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ABSTRACT

In this study of The Central Garden at the J. PaulyGathter was found evidence that
the Central Garden designed by Robert Irwin is a postmodern garden. Beginning with an
evaluation and description of the individual elements and conditions of the garden, the study then
explores the larger body of artisimork produced by Irwin. This investigation also extrapolates
how the ideas of modernism and postmodernism have been applied to past works of landscape
architecture. The precedents provide a basis for interpretation and analysis of the Central
Garden.

Direct observation of wvisitors at the Centr
success as a perceptual work of art. Evaluating the Central Garden by how it choreographs and
conditions individual perceptions is important in understanding the walpastmodern
garden. The J. Paul Getty Center is an ideal venue for a comparison between modern and
postmodern forms. At the center clear evidence can be seen of the contrasting ideologies
between the phenomenal and conditional concerns of Robertiintfie Central Garden and the
Euclidian timelessness expressed in Richard M

The Central Garden is a postmodern garden because it abandons classic geometric order
and presents instead a formal and organizatstnatture similar to what postmodern theorist
and architect Robert Venturi describes as a difficult whole. The garden displays an internally
coherent organizeon and an order not deriverbi the architecture. Irwin also recombined past
garden types o a new composition. The Central Garden does not present an artistic conception

to be translated by the user nor does the garden design imply a pure or universal form.



INTRODUCTION

The Central Garden at the J. Paul Getty Center in Los Angelgde onsidered a
postmodern gardenThis studyarglesfor the placement dhe Central Gardeas a postmodern
gardenwithin history. During the past decad@nceits public openingthe Central Gardehas
beencritiqued within the discipline of landscape argtture and garden histoby landscape
architects and historians, who specifically apply values and structures of modernidbue to
such limitedstricturesand within this frameworkhe Central Gardesubsequently was
pronounced &ailure, citing the gardets abandonmentf entrenchegtraditionalaxioms of
establishegbractices irhorticultureand landscape architecturFor example, veaxiom of
modernlandscape architectuoentersthatlandscapenust becomanextension of architecture
in theintegration of interior and exterior space¥et the Central Gardein its application of
structurerejects this predeterminatiohis study suggests thahaw set of criterianust be
embraced in order testablish success or failurelandscape pfects We are living in a
postmodern era, and &mlherego entrenched modernist criteria of evaluai®to ignore
contemporary culture.

However, idatifying problems and inadequaciefsan existing embedded language of
designand criticismis less cha#nging than proposing@olemicto a neweypostmoderndiom.
While essentially a critique dflodernism,Postmodernism does ndismissor rejectan
esteemed body of workut rathefformsan addition oanalternativeconceptionthat more
purelyrelaesto the worldof today We mustnotethd& i nst ei n asotnediages i ¢ s
Newtonian physicdnsteadE i n s tpleysics @wlutionizéthe contemporary world view of
histime. In the sameannerpostmodernismrather thartheantithesis of modernisiogically

continues and builds on tleentinuation or extensioof modernism.
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ChapterOnepresent a case study ohe Central Galen primarily providinga
descriptive and narrativeethod offoundation building for the chapters to follow. The case
study follows the methodologyor evaluating built landscapes established by Mark Francis
and adopted by theandscape Architecture Foundation, Washington D.C.

ChapterTwo discusssthe work of Robert Irwinobservigt he tr aj ect ory of
asapracticingpainterandlater,as a creator ddite-specificinstallations. By placingthe Central
Garden wi tddy ohwotkr wd hnabpst er Two provides a focus
exploration within the galen

The Central Garden is not, Bwin claims, thefirst modern gardenit is a postmodern
garden. Theroblemof historical placement lies imdiffering absorption, assimilatioand
practice of theonceptpresented by modernistoy the disciplines of art and landscape
architecture. Theycles ofvisual arts hag moved throughimpressionismexpressionism, ah
cubisn in this natural coursenany otheimportantdisciplines in vsual arts have evolved over
time. Modern landscape architecturascomparativelynovedthroughOlmsteadiarsccially
progressivé andscapes of the mid to | ate ndcalgt eent h
changedormalexpressionsf landscapes in the early to mid twentieth century, to Wa&tr
Walkerd e s ¢ r i He&arpommte Officé composed of fst generation modernist landscape
architects to thenulti-disciplinary and largescale planning efforts drawn frotine second
generation. Theisualartshave at its coreepresentatian Paint, canvasand bronzere flexible
mediumswhen compared to intigit permanencseenn works of landscape architecture
Emerging from necessity, the realities olygrnment agenciephysical space, and losigrm
projectsinvolving considerable amounts of monéxvecreated anore-abbreviateanodern

experimenthatis arguably secondany public servce. Within strikingly differenmediums



time framesand contex, the implications of modernisto art and landscag@chitecture
becomecorrespondingly diverse.

ChapterThreeaddresssthe theory and practice afodern landscape architecture
specificallyhighlightingthree projectsin order toextrapolatehe broader contexbf sogal and

culturalmodernismas formally applied tthe landscape. The chaptesigrdivided intoa triad:

progressreasonandtimelessnessThis sectiorbegins withaviewoP hi | i p Musdums on 6 s

of Modern Artsculpture garderiollowedbyJ ohnsonds i dentificati
Modern ArébaheKiubeged6s work at The,athe Nelon
Atkins Museum of Artfeatures characteristic modern approaches to the landscape the
precedence for which can be foundkin | enfluéngial modern landscaparchitecturenritings.

ChapterThree concludewith thework of Peter Walkerfoundat the Toyota Municipal
Museum of Art in Toyota CityJapanand a discussion &/alkeis exploration of landscape
minimalism. Theexamples of built works are necessarily narrowed to works of musanchs
solimit the scope o€hager Threeto include a similar @ntext andexpression, reflecting tse
of the Central Garden.

ChapterFour explores an emerging postmodern landscape architectalsdyrawing
on threesite-specific projectsn an effort to exposthe larger principles araffinities ofeach
project wth postmoderrtheory. It is too early in thgrogressiorof postmodernisnto draw
definitive contours aroungthat will be described as postmodern landscape architebistead,
this chapter draws on the foundations of postennism within other disciplesas amethodfor
making connections and comparisons e Central Garden.

