
An examination of Post-Modernism
in landscape architecture

Item Type text; Thesis-Reproduction (electronic)

Authors Flickinger, Mark John, 1956-

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 16/05/2023 14:13:40

Link to Item http://hdl.handle.net/10150/277836

http://hdl.handle.net/10150/277836


INFORMATION TO USERS 

This manuscript has been reproduced from the microfihn master. UMI 

films the text directly from the original or copy submitted. Thus, some 

thesis and dissertation copies are in typewriter face, while others may 

be from any type of computer printer. 

The quality of this reproduction is dependent upon the qualify of the 
copy submitted. Broken or indistinct print, colored or poor quality 
illustrations and photographs, print bleedthrough, substandard margins, 
and improper aligimient can adversely affect reproduction. 

In the unlikely event that the author did not send UMI a complete 

manuscript and there are missing pages, these will be noted. Also, if 

unauthorized copyright material had to be removed, a note will indicate 

the deletion. 

Oversize materials (e.g., maps, drawings, charts) are reproduced by 

sectioning the original, beginning at the upper left-hand corner and 
continuing from left to right in equal sections with small overlaps. Each 

original is also photographed in one exposure and is included in 

reduced form at the back of the book. 

Photographs included in the original manuscript have been reproduced 
xerographically in this copy. Higher quality 6" x 9" black and white 
photographic prints are available for any photographs or illustrations 

appearing in this copy for an additional charge. Contact UMI directly 

to order. 

University Microfilms International 
A Bell & Howell Information Company 

300 North Zeeb Road. Ann Arbor. Ml 48106-1346 USA 
313/761-4700 800/521-0600 





Order Ntunber 1343415 

An examination of Post-Modernism in landscape architecture 

Flickinger, Mark John, M.L.Arch. 

The University of Arizona, 1991 

U M I  
SOON.ZeebRd. 
Ann Aibor, MI 48106 





AN EXAMINATION OF POST-MODERNISM 

IN LANDSCAPE ARCHITECTURE 

by 

Mark John Flickinger 

Thesis Submitted to the Faculty of the 

SCHOOL OF RENEWABLE NATURAL RESOURCES 

In Partial Fulfillment of the Requirements 
For the Degree of 

MASTER OF LANDSCAPE ARCHITECTURE 

In the Graduate College 

UNIVERSITY OF ARIZONA 

19 9 1 



2 

Statement by the Author 

This thesis has been submitted in partial fulfillment of 
requirements for an advanced degree at the University of 
Arizona and is deposited in the University Library to be made 
available to borrowers under rules of the Library. 

Brief quotations from this thesis are allowable without 
special permission, provided that accurate acknowledgement of 
source is made. Requests for permission for extended 
quotation from or reproduction of this manuscript in whole or 
in part may be granted by the head of the major department or 
the Dean of the Graduate College when in his or her judgment 
the proposed use of the material is in the interests of 
scholarship. In all other instances, however, permission must 
be obtained from the author. 

Signed: 

Approval by Thesis committee 

This thesis has been approved on the date shown below: 

William Havens Date 
Professor of Landscape Architecture 

Barbara Strelke Date 
Adjunct__Agsistapjt-4»rofessor of Landscape Architecture 

— Clo 
Dennis Doxteter Date 
Professor of Architecture 



Acknowledgements 

3 

I wish to extend my sincerest thanks to my thesis 

committee members: Professor William Havens, Adjunct 

Assistant Professor Barbara Strelke, and Professor Dennis 

Doxteter. Each generously contributed time, expertise, 

insight, and guidance. 

I am particularly indebted to Bill Havens, who has 

consistently offered his invaluable time and guidance not only 

throughout the development of my thesis but also during my 

years as a student at the University of Arizona. 

Finally, I would like to recognize the continued 

assistance and encouragement of the person closest to my 

heart. Holly Hansen, who witnessed the daily ups and downs 

involved with completing this thesis. Fortunately, I mostly 

experienced the "ups", and offer my gratitude to those 

mentioned above who made this so. 



4 

Table of Contents 

Abstract 6 

Introduction 7 

Methodology 9 

The Modern Period 10 

Background 10 

Defining Style and Ideology 16 

What is an Artistic Movement? 19 

The Influence of Modern Art and 
Architecture on Landscape Architecture 21 

Modern Art 21 

Introduction 21 

The Rise of Cubism 23 

Constructivism 24 

Modern Architecture 27 

Introduction 27 

The Bauhaus 31 

Le Corbusier 3 3 

International Style 35 

The Ideology of Modern 
Landscape Architecture 37 

The Style of Modernism in 
Landscape Architecture 41 

Public Discontent with Modernism - Advancing 
a Shift to a Post-Modern Ideology 44 



5 

The Post-Modern Movement 48 

Background 48 

Post-Modern Art 50 

Post-Modern Architecture 51 

Introduction 51 

Contextual ism 54 

Deconstructivism 56 

High Tech 57 

Neo-Classicism 59 

The Ideology of the Post-Modern Movement 61 

Post-Modern Landscape Architecture 65 

Meaning in Post-Modern Landscape Architecture....69 

Three Exemplary Post-Modern Landscape Architects 72 

George Hargreaves 72 

Martha Schwartz 77 

Peter Walker 83 

Arguments Against a Post-Modern Movement 90 

Vernacular or Traditional Expression in the Arts 96 

Conclusions 102 

Limitations of the Study and Suggested Research 109 

References ill 



Abstract 
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This thesis explores the concepts of modernism and 

postmodernism and asks if contemporary landscape architecture 

can be classified as postmodern. Art, architecture, and 

landscape architecture are examined during the Industrial and 

Post-Industrial Eras to see if there is a correlation between 

each discipline's stylistic movements. 

Arguments both for and against the existence of a 

postmodern movement in landscape architecture are presented. 

It is concluded that art and architecture are the current 

leaders in creating innovative, historically memorable 

landscape designs, and that there is need for further 

exploration, teaching, and debate about contemporary design 

history and theory. 
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This thesis examines contemporary landscape architecture 

to determine whether there is a new movement in the landscape 

profession, and if so, whether this movement is a reflection 

of what many theorists, philosophers, and art critics have 

termed "the postmodern movement". It is my conviction that an 

examination will prove to be of significant value to the 

profession; and that regardless of how history chooses to 

label the movement, it is the meaning of the movement which 

has value. 

The aim of this thesis is to explore the ideology and 

style of contemporary landscape architecture. In order to do 

this, a framework in which to place contemporary landscape 

architecture needed to be established. I, therefore, 

encapsulated history, featuring examples which reflect the 

general character of the Industrial and Post-Industrial Eras. 

Once this foundation was established, a survey of art, 

architecture, and landscape architecture in both the 

Industrial and Post-Industrial Eras was conducted to look for 

ideology and style correlations between the disciplines which 

might help point to the existence of postmodernism in 

landscape architecture. I also profiled three contemporary 

landscape architects whose work has been characterized as 

postmodern. I then looked at critics' objections to a 
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postmodern movement and concluded with my thoughts on its 

existence in landscape architecture. 

In this thesis I focused on mainstream theories and well-

known professionals in art, architecture, and landscape 

architecture. It should be recognized that there have been 

vernacular as well as counter-movements in the design fields 

which do not always fit neatly into popular history. If one 

looks at the day to day vistas of the vernacular American 

landscape - shopping malls, trailer parks, industrial 

complexes, highways, town "strips", and the front yard - one 

can easily wonder whether or not art, architecture, or 

landscape theory has much impact on the built environment. 

It is suggested that there is currently a rift between 

that which is theorized by the academic specialist in the 

arts, and that which is practiced in society at large. This 

difference can be correlated to the purposeful separation from 

tradition which the modernist sought. It is my hope that the 

postmodernist will be capable of creating both an ideology and 

expressive language which can contribute to uniting the world 

of words and ideas with that of the built environment. 
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I felt that a literature review was the most helpful 

method in determining whether or not there is a postmodern 

movement in landscape architecture. In the literature review, 

I referenced history books to develop an understanding of the 

periods leading up to the present. I then directed the review 

to the social sciences to explore the meanings of modernism 

and postmodernism. From this exploration, definitions were 

developed. Finally, I looked to writings in art, 

architecture, and landscape architecture to explore the 

relationship of postmodernism to landscape architecture. 

The historical review uncovered various theories of 

societal change. One which proved central to this thesis was 

Alvin Toffler's "Third Wave Concept." His concept of three 

major waves of change, involving the Agricultural, Industrial, 

and Electronic ages, seemed to dominate other literature and 

provided a solid framework for understanding the contemporary 

scene. The review of the social sciences revealed that the 

notion of a Post-Industrial (or postmodern) movement appeared 

to be nearly unanimously accepted among social scientists. 

Finally, the literature addressing artistic styles or 

movements proved to be more controversial, with numerous 

articles both in support of and denying the existence of a 

postmodern movement in landscape architecture. 
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BacXground 

In order to gain a better understanding of contemporary 

landscape architecture, it is helpful to examine major 

societal and technological events in history to determine how 

these events affected the development of landscape 

architecture. History gives meaning and perspective to 

contemporary life. Also, history is a continuous process, 

flowing from one period to another, from one era to another, 

from past to present. Contemporary landscape architecture has 

evolved over time, building upon movements of the past. It 

seems impossible to distinguish a new, postmodern movement 

without first looking at previous artistic periods. But, in 

order to look at these periods, one must place them in their 

societal contexts. 

Throughout the Agricultural Age, there were examples of 

the future Industrial Age; however, these were oddities. 

"There were embryonic mass-production factories in ancient 

Greece and Rome. . . . Great urban metropolises grew up in 

Asia and South America. . . , There was even, in ancient 

Alexandria, a startling forerunner of the steam engine. . . . 

Yet nowhere was there anything that might remotely have been 

termed an industrial civilization." (Toffler, 1980, 38). 

The Industrial Age arrived with the unshakable power of 
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change. The people, the political systems, and the landscape 

took on a new character that crossed the boundaries of 

individual cultures and continents. It was truly a world 

revolution into a new epoch; the Industrial Age. 

"Industrialism was more than smokestacks and assembly lines. 

It was a rich, many-sided social system that touched every 

aspect of human life ... It produced the great Willow Run 

Factory outside Detroit, but it also put the tractor on the 

farm, the typewriter in the office, the refrigerator in the 

kitchen. It produced the daily newspaper and the cinema, the 

subway and the DC-3. It gave us cubism and twelve-tone music. 

It gave us Bauhaus buildings and Barcelona chairs, sit-down 

strikes, vitamin pills, and lengthened life spans. It 

universalized the wrist watch and the ballot box. More 

important it linked all these things together - assembled 

them, like a machine - to form the most powerful, cohesive, 

and expansive social system the world had ever known." 

(Toffler, 1980, 38 - 39). 

These revolutionary changes were felt in nearly every 

conceivable segment and institution in the new age. This was 

certainly true for the arts: "Even in the arts we find some of 

the principles of the factory. Instead of working for a 

patron, as was customary during the long reign of agricultural 

civilization, musicians, artists, composers, and writers were 

increasingly thrown on the mercies of the marketplace. More 
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and more they turned out 'products' for anonymous consumers. 

And as this shift occurred in every Second Wave [Industrial] 

country, the very structure of artistic production changed." 

(Toffler, 1980, 47-48). 

With the Industrial Age came the mastery of iron and its 

use in steam engines, structural building, and trains. The 

potential for mobility was increased not only by new railways, 

but by new iron steamships which soon followed. With 

production rolling, industrial towns and cities quickly 

expanded. More and more workers left the farm to work in the 

factories, yet these industrial cities were not the Utopias 

many hoped to find. 

With expansion, cities became crowded and dirty, and 

workers found their days long and hard. However, "In 1819..., 

the Factory Act, protecting women and children to some extent 

against the mounting evils of mechanized manufacture, became 

law." (Newton, 1971, 221). It was laws like this, as well as 

the Reform Bill of 1832, which paved the way for the first 

public parks of the Industrial Age. Designed with the intent 

of providing public reprieve from the hardships and physically 

unhealthy conditions of the new industrial cities, two parks, 

Victoria and Birkenhead, were built in England. (Newton, 

1971, 221 - 223). 

It was during this period that what was once looked at as 

a craft, landscape gardening, was now elevated to the position 
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of a new profession. Like all the growing professions of that 

time (law, medicine, teaching), the creed of landscape 

architecture, which distinguished it from the non-professional 

crafts, was the intent to do good for the welfare of society. 

Thus, "modern" landscape architecture was born. 

The beginning of modern landscape architecture was marked 

by a departure from a preoccupation with building monumental 

gardens to glorify the status of the wealthy ruling-class 

patrons. Its focus evolved from the social concern for the 

common person addressed in the new Industrial Age. "This 

event (the shift from private to public service) , of great 

significance to the then imminent profession of landscape 

architecture, came at a moment when two historic streams of 

progress were converging. One was the rapid growth of 

technology, the other a steady increase in concern for the 

living and working conditions of all men." (Newton, 1971, 

221) . This concern for social issues, along with an emphasis 

on function and utility, would come to be expressed in the 

various styles of "modern" landscape architecture. 

This social concern was expressed by Frederick Law 

Olmsted, considered to be the father of landscape architecture 

in the United States. "In all his activities Olmsted 

attempted to improve American society. He envisioned the 

creation of public institutions of culture and recreation, 

including parks, that would be available to all people." 
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(Tishler, 1989, 38). He had in fact visited Birkenhead Park 

and was impressed with it. Along with creating numerous park 

designs, Olmsted, and later his son, Frederick Law Olmsted 

Jr., played a role in the formation of the national park 

system. "Beginning with efforts in 1863 by F. L. Olmsted to 

secure the Yosemite Valley as a public land preserve 

[ultimately acquired in 1864 by the State of California as 

America's first state park], the [public parks] movement grew 

to encompass not only large natural and scenic landscapes but 

historic sites, small and vital natural areas, Indian lands, 

and forests. Following the establishment of the first 

national park the various states began to identify and acquire 

their own unique land areas for protection and/or recreational 

purposes." (Mann, 1981, 63). 

The landscape profession was also expanding in another 

direction during the modern period - landscape architecture as 

planning. "The sector of landscape architecture involving the 

design of total or partial communities, genetically but rather 

loosely known as town planning, is best comprehended as a 

process that emerged in an effort to counteract the worst 

environmental effects of the industrial revolution." (Newton, 

1971, 447). Some planning efforts were local or regional; 

others, such as Warren Manning's, were national in scale: 

"Warren Manning, for example, began preparing a series of 

overlay maps of the United States in 1912, finally producing 
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a data base of unprecedented depth. In 1923, some ten years 

later - Manning, using these maps and the data they contained, 

took it upon himself to 'make a design for the United States'. 

In a brief published as a supplement to Landscape Architecture 

Magazine (Vol. XIII, No. 4), Manning foresaw and discussed 

many of the issues we are addressing today - energy and water 

shortages, transportation requirements and farm land 

preservation." (Marshall, 1981, 18). 

