerations
of the total site’s existing and
potential character are addressed
from the beginning of a design
process that gives equal importance
and priority to architectural and
landscape values. This distinction
is more profound than simply the
question of who works with whom
at the various stages of the project.
Eckbo makes the point that in the
right kind of design process the
character of the site actually
shapes the decisions that determine
building form, instead of having

to respond afterwards to the
“architectural/structural concepts.”
His reading of the criteria for the
exhibition reflects my own original
understanding, and I think the
jury’s disagreement about the
meaning of these criteria was hardly
a minor matter, but rather a
significant schism that must be
taken into account in any effort

to interpret the exhibition.

Perhaps my response to one of
the projects will make clear what
I see as a critical ambiguity in the
selection process that has made

it impossible for me to evaluate
what the sum total of the projects
chosen actually can tell us about
contemporary approaches to the
design of the “inhabited land-
scape.” Turner Brooks’s Sheldon

House in Vermont is useful in this
way. Nothing in the architecture of
this house seemed to me particu-
larly responsive to the nature—
big “N” or little “n”—of the
Vermont sheep farm in which it is
set, except perhaps that its wood-
frame construction reflects a
regional vernacular. On the
contrary, Brook’s accompanying
comments underscore the fact that
his Vermont houses deliberately
aim for the look of a “nervous”
architecture that “always seems to
be sliding across the landscape in
the form of steamboats or some
other form of vehicle.” A comment
on his work that appeared in
Architectural Record makes the
point that “the hint of potential
mobility” in such houses “reflects
the nature of their inhabitants,
many of whom are transplants
from city or suburbia, or only part-
time country folk.” How well

the Sheldon House succeeds as
architecture is not at issue here; its
failure to accommodate its forms to
the existing landscape, so that one
has the sense that the house might
have been built on another site in
almost the same way, makes me
question its viability as a model of
building/landscape integration.

Another residential design, Antoine
Predock’s Fuller House in the
Sonoran desert of Arizona, offers

a good example of a contrasting
approach. Here the desert environ-
ment, the specific character of the
place—its topography, geology,
vegetation, climate, etc.—has
determined the forms of the
building, so that “the line of
demarcation between the house and
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the terrain becomes ambiguous.”
The domestic activities to which
the plan of the house responds

are physically and symbolically
merged with the surrounding
natural and cultural world; one
views the sunrise from a special
pavilion above the breakfast
room, the night lights of Phoenix
from “the stepped exterior of the
pryamidal den.” This house seeks
to enter the desert reverently,
mindful that what millenia of
adaptive natural processes have
produced is as vulnerable as it is
precious. The aesthetic that shapes
its forms is born out of a desire to
make life on the desert participate
in the life of the desert.

The two other residential land-
scapes in the exhibition provide

a study in contrasts from another
perspective: the Reed Garden by
Eisenman Robertson Associates,
and the series of courtyard gardens
for Ceres Farm by Tori Thomas.
The Reed Garden is unquestionably
beautiful, but fails to move beyond
or to transform in significant ways
a retardataire style associated with
the design of early twentieth-century
estate gardens. Tori Thomas’s work,
on the other hand, playfully ma-
nipulates historic styles and themes
in a search for transformations that
seem, in their freshness and vitality,
to belong absolutely to the present,
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although a present that admires and
loves the past. That spirit, it seems
to me, represents the best impulse
of our benighted Post-Modernism.