Martha Schwartz 8Vhitehead Institute Splice Garden in Cambridgassachusetts

containsremnant ideaand affiliations with literary and architectural postmodernism.

on of
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Additionally,Ber nar d 3Selaorscioosly@astmodeproject at the Parc de la Villetig
analyzed in Chapter Four along withe competition enteis of thearchitect/philosopher
collabordion of EisenmenbDerrida Finally, Chapter~ourlooks at CharésJenckéGarden of
Speculationn Scotlandfollowed by ahighlight of Jenckéexpressive formal language of

complexity theory.
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Figure 1 Inside théBowl Garden

It maybe understood as axiomatic that a garden is a phenomenolegi&abdf art thesame
selfevident determinatioapplies to the idedeveloped byrwin of conditional art All work of
landscape architecture phenomenakvenmore so than architectur&urther, d landscape
architecturevork respongto a set of conditionsChapter Five describe howthe Central

Gar den, 4G sprfiieac i s e | yintehtiencanduappécatibrhokglitativei asd aesthetic



concernsn the Central Garden, as waka subvesionof qualitative concernghe nonrart
equivalent Irwin usesthe familiar context of the garden to express ideas of agimective art.
ChapterFive also synthesizgpreviousargumentgo illustrate vy the Central Garden is an

expression of postmodernism.



CHAPTER 1: A CASE STUDY
1.1 Context TheCentral Garden is tated within thel. PaulGetty Centein Los Angeles,
California surrounded by the foothills of the Santa Monica MountaBituatedbetween the
wealthy Brentwood neighborhood and getion of thel05 freewaywhich angles through the
Sepulvedd@ass, Th Getty Center is five milesorth and west of the UCLA campus and
approximately twenty miles north of the Los Angeles International Airport. Perhaps the most
striking condition of the setting is the panoramic view it afforiiee Getty Centasverlools the
Pacific Ocean to the west and downtown Los Angieleéke south and easPrior to
developmentThe Getty Center site was andeveloped hillsidehe firstbreak in thdong

sprawl along the Los Angeles basin

Figure 2 View from the Getty Cemtr looking toward the Pacific Ocean



Initially, development of th@4-acresite was opposeloly public groupsmost notablythe
Brentwood Homeowners Association. Aftarextensivepublic processwhich included
community meetings, press coveragred a legthy legal processhe conflict wasesolhed. By
means oh strictandconditional use permitssued by attorneys representing therBrood
Homeowners Associatiothe faur-year constructioprocesdegn. The Central Gardenow
occupies a ravine beeen two ridgelines whickerve as natural pedestal f@avilions designed

by Richard Meieythese pavilionsomprise the J. Paul Getty Center.

1.2 Site Analysis. The Santa Monica fothills supporta dry, chaparral environment with a
strong climactic nfluence from the Pacific Ocegnstseven miles west dhe Getty CenterA
mix of residentiaproperties and open spaos@undsthe site on the west andth undeveloped
hillsides accommodatinidpe constraints of steep slopeghe region serves asabitat for deer,
rabbits, hawksandlizards and therefore s not uncommon for a visitor to come irgiose
proximity to a buck andloeforaging for food Behind the tall white wallhatboundsthe service
road on the entry plazgpproachone can vieva section of the Getty Center that primarily
displaysrock outcropings, live oaks, manzanita, monkégwers,and deer grass. The natural
beautyof the site is stunning withgtsweeping viewand serenenative beautyln this section of

Los Angelessuch a vistas typically enjoyed by members of the exclusive neighborhood.

The Central Gardemesembling a large Y formationccupies what was formerly a
ravine between the bifurcating ridgd$e entire hilltopmoved in partswassubsequently
reformead during the construction and foundation process. As required by the conditional use
permit, many othe structures are below ground, waidrts of the Central Garden-structure,

above these concealed buildings. The J. Paul Getty Center attractoneanillion visitors per



year and employs several thousand people, affecting a considerable economic impact on the

region.

1.3 Project Background and History. J. Paul Getty was a legendary oil magbate
impossibly rich selfmade American capitalistGetty,dep i t e hi s f i nhadbeena | res
known f or bargaieéon tle\are madkét and his distaste for modemc hi t*dnct ur e. o
1973 J. Paul Getty endowed $24 million to establish the J. Paul Gettguvtuat what was then
knownasth€&et t y Ranch. Located in Mda7nilbutp Cal i f or
build and resembledn ancient Romastyle villa. The Malibu location has recently been
renovated and expanded and is now referred to as The Getty Villa. The collewiiohs
consist of ancient western classical art pieces. Several pieces within the Getty collections are the
subject of recent antiquities scandéleled by a Western European campaign to bring back
works of antiquities with questionable origins. RecentlyGlegty Trust has agreed to return two
of the pieces from its collection to Greece and 40 pieces to Italy.

It is important to understand the direct@assumed byhe Getty Trust in developing the
various programs which together form the J. Paul GettytuhestiDuring the architectural
planning for the J. Paul Getty Center, the varimasiches offhe Getty Institutevere
simultaneouslyeconceiveand programmedThis reconception of The Getty Institute informed
directionsfor the eventuallyconstructedrchitectural form.

The J. Paul Getty Institutmnsists okeveral branchesnder the direction of the J. Paul
Getty Trust. The Getty Center Museum was founded in,J®%3i gi nal |l y as fAa sho
Paul Gettyds ecl ect kandRomaneantiquitiescFoehch ferpitireandd o f G

decorative arts, and European-aica s t e r &Vithr64,000 sgjsare teet of new exhibition



space, the Museum collection has expanded to include photogEapbpeardrawings,
sculpture and illuminated mascripts.

Thelrwin Papers a collection of unpublished manuscripts, correspondeiaeings,
photographsand sketcheby atist Robert Irwin are housed in The Getty Research Institute for
the History of Art and the Humanitiggrotected by speciatlimate andalight-controlled
environment. The Research Institute is located on the western ridge of the site and resembles a
panopticon. Upon entering the building and obtaining a security badge, visitors to the Special
Collections Library then passiw a ramped walthatforms aninterior ringfor the columnar
shaped building. The circular ramp sandthendescendaround a central column skylight.
Psychologically, visitors become aware of being watched without knowing exactly who or what
is doing the watching. This embedded surveillance effect is an example of how the architecture
respondto the program. The Getty Research Institute provides support for scholars in the arts
and humanities through its research library, publications, lecexbiitions and an
international scholars program. The research library, in addition to the large collection of book
volumes, holds print collections, sketchbooks, photographs, drawings and archival collections of
architectural drawings and rare books.