The modern period in landscape architecture was dominated 

by public works. Puckler-Muskau created parks in Germany, 

such as Muskau Park built around 1830. Alphand was one of 

the key designers of parks in Paris, such as the Bois de 

Boulogne, 1853-1870. Central Park (created between 1858 and 

1878) and Prospect Park (1865 to 1873) in New York City were 

designed by Olmsted in a joint effort with Calvert Vaux. 

Olmsted also initiated the Metropolitan Park System in Boston 

in 1880. Charles Eliot, and his nephew Charles Eliot II, 

expanded on Olmsted's vision and developed a statewide, open 

space plan which Massachusetts is still implementing today. 

The sweep of city planning shook the United States as well as 

Europe; it became a crucial part of the growing profession of 

landscape architecture. Examples of planning include the 

establishment of Yosemite in 1864 - the first park in the 

State Park System, the development of highways and parkways -

such as the Eastern Parkway in Brooklyn in 1870, the 
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establishment of Yellowstone National Park in 1872 - the first 

park in the National Park System, the McMillan Commission's 

plan of Washington in 1901, the rise of urban open space 

systems, and the land planning practices of today. All of 

these major projects reflected the democratic social 

responsiveness and the high value placed on the ideal of 

function and utility that characterized the modern period of 

landscape design. 

Providing designs with a high degree of both social 

concern and functionality dominated the profession. In the 

United States, the government employed vast numbers of 

landscape architects for Civilian Conservation Corps (CCC) 

projects starting in 1933 and for national, state, and 

regional parks during the economic recovery following the 

Depression. After World War II, landscape architects played 

a vital role in the design of shopping centers, college and 

university campuses, and highways. Also, "Two Harvard 

students of the time, Ian McHarg and Philip Lewis, went on to 

establish major professional careers based on a concern for, 

and a specialization in, environmental concerns and landscape 

planning." (Marshall, 1981, 19). 

Defining style and Ideology 

In the arts, style is a term used to categorize groups of 
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characteristics in physical forms. Ideology is the body of 

doctrine or belief which guides either an individual or a 

larger group. 

Styles in the arts generally evolve from an underlying 

ideology. During the modern period in painting, there were 

many artistic styles such as Impressionism, Cubism, and 

Expressionism; however, each style was related to the others 

in terms of an underlying modern ideology. This is also true 

of modern architectural styles, such as Rationalism, Bauhaus 

Constructionism, and Functionalism, and of landscape 

architectural styles such as Organic Tradition, Corporate 

Minimalism, Livable Artscape and Public Works. (Miller, 1990, 

49) . 

It should be recognized that style is a flexible 

framework for expressing an ideology. Mumford commented, "The 

idea of style as the frame of potential growth, rather than as 

a fixed or crushing mould, has developed with the recognition 

of underlying principles such as archeologists discern in the 

great styles of the past. The principles are few and broad. 

They are not mere formulas of proportion such as distinguishes 

the Doric from the Ionic order; they are fundamental, like the 

organic verticality of the Gothic or the rhythmical symmetry 

of the Baroque." (Mumford, 1952, 384). 

The word "style" is useful for communicating differences 

in physical forms. Classification of styles is also useful 
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for understanding the past; it helps assimilate individual 

components into larger relationships. It is also worthwhile 

to look for larger patterns or relationships between styles. 

At that level of investigation, underlying ideological 

similarities or differences can emerge. If the styles share 

a common ideology, they then become linked and a framework for 

historical understanding can be established. 
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To understand historic periods in the arts, it is useful 

to explore the meaning of what an artistic movement is. The 

Random House Dictionary provides a starting point: "a 

diffusely organized or heterogeneous group of people or 

organizations tending toward or favoring a generalized or 

common goal." (Random House Dictionary, 1987, 1258). Renato 

Poggioli, author of The Theory of the Avant-Garde. clarifies 

the difference between movements and schools as follows: "One 

may say that all past regroupings in art and literature are 

called, and can only be called, schools. . . whereas we did 

and do call the old-fashioned regroupings "schools", we call 

the modern ones 'movements'." (Poggioli, 1968, 17-18). In 

order to distinguish movements from currents, Poggioli goes on 

to explain: "True, at times there are more vast and vague 

cultural manifestations which we more suitably label 

'currents'. 'Current' is favored in sociological and 

positivistic criticism (Georg Brandes, above all, established 

its vogue). It seems especially to allude to vital forces, 

intuitive and unconscious elements, tendencies rather than 

groups. . . . Movement on the other hand, is a technical term, 

nowadays appropriate to art history and literary criticism, 

insofar as both are concrete history and specific criticism. 

What counts most, 'movement' is the term which not only the 
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observers, but also the protagonists, of that history use." 

(Poggioli, 1968, 19-20). He later adds that antagonism and 

activism are central to the idea of a 'movement'. 

It is interesting that this definition sets up a 

condition of conflict between what is accepted within a 

discipline and what is going against that doctrine. Thus, a 

movement is a break from accepted beliefs or a regrouping of 

individuals who share a common interest which is counter to 

the accepted norm. If this movement is later accepted as the 

norm then it is historically recognized as a school with a 

fairly well defined philosophy. For example, at one time the 

modern movement was highly controversial, yet today it is 

widely accepted as a school of thought. 
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The Influence of Modern Art and Architecture on Landscape 

Architecture 

Modern art and architecture influenced the development of 

landscape architecture. In an effort to set the stage for an 

understanding of modern landscape architecture, a brief 

account of some of the major developments in art and 

architecture is necessary. 

Modern Art 

Introduction 

Art has often been on the forefront of changes which 

reflect new ideologies and styles much before they are 

represented in either architecture or landscape architecture. 

This may well be because art, by its nature, is more 

accessible to immediacy, liberating it to explore ideas with 

greater experimental ease and economy than built environments 

offer. 

A gradual metamorphosis took place in the Industrial Age 

and a number changes occurred in art in the following areas: 

patterns of patronage, the role of the French Academy, the 

system of art instruction, the artist's position in society, 

and ultimately the attitude of the artist with regard to the 

nature and purpose of art. (Arnason, 1977, 3). All of these 
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factors helped give rise to a new period in art known as 

"modern". 

The exact date of the arrival of modern art is ambiguous. 

One early date is 1784, at which time, J.L. David finished the 

painting of "Oath of the Hortatii" and the neo-classic 

movement began to assume a position of dominance in Europe and 

the United States. (Arnason, 1977, 13). The reason that this 

painting is attributed to historical significance in modern 

art is due to its new conception of space, leading ultimately 

to twentieth-century abstract art. 

It should be recognized, however, that no one painting or 

event ushered in the modern movement. As Professor Frederick 

Hartt, author of Art. A History of Painting. Sculpture, and 

Architecture has described, "Modern is an even less accurate 

period designation than any other we have yet encountered. 

The word means 'pertaining to the present or very recent 

past'.... If one judges by the standard of nearness to the 

present, the modern period probably began in Europe and 

America in the late eighteenth century. . . . The political 

and social conditions of the late eighteenth century seem akin 

to those with which we are familiar." (Hartt, 1976, 300). 

One of the primary concerns of modern art, whether 

expressed in painting or sculpture, was the exploration of new 

conceptual relationships between time and space. 
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The Rise of Cubism 

The rise of Cubism is often traced to pioneer 

explorations of form by such renowned artists as Cezanne, 

Gauguin, Van Gogh, and Matisse. Although the development of 

Cubism is attributed to a number of artists, the two primary 

contributors to its development were Georges Braque and Pablo 

Picasso. (Arnason, 1977, 125-139). Cubism is a style found 

in both sculpture and painting which is characterized chiefly 

by an emphasis on formal structure, a separation of planes of 

space, and a reduction of natural forms to their geometrical 

counterparts. A description of Cubism which helps clarify 

this was given by Sigfried Giedion in his book. Space. Time, 

and Architecture; "Cubism breaks with Renaissance 

perspective. It views objects relatively: that is, from 

several points of view, no one of which has exclusive 

authority. And in so dissecting objects it sees them 

simultaneously from all sides — from above and below, from 

inside and outside. It goes around and into its objects. 

Thus, to the three dimensions of the Renaissance which have 

held good as constituent facts throughout so many centuries, 

there is added a fourth one — time." (Giedion, 1967, 436). 

Cubism was to have an impact on the further development 

of both modern art and modern architecture. Not only is 

Cubism linked directly to other, later developments in art, 
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such as Futurism, it lead modern art to explore new dimensions 

of abstraction which were to leave representationalism 

altogether. The impact on architecture as well was profound 

and is cited by many art historians. Lewis Mumford, in his 

book. Roots of Contemporary American Architecture, notes 

Cubism's influence on many architects: "One may say that 

Cubism released the architectural mind so that it felt free to 

deal with the machine and its products as esthetic forms in 

their own right. This was precisely how Root, Jenney, and 

Sullivan, in their best moments, had acted, almost 

instinctively, and as Frank Lloyd Wright had done 

consciously." (Mumford, 1952, 28). 

constructivism 

Constructivism is a modern artistic style in ̂ -aintlug and 

scuplture which had clear ties to the machine. Constructivism 

is most often recognized as an artistic movement which started 

in Russia. Its influence quickly spread throughout Europe and 

America. This transfer to Europe was heightened by Russian 

political doctrines which censored art. Under Lenin's 

dictatorship, art had to be understandable to the masses and 

useful to industry. (Abrams, 1977, 240). Constructivists 

were said to be not communicating with the masses and instead 

to be speaking only the language of the intellectual. Thus, 
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some of Constructivism's key players, such as Vasily 

Kandinsky, Naum Gabo, and Anton Peusner, fled Russia and 

spread the Constructivism Movement beyond Russia's borders. 

Constructivism is best understood as a formal 

organization of volume and space employing modern industrial 

materials in the creation of both sculpture and paintings. 

Artists started exploring negative space as the basis of 

structure. 

Constructivism arose out of experimentation with the 

volumes and space which Cubism addressed: "True constructed 

sculpture, in which the form is created from elements of wood 

or metal, glass or plastic, was a predictable consequence of 

the Cubists' experiments in painting." (Arnason, 1977, 238). 

The focus of Constructivism was the assertion of volumes 

of space rather than that of volumes of mass. Thus, a 

framework of structure was composed for the viewer. The 

subject matter of these constructed objects often reflected 

the materials from which they were born. Giedion states that 

Constructivism had an impact on architecture suggesting that 

the Constructivistic works were architectural studies of space 

- spatial research. He links these Constructivistic studies 

to the 'megastructures' of the early 1960's. (Giedion, 1967, 

439-440). 

Modern art was an exploration of space and time often 

heavily influenced by mechanization. Kim Levin, an art critic 
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who wrote the article, "Farewell to Modernism", which appeared 

in a 1979 issue of Arts Magazine, described what he felt was 

the essence of modern art; "Modern art was scientific. It 

was based on faith in the technological future, on belief in 

progress and objective truth. It was experimental: the 

creation of new forms was its task. Ever since Impressionism 

ventured into optics, it shared the method and logic of 

science. There were the Einsteinian relativities of Cubist 

geometry, the technological visions of Constructivism and 

Futurism, de Stijl and Bauhaus, the Dadaists' diagrammatic 

machinery. Even Surrealist visualizations of Freudian 

dreamworlds and Abstract-Expressionist enactments of 

psychoanalytical processes were attempts to tame the 

irrational with rational techniques." (Levin, 79, 90). 
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Introduction 

There were a number of factors which contributed to the 

development of what was to become known as modern 

architecture. The basis from which these factors emerged was 

centered in the societal shift into the Industrial Age. "The 

Industrial Revolution, the abrupt increase in production 

brought about during the eighteenth century by the 

introduction of the factory system and the machine, changed 

the whole appearance of the world, far more so than the social 

revolution in France. Its effect upon thought and feeling was 

so profound that even today we cannot estimate how deeply it 

has penetrated into man's very nature, what great changes it 

has made there." (Giedion, 1967, 165). 

Along with this shift there were new needs to be 

satisfied, such as the need for large-scale industrial work 

places. New technologies in construction, such as structural 

steel and concrete, allowed buildings to take forms never 

before possible. "Our fresh technical resources have 

furthered the disintegration of solid masses of masonry into 

slender piers, with consequent far-reaching economies in bulk, 

space, weight, and haulage. New synthetic substances — 

steel, concrete, glass — are actively superseding the 

traditional raw materials of construction. Their rigidity and 
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molecular density have made it possible to erect wide-spanned 

and all but transparent structures, for which the skill of 

previous ages was manifestly inadequate. This enormous saving 

in structural volume was an architectural revolution in 

itself." (Gropius, 1937, 21). 

The invention of the elevator also allowed new 

possibilities in building construction. "The tall commercial 

building arose from the pressure of land values, the land 

values from pressure of population, the pressure of population 

from external pressure, as has been said. But an office 

building could not rise above stairway height without a means 

of vertical transportation. Thus pressure was brought on the 

brain of mechanical engineer (sic) whose creative imagination 

and industry brought forth the passenger elevator, which when 

fairly developed as to safety, speed and control, remove the 

limit from the number of stories." (Mumford, 1952, 255). 

Corresponding with these technical advances of the 

Industrial Era, one theory of the time was that people could 

now be freed from the constraints and limits of manual labor, 

allowing a new democracy to arise. This notion is expressed 

by Walter Gropius in his book, The New Architecture and 

Bauhaus; "But in the last resort, mechanization can have only 

one object: to abolish the individual's physical toil of 

providing himself with the necessities of existence in order 

that hand and brain may be set free for some higher order of 
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activity." (Gropius, 1937, 25). 

This break from aristocracy to democracy was prevalent 

among many of the architects of this time. In a book titled 

Modern Architecture. Frank Lloyd Wright addressed the 

political virtues of the Industrial Age. "The machine does 

not write the doom of liberty, but is waiting at man's hand as 

a peerless tool, for him to use to put foundations beneath a 

genuine democracy. Then the machine may conquer human 

drudgery to some purpose taking it upon itself to broaden, 

lengthen, strengthen, and deepen the life of the simplest 

man." (Wright, 1937, 271). 

Indeed there was a great push during this period to 

service the needs of 'the simplest man' in public housing 

projects. As author Heinrich Klotz noted in his book, 20th 

Century Architecture. "Social housing was - at least in 

Germany and the Netherlands - the most important building task 

of early modernism." (Klotz, 1989, 54). The modern movement 

in architecture tried to address other social concerns as 

well. Architect Brent Brolin wrote, "Although the 

theoreticians of the nineteen-twenties and nineteen-thirties 

were often vague about how to accomplish specific social aims, 

they wanted to mitigate the deplorable urban conditions 

brought about by industrialization. They sought to 

'modernize' man, to bring him into 'harmony' with the times, 

which meant eliminating reminders of the past that inhibited 
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the progress of modern life. Their improvements could include 

anything from straightening out the narrow winding streets of 

old cities that slowed speeding cars to replacing three- and 

four-story housing with apartment towers in order to allow 

more land for open space." (Brolin, 1976, 61), 

Modernism as a style of architecture demanded an abrupt 

departure from past styles. "Indeed this break with tradition 

an attack on aristocratic and bourgeois forms of 

representation - was so decisive that it became impossible to 

separate a declaration of belief in Modernism from a phobia of 

the past. Modernism defines itself primarily through its 

break with history. Le Corbusier's Villa Savoye and Molnar's 

Red Cube are radically self-referential architectural forms. 