Several of the projects in the exhibi-
tion demonstrate a keen sensitivity
to the fact that the history of a site
often becomes one of the most
important of the landscape “givens”
that new design must address. The
Cold Spring Harbor Laboratory
Waste Water Treatment Plant
(Centerbrook Architects) offers a
model for introducing high-tech,
industrial processes into a visually
and ecologically fragile landscape
harmlessly, in the best sense of that
word. Jones & Jones’s Gene Coulon
Beach Park is similarly modest in its
approach to creating a public park
on a mile of Lake Washington
waterfront that had been an
industrial site. The design draws
upon the vernacular building
tradition of mills, shipping and
storage facilities and reminds us

of the history of the place with-

out lapsing into quaintness or
gimmickry. I very much like the
way that it celebrates the plain
virtues of a vanished landscape of
work. Finally, Hanna/Olin’s “The
Meadows” for the ARCO Chemical
Company introduces a corporate
headquarters into a site that
included the remains of a private
school campus in the English

“landscape park” tradition. There
is sympathy for that past in the
design, but there are elements of
unconventional departures as well.
I liked the way that the building
was made to wrap around a court
of large trees—too close and
overwhelming for the low building
to accommodate picturesque
distancing in space, so that the
canopy trees and lawn are liberated,
in a sense, to work as metaphors.

Two projects in the exhibition seem
particularly strong examples of
architecture/landscape integration:
Antoine Predock’s Rio Grande
Nature Center and Fay Jones and
Maurice Jenning’s Thorncrown
Chapel. It is impossible to judge
whether these buildings succeed
in all the ways that architecture
must succeed—we do not know a
thing, for example, about how the
interior plan of Predock’s building
meets programmatic needs, if it is
aesthetically satisfying, etc. But it
does seem clear that the design of
these two buildings drew from the
very first, as Eckbo urged, upon
the nature of the site—recognizing
the essential principle that each
individual site is unique—and
then sought somehow to express
that engagement with the total
landscape through the language
of architectural form.



The Inhabited Landscape

The Architectural League of

New York invited designers from
across the United States to submit
recent works that emphasized the
creation of habitable places in

the landscape. The result is this
exhibition, a small compendium of
both current practice and future
trends. The designs were selected
by a jury composed of Frances
Halsband, President of the Archi-
tectural League; Gerald Allen, a
New York architect; Catberine
Howett, a historian of landscape at
the University of Georgia; Deborab
Nevins, a landscape designer and
historian; and Reuben Rainey, a
landscape architect and teacher at
the University of Virginia. Rosalie
Genevro, Executive Director of
the Architectural League, and
Christopher Flacke, Project
Director, aided substantially in

the realization of the exhibition.

Introduction

Frances Halsband

Understanding the relationship of
man to nature is not a new concern,
and the relationship of architecture
to landscape is also not new. What
is new, and constantly renewed, is
what we bring to this relationship,
how we understand it, and what

we make of it.

Landscape may be defined as the
human view of nature, a portion of
land that the eye can comprehend.
“Inhabited Landscape,” a phrase
used by the philosopher Martin
Heidegger, is defined by Christian
Norberg Schulz as the world that
is disclosed by architecture. He
tells us that a work

of architecture makes certain
aspects of the world visible. The
building is not ‘added’ to the
place as something foreign, but,
“standing there, first makes the
place emerge as what it is.”

Closely related to this is the idea
that a piece of architecture domes-
ticates a wilderness—a concept
denoted as “borrowed landscape”
by Maggie Keswick in her book
on Chinese gardens.

Reuben Rainey notes that the
“view” of nature changes in each
culture. Nature may be seen as

a transcendent power, or as a
collection of scientific processes
to be understood or adapted to
human needs.

Although we are architects, or
because we are architects, we were
inspired to mount this exhibition
not by our love for buildings, but by
our love for gardens, parks, and
the broader natural landscape.

As architects, we have recently begun
to relearn the skills of contextual-
ism—skills that allow us to relate
individual buildings to the larger
built fabric of towns and cities. But
our colleagues—the landscape
designers, critics, and analysts—
have begun to teach us a broader
kind of contextualism. They bring
us new understandings of the
history of landscape design, new
appreciations of the importance

of ecology, and new appreciations
of both physical and cultural
geography. Together, we approach
the creation of the inhabited
landscape with the goal of making
meaningful form, of translating
cultural values we share into visible
forms in which we can dwell.