The Getty Conservation Instituteldsat its core certairtonservation research aal$o
conducts field work to preserve cultural sights worldwatdditionally, the institute addsusly
and experimentatiom the conservation of its own works. The Cemnation Institute was
directly involved in the recent construction of The Fran and Ray Stark Sculpture Garden and
Terracewhich are new features withiha Getty Center Campus. Displayed within these new
named spaces and throughout the campus are impaortalern sculptural workscluding

artists Henry Moore, Alexander Calder, and Aristide Maillol. The Central Garden ingiatbd



layered visitor experiences, whighturnreflect the many interests of The Getty Institute. The

Getty Information Instute, The Getty Education Institute for the Arts, The Getty Grant Program
and the Getty Leadership Institute for Museum Manageraadtthe Program of Art on Film are

also funded by the J. Paul Getty Trushe institutesimilarly reflect the various antbmpound
interests of The Getty Institute. The Getty Center project §x@awa desire for the several

branches of the Getty Trust to be at a single location and to share proximity. The Central Garden
was developed to serve as a respite for workerwigitdrs to each of these institutions.

1.4 Genesis othe Central Garden Project. Originally imagined byarchitect Richard Meier as

a Roman amphitheater with a bisecting peristylecrailar pondto be viewed from an

overlook terrace, fie CentralGarden idea changedhen artist Robert Irwin was added as a
consultant to the design tear@onsequently he vision of the garden changedm an

expression subservient to the dominant order and form language of the architecture to an
autononous space wiih the campusohte Getty Cent er . Aln 1992, a
Me i erelimgmary concept for the Central Garden area, we concluded that we wanted to
introduce an overtly aesthetic dimenstorthegarden, to have it function aswork of art and

no only as a settling for the architecture. o

The program for the buildings evolved along with the architecture. Irwin recalls the
project brief as havingwagueprogram and that The Getty Trust was more interested in good
ideas tharn service of a prgram. In a correspondence from Kurt Forster, Director of The Getty
Research Institute, to Harold Williams, Richard Meier, and other Getty staff, Forester observes
that he could not formulate a progréon the Central Garden. According to Forester, a fanog
would be symbolicandassyshoul d arti cul ate the G@andy Cent e

that practical considerations and budget would have to be decided upon within a symbolic

1C



framework’ This memo from Forester expake sophisticated recogriti of the enduring
symbolic nature of the garden and anticipates the important place The Central Gautten w
hold within the continuum of history. This memo also marks a crucial point where the
dominating nature of the architectural form comes intotipresThe beginning othis

ideological conflicwasdramatized in the documentary mavieConcer t® of Wil | s. 0

Work on the Getty buildings wagell underway by the timgwin was invited to plan
and overee construction ohe Central Garden. Huge aumds of the hilltop site were moved in
1987 and construction of the lower parking facility had begun in;¥888dation work on the
Museum building began in 1992. Irwin was, as he redadisked by the Getty staff to go to war
with Meier. What was hagming at this time was that The Getty Center campus was becoming
too singularly Meierds building. Il rwin was b
architectureThe Getty Trustos sel ect i otmmakefthghrdewi n den

an expression of the multifaceted aspect of the Getty Trust and its institutions.

A letterwas senfrom Harold Williams to both Irwin and Meier during a series of
correspondencasn which Irwin and Meiewereopposing one anothéeadto-head theissues
concerned such mattersthg elevation of the terrace leyas well asexactly how and wheréé
Central Garden would meet the battered walls of &wdlipn terraces and courtyarddi | | i ams 6
| et t e rlfl weeedbdianponl viould resolvelte difference between the two of you by
cutting the b aAnotherrcorrespdndence from obert Ir@i5 th Richard Meier
reads, AP. S. I not i c egiddidindt gotunnaticed tha you havewe nt un

simply eliminatedthefor r adi al scul ptures | proposed for

1.5 Design, Development and DecisieMaking Process. Robert Irwin began his commission

at The Getty Center with a careful consideration of the existing circumstaithaeshich he had

11



torespondHowever | r wi n 0 s edframa taaitohal sita ahalyssrthat consielgr

data and quantifiable facts about the,stech as solar orientati@ndsoil conditions In fact,

Il rwinbds consi der ati on oriotonlyfoe cussiframethe witabat alspu al i t a
circumstances that would shape the decisiof®emade about the site. A predominate feature

that would affect his garden was the surrounding architedivinat was missing in the

architectural experience was intimacy. Imwrestled with how his garden could take a visitor

from the almost overwhelming and expansive nature of the architecture down to the intricacy of

a flower.

Figure 3. Flower etail at the ravine crossing

Al n my mindds eye elegastand tineless,leraesgsgeceandt r uct ur

ideal, from twaesr®Megbrbsl Wshdeag pitch to the

12



by 1993 after years of planning and after the foundation work had begun on the Museum,

Mei er 6 s vVvi si @minguoa singual. e avrehcg Wdsehler in his bdbk Getty
GardendescribedMe i er 6 s gavomekt rays @nd panor ama. 0 Mei er 6
held piece began to lose support among some of the Gettywdtafflesireda counterpunctual

elemento the project. Just as therereseveral individual voices withinhte Getty Institute,

therealsoneeded to be an expression of diversity in what was becoming Meier monolithic

architectureThe Central Garden presented an opportunity of giving formgeeipression.

Figure 4. Geometry and panorama can be seen in this view wil%lfieeeway in the
background

Me i e r Opsopokdd férthe Central Gardertluded a stepped watercourse running
along his established geometry of the Sepulveda Ra&ssla his earliessketches of the site

plan for he Getty Center, Richard Meier established what would become his sacred gedmetry

13



22.5 degrees, the difference between the angle of the 405 freeway through the Sepulveda Pass
and the grid of downtownds Angeles® Thistypeof abstract preciousness and strict adherence

to a mysterious 22.5 degree geometry, if takean smglelevel of philosophical regressetomes

absurd. A Dennis McGladePrinciple of Olin Partnershippinedin a recent interview Wéll,

something has to determine somethingcause we wanted a coherent composition. You make
design decisions based on I%ts of things, so

In a series of meetings preseagtdesign proposals through 1992 and 1,988ny
changs in the nature and shape of the garden surfaced. Evengulaiht of work was drawn
bet ween Meieros building and ,whiclewesdegignenr t i ng |
under the direction dDlin Partnershignd | r wi n 0 s . BE/elentef thdse d€casiond e n
assumeaclear, physical shape.