At no other time since the Renaissance, or indeed even the 

Greeks, was the new set so unconditionally against the 

historical past as at the beginning of this century. But the 

birth of Modernism also signalled the end of an era of change 

which had begun with the Renaissance. That era remained 

oriented towards historical models: it appropriated the 

standards of the past or related its own forms to historical 

paradigms. Modernism, however, established its own newness as 

absolute." (Klotz, 1989, 11). 

Out of this break with historical precedent emerged a 

school of design called the Bauhaus in 1919. This school 

embodied some of the clearest principles of modernism and was 



31 

to have a significant impact on art, architecture, landscape 

architecture, and industrial design. 

The Bauhaus 

The Bauhaus was a design school founded by Walter Gropius 

in 1919. It served as a place for uniting arts and 

architecture with industry and supported experiments in art. 

"The work of the Bauhaus can be grasped only when the 

conception behind modern painting can be understood. Without 

an understanding of the feelings which have developed out of 

the new sense for space and the new interest in textures and 

plain surface, the studies of the Bauhaus fall to pieces. 

(Giedion, 1967, 489). In his book, New Architecture and the 

Bauhaus. Gropius masses clear some of the principles upon which 

the Bauhaus was founded: "A breach has been made with the 

past, which allows us to envisage a new aspect of architecture 

corresponding to the technical civilization of the age we live 

in; the morphology of dead styles has been destroyed; and we 

are returning to honesty of thought and feeling." (Gropius, 

1937, 17). He wrote that his inspiration for founding the 

Bauhaus was based upon the idea that all branches of design 

had an underlying unity. Aware of mass production, he wanted 

his school to provide a place for working on new designs and 

improving mass-production designs. "The Bauhaus, however, 
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deliberately concentrated primarily on what has now becoine a 

work of paramount urgency: to avert mankind's enslavement by 

the machine by giving its products a content of reality and 

significance, and so saving the home from mechanistic anarchy. 

This meant evolving goods specifically designed for 

mass-production. Our object was to eliminate every drawback 

of the machine without sacrificing any one of its real 

advantages." (Gropius, 1937, 38). 

Architecture was just one of the concerns of Gropius and 

the Bauhaus, which tried to unite all design disciplines. The 

school advocated a new architecture which was to eliminate 

historical reference, celebrate the idea that walls no longer 

needed to be structural elements - they could simply be 

screens, and that glass set in steel frameworks allowed new 

opportunities to bring sunlight into building interiors. 

In many ways the Bauhaus solidified and unified the 

modern movement into an accepted and recognized school of 

thought. The Bauhaus was to have a lasting influence on all 

the visual arts, including art, architecture, and landscape 

architecture. It became the central institution which 

advocated the modern ideology - the total break from 

traditional roots and the creation of a new unified language 

to reflect all of the visual design professions. 
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Le Corbusier 

Charles Edouard Jeanneret, better known by his pseudonym 

'Le Corbusier', was a key player in the modern movement of 

both art and architecture. Known as an architect, painter, 

writer, and urban planner, Le Corbusier would leave a legacy 

long to be remembered. 

After a short apprenticeship in his family's watch design 

business, a short jaunt in art school, and a journey through 

Europe, Le Corbusier settled in Paris to become both a painter 

and architect. "Our specialized period rarely produces a 

combination of painter and architect in the same person. Le 

Corbusier was one of the exceptions; in his scheme of daily 

work the morning was devoted to painting, the afternoon to 

architecture. Architectural creations came easily to him, but 

he continued always to struggle with painting. The foundation 

of his work in both fields was his conception of space. 

Architecture and painting were merely two different 

instruments through which he expressed the same conception." 

(Giedion, 1967, 520-521). 

It has been said the Le Corbusier gave architects a new 

vocabulary. "He freed buildings from weight - the greatest 

single innovation of modern architecture - and gave us volume 

as the essential material of our designs. He showed us how to 

exploit crystalline space and transparent surface, flat roof, 
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suspended wall, asymmetrical plan, and the forms of windows, 

balconies, ramps, and screens which the new structure 

provokes." (Hudnut, 1948, 11). 

Le Corbusier was a prolific writer who expounded his 

views on architecture and the modern world. In his book. The 

New World of Space, he wrote, "Architecture includes a whole 

culture; architecture is the manifestation of the spirit of a 

period. Confusion, academism, absence of architecture, create 

a depressing void. To take hold of the modern world and lift 

it into the fantastic possibilities of a machine civilization 

endowed with unbelievable powers, that is the adventure 

possible and open to those who are prepared to risk their 

ease." (Le Corbusier, 1948, 11). 

Le Corbusier tried to promote the idea of "Modulor", a 

universal, modular scale based on the human dimension- He 

received much criticism for the idea, especially since the 

mathematics were not easily understood. 

Le Corbusier was an important figure in the development 

of modern expression. Eventually, critics of modernism 

focused on his work. This occurred for several reasons: Le 

Corbusier achieved high visibility through his writings and 

lectures; his work typified the characteristics of modern 

architecture; and he advocated an "International Style", 

which, in itself, drew much criticism. 
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International Style 

It was the modern architect's search for universal truth 

which would lead to what became known as an International 

Style. Developed in the 1920's and 1930's by Gropius, Le 

Corbusier, Mies van der Rohe, and others, it would not be 

until after World War II when rebuilding occurred that this 

style would have its full impact. (Klotz, 1984, 16). The 

general characteristics of this building style are simple 

geometric forms; large untextured, often white, surfaces; 

large areas of glass; and general use of steel or reinforced 

concrete construction. 

It is Le Corbusier who is most often associated with this 

style. As Mumford pointed out, however, this is due to the 

fact that Le Corbusier was both a writer and crusader for this 

ideology. has written a series of books effectively 

propagandizing his technical and aesthetic theories. In this 

way his name has become almost synonymous with the new 

architecture and it has been praised or condemned very largely 

in his person. But he was not, as we have seen, the only 

innovator nor was the style as it came generally into being 

after 1922 peculiarly his. He crystallized; he dramatized; 

but he was not alone in creating." (Mumford, 1952, 391). 

As the modern period in history was coming to a close, it 

was the International Style in architecture which most 
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dramatically expressed the ideology and style of modernism: 

the ideology was grounded on a belief in democracy and 

mechanization; and the style on clean, sleek forms and no 

historical references. Both the doctrines and the actual 

architecture of this International Style were fuel for 

criticism from those who proposed a new postmodern movement. 
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The Ideology of Modern Landscape Architecture 

The notion of modern landscape architecture can best be 

understood as a promotion of functionalism. The significance 

of this is not easily recognized in today's culture since we 

have become so accustomed to functionalism being central to 

our everyday lives. However, it was functionalism which was 

at the roots of industrialization and is most assuredly 

central to any description or understanding of modern 

landscape architecture. 

Before discussing examples of functionalism in modern 

landscape architecture, let me state that functionalism was 

not the dominant undercurrent of landscape architecture during 

the time preceding the modern period. "The eighteenth-century 

garden, whether of the poetic, picturesque, or Burke-Brown 

type, was created to satisfy the eye or the imagination; it 

asked to be judged as a work of art without function in the 

same way that a picture or a piece of sculpture is normally 

judged; so much so that even the architecture, the temples and 

grottoes and porticoes they contained, also became 

functionless, outstanding examples of that relatively rare 

thing 'pure architecture'." (Clifford, 1966, 216). 

Another change which occurred during the Industrial Age 

was that the majority of landscape projects were no longer 

pleasure gardens for the visual enjoyment of the ruling class. 
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A new democracy had arisen, and with it a new society with 

different needs. "The nineteenth and twentieth centuries have 

been a period of tremendous historical acceleration, of great 

flux and movement throughout the world, of huge contradictory 

struggles, of the rise of the common man and the democratic 

idea. The old relation of the artist to a clientele of the 

social elite has gradually receded." (Eckbo, 1950, 59). 

This shift was predicted by Fletcher Steele: "As early 

as 1924, Fletcher Steele, Fellow of the American Society of 

Landscape Architects, practitioner and lecturer in his chosen 

profession, in his book Design in the Little Garden, 

prophesied the age of functionalism.... Steele recognized the 

change in life style from one of homecraft self-dependence, to 

an interdependent, mass-production economy. No longer, he 

felt, did the household need large areas behind the house for 

the formerly necessary service functions, but the backyard 

should serve as outdoor living space, while the service 

functions, coming as they did from a whole network of urban 

services, would be more efficiently served from the street 

side. The term 'garden' no longer meant what it had to 

Downing, a collection of flowering plants, shrubs, and 

vegetables; but Steele changed it to mean 'outdoor living 

room'." (Tobey, 1973, 198 - 199). The titles and contents of 

the landscape books from the modern period are reflective of 

an emphasis upon landscape for the common person and 
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functionality. As a typical example, Thomas Church, whose 

landscape practice was primarily based upon the design of 

domestic gardens, published in 1955, a book titled Gardens are 

for People. "Landscaping is not a complex and difficult art 

to be practiced only by high priests. It is logical, down to 

earth, and aimed at making your plot of ground produce exactly 

what you want and need from it. . . . To weigh, advise, 

interpret, integrate, and come up with some answers beyond the 

ability and imagination of the layman is the role of the 

landscape architect." (Church, 1955, 7). 

Functionality is also central to Garrett Eckbo's book. 

Landscape for Living: "Yet art is only a process of trying to 

extract the maximum potential human experience out of 

necessary practical activities. Painting, sculpture, music, 

architecture, landscape design have all grown from sound, 

practical, functional roots in the living activities necessary 

to people." (Eckbo, 1950, 58). Functionalism in landscape 

architecture is also discussed in the book. Landscaping for 

Modern Living. "Within the last twenty years, Americans have 

become captivated by suburban living and the outdoor barbecue. 

In so doing, they have changed the course of landscaping. . . 

. This new kind of landscaping has not evolved as a style. It 

has grown out of the belief that landscaping is for people in 

search of new experiences in living. Call it site planning, 

or land use, or landscaping; it is planning the garden for use 
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by the people." (Sunset, 1956, 7). 

Again the importance of functionalism is recognized in a 

1948 San Francisco Museum of Art catalogue for an exhibition 

of landscape designs. "In these recent developments of 

landscape architecture, one is particularly struck with this 

fusion of function and plastic space- A garden is no longer 

a visual prospect from a window or balcony, or summer house. 

It is a usable thing that extends out of a house; it is 

practically part of the house. And yet at the same time it 

shares something of the spontaneity and freedom of imaginative 

spatial composition characteristic of painting - particularly 

of abstract painting." (Pepper, 1948, 5). The expression of 

functionalism was not limited to modern landscape architecture 

but could be seen in similar artistic movements. "Even the 

most cursory survey of the exhibition and of this catalogue 

will reveal that landscape architecture is definitely 

paralleling the course of all the other arts in their search 

for the best solutions to contemporary problems." (Freeman, 

1948, 3). 
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The Style of Modernism in Landscape Architecture 

The expression of "function" in modern landscape 

architecture can be understood as the loss of ornament and 

historical reference - so that designs reflected simplicity 

with clean, sleek lines and forms. Much of the expression of 

form in modern landscape architecture can be seen as a 

reflection of the same elements in abstract painting during 

the modern period: "The creation of a garden in this new 

light becomes something halfway between the making of a 

painting and the making of a house. It is as if the landscape 

architect were composing an abstract painting for people to 

live within. And because people are to live inside of it, the 

movements through it, the actual tactile feel of its materials 

for hand and foot, the functions it is to serve as a place to 

dig, to dine, to play games in, or read in, or nap in, become 

also elements of its composition. The purely visual elements 

of line, plane, shape, volume and mass take on the values of 

the functional elements." (Pepper, 1948, 5). 

Garrett Eckbo describes the importance of line and form 

in modern landscape architecture as follows: "Design in line 

is only half of our technical heritage, stemming from the 

formal tradition through the control and precision of modern 

art and architecture. . . . The other half of our technical 

heritage, stemming from the informal tradition and the general 
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human and natural world we live in, is design in terms of the 

arrangement of elements and objects in space - plants, rocks, 

walls, pools, the ground plane, overhead and vertical planes, 

and so forth. This is true spatial design." (Eckbo, 1950, 

67) . Similarly, Thomas Church believed there were four 

fundamental design principles; unity, function, simplicity, 

and scale. (Church, 1955, 29-31). 

The notion of the modern garden reflecting simplicity was 

shared by a number of landscape modernists. "Simplicity, 

whether fraudulent or not, is certainly a contemporary 

mannerism. And it is at this point that Japanese influence 

permeates most avant garde practice. The Japanese garden 

relies upon the appreciation of forms and their relationship 

to any similar features; it contains two things . . . (sic) 

objects and the space that surround, separates, and unites the 

objects. Such disciplined striving for ascetic aesthetic 

satisfaction is in harmony with the ideals of a mechanistic 

age." (Clifford, 1966, 218). 

A good summary of the modern period is as follows: "By 

the 1960's, it was generally recognized that whatever else 

Modernism represented it was also a style. The dominant 

characteristic of Modern design was simplicity; ornament was 

eliminated, clean sleek forms were achieved at whatever cost 

to functional efficiency or 'honesty', repetition took 

precedence over articulation, materials were allowed direct 



43 

expression, sometimes fictive, and historical references were 

outlawed. Modernism so dominated the teaching of architecture 

and design from the 1940's onward that when the inevitable 

reaction came, generally known as Post-Modernism, it was at 

first a rebellion of scattered underground resistants rather 

than a unified revolution." (Jervis, 1984, 333). 

Modern landscape architecture, like modern art and 

architecture, was a response to the changes in technology and 

society during the Industrial Age. Modern landscape 

architecture involved several distinct styles of landscape 

design which reflected the ideology of the modern period. 

Some of the stylistic labels included "California Garden", 

"Organic Tradition", "Corporate Minimalism", "Livable 

Artscape", and "Public Works". (Miller, 1990, 49). They are 

united as modern in their focus on providing a high degree of 

functionality and service. 
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Public Discontent with Modernism - Advancing a Shift to a 

Post-Modern Ideology 

Many writings today discuss the general public's 

discontent with the modern arts. A brief exploration of the 

possible causes for this discontent may help explain the 

foundations of the new postmodern ideology. 