The projects exhibited here are pre-
sented not as definitive solutions,
but rather as works that themselves
pose questions and suggest new
directions of thought. We have
sought built works rather than
theoretical drawings, and we have
even eliminated from consideration
projects under construction,
because our objective is not the
presentation of abstract ideas, but
the presentation of real works in
which the ideas are made physically
manifest.

We hope that you, the audience of
this exhibition, will not merely
observe what is shown here, but
will also be inspired in the creation
of new designs of your own to
mabke still other habitable places

in the inhabited landscape.

Places / Volume 4, Number 4




Fuller House

Jury Comments

The Fuller House extends
bare, harsh, but gently
colored land forms into a
compounded structure for
inhabitation. It is a mixture
of the strategies of merger
and contrast, with the
former predominant. The
house stands amidst cacti
and other sparse vegetation
in the severe but austerely
beautiful landscape of the
Arizona Sonoran desert.
Major elements of the house
merge with the surrounding
desert, which has been
disturbed as little as possible.
Its colors, horizontality and
varied spaces are keyed to
the mesas, the sun and

the desert floor. Yet by
contrast the house itself also
surrounds an outdoor space
whose water and shade
create an oasis reminiscent
of Spanish patios. A place
of refuge and outlook is
carefully nestled in the
desert through a masterful
combination of contrast
and merger.
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Architect’s Statement

Fuller

The high Sonoran desert
site of the Fuller house

is enclosed by peaks and
eroded, decomposed granite
ridges. Below this encircling
rim, saguaro, cholla,
ocotillo, and prickly pear
cacti grow amidst palo verde
and ironwood trees and
jojoba and creosote bushes.
This sparse vegetation, at
once hardy and fragile,
speaks of the adapations
necessary for life beneath

an unremitting sun.

In this desert environment,
architecture and landscape,
human procession and
natural cycles, join in
synchronous dances. The
low, weighty perimeter of
the house connects in its
massiveness to the powerful
geologic context and in color
to the olive-beige of the
desert floor. Viewed from a
distance, this base becomes

a mesa, and the pyramidal
den, a mauve-purple
abstraction of the
surrounding sculptural
peaks. Contrasting, brittle
shade structures create
shadow patterns of recalling
the tracery cast on the site by
the lacy branches of the
ocotillo and palo verde.

The plan of the house distills
into a single symbolic pattern
the daily course of the sun
and the routine of domestic
activities. A sunrise-viewing
pavilion is situated above
the breakfast room; an
interior “canyon” (gallery
with centered, sequential
water system) leads past
abstracted kitchen and
dining “boulders™; the
“mountain” (pyramidal den)
introduces the “valley”; a
trellised, sunset-viewing
tower completes the
sequence.

At each event in this sequence

the building features view
vantage points. The stepped
exterior of the pyramidal den
provides seating for viewing
the night lights of Phoenix.
The living areas focus on the
distant mountains beyond
the city. The bedroom zone,
set apart from the rest of the
house, concentrates attention
on its private patio and
sunset tower.

The gentle standoff between
built forms and a desert
environment is expressed

in the project as a poetic
tension. In the ensuing
struggle, the line of
demarcation between the
house and the terrain
becomes ambiguous. At
certain places the desert
enters, in other areas a tight
line of defense prohibits
entry. Looking out from this
sequestered desert retreat the
vast landscape scale can be
better comprehended.



A Fuller House, plan
Drawing by Geoffrey Beebe

B Fuller House
Photograph by Tim Hursely
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Reed Garden

Jury Comments

The Reed Garden is an
extraordinary sequence of
refined experiences, with
paths through the landscape
surrounded by markers,
axes, pavilions and self-
reflecting images that
translate a walk through the
woods, a swim or a tennis
match into experiences with
cultural resonances from
the past.