The point at which the water passes throug
down into an amphora and is delivered to Irwin is exaggeratedly (g&efigured). Irwin
calledtheampihr a @t bwewingrthie desidjias apersonab pi t e from Mei er .
refusal to Iline up with Meierbs est athmthacs hed ¢
grownbetween théwo professionalsConsequently e Getty staff establigila buffer zone
bet ween Meierds bat t e Meeduffevaohéxtenddamdhe baseof n 6 s g a
the wallsandoutwardinto the garden anddas becoma space heavily used by picnickers,
families and individuals taking a break from the museunhegiais.

Early i n the design process, Robert | rwiné
incorporate the pool Meier had proposed on the downhill side of the service road. Irwin wanted
visitors to directly experience the space rather than simptyk at t he pool from .

proposal, on the other hand, was similar to the Cactus GafdenCactus Garden is a circular

14



Figure 5 Mei er 6s amphora, |l rwinds urinal

bel vedere on axi s wi t;fhel@aciuseGaddanchonsias advisualg g e o me
conceitfor a gardenbecause no one except maintenance workegsactually access the cactus

garden. Originallythe garden proposal included an amphitheatre and water pondyiewesl

from a terrace level pestiyle bridge structure.ntluding the pool within the garden would

require the service road to arc out around the aitiside the perimeter of the pool.

Although tis planrequired permit modificationsthe changeailtimatelywould allow the
Central Grrden more room. At thgoint, the Central Garden clearly moved away from being a

stepped pedestal for the buildingise Central Gardeinstead became its own unified whole.

15



Havingdispenedwi t h fige omet oy land npdasn draasmka was t 0o cCr e:

presence witm the Central Garden.

Thusl r wi n6s proposal and subsequent construc
referencedabandoni ng Eucliddébs geometry altogether t
logic. Rather than the theatre at Delphi, Irwina@edt humani smdés answer to t
Delphi. No abstractedhtellectual conceit, no god translating the divine oracle; simply,

according to I rwin, fAthe wonder of human perc

The design proposal at this poaibsely resemblethe shape thahegarden would
eventuallyassume Irwi n dediminary plan, submitted in Marclof 1994 indicateda slightly
meandering path and stream aweries of stairs that follow the stream and cross it at one point.
The banks of the streawere sharply contoureand acontinuous row of trees followete
curve of the stream whichdeo the terrace leveat this pointhe stream passes undee
terrace spilling into the lower bowl. A path circtethe bowl and formedn embankment at the
lowest elevation.

Beginning at the northern and uppermost slope of the garden where the ridges open up to
the ravinewas the point at whichihe Central Garden would begand wherdMle i er 6 s ge omet
plaza withrunnel aligedwi t h t he 405 f r e e wa ythaethleedesgnvas Pr i me
stoppedandl r wi nd s e n tlanguage penniefact,f Meimer al ready sense
subversive aspect of Ilrwinbés concept-bwwn, for

argument against timeless permanence andatenities in favor of immediate presence and

almost delirious multiplicitg™® (see figures).

16



Figure6. View fromlowersection of thdBowl Garden

1.6 Role of Landscape Architect.Until September of 199&ndrew Spurlock of Spurldc
Porrier Landscap Architectgprovided Irwin with advisory help onhte Central Garden. Irwin
did not clealy understand the elevations of the site or tlogservice road might be realigned.
Spurlock helpdwith the coordination ofiecessarglementsuch assite drainge, balancing of
cut and fill andconstruction documentation. Thevin Papersdid not include extensive
construction drawings for the gardéut did support evidence afdesign/build nature to the
construction othe Central Garden. Spurlock produdedwtiful drawings of the proposal that
were presented to the Getty Truest well asearly grading and schematic planting plans. The
artist and landscape architect began building models as a way of conceptualizing the space.
Spurlock recalls Irwin hang difficulty understanding the sectional information of the site, as
well as the plant material. Irwin had no prior horticultural experience with pl&#s result,
the artist and landscape architect devettaplanguage for talking about plants besmthey
were not communicatintf. Spurlock and Irwin, along with Jim Duggan, a nurseryimiaed by
the Getty Trustor the Central Garden, installed a test nursery in Encinitas, Califdbuiggan
collected plantérom the nurseryo show to Irwin andherebydevelogda means of

communicawn. For Irwin, the horticulturists provided practical and experieptaat

17



knowledge For his partJrwin presented a new way of thinking Spurlock, ideaabout plants

based on qualities and interactipregher tha controlled predictability and ecology.

For the bowl garden, Irwin produced cubssgle drawingdo conceptualie the spatial
experience and interactions of plants withimested space. Typicallgircles or oblong shapes
are drawn to define plantingreagepresenting specific moment at a particular bloom cycle.
Clearly, Irwind ghoughts were natbout individual plantdbut aboutthe effects antheenergy

that would be produced nelativecombination.

A singularaspect of design developnteoverlooked in much of the discussion
surrounding the garders the loss of panorama from the Bowd&xd@en. Originallythe Irwin

garden included a bridge and overlook at the southernmost section of tiealdmvdge over the

re-emerging ravine. The Brentwood Homeowners argued that this new visual access would be in

violation of the conditi,thepelstylesidge fpreed asemi. I
transparent screen and the Brentwood Homeowdiénsot want Getty visitors to have visual

access into their property. Spurlock and Irwin tried to convince the homeowners that this
condition in the bowl was no different from anywhere else on the site, but were unsucgessful.
This section then becama ambankment and forced the view inward so the predominating view
was of the Getty Campuseen from the context of the gard&his broughta completely

different experience ém anywhere else within the center. Irwin desdatithes view as the

lynchpinof the entire centdsee figure &

The Americans with Disabilities Act (ADAyvas crucial in the development of garden
accessibility. Irwin had originally proposed a narrow path with intervals of stairs descending the
ravine. The plan provided ramp®ad) the perimeter of the garden and down into the bowl but

ADA wanted the stream experience to be accessible as well. Irwin and Spurlock initially fought
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the requirement by requesting ADA to reconsithet,theADA did not change their decision.