Throughout its development, modern art strayed further 

and further from the natural world. This was expressed in 

forms which tended toward minimalism and the austere and moved 

away from representationalism. When images were present, such 

as during the Surrealist Movement, the images were not of the 

natural world. It is suggested that this disconnection with 

the natural world was the root cause of the loss of 

understanding and interest on behalf of the general public in 

modern art during the Post-Industrial Age. 

Criticism of modernism not only focuses on its inability 

to communicate but also on its lack of true content or 

message. Modernism tried to reflect the strongly held 

societal belief in democracy, yet for the most part this was 

a failure. This failure is recognized by Levin: "The 

modernist vision may have had democratic aims - a progressive 

emancipation of the individual from authority in an age of 

unlimited possibilities, as Schapiro has noted - but in 

practice it was elitist: the public never understood abstract 
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art. It was as specialized as modern science, and emphasis 

on structure rather than substance is what we came to see in 

it. Like science, modernist art has begun to seem dogmatic 

and brutal." (Levin, 1979, 91). 

Some of these criticisms were applied to architecture and 

landscape architecture. In his book, The Failure of Modern 

Architecture. Brent Brolin wrote, "After fifty years of 

indoctrination, the majority of the public remains indifferent 

or hostile to the modern aesthetic. The predicted universal 

acceptance of modern architecture has never come to pass." 

(Brolin, 1976, 8). According to Brolin, many of the causes of 

this non-acceptance stemmed from the modern architect's 

insensitivity and disregard for the social and aesthetic 

values of the user; "The disillusionment with modern 

architecture came about because architects imposed their 

values on a public that did not share them." (Brolin, 1976, 

8 )  .  

This lack of concern for social values has also been a 

criticism of modern landscape architecture. "In many cases we 

have allowed human and cultural references to be stripped away 

from public spaces. One could speculate that the modernist 

and environmental movements have made the pure and natural 

experience so sacred that access for the individual has been 

diminished to pure function and inaccessible cultural 

abstraction." (Swift, 1988, 102). 



46 

Along this line of argument, Robert Jenson, in his book 

Ornamenta 1 ism. suggested that humans have an innate liking for 

decorative patterning which the modernist did not satisfy. 

"At the heart of the Ornamental movement is an awakening of 

the long-suppressed decorative impulse and a desire to 

reassert the legitimate pleasures that flow from that impulse. 

Ornamentalism is characterized by a fascination with the 

surface of things as opposed to their essence; elaboration as 

opposed to simplicity; borrowing as opposed to originating; 

sensory stimulation as opposed to intellectual discipline. 

Sometimes it attempts to fool the eye, favoring humor and 

illusion over the honest expression of structure and function 

upon which Modernism has so long insisted." (Jenson, 1982, 

2 ) .  

Another, perhaps more comprehensive, explanation of the 

public discontent with modernism is to suggest that modernism 

worked well for an industrial society, but is not sufficient 

to sustain a post-industrial society. This explanation 

follows Alvin Toffler's third wave concept - moves in culture 

coincide with technological advancements. Numerous criticisms 

of modernism fall into this perspective. Lewis Mumford, in 

his book Myth of the Machine, suggested that the failure of 

modernism lies not simply on the shoulders of the architect 

but of society at large because it has modeled progress on the 

foundation of the machine. Steven Krog, in an article titled, 
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"The Language of Modern" in Landscape Architecture, suggested 

that the downfall of modernism may simply be that it ran its 

course: "Why are we so eager to be non-modern? Are we 

breaching our contract with the modernist landscape because it 

is truly incapable of negotiating contemporary demands, 

because we are incapable of responding to what it demands of 

us, or because we are simply bored with it?" (Krog, 1985, 56) . 

Architect Marc Treib also shares this criticism, stating that 

design can accomplish much more than function or stewardship. 

"Stopping at function or stewardship is, to my mind, strangely 

short-sighted. Perhaps in managing an existing forest or 

other great ecological system this approach is valid - the 

ecosystem has worked for eons, don't screw it up. But 

creating new physical environments that include people is 

another issue entirely." (Treib, 1987, 16). 

As stated throughout this section, there are differing 

theories as to why modernism may have come to an end. Most 

explanations, however, fall within two categories: 1) It was 

rejected by designers and the general public, and 2) The era 

which it reflected came to an end, thereby bringing it to an 

end. 
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The Post-Modern Movement 

Background 

The notion of a particular era or movement in history or 

the arts is probably best understood in relation to a context 

of social, technological, or political events. In this sense 

it is easiest to view the postmodern movement as a part of 

Toffler's Electronic (Post-Industrial) Age, The Random House 

Dictionary gives the following definition for postmodernism: 

"any of a number of trends or movements in the arts and 

literature developing in the 1970's in reaction or rejection 

of the dogma, principles, or practices of established 

modernism, especially a movement in architecture and the 

decorative arts running counter to the practice and influence 

of the International Style and encouraging the use of elements 

from historical vernacular styles and often playful illusion, 

decoration, and complexity." (Random House Dictionary, 1987, 

1511). 

Much has been written about the postmodern movement, not 

simply as a new artistic movement but as a new social, 

political, and philosophical movement which is again linked to 

technological advances of today. A brief look at these ideas 

helps not only to promote a better understanding of the 

general concept of postmodernism, but also to lay the 

groundwork for exploring the notion of postmodern landscape 
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architecture. 

Like the modern period, postmodernism can be found in 

many countries. "Our working hypothesis is that the status of 

knowledge is altered as societies enter what is known as the 

postindustrial age and cultures enter what is known as the 

postmodern age. This tradition has been under way since at 

least the end of the 1950's, which for Europe marks the 

completion of reconstruction. The pace is faster or slower 

depending on the country, and within countries it varies 

according to the sector of activity." (Lyotard, 1984, 3). 

Henry Kariel, in his book The Desperate Politics of 

Postmodernism. addresses the shift to postmodernism as being 

reflective of political upheaval: "In America, postmodernist 

works began to surface when it became apparent that the 

sublime technology of Auschwitz and Hiroshima terminated 

saints and sinners at random, that the killing fields of 

Vietnam and Cambodia revealed the futility of individual 

heroism and cost-benefit analyses, that bureaucratic 

managerialism was absorbing politics. A postmodernist 

sensibility took hold when writers, artists, and performers 

began to realize that the modernists' battle with a 

technique-centered, all normalizing state was in the process 

of ending, when it became evident that works of art, far from 

being the adversaries of an instrumentalist, market oriented 

society, were becoming its auxiliaries. The counter cultural 
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experiments of modernism, it became clear, were becoming 

cultural." (Kariel, 1989, 120). 

Post-Modern Art 

There was a movement away from modernism in art. Art 

critic Kim Levin explained this as follows: "Postmodernism 

began, not just with a disillusionment in the art object but 

with a distrust of the whole man-made world.... Logic no 

longer sufficed. Technology has undesirable side-effects and 

in a world threatened by defoliated land, polluted air and 

water, and depleted resources, by chemical additives, 

radioactive wastes, and space debris, progress is no longer 

the issue. The future has become a question of survival." 

(Levin, 1979, 91). The descriptors Levin uses to describe the 

expression of postmodern art are very similar (if not 

identical) to the descriptors used in describing postmodern 

architecture and even postmodern landscape architecture. 

"Post-Modernism is impure. It knows about shortages. It 

knows about inflation and devaluation. It is aware of the 

increased cost of objects. And so it quotes, scavenges, 

ransacks, recycles the past. Its method is synthesis rather 

than analysis. It is style-free and free-style. Playful and 

full of doubt, it denies nothing. Tolerant of ambiguity, 

contradiction, complexity, incoherence, it is eccentrically 
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inclusive. It mimics life, accepts awkwardness and crudity, 

takes an amateur stance. Structured by time rather than form, 

concerned with context instead of style, it uses memory, 

research, confession, fiction - with irony, whimsy, and 

disbelief." (Levin, 1979, 91). 

As with any major shift or change in the art world, it is 

sometimes difficult to exactly pinpoint where and when the 

change took hold. Often many styles coexist and they in 

themselves do not always reflect pure ideology. It is then 

the task to look for larger trends. In reviewing the shift 

into postmodern art, it is the return to representationalism 

and narrative meaning which mark the ideological shift into 

the postmodern era. A number of artistic movements since the 

1950's have reflected this shift into postmodernism including 

Pop Art, Environmental Art, Photo Realism, and Conceptualism. 

Post-Modern Architecture 

Introduction 

The Random House Dictionary offers a definition of 

postmodern which references architecture: "noting or 

pertaining to architecture of the late 20th century, appearing 

in the 1960's, that consciously uses complex forms, fantasy, 

and allusions to historic styles, in contrast to austere forms 

and emphasis on utility of standard modern architecture." 
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(Random House Dictionary, 1987, 1511). 

According to Heinrich Klotz, the author of The History of 

Postmodern Architecture. the one key factor in postmodern 

architecture is that it strives to regain its position as an 

art after a period of preoccupation with functionalism. It 

therefore becomes appropriate for architecture to again 

reflect culture and history and take on narrative meaning. 

Klotz notes the strong relationship between the postmodern 

movement and the accepted modern school of thought - a 

relationship characterized by a protest which is not a 

definite "No" but rather an argumentative "Yes, but". He goes 

on to characterize the objective of postmodernism: "to create 

an architecture of 'narrative contents'. ... To the bare 

realization of the demands of utility are added 

'border-violating' contents which lift architecture out of the 

primary subservience to function and which use it as a medium 

extending beyond functionality and serving to represent an 

'imaginary world' - that is, as a means of fiction. The 

contents of postmodernism can refer to a great variety of 

things." (Klotz, 1988, 128). 

The contents (narrative) of postmodern architecture can 

take on a wide range of forms of expression and refer to a 

variety of things. Adding to the confusion is the acceptance 

and rejection of the label "postmodern" by architects, 

themselves. "The contemporary discourse about Post Modernism 
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in architecture does not lend itself to a neat taxonomy, not 

least because the participants sometimes term themselves Post 

Modernists, and other times reject the label." (Ghirardo, 

1986, 2). However, there have been a number of architects who 

have come to be associated with postmodern architecture, 

including Robert Venturi, Charles Moore, James Stirling, O. M. 

Ungers, Michael Graves, and Frank Geary. 

Unlike the strict doctrine of modernism, pluralism has 

become the key word in describing postmodernism. This 

pluralism allows the coexistence of different stylistic 

expressions. Currently there are a number of individual 

styles in architecture, including 'High-Tech', 

'DeConstructivism', 'Post-Modern Classicism', and 

'Contextualism'. The main commonality among these styles is 

that they concur that architecture needs to go beyond the 

modernist imperative that function alone dictates the design. 

Thus each of these styles is part of the overall postmodern 

movement. 

Some have attributed this new pluralism as resulting from 

architects' increased awareness of site, their increasing 

awareness of the existing environment, and their adoption of 

a style which reflects a particular context or site. Others, 

such as Klotz, suggest that this new pluralism in architecture 

is a reaction against the construction industry which places 

blind faith in functionalism which can result in massive urban 
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destruction. "The new pluralism counters the destruction by 

allowing a variety of styles, language, and techniques to 

exist side-by-side." (Klotz, 1989, 15). 

Contextualism 

The Contextualism Movement in architecture supports a 

pluralistic approach to urban design which values harmony 

between the new building project and its surrounding site. 

This movement is postmodern in so far as it rejects the modern 

principles of trying to eliminate all historic references and 

valuing the new as supreme to all existing buildings. 

Contextualism, on the other hand, recognizes the value in the 

overall urban landscape and tries to accommodate the new 

building to fit into the "context" of the particular site. 

Keith Ray, author of the book Contextual Architecture: 

Responding to Existing Stvle. sees this movement as resulting 

from "dramatic changes in American society in general and in 

architectural thought in particular. Among these societal 

changes are the environmental/conservation movement, the 

current national nostalgia, and the growing disenchantment 

with the sterility of suburbia and hostility of many critics." 

(Ray, 1980, vii). The result has been not only the 

constructivism movement with regards to new building, but as 

well the preservation, restoration, and adaptive use concerns 

of contemporary architecture. 
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The Contextual ism Movement and its push for urban 

integration developed in Europe during the mid 1970's. It was 

in fact the focus of theoretical debate at the International 

Design Centre symposia of 1974 and 1975 in West Berlin. 

Luxemburg architect Robert Krier was among the first to 

demonstrate the values of Contextualism and has since been 

involved with many urban infill and renewal projects. 

Others associated with this movement include Leon Krier 

(Robert Krier's brother) and Maurice Culot. A number of civic 

organizations have also backed this movement, pushing for 

governmental legislation which would protect the aesthetic 

value and integrity of historic urban centers and 

neighborhoods. In some ways, Prince Charles might be viewed 

as a public leader in this movement because he denounces 

modern architecture and supports the principles of 

Contextualism. 

Although Contextualism promotes the idea of harmonizing 

new buildings with the old, actual copying of the stylistic 

language of the surrounding historic buildings is rare. "New 

buildings often attempt to capture the essence of their 

neighbors while remaining thoroughly contemporary." (Ray, 

1980, 99) . There are many examples of buildings which are 

being built today which capture this essence of Contextualism 

including the INA Tower in Philadelphia, Westlake Mall in 

Seattle, and the Biloxi Library and Cultural Center in Biloxi, 
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Mississippi. 

Decons1:ructivism 

Deconstructivism moves away from some of the basic 

stylistic principles of modernism. It deliberately seeks 

disjuncture and disharmony. Characterized as being 

tumultuous, splintered, and skewed, Deconstructivism strives 

to give architecture a new meaning - that of honest 

imperfection and distinction in an advanced society which 

blindly allows mass production and smoothly perfect yet 

anonymous objects. This is a postmodern architectural style 

which does not rely on historicism. 

The development of Deconstructivism is generally 

attributed to Frank Gehry and his residential designs in 

California in the late 1970's. Others associated with the 

movement include Coop Himmelblau and Zuha Hadid. Describing 

a 1980 building project called Blazing Wing, Coop Himmelblau 

stated, "We want an architecture that has more. An 

architecture which bleeds, which exhausts, which spins and 

breaks. ... An architecture which lights, which stings, 

which rips and tears when stretched. ..." (Klotz, 1989, 

318) . 

The theory for Deconstructivism comes from a similar 

movement in literature which was based on metaphysics. 

"Deconstruction locates certain crucial oppositions or binary 
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structures of meaning and value that constitute the discourse 

of 'Western metaphysics'. These include (among others) the 

distinctions between form and content, nature and culture, 

thought and perception, essence and accident, mind and body, 

theory and practice, male and female, concept and metaphor, 

speech and writing etc." (Norris, 1989, 7). 

If one views modernism as a smoothly running machine, 

Deconstructivism can be thought of as a deliberate attempt by 

some architects to throw a wrench into that machine. The 

literal translation of Deconstructivism is varied but includes 

the following; lack of clean right angles, exposed 

construction material such as plywood and metal frameworks, 

improvised construction techniques, rough handiwork, and 

disjointed connections. 