The garden is the result

of a ten-year collaboration
between architect and
client. At the inception

of the work there was no
overall master plan or
program for the entire
woodland site overlooking a
reservoir. The garden was
designed incrementally, each
completed piece suggesting
further possibilities, ex-
pansions and refinements.

The garden was envisioned
as growing out of the
existing Federal-style country
house, as well as contrasting
with that house as a world
of its own making. Each
“room” serves a specific
need and exists on its own,
yet the various parts are
linked to form a cohesive,
yet varied, setting.
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Architect’s Statement

The ongoing goal was to
make a great and magical
garden that accommodated
the typical requirements of
luxurious American country
living—swimming pool,
tennis court, etc.—within a
loosely structured landscape
conceived and developed
both as a specimen garden
and a work of art; a garden-
to-live-in, taking its clues
from and growing out of the
existing house, as well as a
world of its own making.
While each stage was to
serve its own specific need
and use and exist on its own,

the various parts when taken
together were intended to
form a cohesive, linked

and varied setting.

Formally the idea was to
make a garden of architecture
that struck a subtle and
harmonious balance between
the natural and the man-
made; between the existing
site and its flora, rolling high
canopied woods with vistas
to the water, a series of more
intimate and articulated
outdoor rooms, walkways,
tunnels, terraces and glades;
between more precise

and colder architectural

elements—pavilion, arbor,
gate, fence, wall, path,
statue, urn, ornament—and
softer, more luxuriant plant
material, each emphasizing
the qualities of the other.

The property centers around
a large house—high-roofed,
white clapboard—its

arrival court and depen-
dencies. Each portion

of the surrounding garden
forms a progressive link of
sequential places that all

but encircle this central
existing complex. The
garden architecture closest to
the house—the swimming



pool terrace to the east and
azalea garden fences to the
west—are painted white,
reflecting in color and detail
the house itself. As one
moves farther away from the
house precinct—to the hosta
garden, tennis court, wisteria
arbor—the elements are
dark green, blending with
the lush natural forest. The
pavilions are simple, sturdy
and practical—very
“Yankee”~—their enrichment
being in the elaboration of
their wood detailing. While
certain of the outdoor rooms
are for active sport and
active gardening, these are
always interspaced with
quieter, more contemplative
areas. The passage through
the garden like that through
the day, contrasts activity
and reflection, sunshine and
shade, heat and coolness,
reality and fantasy.

A Reed Garden
Photograph by Langdon Clay

: B Reed Garden
! Photograph by Langdon Clay
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Sheldon House

Jury Comments

The Sheldon House is a
classic example of reciprocity.
Sited on the brow of a hill, it
claims its site, and its color,
massing, materials and scale
are all reminiscent of the
regional rural vernacular.
The house enfronts a
panoramic agricultural
landscape, and its porch and
generous second-story bay
respond to the sweeping
prospect. Here we have
literally a pastoral landscape,
since this is a working sheep
farm. Farms like this were
carved out of the natural
forests that once dominated
New England; a piece of
forest remains behind the
house. It and the gracefully
rolling hills of glaciated
terrain have a timeless
quality characteristic of
agricultural landscapes in
which human beings and
the landscape coexist

in a mutually sustaining
bond without either one
dominating the other.
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Architect’s Statement

Sheldon House,
Shelburne, Vermont

This house stretches out
long and narrow on

a landscape of gently
undulating meadowland
near the shore of Lake
Champlain. There is a slight
twist at the midsection of its
vast length where it alters
course and, led by its curved
front (the living room) and
its hooded brow (the master
bedroom), heads off, sliding
between two bulges in the
topography, directly towards
the nearest view of the lake.
If you are sitting in the music
room in the “tail” end of the
house, you can see up its
entire bending length to the
curve under the porch roof
and the sense is that you are
being pulled through the
landscape at a considerable
velocity.

The charcoal drawing shows
this house as perhaps | most
like to see it—hissing steam,
sliding taut and somewhat

streamlined, moving along

under its own power through
a dark smoldering landscape.