In respnse lrwin placed aswitchbackrampdiagonally arcing androssng the ravineseveral

times therebyrepladng the narrow path and stairs amtimately contributng significantly to

the success of the projedhs a result, many groups of people passdhgh the garden pushing a

stroller, wheelchair or utilizing a walkesind these®isitorsare able to fully enjoy the experience

of the garden. The subsidiary effect is that the ravine crossings yaamditompress the

perceptual experience, taking thsitor fromapanoramic view to intimate souscsmelk, and

visual details at each of the ravine crossings. The diagonal arch of the ramps also functions as
organizingelementsyhi ch fAtuned the experience of the ge
Septenber 2001theartistdescribes how he deali tcho niid i t iabtihmeaSktty Eanterp

becaus®f the pre-existingconditions his act as an artist was his response to the given
conditions. Al coul dndt keep tohlegwagtodealp sl ope

with that was to make this exaggerated path,

Irwin developed a hanesn appoach to this project. Buildindné Central Gardebecame
a design/build projecbecause of the tight construction sthel e and possi bly bec
limited constructiorexperience. As a tool for communicating witie Getty Trust, fullscale
mockups were constructed of the azalea maze and sections of the aavividl as a moekip
of the fountain. After the pliminary drawings were approved thetGetty Trust and the
Brentwood Homeowners, the design process focused on the test garden under the direction of
Jim Dugganandsearching for consultants and each craftsmho would eventually build the

gardeni.e.,the stone mason, the fountain designer, and the carpenter.

Irwin had fourteen consiants working under him. Hasited several quarries during

this time of the design developmelaoking for the right samples of stoneghe stones
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eventually choseweregreen chertrbm the California Gold Countygelectedor the boulders
at the head of the streaBtones namellontana Kennesawecamehe flanks of the
watercoursgcleancut slabs of Tennessee Blue Ridge sandst@sethe chosen expression in

store for the footpathswith carnelian granite for the terraces.

Visitors who enter the Central Garden from the ndrttvelalong a decomposed granite
path whichin turnfollows a zigzag route through a picturesque and carefully choreographed
artificial steam. The raised banks are planted with an exuberant combination of perennials
shrubsand annualsarranged not for traditional horticultural compatibilitibst for the sheer
intense pleasure of perception. Forming the contrived forest encloswansy of sycamore
trees Athe i mportance of those t0 eexspliai rhsowL yr
Tjomsland. Tjomsland, th@etty Grounds and Gardens manager, differentiates between the
sturdy, hardworking reliable Olin partnershidesgned landscapend the intensive effort and
ongoing nature of the Centr aland®Baactbreaispace " The i
and the breeze and light is built into that garden d i t d r'‘says Tjomslanc The o
path makes four crosgs of the streaneach time bringing the viewer from the broad scale of
the buildings to the intimate scale of a flower or the sound of the stream as it moves over and
under the rocks. The total effect is of a hypeal version of a forest stregseefigure 7).

The ravine flattens out onto a broad terrace with Parisian chairs and six rebar
bougainvillea arbors similar in scale and for
Wax building. The stream courses over a stepped waterfall, emptyong sthallow pool and

azal ea maze. From the terrace | evel , vi sitor
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Figure 7 Planting alonghe artificial stream bank

and reforms several traditional garden theraash as the English Garden traditidrGertrude

Jekyll, andtheformal French Parterre garden&s guests werlook the chadalike waterfall that

forms the northern boundary of the bowl,ythveew thewaterfallas it becomea retaining wall

for the terrace. To avoid vieabstructing guardils, stairs descend to a sunken platform at the

edge of the waterfglthusforming an edge from which to look down into the bowl and nzexk
outward,toward the Pacific Ocean

1.7 Maintenance and Management.Critical totheCentralGa r d e n 0 s aseawark obiarti o n

is the ongoing processne which r wi n descri bes .aBhisfuatorialat i ng t he
projectcontinues to be given a considerable amoutited and effortevena decadeafterits

opening Periodically the garden is evaluated bwin and agroup of staff and consultants
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including Tjomsland. During this curatorial procgsantsare evaluated for their success or
failure; the evaluation ibased not on horticultural parametdrnst rather in the interactions of
colorsandthelantunder I yi ng f or mal structure. byTjomslI :
virtue oft h e s t -o-dy haintedamce practics.

Tjomsland describes the Central Garden as challenging to maintain and requiring a
exceptionallyhigh amount of labr. This intense effort is financially supported it Getty
Trust aghe Central Gardeis consideredin ongoing and changing art pienet a typical
institutional garden. In fact, Tjomsland says that her crew prunes the sycamore trees that line the
ravine three to five times during the sumpnest to thin the leaves. This is somethislge says
with which she would not burden a typical landscape maintenance fureher, thispractice
would be economically irresponsible in other instances. 88ha poignantly observegst h e
importance of those trees is how they move light through the dgandéihow they function as

tree element®¥ in a landscape. 0

1.8 User/Use Analysis Visiting The Central Garden is unquestionably a pleasurable experience

butto ascertain whether or not it is working as a phenomenological worklmd@rtedifficult

at best. Antonia Bostrom, Getty Curator, recognizes that most people view The Central Garden

as a wonderful garden and not as a work of’ag8he also observeiat those who are familiar

with I rwinds work see it as arngtheCertrah€arded ogi c a
is viewedas a garden or as art, Tjomsland observes thay wiathe visitors who come thé

Getty Center come to experience thedga

1.9 Peer Reviews Critically, the Central Garden has taken a be&mg@st notably from The
American Society of Landscape Architects. Since the late 1D60svi n6s wor k has be

extremely difficult to interpret critically. After what was essditia covert MOMA installation
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in197Qa scrim and |l ight installation, the artist
was, it seemed, the le8sraowhadcefonenhiad amfd &aq
seeing the installationfarh e f i r st t i me iedtodike ¢he Workabutteterod , 0 and

sure what to make of it. Irwin said that although many artists and critics saw the MoMA piece,

no one wrote about or even talked to him about it until about a year later, scutptardRserra

told Irwin that t hé& andSerawantedtskndweviyhneim iacdgneh i m, o
the piece. When | rwinds Dot Paintings were s
idestroyedod by visitors tZMaseum visitorehadapparentyn v i e w
spit on the canvas and took knives and pens and attacked the content andrgedasivases.