High Tech 

High Tech Architecture is a postmodern movement which has 

close ties to preceding movements in modern architecture. 

Just as modern architecture was a cultural reflection of the 

Industrial Age, High Tech Architecture tries to be a cultural 

reflection of the Post-Industrial Age. Those who advocate 

High Tech Architecture believe that architecture should 

reflect the spirit of the times. "The spirit of our age, 

according to High Tech architects, resides in advanced 

technology - the technology of industry, transportation. 
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communications, flight, and space travel." (Davies, 1988, 6). 

One of the main stylistic similarities between High Tech 

and modern architecture is that both deny historic reference. 

There are major stylistic differences, however. Modern 

architecture advocates clean lines and forms and denies 

ornament whereas High Tech Architecture enjoys complex lines 

and compositions using color and ornament. Opposing the 

modern principle of efficiency. High Tech Architecture uses 

the latest in building materials, regardless of cost. "It may 

be cheaper and quicker to build a load bearing brick wall, but 

the High Tech architect will always prefer the steel frame and 

the lightweight metal panel because this is a technique more 

in tune with the spirit of the age." (Davies, 1988, 6). 

High Tech Architecture is also characterized by exposed 

structures and services and the latest in plastics, glass, and 

metal building materials. Three examples of High Tech 

buildings are the Centre Pompidou in Paris, the PA-Technology 

Facility in Princeton, New Jersey, and the Hong Kong Bank, in 

Hong Kong. Architects associated with the movement include 

Richard Rogers, Nicholas Grimshaw, Michael Hopkins, and Norman 

Foster. 

Unlike Contextual ism. High Tech is not sympathetic to 

existing buildings or historic sites. It flies in the face of 

tradition, permanence, and continuity; instead, it believes in 

the progress and technology of the Post-Industrial Age. 
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Neo-Classicism 

Like Classicism, Neo-Classicism is based on principles of 

proportion, order, and harmony. Unlike Classicism, however, 

Neo-Classicism attempts to expand the old architectural 

vocabulary and use it to express an ideology that questions 

authority and tries to capture mass-culture and contemporary 

society instead of an elitist 'class'. Neo-Classicism 

celebrates historic reference and enjoys the use of 

contemporary building materials to reflect the post-industrial 

culture. It believes in a shared language between society and 

architecture and proposes that the downfall of modernist 

expression was its inability to relate to the public at large. 

Charles Jencks noted, "Modernism cut architectural expression 

off from the past, from many of its users, and from 

convention. Paradoxically the only way forward was a return 

to a richer language based on stereotypes, since innovation, 

as is now well advertised, depends on convention." (Jencks, 

1980, 5). 

Unlike other classic revivals, Neo-Classicism freely 

borrows from any and all previous historic architectural 

movements, including recent modern movements. By its very 

nature, Neo-Classicism is pluralistic in nature and has often 

been described as 'free style'. Some of the architects and 

associated buildings within the Neo-Classicism Movement 

include Charles Moore's Piazza d'ltalia, Robert stern's 
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Chicago Tribune Tower, and Michael Graves' Public Service 

Building. 

The Neo-Classicism Movement is the one postmodern 

movement which stylistically opposes all the basic tennents of 

modernism. As well, it tries to respond to the ideological 

failure of modernism which attempted to express democracy and 

instead developed a language which was obscure, elitist, and 

self-serving. 

In summary, like the postmodern movement in art, 

postmodern architecture has had a number of individual 

movements - each reacting against the doctrines of modernism. 

It is the rejection of these modern doctrines which unite all 

of these contemporary movements in art and architecture under 

the heading of postmodernism. 
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In 1980, Toffler stated that a new "age of synthesis" was 

starting, when there would be a return to large-scale 

thinking. "For it is beginning to dawn on us that our 

obsessive emphasis on quantified detail without context, on 

progressively finer and finer measurement of smaller and 

smaller problems, leaves us knowing more and more about less 

and less." (Toffler, 146, 1980). Toffler went on to portray 

a changing landscape in this age of synthesis - a landscape 

with more and more work being conducted not from the 

centralized industrial office of the past but from a work 

station or home that Toffler called the electronic cottage. 

With the advent of new communication equipment such as home 

computers, facsimile machines, and teleconferencing equipment, 

the ability to conduct business at home increased 

tremendously. In fact, an ABC news poll, broadcast on July 

19, 1990, stated that one out of ten people work at home and 

that number is expected to increase. 

Without question the world's inhabitants will change, and 

are, indeed, in the process of change. Gazing down upon the 

earth from high in the air, one is struck by the remarkable 

landscape: human activity has had a major influence on the 

earth's surface. Cities can be seen from hundreds of miles 

above the earth. At night, one can see the world below ablaze 
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from human development. We have come to understand some of 

the delicate balances necessary to sustain life and humans 

relationship with nature. What role will the landscape 

architect play in creating the new landscape of the Post-

Industrial Age? 

One primary issue in landscape architecture is the 

relationship between people and nature. This should in no way 

be surprising, for landscape design has great potential for 

expressing this dynamic relationship. "Landscape design 

expresses our conception of nature and the place of humans 

within nature. This issue of nature is fundamental to 

landscape design theory." (Spirn, 1988, ii). 

This power of expression did not escape the interests of 

artists in the beginnings of the postmodern movement in the 

1960's. A new current in the arts emerged - one which we 

recognize today as environmental art. It brought about much 

discussion and debate in the landscape profession. Grady 

Clay, the former editor of Landscape Architecture Magazine, 

wrote, "In 1969 we editorialized about the just-emerging 

tendency of many American artists to leap the museum walls and 

take the entire landscape as the medium, and in 1971, devoted 

an entire issue to exploring the 'New Leap Landscape 

Sculpture.' We urged our more traditional readers to shift 

their gaze from the placid earth forms of traditional 

landscape design to what Smithson, Oppenheim, and others were 
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already doing - taking the entire North American landscape -

its hoes, its mines, its junkheaps - as their medium of 

expression." (Clay, 1979, 291). Although there certainly is 

truth to be found in the fact that landscape architects had 

been purposefully designing and moving the earth around since 

the beginnings of garden design, it is the intent or symbolism 

of such earth sculpturing which results in landscape as art. 

Richard Hertz commented on this as follows: "What is the 

difference between some rocks that naturally exist in the 

desert and a garden designed by a landscape architect? One 

answer to the questions is that a garden, unlike the desert 

rocks, can be regarded as symbolic - as symbolizing not only 

the architect's intentions but also evoking historical 

precedents through metaphors, thereby creating, symbolic 

meaning. . . . Landscape architecture and art all create 

meaning: they are among other things statements that can be 

interpreted symbolically, even when they profess to be 

nonsymbolic. In all cases, then architecture, art, and 

landscape express symbols of contemporary experience." 

(Hargreaves ed., 1988, 97). 

A number of landscape architects did set out to address 

the challenge of purposefully conveying symbology and meaning 

in their landscape designs. "At present there are signs in 

architecture and landscape architecture that the functionalist 

imperative of the Modern Movement is now being balanced with 
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visual and humanistic values. The 'Post Modernists', led by 

architects Phillip Johnson, Charles Moore, Michael Graves, 

Frank Gehry, Aldo Rossi and others, are rekindling the 

designer's interest in artistic issues." (Walker, 1982, 63). 

Indeed the list of postmodern leaders certainly could be 

enlarged to include landscape architects Martha Schwartz, 

Peter Walker, George Hargreaves, Michael Van Valkenburgh, 

William Callaway, and Toni Thomas. 

Steven Krog also commented on the nature of 

postmodernism: "What fascinates me about this post-modernism 

is its demand for questioning and assimilation. Not that late 

landscape modernism was complacent. It's just that the 

prevailing unspoken implication has been that a 'correct' 

solution lies hidden in that haystack of analyses, programs 

and functional diagrams." (Krog, 1985, 59). 
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It should be understood that postmodern landscape 

architecture is a movement and not an established school, and 

because of this, its expression is less defined than that of 

an established school. Postmodern landscape architecture is 

possibly best understood as "landscape as art" - its main 

thrust is a reaction against the accepted modern school of 

"landscape as function". Its expression is that of being 

reactionary, or the opposite of modern expression. 

Landscape Architecture Characteristics/Expressions 

Modern 

Funct i ona1ism 

Less is more 

No ornament 

Clean lines and forms 

No historical reference 

Media is message 

Honesty of materials 

Post-Modern 

Art for art's sake 

Complexity adds interest 

Ornament 

Complex interplay of forms 

Historical reference 

Metaphor is the message 

Playfulness with materials 

In a time line in his book, Space and Time in Landscar>e 

Architecture History. Mann shows the beginning of the 

postmodern movement for landscape architecture in the early 

1970's. (Mann, 1981, 51). Corresponding with this is the 
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start of postmodernism in architecture. "Charles Jencks, a 

brilliant Anglo-Saxon scholar who has analyzed the most recent 

developments in architecture from a linguistic point of view. 

. pinpoints the exact date for the death of 'modern 

architecture': he has it coincide - at 3:32 PM, July 15, 1972 

- with the dynamiting of the Pruitt-Igoe housing project which 

had been built in 1951 . . . and been given an award by the 

American Institute of Architects." (Portoghesi, 1980, 27). 

But, although postmodernism was finding its way into landscape 

architecture in the early 1970's, it was not until recently 

that the movement was recognized as such, and even today, some 

deny its existence. 

The July 1989 issue of Progressive Architecture was 

entiraly devoted to the exploration of this new movement in 

landscape architecture. A few excerpts from this issue help 

articulate the foundations of the movement. "'I think 

landscape architecture had a hard time in the Modernist era, ' 

says Michael Van Valkenburgh. . . . 'The morphology and 

organicism of landscape architecture didn't fit comfortably 

with Modernism.' Peter Walker agrees, writing 'I feel that 

these gaps in landscape design can be explained by the failure 

of early European Modernism to maintain an on-going design 

effort in the landscape,' along with several other factors 

including 'the tremendous market expansion that allowed the 

corporate offices to freeze their early stylistic efforts; and 
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the environmental revolution's powerful preference for 

naturalistic imagery.'" (Boles, 1989, 52). 

As the notion of a postmodern movement within landscape 

architecture is becoming more and more recognized in academic 

journals, it is also starting to reach the general public in 

newspaper articles directed at the home gardener. "Today's 

resurgent interest in the art of landscape design is not just 

concerned with the picturesque, functional layout of gardens 

or parks furnished with appropriate horticultural and paving 

materials. Nor is it preoccupied simply with ecology and 

preservation of natural forms and processes, concern that 

dominated the teaching and practice of landscape architecture 

in the 1960's and 1970's. Making an open space 'pretty' by 

planting grass, ivy, flowers, shrubs and trees, while 

protecting the environment and perhaps satisfying the senses, 

doesn't necessarily stimulate the intellect or the soul. 

Instead, landscape designers are rediscovering the attributes 

of compositions invested with meaning in the manner of poetry, 

painting and sculpture. Such landscapes can be highly 

abstract, mysterious, spiritual or representational in 

delivering their messages. Like some of their postmodern 

architectural cousins they must be 'read' thoughtfully like 

texts." (Lewis, E20, 1989). 

Why is there such a strong push by "postmodern" landscape 

architects to give artistic meaning to the garden? "One of 
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the great failings of the High Modern Movement was that it 

valued gardens so little. Not only were private gardens often 

excluded from housing layouts, but the Movement failed to 

produce a body of theory and practice of gardens which could 

in any way compare with its achievements in literature, the 

plastic arts, and architecture. There were houses by Wright, 

Aalto, Neutra, and many others which were superbly sited in 

relationship to wild nature. There was work of people like 

Burle Marx and Thomas Church who related some of the forms of 

abstract art to the design of gardens. . . . But, in general, 

Moderns of the heroic period were happy to suggest simply 

juxtaposing their buildings with natural landscape, and where 

natural landscape did not exist, with artificial ones made to 

look as natural as possible." (Davey, 1988, 31). 

Some have explained the downfall of landscape as art in 

preceding periods as being the fault of the landscape 

architect. Balmori commented, "Landscape did it to itself. 

Picturesque gardens were confused by the public at large with 

nature itself. The imitation of nature implied to the public 

that nature did it better." (Boles ed., 1989, 52). 

Another factor which still very much plays into this 

widely held belief that nature does it better has risen out of 

the strength of the environmental movement. "Proponents of 

the ecological theory of landscape architecture, such as Ian 

McHarg, author of the influential Design with Nature, and Ann 
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Whiston Spirn, a McHarg student and author of The Granite 

Garden, stressed environmental science over aesthetics. Their 

preoccupation with the macrocosm, while admirable, made 

individual landscape commissions seem trivial and 

distracting." (Boles ed., 1989, 53). 

According to Martha Schwartz, in a lecture, "They made 

the argument subliminally that ecology will give you the 

design." (Boles ed., 1989, 53). George Hargreaves, whose 

work reflects ecological concerns, said, "They confused 

ecology with theology. . . Rather than preserving nature and 

making things look like nature, the question is how do you 

make natural forces self-evident?" (Boles ed., 1989, 53). 

Hargreaves clearly acknowledges the contributions of such 

"earthwork artists" as Robert Smithson. "His work was more 

about nature than anything I'd seen in its expression of 

entropy, gravity, and erosion - all environmental processes." 

(Boles ed., 1989, 53). 

Meaning in Post-Modern Landscape Architecture 

The notion of attributing meaning to landscape designs is 

certainly not new; it has, in fact, been a common thread 

throughout the history of landscape as art. Metaphor and 

symbology play an important role in communicating meaning. 

Unlike modern landscape architecture, where function is the 
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primary attribute, postmodern landscape architecture tries to 

entice the observer into the landscape not simply for the 

experience itself, but to also convey meaning with symbology 

which is suggested in the landscape. One example of this is 

Maya Lin's design for the Vietnam Veteran's Memorial in 

Washington, DC. Kariel discusses it in his book The Desperate 

Politics of Postmodernism; "Unlike its fashionable monumental 

counterpart erected nearby (three soldiers in battle dress) 

the Memorial's reticence implicates visitors and releases 

emotions in a way tellingly described. . . . the Vietnam 

Memorial marks neither victory nor defeat; it celebrates 

neither hero nor statesman. It fails to tell what is summed 

up and commer:.orated. It firms up no relationship - not to 

Vietnam, not to America. Radically ambiguous, it deprives 

sculpture of its imputed essentials. Without pedestal, it 

seems to have no specific place. Like Brancusi's 'Endless 

Column', it is all pedestal, and thus invites its viewers to 

crack its governing code, work things out for themselves, 

create meaning." (Kariel, 1989, 29). 