A Sheldon House
Charcoal drawing by Turner
Brooks

B Sheldon House, plan

C Sheldon House
Photographs by Turner Brooks
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The Configured
Landscape

Donlyn Lyndon

What might one expect from an
“inhabited” landscape? Something
lived in? Dwelt upon? Nurtured?
Might not one expect to find a
place in process? A recognizable
extension of one’s self, an extension
of society, and a place of the inter-
section of both? More precisely,
would one not expect to find in the
inhabited landscape the presence
of people? Not just viewers, but
makers. Not just strollers, but
doers. Not just takers, but givers.
Not just the obvious, but also the
subtle.

The inhabited landscape would
also body forth some view of the
world we live in—a world of natu-
ral processes, a world of conceptual
orders, a world of care for resources
both inanimate and animate. This
would be a rich, various landscape;
it would speak of clarity, of secrets,
of dalliance, of purposefulness, of
whispering sounds, of varying
smells.

What, by contrast, would we not
expect to find there? Curiously, we
seem to ask that landscape not be
disordered. Even though we expect
clashes in our cities, strife in the
marketplace and cacophony in our
headsets, we still preserve in our
minds the dream of landscape as a
place of harmony. This is doubtless
because natural processes, left to
their own devices, represent a
comparative stability: they move
slowly, while we change precipi-
tously. The natural order of the
universe is at a time scale that
makes Stonehenge seem but a
passing phenomenon. The order

of nature has seemed, and does
seem, the enduring matrix in which

our various human acts and
meditations take place, the ground
in which our hoe sticks.

Of what are these inhabited land-
scapes made? Earth, trees, ground
cover, building materials, paving,
walls and roofs, of course. But
these are arranged in ways that
encompass the person: canopies
that cover; paths, platforms and
terraces that provide for easy
movement; frames that select
views, bound domains and filter
the relations between inside and
outside; markers that invest par-
ticular spots with significance.
These are the elements of the
architect’s art, whether practiced

in landscape or in buildings. In
landscape, the materials change
and fluctuate seasonally if not
daily, while the materials of
buildings are meant to endure

and the architect of buildings is
meant to keep things warm and dry
(or cool and breezy, as the case
may be). In the inhabited landscape,
the materials of building and of
growing are used interchangeably
and the intersection of professions is
productive.

Commitment to a place and its
potential is the first step. Imagining
ways of dwelling there is the second.
The rest is skillful work. The twelve
examples shown in this exhibit are
only suggestions of the rich inter-
weaving of people and circumstance
that can result from conceiving the
land and the structures set into it

as one inhabited entity.

It is worth examining how the

fundamental configurational
elements (canopies, paths and
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platforms, frames and markers)
recur in diverse materials, The
specific character of a place or
course depends on just which
materials—hard or soft, natural
or synthetic, geometric or organic,
resilient or immutable, durable or
ephemeral—form these elements
of our surround.

Canopies are the quintessential
image of shelter: the umbrella of a
shade tree, the gabled roof of a
house, the tent in a meadow.

Tree canopies, grouped and trimmed
together, are a recurrent image

in the tended landscape. They
welcome our presence there. They
may be pruned into figurative
elements as at the Bloedel Preserve,
or more noticeably measured out in
a regular order as at Tiffany Plaza.
Set in the islands of Fountain Place
in Dallas, they act perhaps as
surrogates in a fantasy of an idyllic
dwelling among cooling waters.

Canopied roof structures are most
poignant when they are open, when
they are evidently available to us

as places of refuge and outlook. It
is not coincidental that centered
pavilions appear so frequently in
these examples. They are focusing
points, places where you may
gather in the world around and feel
yourself at the nub of it. At Cold
Spring Harbor, the little gazebo
invites you to direct your attention
away from the project itself by
making you the center of a larger
scene.