Anot her example of a violent reaction to | rwi
Museum told Irwin that he mustiop doing what he was doing (paintings of lines and dots),

statingt h at Wwarkwasmu@Caristian and twAmerican.

More specifically relating tothe Central Garden, there has been a great divide between
the popular opinion of the gardamong the mdia. The LosAngeles Times, MetropoladArt
in Americahave all generally given the work favorable reviews. In contrasidscape
Architecturehas published three pieces enGetty Center with alternating indifference and
scathing criticism. The fat appeared in December 198¥ same month that the Ge@gnter
opened to the public. Thearticlat i t | ed fAWestern Ci,wasaby Jane Br
sweeping, grand survey of tiietty Centerfocusing on the Olirdesigned grounds and gardgens
asthe Central Garden was still under construction.

The second story appeared in the October 1998,i8s8eh o wd own at Sepul vec
written by JohrBeardsley. Beardsley identifidkde gardeés ambitionas one mearib evoke an

element of intimacy that wdacking inthe experience of the buildings. Bearddlegn
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classifial the Central Girden as extravagant and confusem@astiche of garden traditions.
According to Beardsleyj What makes this garden especially
can bea remarkable artist, capable of revealing the subtleties of light and the intricacies of visual
perception with t h& Inplcisinthiscommemis & prefefencenferahe s . 0
reductivist landscapes popular in the 1990s. Ché#&pewill argue the relevance of pastiche in
our pluralistic and multfaceted postmodern society. A similar take on the complexity of the
garden was made theDecember 2001 issue Abitare,referring to he Central Gardéns
combination osymbolsm fromseverahistoric gardenformsit o do a r e al gar den
one good ®lear idea. o

In the third review oflie Getty Center ihandscape Architectureyritten by Herrington
and Gelfandywho opined thathe Central Garden reseretla theme park and corpoeat
landscapeghusfurthering the agenda of higgnd entertainmentather thara challengeto
society The author®pinedt hat AArt takes ri sk&8®ThecBicseat ar't
continued by inferringhat when mpressionist artists used purpbedepict shadows, people saw
purple in the shadows on the stregtdthat consequentlyhis changed the way people saw the
world. The ceauthors claim the Getty Center makes no claim in the design tgehaman
perception. Perhapbkd ceauthors nesed the premisaf the Central Garden altogether

The Central Gardereflectsa conti nuati on of the argument
installationi On e Wa |l | orRvarkeat Streal io Venice, California. The piece was
conceived and installed prove to theLos Angeles Countivluseum of Contemporary Art board
members that a traditional museushedicated to collecting art objectgas not appropriate to the

changing nature of contemporary art.
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Il r wi nds ar gaftendbsttact Exgressidnigrarticould no longer be object
based and to continue collEnts ofobjects was absufd.| r wi n 6 s g aconimissiondds a s i

work of art in the contemporary reglmhere meaning is no longer filldxy objects but rather

held in the perceptual realm of thiewer.

Figure 8 The Central Garden

Herrington and Gel f assidnéstart ghangesthd woskeeisa how | m
best ashallow tired, modernist notion. Chapté&ive will elaborate on the postmodern view of
the artist and architect. Theovid after Impressionism was not a new plaParple had always
existed in the shadows, but what the arti$played was evidence that the col@salways
t her e. The pur s ujincludmgthe RentrakGatdend tadvaw oudtlse wo r k

assumptionsmade in perceiving
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In Studies in the History of Gardens & Designed Landscagrésistorian David
Marshall wot e , Al rwinbs design principles are the o
more empirical than this, being drivenbythesi and by the spectatoros
Pl atonic abstract i on salthougharteerialplmomgaptauseshieo obser v
gardento appears overworked and contriyélie garden makes perfect seegperientially.
From an eydevel experienceMarshall considers the arrangaméo be perfectly intelligible,

with the plants in the®viewerods perceptual fo

1.10 Criticism . The Getty Center is most often criticized for its perceived eljtisiplied by its
pristine hilltop locéion and described as a metaphor of cultuseng above and having no
relevance or connection to the gritty city of Los Angddelow. Specifically,lte Central Garden

is often criticized as overtly disregarditige cultural and ecological realitied the site. Where

the Central Garden fails in generating a stable ecology, the Olin Partreéesigped landscape
succeedsas arlingiOlaln haGetdyLentep ttemgntoasramdumt of thbught
was put into economies and things that juatiensense in terms of water use and natural

r e s o explairss Fjomsland. In January of 20€8|owing the pilot phase of the program,
the J. Paul Getty Center became the first LHED(existing building) Certified Facility in the
nation The Getty Cater facilities stafhow moves toward more sustainable practices.
Tjomsland considerie Getty Centetio be amonghe best delivered landscapeder
knowledge.The soils are compatible with the plantingsd there idittle overspray sincemuch

of the landscape is stgurface irrigated.Through use obiological controls and integrated pest
management practicabere are only a few insectmydnobiologicalvoiba condi ti on c al
by broadspectrum pesticide applications. Consequettiy CentraGarden with its diversity of

plant material izitally activewith butterflies, bees, birds, and lizards.
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The Getty staff continues to receive commérum those who feehie Central Garden
irresponsiblydeclines tdollow traditional horticultural pretices. Yetthe Central Garden is
neithera botanical gardenor an institutional gardehose types of comments angperfluous
to Irwin. The practice of landscape architecture carries the responsibility of human habgation a

well asenvironmental stgardship. Art itself carries none of these obligatiths.

1.11 Limitations . Several limitationsrepresentdatthe Central GardenThesiteis used by
Los Angeles residents asstrolling groungin much the way Europeans do tessaygiesttéor
peopk-watching Althoughthe garden is free and open to the puylthie fact remains that the
gardenis a privatelyheld institution andthusnot within an entely public realm. The Getty
Centermust be accessed by chus or foot to the tram levelisitors are then taken up the hill
in an electricdram. Due to theremote locationaccess is limited to thoseho can travel tdhe
garden The Central @rdenalsohas limitedstylistic application it cannot be replicateth a
public setting Lastly, he ongoingsuccess of the gardelepend on a continual influx of

money, resourcesand labor.