This hidden meaning is much like the theory behind the 

Japanese garden. "Japanese garden designers neither copy 

nature nor totally rearrange it. Instead they chart a subtler 

course that lies in-between. From the natural landscape they 

select and distill just those particular elements they want, 

placing them with infinite care to symbolize and suggest, to 
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conceal and reveal. In effect, they paint a partial picture 

to which the observer makes his own contribution. ... At the 

same time the garden's design may also incorporate ideas and 

concepts drawn from ancient myths and beliefs for in Japan 

garden-making is a not purely ornamental art. It is central 

to the cultural life of the country, as esteemed as 

literature, music, and painting and, like them, capable of 

expressing profound truths." (Murphy, 1979, 7-8). 
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Although there are several landscape architects who could 

be considered postmodernists, there are three "experimental" 

people, George Hargreaves, Martha Schwartz, and Peter Walker, 

who capture the essence of postmodernism in their work. Each 

of their styles of expression varies widely; however, it is 

their ideology which unifies them as postmodernists. 

George Harareaves 

According to George Hargreaves, the landscape architect' s 

objective is to "make people think about the ground they are 

standing on and connect it to the larger environment of time 

and place . . . Landscape architecture expresses how our 

culture meets nature. . . . It's about landscape and people. 

In the landscape, the context is everything from the cosmos to 

the parking lot, so the real issue is: What idea arises out 

of that?" (Hargreaves, 1989, 65). Hargreaves, himself, seeks 

to raise an awareness in the viewer to the natural processes 

which are a part of the landscape. "The truths that are 

uncovered in the analysis of environmental phenomena should be 

the fodder - the subject - of design." (Boles ed., 1989, 66). 

Hargreaves has demonstrated this environmental context in 

a number of landscape projects. "Chevron Plaza Tower One and 

Charleston Place both use water features to tell about what is 
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going on underneath the earth." (Boles ed., 1989, 66). In 

the Chevron Plaza in Englewood, Colorado, a plaza built for 

the oil company, the fountain expresses the release of energy 

from the jutting slabs of rock. This is of course symbolic of 

not only the type of oil refinery research conducted at the 

facility, but of oil flowing from the earth. 

In the Charleston Place fountain in California, mist 

rises from a crack in the earth. The crack has an organic 

shape in contrast to the very ordered and geometric patterning 

of the nearby building. The symbolism here is a reminder to 

the viewer of the precarious location of the site and of the 

powerful and unpredictable nature of earthquakes. 

Interestingly, this landscape survived the San Francisco 

earthquake of 1989. 

George Hargreaves perceives his work as postmodern and 

has developed a philosophy and explanation of postmodernism. 

"Modernism and Post-Modernism are cultural attitudes rather 

than design styles. . . Post-Modernism seems to be a direct 

reversal of modernistic philosophy and its attendant 

idealization." (Hargreaves, 1983, 60). He goes on to 

describe what these postmodern cultural attitudes are and how 

they might be expressed in landscape architecture: "With 

society's shift from belief in the new to its recognition of 

limits and interest in what exists, the stylistic explorations 

in post-modernist landscape architecture have just begun. 
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Pluralism is appropriate. The expression of symbolism, 

mysticism, and humanism will become a preoccupation. Time, 

nature, and culture will serve as physical media and subject. 

Light, shadow, sky, rain, plants, dirt, debris, people of all 

types, and manmade elements that intensify and abstract what 

is already here, will become the focus of simpler, more 

receptive compositions and non-compositions." (Hargreaves, 

1983, 65). 

One project which Hargreaves identifies as postmodern and 

which has been the center of controversy is the Harlequin 

Plaza. This plaza is located near Denver in a suburban office 

park. It is a response to the limits of the site and its 

program. "The plaza sits on top of a two-story parking 

garage, and the only part of the site with sufficient loading 

for landscaping is a 40-foot wide, two-foot deep slot running 

lengthwise down the center of the site. A variety of vents 

and chillers poke through the slab. . . . The architects 

wanted SWA to create a plaza large enough to accommodate 

public functions, to maintain the dramatic view of the 

Rockies, and to enclose all the mechanical devices protruding 

from the plaza. The shape of the plaza and the area for 

landscaping were completely predetermined." (Goldstein, 1983, 

56) . 

It should also be noted that the plaza area was 

surrounded by office buildings with exteriors of mirrored 
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glass. It was this mirrored glass to which Hargreaves boldly 

responded. Rather than opposing the given harshness and 

hardscape of the site with the softness of more traditional 

landscaping, Hargreaves took full advantage of the given 

restraints and worked to unify the plaza with its 

surroundings. Partly responding to the practical matter of 

covering the vents and chillers, Hargreaves used an axis of 

mirrored glass to create harmony with the surrounding 

buildings and as well to create an illusion of endlessly 

extended space. As a response to the diamond shape of the 

plaza itself, Hargreaves used a black and white checkered 

pattern of diamond-shaped rustic terrazzo pavers. The 

richness within the plaza is enhanced with a pair of brightly 

colored cantered walls, a line of fountains, and beds of 

colorful annuals. All in all the effect is artistic and is 

said to be a design reminiscent of surrealistic qualities 

combining the work of painters like Giorgio de Chirico and 

Luis Barragan. "There are endless reflections, long shadows, 

and spacial ambiguities. One can imagine a solitary child 

running across the plaza with a hoop." (Goldstein, 1983, 59). 

The plaza has received both criticism and praise. The 

criticism usually centers around the harshness of all the 

reflections; some say you need sunglasses to feel comfortable 

there on a sunny day. The praise for Harlequin Plaza is 

generally centered on Hargreaves' success in creating a 
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landscape with a true sense of place. "At Harlequin Plaza, 

however, it was the landscape architect who created the real 

content of the environment, and the buildings provided the 

framework for an elegant and dynamic work of art." 

(Goldstein, 1983, 59). 

George Hargreaves has typically chosen a subtler course 

in expressing his postmodern ideology. An example of one such 

project is his design for an outdoor amphitheater called 

Fiddler's Green located near Denver, Colorado. This design, 

which was received well by the developers and the public, also 

received a 1984 design award from the American Society of 

Landscape Architects in the category of "Landscape Art and 

Earth Sculpture." 

The large, bowl-shaped amphitheater accommodates 18,000 

people. It is sited such that it takes advantage of a view of 

the Rocky Mountains. A corridor of pines and long entry 

incline create a processional stage akin to a ritualistic use 

of the land. "The goal was to design a space that people 

would be subtly forced to participate with. Beginning with 

the entry, each movement into and event within the space has 

been orchestrated to awaken the public to their natural 

surroundings." (Hargreaves, 1984, 66). Hargreaves' design 

was recognized for creating a sense of place. One of the ASLA 

design awards judges noted: "Magic making - a special place 

for special happenings." (Jury Comments, 1984, 66). 
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There are numerous other examples of Hargreaves' 

innovative designs, such as Candlestick Park in San Francisco 

and Plaza Park in San Jose, California. It is Hargreaves' 

intention to create a bridge of understanding between people 

and their environment. "Post-Modern architecture, sculpture, 

and landscape architecture should seek to find out more of 

what the world is like instead of producing new objects. They 

should derive composition and meaning from the external world 

rather than an idealized internal space. And as Levin 

proposes, postmodernist work should relate to the map instead 

of the modernist grid." (Hargreaves, 1983, 60). 

Martha Schwartz 

Having a background in both the biological sciences and 

the arts, Schwartz has created landscapes which are quite 

controversial within the landscape profession. Ever since she 

designed the rather simple and small scale "Bagel Garden" in 

Boston in the late 1970's, Schwartz has been in the limelight 

of the avant garde in landscape architecture. 

The Bagel Garden is a small-scale garden for the front 

lawn of a row house located in a historically rich section of 

Boston known as the Back Bay area. Marlborough Street, on 

which the garden is located, has an array of architectural 

styles represented which includes Victorian, Georgian, 

Classical and Richardsonian. (Schwartz, 1980, 43). The 
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garden faces due north and is limited in the amount of 

sunlight it receives. The design of the garden is simple, 

consisting of two concentric Italianate squares of boxwood 

hedge. What is startling about the design, however, is that 

the area between the boxwood hedges is composed of purple 

gravel and geometric rows of 96 weather-proofed (coated with 

marine-spar) bagels. Schwartz commented upon her design: 

'•The Bagel Garden is intended to be humorous but also 

artistically serious. The irony of the garden is created by 

the juxtaposition of the formal geometry (imperial and elite) 

with the bagels (homey and domestic)." (Schwartz, 1980, 44). 

Schwartz tried to break boundaries in the garden on at 

least two levels. First was a jab at the notion of a formal 

garden; Schwartz wanted the observer to evaluate the 

ideological essence of formalistic expression. On another 

level, Schwartz was stating that the implementation of a 

design can be achieved with a small budget. "From a social 

perspective, the increasing costs of our traditional palette 

of landscape materials and construction methods has placed our 

services well beyond the financial reach of people who could 

most benefit from our talent (particularly those in depressed 

urban areas). However, we must remember that design is not 

intrinsic in materials, it is the relationship of forms in 

space." (Schwartz, 1980, 45). 

Schwartz goes on to name Robert Rauschenberg as an artist 
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who as well had the ability to heighten the value of found 

objects with little intrinsic value and through compositional 

arrangements complete valuable works of art. Schwartz credits 

a number of influential artists including environmental 

artists such as Robert Smithson, Michael Heiser, Alice Aycork, 

and Mary Miss. She perceives landscape architecture as 

another medium of expression although unlike art and 

architecture, landscape architecture has been caught up in 

traditional images. "It is important that landscape 

architects not limit their concern to traditional images, be 

they modern or classic. The search for beauty is an ever 

expanding concern for all artists, no matter what their medium 

of expression." (Schwartz, 1980, 46). 

Just as many contemporary landscape architects are 

critical of Schwartz, she is in turn critical of her 

profession: "What happens in landscape ultimately has more 

impact on our impression of a place than the architecture, yet 

as a group we are visually illiterate and untrained." (Boles 

ed., 1989, 56). 

Schwartz's work shows a sense of humor and tends to be 

urban even though her mentors, such as Robert Smithson and 

Michael Heizer, are environmental artists. One work, for 

which Schwartz has received much attention, is the Rooftop 

Garden for the Whitehead Institute for Biomedical Research in 

Boston. This garden, which has become known as the "Splice 
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Garden", is a relatively small (25' by 30') rooftop garden 

which is surrounded by a ten-foot wall and adjoins a faculty 

lounge. The garden is devoid of living plants, but is quite 

green even so - green artificial turf, green sand, and green 

plastic topiary boxwoods which are fixed in unusual positions 

(some appear to grow out of the walls horizontally). 

In an interview in Landscape Architecture Magazine. 

Schwartz commented on the ideas behind her design: 

"Scientists are problem solvers, and I wanted to give them a 

mystery, something to ponder. But at the same time, I wanted 

them to have fun." (Johnson, 1988, 100). 

This notion of fun, sprinkled with sarcasm, has been 

pervasive in much of Schwartz's work. Soon after the 

controversy over the Bagel Garden, an article titled, "Mayday! 

Mayday1 Neccos in the Garden", by Martha Schwartz appeared in 

Landscape Architecture Magazine. She wrote about her 

temporary garden design which incorporated colorful Necco 

candy wafers. The garden came about in response to the 

Massachusetts Institute of Technology's need for a backdrop 

for a spring celebration. With a budget of $2,000, Schwartz 

enlisted the help of students to create a playful, geometric 

design. Based partly on the fact that historical reference 

was requested by those sponsoring the celebration, a 

neighborhood candy factory was asked to play a part in the 

celebration. 
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The plan was to lay out both a design of actual Neccos 

candy (50,000 were donated by the candy factory) and a 

larger-scale version of the design represented with discarded 

tires painted to resemble Neccos candies. Certainly to some 

this appeared to be a senseless waste of time and money. It 

should be remembered, however, that the context of this 

temporary garden was formal in both its physical setting 

(classical architecture) and its ambiance (MIT's serious, 

technological orientation). "Some people felt the garden 

should have been more serious; for some, the notion of 

devoting a garden to play and enjoyment was puzzling." 

(Schwartz, 1980, 62). 

To Schwartz and others, the garden was a success. "The 

Necco Garden was assembled, used, and disassembled within an 

eight hour period. Although it was put together on a 

shoestring budget, the garden's arrangement successfully 

commanded the space and captured the spirit of May Day." 

(Schwartz, 1982, 63). 

As with the Bagel Garden, the Necco Garden strived to 

make a statement while restrained by a limited budget. It 

stressed the idea that the essence of design is not confined 

to preconception of landscape materials. The Necco Garden 

design was also a statement about the possibilities of 

landscape design playing a role in the temporary needs of 

outdoor spaces during festivals and pageants. The Necco 
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Garden in its first and last analysis, however, comes back to 

the idea that a garden is a place for fun and enjoyment. 

Schwartz has designed many other controversial 

landscapes, including the Stella Schwartz Garden in Boston 

(backyard garden for her mother), the King County Courthouse 

grounds in Seattle, the Rio Shopping Mall grounds in Atlanta, 

the 190 Marlborough Street Roof Garden in Boston, the Rhombus 

Room (landscaping for a research facility in Northern 

Virginia). Perhaps the most controversial of these designs is 

the landscaping of the King County Courthouse - not so much 

from the design itself, though, for most people seemed pleased 

with the gaiety of its dreamlike shapes and colors. Criticism 

was usually triggered by the fact that it was built with 

taxpayers' funds as part of the government's mandate to spend 

1% of a new building's cost on art. Some saw this as a 

frivolous waste on jail facilities. Others criticized the 

appropriateness of a design based on a high contrast between 

the gaiety of the landscape and the context of those who 

suffer the passage through the courthouse door. 

On one level it is not difficult to be critical of 

Schwartz's work, for often it lacks the seriousness of a 

profession which strives to take on environmental and social 

dilemmas of a post-industrial society. On the other hand, 

Schwartz embodies a spirit of joy and playfulness which bring 

relief to a profession and society which have entangled 
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themselves in functionality and efficiency. 

Another of Schwartz's strengths comes from her ability to 

press forward with new ideas: breaking preconceived notions 

of both formal and modern gardens; suggesting that landscape 

architects open up and explore the possibilities of new 

materials; and bringing a spirit of artistic expression into 

a landscape that reflects contemporary society. 

Peter Walker 

Peter Walker is a well-known figure in the landscape 

profession. A founding partner of Sasaki, Walker Associates, 

the precursor of the SWA Group, Walker has been personally 

responsible for a number of ASLA award winning designs such as 

the Foothills College campus (1958) and the Upjohn 

headquarters (1961). 

These two examples of Walker's early work, are not viewed 

as part of his current recognition as an innovator of 

postmodern landscapes. In an interview in Progressive 

Architecture Magazine. Walker cited his 1983 departure from 

the more traditionally based company: "I couldn't quite 

reconcile my art interests with the kind of work we were 

doing. Landscape and architecture have to go beyond merely 

providing a service. Being appropriate or pleasant is not 

sufficient to sustain interest. I see my work as visual 

research, as opposed to becoming program-dominated." (Boles 
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ed., 1989, 56). 