The great suggestive power of open

pavilions resides in our tendency to
imagine ourselves inside them. The
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porch at the front of the Sheldon
House invites us to take a com-
manding position at the edge of
the meadow, while the shadow-
dappled miradores of the Fuller
House offer fragile respite from the
New Mexico sun. The far outlook
these latter offer stands in sharp
contrast to the encompassing
shelter suggested by the seques-
tered pyramid at the center of the
composition.

Gazebos and pavilions come in
many shapes and sizes, all of them
ultimately referring back to the
upright human figure. They may
provide a variety of shifting vantage
points as in the Reed Garden, or
they may serve to mark gathering
spots in a larger landscape, as they
do in Coulon Beach Park.

The ground is the first condition
of an inhabited landscape. How it
is modified and shaped for use,
how buildings are joined to it,
how platforms, floor and terraces
extend its usable surface; these are
all critical determinants of the
character of a place.

By shaping and surfacing the land
itself or by making floors that
create large, perfectly simple areas
for use and stairs that lead from
one level to another, the architect

is building choreography. How we
may move in a place is derived from
how the irregular, unpredictable
natural land is transformed into flat
usable spaces for the foot. How the
land is perceived, in turn results
from the delicacy with which those
transformations are made. The

architect, builder of foundations, of
necessity plays surgeon to the land.

At Thorncrown Chapel, the built,
flat surfaces are literally cut into
the land and made of stone, itself a
form of earth. At Bloedel Preserve,
surfaces to walk on are intricately
interwoven with the growing sur-
faces of the land, which are them-
selves sometimes made flat as a
floor. At Coulon Beach Park, the
carefully considered edges of the
water and extended lawns and
terraces are made playful by a
multiplicity of levels that offer
users differing kinds of involvement
with the place. At Fountain Place,
cascading platforms tumble water
through the park and unexpectedly
abrupt pavement edges sharpen the
artificiality of the areas created.

Often the control of our footing is
very subtle—the light step up to a
wood porch from the clipped grass
in front of the Sheldon House; the
changing surfaces of the floor in
the Reed Garden, from stone to
wood chips to soft plant materials
deliberately underfoot. Often,

too, the play of paths across the
land and up through structures to
varying points of outlook is one

of the principal pleasures of the
place. At Cold Spring Harbor, the
invitation to stand on a flat terrace
raised off the slope of the land
provides just enough place of
repose to induce renewed interest
in the harbor and its surroundings.

Markers abound in the inhabited
landscape. Objects, isolated speci-
men trees, floral groups, towers:
things to stand next to, things that



are distinct, things that have been
invested with special imaginative
care and which invite us to store
meanings in their midst.

In the Reed Garden, various gazebos
mark out and differentiate positions
within the garden. By their differing
silhouettes creating added distinc-
tion, they are further impressed
upon our memory by details—

a curious window, an oversized
weather vane. Most poignantly, at
one unforgettable point, a bronze
figure nearly our size interrupts the
path looking intently into our eyes.

Surprising size turns most anything
into a marker. The great bollards
at the ARCO complex that stand
above our heads in a ring turn a
serviceable dropoff turnaround
into a stunning figure of entry,

and a group of mature maples,
isolated from any others and from
subsidiary undergrowth, stand

up as markers in a court between
anonymous buildings. In contrast,
the diminutive, stand-alone pavilion
of Cold Spring Harbor is more a
companion that invites us to use
the terrace rather than to actually
enter the building.

Configurations that stir us into
unintended reverie also make a
particular mark in the landscape.
The lionheads and scrolls of the
Tiffany Plaza fountains almost
merge, from a distance, into still
more mysterious, unexplainable
masks; the dormers at the thin end
of the Sheldon House tease us into
seeing a mask in front of the trees
(or, as Turner Brooks would have
it, a locomotive surging into the
meadow). At Bloedel Preserve, the

stark, startling rectangularity of a
still pool set in grass embeds the
place forever in our minds.