1.12 Generalized Features and LessonsAlready,the Central Garden has a tremendous impact
on gardeningparticularly in Southern Californi®eople take theonceptssea in the garden

and transfer thseconceptgo their home gardens. The Central Garden has introduced a demand
for new plants into the nursery tra@ead has generated support for an exuberant planting
aesthetic which is similar to contempor&uyropean gardening trendslowever,lrwin argues

that the solutions presented la¢ tCentral Garden are only applicable to its particular context

with its budget, climate, users, and all conditions that makeagpatiden. Whathe Central

Garden evokes an awareness of quality and presence.

27



Rather tharfocusing on predictable obje@sn d a desi gner s concept.i
arguedor primaryattention in the design attenditgthe phenomenological and sensory
experience of space. The Central @ardlso poses a challenge to the modernist axiom of
landscape aanextension of architecturdn juxtaposition to this realm of thoughihe Central

Gardendynamicallycreates and generates its own internal energy.

1.13 Future Issues/Plans The gardens essentially a work in progredbereforat is unclear
who will becomecurator when Irwin no longeverseeshetask A considerable amount of data
is being collected on the plants used in the garden. At some theicuatorial process will

evolve intohistorical preservatigrbased on the records détailedmeetings with Irwin.

Ri chard Meierodés building has a rsamei onal i st
critics to the Acropolis in Athenslue to the architecturaénse of processippemanenceand
order . Me | repleté withsbquende dnd fragngignhancehe splendid vistas of the
hilltop site. Yet where Meier proposed a replica of the theater at Défphihe gardenlrwin

built the oracle.

1.14 Project Information.

PROJECT NAME: The Central Garden
LOCATION: Los Angeles, California
DATE DESIGNED/PLANNED: June 1992

CONSTRUCTION COMPLETED: November 1997
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SIZE: 134,000 square feet

ARTIST: Robert Irwin

LANDSCAPE ARCHITECT: Spurlock Poiridrandscape Architects, Sandgo California,
Andrew Spurlock

CLIENT/DEVELOPER: The Getty Trust

ARCHITECTS: Richard Meier &artners

HORTICULTURIST: Jim Duggan

ARBORIST: Barry Coate
ENGINEERS: Levine/Seegel Associates Consulting Engineers, RBA Partners, Inc Civil

Engineers, Rodrt Englekirk Consulting Structural Engineers

FOUNTAIN DESIGNER Waterscape Technologies, Charles Schardt
IRRIGATION DESIGNER Lance Sweeney Consultants

LIGHTING DESINGER Robert Irwin

CONSTRUCTION: Dinwiddie Construction and Valley Crest

MANAGED BY: Stephen Rountree, Director, Operations and Planning, Richard Naranjo
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CHAPTER 2: THE WORK OF ROBERT IRWIN

The work of contemporary artist Robert Irwin is particularly relevant to the practice of
landscape architecture. Not so muchin styleorteckniqo r even i n the produc
of art, but rather in the trajectory of inquiry. His explorationwhlan perception offers quality
ascounterbalance to the professional demands of measured predictability and stability. Irwin
places particularalue in his question#s teacherhe has influenced an entire generation of
artists. Art historians have placed him at the helm of what has become known as the California
light and space movemenY.et his influence within the field of landscape architee will
emerge from his worksThese worksverlap into the disciplines of architecture and landscape
architecturewhile simultaneously posingurely artistic inquiries into the wonder of human
perceptionphenomenological grandconditional art.

This chapter presents a brief history of Ir
overarching questions guiding his atitt practice. Irwin considefss work in landscape and
buildings to be an opportunity to explore different contexts foatistic works®* Building the
Central Gardeshouldnot be seen as a moment where Irexchangeshe hat of an artigor the
hatof a garden designer. RathédretCentral Gardenmustben si der ed wi t hin the
oeuvre
2.1 Background. Irwin was lorn in Long Beach, Californjan 1928 and spent his youthLos
Angeles in the 1930s and 1940swin spent summers working as a lifeguard and earning prize
money as a swing dancer. Apparently, he also spent much of his time chasing giveskand
Afcherryo the many car s t hatoeshotsegmdosreflectstteed as a
environmental conditionsxpected t@roduce a persona that the influential art dealer Irving

Bl um describes as fextr aoddsiamyane ihbvgevarmbi t i ous,
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e n c o un¥ gwineremembersisyouthas an erpermeated by a freewheeling attitude and
a world full of opportunity and choices. Irwin experienced an exceptional amount of freedom as
a young adult. Whiléis seeming carefregouthdoes not align withhe frequentlyascetic
discipline of his artistic practice,alfreewheeling life experienced in his youth accounts more
f or licomoclasrtasd hiscalm relaxed California dispositigmogether withthe fastidious
and techital prowess displadin his art across mediums. Some criatmpt toconnect the
West Coast influence his art For examplein a recent artist roundtable discussion at the Los
Angeles County Museum of Contemporary,Aichael Govarattempted t@onneclt r wi n 0 s
earlywork on cars to his early disc paintintjsirwin quickly denies any psychoanalyzing of his
work in favor of the direct experiential read.

At a young agglrwin showed an easy facility with drawing and won prizes in art
competitions.His charcoal drawing of a soldier won first prize in a military competition in the
early 1950s. Irwin also began painting seascajgeyg few of which survive Irwin destroyed
much of his earliest work and was notorious for not allowing his work tthb®graphed.
Essentially his work has always been® Aabout o
|l rwinds early figurative drawings and paintin
relatives and accousitor technical successYetlrwin himself believes his education as an artist
began later in lifeafter attending Los Angeles Art Institute; Otis from1948%60, Jepson in
1951, and Chouinard from 19521 9 5 4 . Il rwinds aesthetic develo
producing figuratived astactexpressionisstyles oncanvas, to his line, daand disc paintings.
In 197Q he sold the contents of his studio because as he saw it, he could no longer continue to