In the same article. Walker commented on the downfall of 

functional landscapes: "People take landscape for granted. 

You may make it functional and people will usa it, but they 

won't see it. One of the key issues then, is to make 

landscape visible." 

Walker created the Tanner Fountain for Harvard University 

and received an ASIA design award for it. The fountain 

consists of 159 ancient granite fieldstones which form a 

60-foot diameter ring around a central fountain of mist coming 

from an area 20 feet in diameter and rising 4 feet high. 

There is no pool, so when the mist condenses, the excess water 

escapes into a sump. 

In an interview in Landscape Architecture Magazine. 

Walker explained the fountain as follows: "The fountain is a 

minimal piece full of contradictions. The materials, their 

perception and their various meanings are brought into 

conflict and into question. The artistic statement may be 

apropos to the questioning stance of students and the 

intellectual inquiry of the university." (Jury Comments, 

1987, 64) . The ASLA jury which recognized the Tanner Fountain 

noted: "The fountain has three important qualities. First, it 

is fun to play in, to sit in, to be around. Second, it looks 

beautiful every season of the year. Third, it is very strong 

conceptually. It is about a certain context - the history and 
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materials of New England. It is about a certain location -

the Science Center (which deals with both geology and 

hydrology). And it is about the climate of New England. . . 

. This project reclaims ground that has been lost to artists." 

(Jury Comments, 1987, 65). 

One of Peter Walker's main clients has been IBM, for whom 

he has continuously been involved in projects for more than 25 

years. Walker is attracted to work for large corporations 

such as IBM because it allows him to create landscapes on a 

grand scale. Unlike some of his contemporaries who choose to 

resolve large-scale design projects in a traditional 

(functional) manner, Walker has purposefully set out to forge 

a union between function and artistic expression. Some liken 

his designs to work by large-scale environmental artists. 

(Boles, 1989, 56). Walker wants viewers to not only use the 

landscape but to experience it as well. "Perhaps the 

long-standing need for more intimate collaboration and 

awareness between the fine arts and design in the landscape 

may be at hand. ... No matter how these ideas are 

synthesized, there will continue to be a need for gardens and 

public space that relax the body, inform the mind, and refresh 

the soul." (Walker, 1982, 63). 

One such large-scale design project is the landscaping 

for the IBM facility known as Solana in Westlake/Southlake 

Texas. The design incorporates both strong geometrical and 
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naturalistic forms. "Walker's notion for Solana was to 

preserve the contrast inherent in the existing Texas landscape 

by siting the office compounds at the edge of a large, open 

pasture against a wooded ridge." (Boles, 1989, 60). 

Entrances to each building cluster are announced by straight 

hedge rows of Elms. The overall geometric patterning of the 

site is broken up by a waterway which meanders through the 

site. 'Surprise gardens', which sometimes include mist 

fountains and terraced lawn areas, surround the buildings. 

The overall effect is a striking contrast of geometric order 

and natural randomness. This contrast heightens the viewer's 

awareness of the site. 

Another IBM complex with a similar design theme is that 

of the IBM Federal Systems Division in Clearlake, Texas. Here 

Walker responds to the crescent-shaped 'postmodern' manor 

house and to its site on a floodplain in East Texas. (Boles, 

1989, 61). The curve of the building is carried out into the 

landscape through a series of reflecting pools with 

alternating bands of lawn. This highly geometric treatment is 

broken up by the reflecting pools being planted with water 

lilies and containing stepping stones which invite the viewer 

to step into the surrounding naturalistic landscape. 

In both of the IBM complexes mentioned here. Walker has 

sought to intensify the viewer's awareness of the landscape. 

The bold, sweeping geometric patterning is reminiscent of some 
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of the simplistic lines and forms of modernist expression. 

What differs, however, is Walker's desire to make the 

landscape go beyond functional needs, convey meaning, and 

heighten the viewer's awareness of the site. He accomplishes 

this by interspersing naturalistic features in a highly 

geometric pattern to break it up. 

In a more recent project in collaboration with Martha 

Schwartz, Walker again used a high contrast design. In his 

design for the Swimming Hall of Fame in Fort Lauderdale, 

Walker used bold geometric patterning of alternating strips of 

lawn and colored concrete to establish a dramatic setting of 

the complex, including a museum, swimming center, marina, and 

public park. The earth is mounded into undulating waves which 

ripple across the landscape. When juxtaposed with the 

alternating stripes of turf and concrete, one can hardly help 

notice the resemblance to the swimming lanes associated with 

the site. Perhaps due to the influence of Martha Schwartz, 

this design goes beyond some of the earlier work Walker did 

for IBM. The Swimming Hall of Fame Site conveys a sense of 

fun and has not only made the viewer more aware of his/her 

surroundings, but has also given the surroundings a life of 

its own - a true sense of place in harmony with the site. 

In another successful collaboration, both Walker and 

Schwartz won an international design competition sponsored by 

the City of Concord, California for the soon to be completed 
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Todos Santos Plaza ^in Concord, California. The city's goal 

was to make art an integral part of the park; the citizens 

were as well adamant that the plaza should retain a small-town 

spirit- (Pittas, 1989, 3.1). Walker and Schwartz's design 

incorporated historical reference and a playful interplay of 

urban park features which not only brought artworks into the 

park but also created a pleasant and provocative atmosphere. 

A collage effect was achieved by integrating a variety of 

paving materials including gravel, brick, wood, stone, tile, 

concrete block, and asphalt. A geometrical patterning of the 

space emerges as a diagonal axis of trees cuts across the 

plaza. A number of features, such as reflecting pools, are 

brought together to create a children's play area. The plaza 

also includes a curving amphitheater, a wisteria covered 

lattice screen, and numerous intersecting lines of trees and 

paths. "The jury felt that this scheme most completely 

blended the disciplines of art and architecture, while 

maintaining a sense of Concord's history." (Pittas, 1986, 

3.2) . 

The criteria identified by the jurors exemplified some of 

the concerns of postmodern landscape design. Historical 

reference and a reintegration of art with contextual meaning 

(non-abstract) were central to this postmodern ideology. 

Walker recognizes the influence of the postmodern age: 

"We have experienced the exhilaration of the modern movement 
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and weathered the environmental revolution. Now we are deep 

into the chaotic period of postmodernism." (Walker, 1990, 

124) . Walker advocates an ideology which "is more sympathetic 

to land-use, to historic fabric, and to the earth itself." 

(Walker, 1990, 124). He understands and is able to utilize 

the strengths of formal and modern principles of landscape 

architecture to create new designs which reflect contemporary 

culture. He is a leader in visual experimentation that helps 

expand the boundaries of landscape architecture. His ideology 

suggests a landscape that is more sensitive to human, 

environmental, and artistic needs. 
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Argiiments Against the Post-Modern Movement 

Arguments against a postmodern movement in landscape 

architecture fall into three general categories: 1) Denial of 

its existence as a movement, 2) Non-recognition of its 

existence - some landscape practitioners are either unaware or 

choose to ignore any stylistic design trends, and 3) Criticism 

of the movement's style. 

Critics who deny the existence of a new movement in 

landscape architecture view contemporary styles not as part of 

a new movement but as a phase of the modern movement. Some 

critics argue that contemporary designs are not a reflection 

of postmodernism but are examples of Ornamentalism: 

"Ornamentalism is characterized by a fascination with the 

surface of things as opposed to their essence; elaboration as 

opposed to simplicity; borrowing as opposed to intellectual 

discipline. Sometimes it attempts to fool the eye, favoring 

humor and illusion over the honest expression of structure and 

function upon which modernism has so long insisted. Yet 

despite the fact that Ornameiitalism rejects the modernist 

prescription against ornament, it is not 'postmodern' or even 

antimodern at all." (Jensen and Conway, 1982, 2). 

Up to the 1700's, landscape architecture was 

characterized by eclectic styles reflecting the tastes of the 

ruling classes. From the 1700's to the 1960's, the ideals of 
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democracy and functionalism were central. It is suggested 

that modern landscape architecture was practiced long before 

it was recognized as a style in the l930's. it stressed 

cleaner forms and functionalism and made landscapes available 

for the common person. With the move into the Post-Industrial 

Age in the 1960's, postmodernism has tried to communicate 

symbolic meanings and go beyond function. 

Some critics believe that landscape architecture never 

completely entered into a strictly modern style; hence, the 

term "postmodern" is viewed as meaningless. In an article 

titled "Coining a Phrase", Susan Rausch Eastman ponders the 

question of whether or not a postmodern landscape architecture 

is emerging. She answers the question in the negative: "The 

more likely conclusion is that there is no Post Modern 

movement emerging in landscape architecture. Many of the 

movement's design ideas - complexity, ambiguity, and 

historical allusion - have already been explored in Modern 

gardens. ... We should consider the notion of 'landscape as 

art' in its proper historical perspective: it is a 

continuation of, not departure from. Modern landscape 

architecture." (Eastman, 1982, 56-57). 

As previously discussed, postmodernism has an entirely 

different ideology than modernism in landscape architecture: 

postmodernist landscapes are ornamental and have hidden 

meanings - such as Hargreaves' fountains and Schwartz's 
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"Splice Garden". Modernist landscapes are generally devoid of 

ornament and tend to lack narrative meaning. 

It should also be mentioned that even the philosophical 

concept of a postmodern movement has been challenged by some 

critics. Author Warren Montag wrote, "On a field of 

conflicting forces whose balance of power shifts endlessly, we 

have no fixed reference points, nothing to guide us but the 

knowledge of our own errors, one such error, the knowledge of 

which ought by now to have emerged clearly enough, is the very 

concept of postmodernism itself." (Montag, 1988, 102). 

Some critics feel the style of the postmodern movement 

has no sustainable substance, that it may have an immediate 

impact on the senses but leaves no lasting impressions. 

Architect Michael Benedikt argues this point throughout his 

book. For an Architecture of Reality; "The rise of 

postmodernism had little to do with its proclaimed ideals, 

namely, the creation of a richer, more complex, more symbolic 

and therefore, more humane architecture than was possible on 

the canons of the Modern Movement. . . . For little remains 

after the rush of refreshed vision, and the polemical distance 

traversed to find space for the ironic posture that supports 

the whole enterprise soon makes itself felt. One is far from 

home. One is left with ribbons." (Benedikt, 1987, 16). This 

idea that postmodernism is lacking in substance is also 

expressed by Catherine Ingraham: "There is a growing 
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consciousness in architecture that modernism is still 

'winning' most of the battles. This is not because modernism 

has a more effective 'style' but because it has a more 

effective ideolbgy (a kind of apotheosis of western 

metaphysics) - under which most of us still operate - based on 

assumptions about industrialized society, the city, science, 

art, education, morality, truth, rationality, and so forth." 

(Ingraham, 1987, 93). 

British architect Werner Rosenthal advocates a return to 

modernism and rejects postmodernism: "Modern architecture has 

never had a chance in Britain and has been replaced by 

'Post-Modernism', a nonsensical term invented by some 

literati. Its only justification is as a way of describing 

the 'style' of the artistically incompetent erections we see 

all round, many of which are a return to Victorian 'wedding 

cake' architecture but without the proportions and harmonious 

logic of their Victorian predecessors." (Rosenthal, 1989, 

47). 

Most of the criticism against the postmodern movement 

centers upon architecture. Critics suggest that the movement 

has been largely ignored by the landscape profession. Eastman 

wrote, "As a whole, landscape architects have turned a deaf 

ear to the pandemonium Post-Modernism has precipitated among 

architects. But this is not surprising. In matters of 

aesthetic theory, the landscape profession has settled into a 
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comfortable role as follower. During the last decade, the 

profession has been busy expanding its scope and services to 

meet the new demands of resource and regional planning, visual 

analysis, and land reclamation. Consequently, few real 

advances have been made in the art of park, plaza, and garden 

design." (Eastman, 1982, 55). 

To some, this criticism of landscape professionals should 

also include not only ignorance of contemporary designs, but 

also the entire modern period as well. Elizabeth Meyer, 

assistant professor of landscape architecture at. Harvard 

University, wrote, "This is something I find problematic. 

Many professionals and particularly students are not aware of 

what happened. Some wonderful things happened - some 

incredible projects early in the 20th century. And these 

people don't even understand what the implications of these 

things might be, in terms of current practice. Consequently, 

we have this big void. We have actually a large handicap 

relative to many of the painters and sculptors and architects 

of the time who know their modern roots." (Meyer, 1990, 58). 

According to Eastman, this lack of awareness in design 

theory is being recognized by the public. "Many of us are 

guilty of applying the same solutions, details, and plant 

lists to projects across the country and overseas. This lack 

of inventiveness does not go unnoticed by the 'user groups' 

for whom we design. A newspaper account of Floralies 1980 
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(competition) , reported that the United States entry (in an 

international recreational park competition) was polled 'the 

most uninspiring.'" (Eastman, 1982, 55-56). 

Landscape architect David Tomlinson attributes this lack 

of creativity to the training landscape architecture students 

receive at universities. "On the whole, most landscape 

architects have failed miserably to make an original 

contribution to the aesthetics of the 20th century. This is 

possibly due to the fact that the teaching of pure design is 

no longer fashionable in landscape courses at universities and 

colleges. It is far easier to teach the jargon and 

functionalism of modern landscape and recreational planning 

than to teach the aesthetics and principles of pure design." 

(Tomlinson, 1982, 57). 

In general, I must agree with these arguments against 

landscape architects' involvement in contemporary events. I 

found many more articles referring to postmodernism in art and 

architecture than in landscape architecture. Also, very 

little has been written on contemporary landscape architecture 

and contemporary landscape design theory. 

By considering the examples discussed in this paper, one 

could be fairly confident that a postmodern movement does 

exist. It may be too early to criticize the movement's 

long-term significance. Readers can decide for themselves. 
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Vernacular or Traditional Expression in the Arts 

Modern landscape architecture purposefully tried to 

remove itself from tradition; however, postmodernism attempts 

to recapture the language of tradition. Because of these 

relationships, an understanding the vernacular is necessary. 

Two main characteristics distinguish the expression of 

vernacular art, architecture, and landscape architecture: 1) 

It is based on tradition; and 2) It relies on the efforts of 

non-professionals. 

In recent years, perhaps as a reflection of a post-

industrial society, scholars from many disciplines have 

devoted much time and effort toward the study of traditional 

ways. Various labels have emerged to describe the subjects of 

these studies - vernacular, indigenous, primitive, tribal, 

folkloric, popular, timeless, and anonymous. 

Many of the studies of traditional ways started during 

the 1960's in disciplines such as geography, sociology, 

history, anthropology, and architecture. Most of the early 

studies related traditional expression to agrarian cultures. 

The concept of traditional expression has expanded in more 

recent years; it is less confined to location and has begun- to 

include urban settlements. 