At Ceres Farm, the walled frame of
an outdoor room, with its oversized
door opening to the adjoining
meadow, marks the transition
between objects specially selected
or configured for temporary display
and the more constant, less willful
landscape of the surrounding farm.
Referral across the frame from

a place of one sort to a place of
another is intense and dramatic
here, but it is in less insistent ways
the very stuff of walled enclosures.

Such framed transitions are evident
in each of the examples—as rows of
trees framing paths, or bordering
meadows; as great building enclos-
ures sheltering a special view of
the world; as fragile, intricate
transitions such as those of the
Thorncrown Chapel that is, for all
its merger with the forest, a place
meant to be apart, an appointed
place of meditation.

The inhabited landscape is, by
definition, a landscape turned to
human purpose.
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Reed Garden
Eisenman Robertson Architects
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Ceres Farm

Jury Comments

The contemporary private
garden is most often
conceived primarily as a
realm of repose and peace, a
haven from the constraints
and pressures of the world of
work. It is frequently an
autobiographical statement
of reveries and hopes—a
space subject to constant
tinkering and major
modification emblematic of
the maturation and ever-
changing interests of its
owner. For instance, Garrett
Eckbo’s private garden in the
Berkeley Hills is a series

of intricate patio spaces
interlocked with the rooms
of his house, which has
dramatic views of San
Francisco Bay. Eckbo’s
studio looks down on the
patio garden, which is
subject to constant
rearrangement as he adds
sculpture and designs with
new plant material.

The perennial materials of
the garden have been stone,
water and plants. Some
contemporary garden
designers are experimenting
with new industrial materials
and lighting technology to
explore the relationship
between past design
traditions and contemporary
expression in a manner
reminiscent of the work of
Gabriel Guvrekian and
Christopher Tunnard earlier
in this century. Yet most of
them use nontraditional
materials for traditional
ends—to create serene
spaces for quiet, con-
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templation, and renewal.
Tori Thomas's Glass and
Gravel Garden is an attempt
to integrate “formal elements
of classical Italian and
French gardens into the
twentieth-century garden
vocabulary.” This is done in
part through the use of new
materials.

Tori Thomas’s courtyard is a
personal exercise in the
transformation of a
traditional farm place into
the locus for ephemeral
urbanized insight. The clear
boundaries of the space and

the framed view of the
surrounding meadow and
trees set up tense referrals
between the “just now,” the
“has been” and the (with
luck) “will be.”

A Ceres Farm

B Ceres Farm
“Agricola”



Architect’s Statement

The Glass and
Gravel Garden

The Glass and Gravel
Garden is the second in a
series of three walled garden
themes examining the
history and the future for
landscape design. Located
in the Virginia countryside,
the garden is about an hour
drive from Washington,
D.C. It derives from a
consideration of the Post-
Modern garden. Springing
from a deep interest in the
historical precedents from
which modern landscape
architecture springs, my
interest lies in integrating
formal elements of classical
Italian and French gardens
into the twentieth-century
garden vocabulary.

For this project, | have
designed a walled courtyard
40 feet long by 30 feet wide.
The walls are 10 feet high
with sliding panels that
allow for a diversity of views.
The garden can be entirely
open to the surrounding
landscape or entirely walled
off from it, thus acting as an
atrium or peristyle. Like
shoji screens, an infinite
variety of views between

the two extremes can be
arranged.

The enclosed garden fits

into the L of a nineteenth-
century frame millhouse
creating an additional room
for living. The walled garden
is raised 4 feet above the
surrounding natural grade
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C Glass and gravel
Photographs by Christopher
Casler, copyright Christopher
Casler, 1986
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enhancing the perspective

of the views out. The garden
is reached by slate steps
from the outside and opens
directly off both the living
room and the kitchen from
the inside.

A path of hand hewn lime-
stone, outcroppings of which
are evident across the
meadow, provides a private
approach to the house.

The design of the Glass and
Gravel Garden is based
primarily on the concept of
a simple flower garden,
wherein geometric rows of
different flowers are linked
by an axial path. The same
elements combine in this
garden—transformed by
contemporary materials. In
addition, the analog is
expanded by the shape of
the pyramids and their
construction from glass.

The pyramidal shape derives
from the boxwood topiaries
used by the master garden
designer Le Notre at
Versailles and at Vaux-le-
Vicomte. The glass refers to
the glass cloches or bells
that, historically, were placed
over fragile or tender plants
in order to provide
additional shelter from
extremes of temperature.

In this garden, I have
included three rows of
flowers: the tulip, the poppy
and the lily. As in the natural
garden, each flower is shown
in four stages of development
from the bud to the faded
and decomposing bloom.

In this case, however, the
flowers are etched on the
glass pyramids. Fallow rows
awaiting new growth lie
between the mature rows.
Emphasizing the geometry,
these rows are made of stark
white gravel.

At night, the garden assumes
the color usually evident in
the natural garden in the
day. Working with Gordon
Anson, Lighting Designer for
the National Gallery of Art
in Washington, D.C., I have
designed a system of colored
fluorescent tubes to light
both the pyramids and the
furrows.

This space cut from a
meadow, is a consideration
of the question, “What
comprises a garden?” While
employing three rows of
flowers, a garden path, an
antique garden gate and
tilled furrows, there is no
plant material. Yet it serves
to create tranquility—that
place apart—that is the heart
and magic of a garden.

Agricola

Agricola is the third in a
series of gardens at Ceres
Farm, wherein classical
garden motifs are redefined
in contemporary landscape
vocabulary.

Agricola expands on the
most primitive form of
landscape design: the simple
plowed field.

I have designed three basic
variations upon this theme.
In the first variation, stark
earthen furrows are enclosed
in a formal courtyard
addressing the earliest
relationship of agriculture

to the home, the farmhouse
and the field. Snow falls, and
the furrow assumes another
character entirely.

The second variation
incorporates irrigation.

The sculptural nature of

the linear water element is
the most contemporary
manifestation of the
irrigation theme. The
agricultural analog is further
expanded by showing the
same garden planted first
with hydroponic lettuce and
then with stainless steel rods.

In the third variation, the
water element is expanded to
form abstract canals—a

modern twentieth-century
interpretation of these two
primitive elements.

At night, lasers are introduced
as another level of sculptural
landscape design. Introducing
sophisticated lighting
techniques to a field that
continues to rely on lamps
resembling mushrooms is an
area of great interest to me.
As in earlier projects, the
lighting for Agricola was
done in collaboration with
Gordon Anson, Lighting
Director for the National
Gallery of Art.

Agricola comprises the final
exploration of garden themes
at Ceres Farm. Through the
design of the courtyard,
whose walls move to reveal
or exclude the landscape
beyond, 1 am looking at the
relationship of landscape
design as it links architecture
with the natural environment.
These gardens examine the
antecedents of landscape
architecture and seek to
bring the field into a stronger
alignment with modern
architecture.
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The Lay of the Land

Gerald Allen

Now that we are well over a decade
into Post-Modern architecture, it is
easy to see what a disappointment
much of it has turned out to be.
What was promised to be brave and
new has often, in built fact, turned
out thin, repetitious, and silly. For
this reason, a strongly negative
public reaction must soon follow,

What is landscape? Our modern
word “landscape” comes from the
late Middle English words land,
which means “land,” and skip,
which I believe in this context means
“shape.” So landscape can mean
“land-shape,” or “the shape of the
land.” I actually slightly prefer “the
lay of the land,” which has the

-

fact based on a single, quite simple
axiom: The physical configuration
of the man-made world—any part
of it, not just high-style architecture
or consciously designed gardens—
can be observed in the same way
that a chronicle of political or social
events can be read, and the result
will be found to have human