It is suggested that despite some similarity in regards 

to function and efficiency, modernism and traditionalism are 
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diametrically opposed. Traditionalism utilizes and often 

celebrates ornamentation, unlike modernism, which strives to 

eliminate ornament. It also relies on shared symbologies and 

shared languages in the built form. Enrico Guidoni, author of 

Primitive Architecture, expressed the relationship: "Even if 

it cannot be demonstrated, everything in primitive 

architecture has a meaning and a connection. Yet this does 

not mean that everything is comprised within a static system. 

The divergent significances, those that are not confined 

within an official interpretation, may be considered traces of 

an inheritance from the past, of an internal social 

discrepancy, or of a dynamic relationship with some other, 

different, group. The language of primitive architecture is, 

thus, essentially collective." (Guidoni, 1975, 26-28). It 

was the intent of modernism to break from tradition and create 

a new language of its own: a language which was poorly 

communicated to the public. 

The study of vernacular landscapes is central to the 

discipline of cultural geography: "The man-made landscape— 

the ordinary run-of-the-mill things that humans have created 

and put upon the earth—provides strong evidence of the kind 

of people we are, and were, and are in the process of 

becoming. In other words, the culture of any nation is 

unintentionally reflected in its ordinary vernacular 

landscape." (Lewis, 1979, 15). It is suggested that we can 
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distinguish a cultural break between modernism and 

postmodernism by looking at the vernacular landscapes of each: 

"We must conclude that if there is really major change in the 

look of the cultural landscape, then there is very likely a 

major change occurring in our national culture at the same 

time." (Lewis, 1979, 15). 

Certainly there has been tremendous change in the 

American landscape since reconstruction after World War II 

when the postmodern age began. In simple terms, the modern 

American vernacular landscape was one of town communities, 

town industries, the American farm, and Main Street. 

Juxtaposed against this is the postmodern vernacular landscape 

of today: the landscape of megalopolis, high rise apartments, 

trailer parks, agri-businesses, shopping malls, and the 

"strip". This contrasting imagery suggests the distinction 

between modern and postmodern vernacular in the broadest 

sense. 

Another way of viewing the differences between modern and 

postmodern landscape architecture when analyzing vernacular 

expression is to simply focus on the idea of tradition. 

Victor Burgin, author of The End of Art Theorv: Criticism and 

Postmodernitv. commented on this as follows; "A salient 

feature of postmodernism in general, although it is not 

reduced to this feature, is indeed the reference to tradition 

and to the vernacular." (Burgin, 1986, 45). Bourdier also 
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expressed this in basic terms; "Postmodernism as a bearer of 

old truths that have emerged in the last two decades in 

particular is a way of seeing into the already-existing cracks 

in the modern project. It is again a way of rethinking the 

relation between the traditional and the modern." (Bourdier, 

1989, 39). 

It should not be surprising that there is this strong 

connection between postmodernism and traditionalism. 

Postmodernism has so far been a movement which has generated 

its strengths by opposing modernism's weaknesses. As 

modernism failed to capture a common language and crrate a 

shared meaning to its users, postmodernism attempts to 

rekindle a dialogue between the user and the built 

environment. This attempt at creating "meaning" is central to 

both traditionalism and postmodernism. 

Beyond creating meaning, postmodern designers are also 

challenged with dealing with the failures of the modern 

vernacular landscape. Architect Peter Blake, author of Form 

Follows Fiasco! Why Modern Architecture Hasn't Worked, 

stated: "The reasons for this failure of modern urban design 

are many, but I suspect that the principal reason is very 

simple. The ideal modern prototype—the Villes Radieuses of 

Le Corbusier, or the Siedlungen of the Weimar Republic—were 

well intentioned diagrams scaled to the rather terrifying 

impending mechanization and automation of twentieth-century 
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urban life. They were diagrams scaled to the automobile age, 

rather than organisms scaled to the needs of man." (Blake, 

1977, 88). 

No longer do we have very human scaled "Main Streets" 

where we can mix, mingle, and socialize with our neighbors. 

The result has been described as both a loss of spacial as 

well as social continuity by Fredric Jameson, author of 

"Postmodernism, or The Cultural Logic of Late Capitalism". 

Jameson relates part of his analysis to the classic book. The 

Image of the Citv. by Kevin Lynch. Jameson wrote, "Kevin 

Lynch taught us that the alienated city is above all a space 

in which people are unable to map (in their minds) either 

their own positions or the urban totality in which they find 

themselves." (Jameson, 1984, 89). 

Some people within the planning profession have begun to 

recognize the potential for a more humanistic landscape 

represented with the shift to postmodernism. This is 

expressed by David Boyle, author of "After Modernism — And On 

Our Sidel": "It [postmodernism] emphasizes the importance of 

communication, of standing in a tradition, of local wishes and 

local variety. It is bringing out colorful, people-centered 

designs. ... It does not shy at decoration, and allows us to 

look beyond the sheer basic needs of human nature to something 

beyond. This the rise of community architecture. . . . Thus 

the return to local tradition, to ceremony. . . " (Boyle, 
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1987, 5). Another postmodern, or at least post-World War II, 

phenomenon has been the rise of public participation in the 

planning process. This has strong ties to the notion of 

vernacular expression as it attempts to let non-professionals 

participate in the design process. 

This section on vernacular expression has attempted to 

suggest how the vernacular relates to modernism and 

postmodernism. Because of the complexities of the subject, 

the attempt is not to convince the reader of the specific 

connections between traditional, modern, and postmodern, but 

simply to suggest that such connections can and have been 

made. 
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1. There appears to be stronger evidence in favor of a 

postmodern movement than against it. 

There is an overwhelming amount of written evidence to 

support the notion that we have, as a society, shifted into a 

Post-Industrial Era, sometimes called the "Electronic Age". 

In addition to the written evidence, there is substantial 

physical evidence as well. We have witnessed the decline of 

industrial output in the United States and have been reminded 

of it on a nearly daily basis in headline news. Computers are 

used nearly everywhere, from grocery stores to grade schools 

to cars. More and more people are able to work at home due to 

electronic advances. To make the connection between 

Post-Industrial and postmodern is largely a matter of 

recognizing the connection between products and the era from 

which they were produced. 

References to the postmodern movement are found in nearly 

every discipline - the natural and social sciences, art, 

music, architecture, film, and fashion. Although it may not 

please everyone to admit the passage of time, or for those in 

power to let go of routine methods and try something new, for 

landscape architects these are necessities if we want to 

either shape or reflect contemporary society. 
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The real question is whether or not there is a postmodern 

movement in landscape architecture. Although there are at 

least two sides to this debate, the fact that it is a debate 

at all suggests that it is in effect a 'movement'. Remember 

that a movement is simply a reaction against the accepted 

school of thought, and in no way must it be recognized or 

accepted to be a movement. Again, the physical and written 

evidence supports the idea of a postmodern movement in 

landscape architecture. A postmodern movement is probably 

the best explanation for contemporary landscape architecture 

such as the bagel gardens, fountains of mist, and checker 

board plazas with mirrored glass. There certainly are some 

who have labeled their own work as postmodern, such as the 

designers at SWA offices in Boston, Masschusetts and 

Sausalito, California. (Eastman, 1982, 57). 

The postmodern movement is broad, encompassing various 

styles within landscape architecture which have common 

components. It is no surprise that these components are the 

same as their counterpart descriptions in postmodern 

architecture or art - components such as complexity, ornament, 

metaphor, and historical reference. The emerging styles of 

postmodern landscape architecture could be classified as 

follows; Neo-Classicism (such as expressed in Peter Walker's 

work), Environmentalism (such as in George Hargreave's work), 

and Landscape as Art (such as in Martha Schwartz's work). 
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2. Regardless of whether there is or is not a postmodern 

movement, there is a need for an increased understanding of 

developments in contemporary landscape architecture. 

In researching material for this thesis and from my own 

experience in attending an MLA program at the University of 

Arizona I have concluded that there is need for greater 

academic emphasis in contemporary design theory and 

contemporary landscape history. At a 1990 traveling exhibit 

titled "Gardens Real and Imagined" at the University of 

Arizona Art Museum, the catalogue contained the following 

description of landscape architects: "The landscape 

architects are confined primarily to problem solving: 

providing of space for urban congestion and pollution, 

therapeutic contacts with nature, preservation of ecosystems, 

etc... The artist/gardeners remind us that the most rewarding 

experience of the garden is to see it as a work of art." 

(Steinbaum, 1990, 3). 

Can the landscape profession retain its heritage of being 

both an art and a science? It is suggested that if the 

profession desires to be a leader in landscape as art, there 

will need to be a concerted effort to prepare upcoming 

landscape architects: they will need a strong foundation in 

design history and theory as well as an understanding of 

current developments in art and architecture. 
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An understanding of design theory is almost inseparable 

from an understanding of design history. There is a richness 

of information which is essentially lost if it is not passed 

on to succeeding generations. There are lessons to be learned 

from past problems, and new designers can build on the 

strengths and accomplishments of their predecessors. An 

understanding of design theory and history provides a 

necessary backdrop for intelligent dialogue and a basis for 

constructive criticism which enables the profession to move 

forward and keep pace with contemporary society. 

3. The market for landscape as art will be filled by other 

professions (both art and architecture) if landscape 

architects are not prepared to take leadership roles in the 

design of landscapes. 

If landscape architects do not keep up with the demands 

of contemporary society, this void will be filled by other 

designers, such as architects and artist/gardeners. This is 

in fact already happening: "Ironically, architects are 

filling the gaps left in outdoor creativity as landscape 

architects devoted their energies elsewhere." (Eastman, 1982, 

56). There have been numerous projects which have clearly 

demonstrated this, such as architect Maya Lin's designs for 

the Vietnam Veteran's Memorial in Washington, DC, and the 
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Civil Rights Memorial in Montgomery, Alabama; renowned 

landscape designs by sculptor Isamu Naguchi, architect O.M. 

Unger's design for the West Berlin Supreme Court building and 

grounds; architect Stanley Tigerman's award winning design for 

a Chicago residential backyard; and architect Charles Moore's 

design of Piazza d'Italia in New Orleans, Louisiana. In 

essence, some of the landscape designs which are perhaps the 

most provocative, innovative, and historically memorable, are 

now being created by non-landscape architects. 

There is something to be gained from all of the periods 

in landscape architecture. Whether or not there is a 

postmodern movewent, landscape architects will continue to 

create designs which will carry us into the future. "The 

landscape arts are still capable - perhaps more capable than 

any other of the arts - of giving expression to that new 

vision of the world and of our place in it whose outlines we 

now see emerging. We must begin by thinking, talking, 

struggling together to see in fresh ways, forcing ourselves to 

put aside, at least for the moment, scenographic conventions 

and aesthetic assumptions that derive from our inheritance of 

picturesque practice. We must design new kinds of places, 

landscapes that body forth our understanding of the 

astonishing complexity, fragility, and beauty of the world and 

celebrate the new, more caring and loving relationship into 

which we wish to enter." (Howett, 1987, 11). 
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In addition to entering a new Post-Industrial Era, we, as 

a society, have also entered a new cultural era called 

postmodernism. It is not surprising that we are today 

searching for a new ideology to express contemporary society. 

One of the primary concerns of this new post-industrial 

society focuses on environmental issues. Since the 

environmental problems we face today are so closely tied to 

the excesses of industrialization and mechanization, we can no 

longer idolize the machine. This is an age where we are 

required to look at the larger picture. The notion of a 

democracy founded upon individual freedom must now become an 

expanded democracy of balance between individual freedom and 

social responsibility. 

So far, much of postmodern cultural expression has been 

reactionary. Best described as a movement, it has targeted 

the weaknesses of modernism and played off them rather than 

working from a unified ideological base of its own. However, 

postmodernism does challenge us to re-think and re-formulate 

ideological principles which are appropriate to the 

Post-Industrial Era. Fortunately, the landscape profession 

has already embraced the notion of global thinking and 

recognizes the importance of the context of site. It is also 

a profession which has already begun to play an important role 

in trying to bring solutions to the increasing numbers of 

environmental problems that we now face. One area of weakness 
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in the contemporary practice of landscape architecture is the 

non-recognition of landscape as an expressive art which can 

convey a deeper meaning beyond function and utility and add to 

the richness of human experience. 

As Alvin Toffler suggested, the Post-Industrial Age will 

become the age of synthesis. With this in mind, the landscape 

profession has an opportunity to unite its multi-disciplinary 

approach as Robert Leech explained in his article, "The First 

Dilemma". He suggested that since the beginning of the 

landscape profession in this country, there has been an 

ideological rift over what the purpose of landscape 

architecture really is. "Olmsted, the Yankee moralist, 

believed in landscape architecture's social value; Vaux, the 

English aesthete believed in its artistic value." (Leech, 

1987, 62). It was the strength of their union which forged 

the success of Central, Prospect, and other park designs. 

The landscape profession grew as a science during the 

modern period, but tended to fall behind in its artistic 

development. The task of the profession during the postmodern 

period will be to enhance its artistic expressiveness while 

keeping up with technology and social science. In this age of 

information and synthesis, it will be important to help 

organize and translate information and convey meanings through 

the landscape. 
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Limitations of This Study and suggested Research 

As with any research project, there are inherent 

limitations as well as numerous unanswered questions which 

suggest direction for further study. This thesis is based 

nearly exclusively on the writings of experts in various 

fields of academia. In recent years, the notion of an expert 

paradigm has received much criticism, and I acknowledge these 

limitations. 

The aim of my inquiry as to whether or not there is a 

postmodern movement in landscape architecture also poses the 

problem of accurately portraying contemporary times. "The 

historian, like every other man, is the creature of his time 

and draws from it both his powers and his weaknesses. By 

virtue of his calling he may survey a larger circle of events 

than his average contemporary, but this does not lift him out 

of his own historical setting." (Giedion, 1967, 6). This is 

not to say that it is only appropriate to study "dead" facts 

of the past. History is dynamic; it is not a collection of 

unchanging facts, but a process of changing interpretations of 

meanings. 

I believe that the strength of my thesis comes from its 

attempt to assimilate various points of view within the design 

professions and to relate the understanding of what is 

happening in the arts to what is happening in a larger 
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societal context. 

In researching this thesis, I was struck by the lack of 

hard data. Perhaps history lends itself more to subjective 

interpretation than objective inquiry. Some writers, such as 

Alvin Toffler in his book The Third Wave, did include hard 

data, thus making the points more convincing. Currently, many 

of the formal studies which address aesthetics and the 

landscape focus not on the built environment, but on 

undisturbed, natural scenery. 

I therefore suggest that the design professions make a 

concerted effort to take the pulse of the public's reaction 

toward new developments in design and substantiate this with 

formal studies. One such study might focus on the public's 

reaction to different stylistic expressions in gardens or 

buildings. Another topic may be to study the public's 

reaction to different ideologies within design. 

Today we rely heavily on the interpretations of experts 

rather than the users of our designs. We need to substantiate 

perceptions and insights with verifiable data. We need to 

bridge the gap which exists between "expert" opinion and the 

opinion of the ordinary person. 
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