align his artistic work with his questignse feltno justification to simplymaking objects.
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|l rwinds 2007 sol o exhi bi,fiWhaisAfraidlfBluPYeibw Redal | er y
continues this same artistic line of inquiry.
In the late 195Qdrwin became associated with the Ferus Gallery in Los Angéteis
Blum waslrwind first tieto New York City thedominate nexufor modern art. Prior tthe
FerusGallery | r winds early artistic devel opment was
Bengston and Craig Kauffmani Los Angeles At that time abstract expressionism was
absorbeby what has bresicoCalfensacsr i bed as A
The insularity and naiveté of their West Coast situation allowed a few West Coast
artists to see the New York abstract expressionist achievement freshly. Just as the
original abstract expremnists flowering in the late forties had been possible in
New York because of the fresh manner i n wh
Jackson Pollock, Mark Rothko, Barnett Newman, Franz Kline, Robert
Motherwelbwere able to confront and transcend thehmn stylized aesthetics
of the European surrealists and cubists of the previous generation, so ten years
later a group of even more rustic Californians were better able to appreciate the
true significance ofhar achievement than where the second generation artists
who were living right there in New York, where abstract expressionism had
begun in the meantime to o0ssifg). into a sty
At this same timglrwin toured Europe frequening museums and wailkg the streets. Walking
solo until dawn, Irwin slept a bit and began walking again. During his visits to Paris,
Amsterdam, Florencand other European centers of Western culteebsorbed the high art
tradition. In those museuwisits, heassimilatedhe imagery and techniqu@nce he absorbed
theseinto his sensibility, he subsequently dismissed patrimony all togeilfigi. the exception
of al buta few,the artistvermeerwasone exceptionlrwin eschewedhe Renaissance @imigh

traditions as pr edothifreranassimjlatioh bnd cathartic digméssaof i n g s

the high tradition of European ahtwin begarto rely on his own eye and artistic sensibt
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Curiously, | r Gvanad Towrs ended in a kind oéZ state on the Spanish Mediterranean island
of Ibiza. Remote and barren, this became the context where Irwinbegamfip | ugo hi ms el |
from culture in general. On the islaoflibiza, Irwinhad no books or televisioRkor eight
months| r w iomydisman contacts were transactions of commerce with the fishermen or
farmers. At this pointrwin developed a pattern of takiig and emptyingput his art school
education, his early art works, and art history itself.
Duringand afted r wi n 6 s E uhe prpdeiedworks af arjrsteowing his workat
the Felix Landau Gallery in Los Angeles. Even though Irwin gtbwith some success at the
prestigious galleryhe spent most of his time at the shoestring collaborative of Ferus. The Ferus
group included thse who have become important contemporary aréisth afRichard
Diebenkorn and Clyfford Still. Afterlrm 6 s f dimanssihow at the Felix Landau Gallging
recal |l s,whiOneceydwm mi ght get |l ucky enogbh to ge
mean, just that kind of straight focus which happened at that critical point. And know that
everything 16d beer doing wasndt worth shit.o
While I rwinbés career has taken a strikingl
associations withlsstract expressionist paintehss time at Feruprojectedan early influence on
his work. Whilelrwin wasnot completely initiated into this group ofiats until Irving Blum
tookthe gallery in the late 1950s and retained Irwin as one of his seveinetes artists. At
this time in the early sixties, Blum pronedithe Los Angeles art scenéfter several years
Blum returnedo New York without developingnyserious art collecting in Los Angeles. Blum

is a prominent fixture in the New York art vidtoday.
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Irwin was disturbed with how his Abstract Expressionist works shown at Ferus were
interpreted by criticdrwin did not accept how his work wagscribeé by his criticswhat Irwin
refersto as beind R o r s ¢ tbeeferhing tb ¢he ink blot test used by psychologists to help
evoke Freudiaiike unconscious connectiofS.Irwin felt thatthe ambition of Abstract
Expressionismvasto empty the canvas of pictorial logic and meaniirgvin wasbaffled by
those who comiued to ascribe meaning to abstract expressionist works.
2.2 Lines. Irwin began painting canvases a monochrome color and thee@bpgpfizontal lines
to the canvas as a way of eliminating what he considerbdunnecessary gestures. For
exampleGeor gi a 00 Ke e f,fiLight Gomingeoh the Ptaimd bhisrii vi rt ual |y abs
but still recognizable (in the division between sky and earth) as land&tegee figured). In
contrast Irwin wanted that whicltouldnotb e fir e ad 0 a wenas aneticroftre tartisv e or
processas i n the work of Jackson Poll ock. AThe w
coming into question, that it was indeed precisely the abstract expressionist project to fulfill
cubismbés initial haeambhitibdbncoéal cdl sapethgohs be
(Weschler p. 55)

The line paintings, which Irwin painstakingly produced by spending days and weeks
looking at the paintings, making only a slight modification to the line and then going through the
sdf-imposed rigorous process again. Irwin produced only ten paintings between 1962 and 1964,
which were essentially an exploration in the physical laws of nature as they apply to the project
of painting on a canvas. The horizontal lines were moved slightand down in waythat
were perceptually attuned to their placement. The subject became the physical properties as

experienced perceptually by the viewer, who at that time was only the artist himself,
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Figure 9Ge o r g i dffe. ilighK@ming on th@lains|Il,01917.
aslrwin had begun to isolate himselbm social connections. The canvas would be off an inch

or two of a mathematicalgquare canvas. In a similar manreex the Greeks implied perceptual

order by slightly varying the dimensionstoue mathematical ordé?. This type of implied
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rather than geometrically described order can be seen in the ringsaifyhath in he Central

Garden(see figurel0).

~

7 Bowl Gavdel, \\\|

Figure 10 Plan view ofhe Central Garden

Irwin was ultimately dissatigfd with his early line paintings because, even

though he had reduced the canvas image to a few lines on a monochrome ground, they seemed to

be fiabouto the | ines and the interaction betw
painting t Matbowad wl camdétt hben g . Weschler describ
being transitional ithey are now addressing t
physics, are not about the play of heshasrer fi ci a

relationships of the three or four primary aspects of existence in the world:-ifbeimg, for
exampl e, s p a é%eThepaintingp weee sransitioreng away from any possible
articulate read relating to figure and ground and were idstea@xperiential process held by the

viewer. This same tactile, experiential qualgyvhat Irwin was creating ifmé Central Garden.
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For I rwin the garden iIis not about water, or h
geomet ry, untan pgerseptivraandthetexperiéntial process of moving through space.

The garden as medium has thrown off many of his followers and many landscape architects,
because they have become familiar and comfort
has been predominately of a minimalist style. While Antonia Bostrom, Getty Curator of

scul pture and decorative arts concedes, fAMost

garden with an* Umnlerstaadihg the site cgmenissioneoieraf art from the

context of Ilrwinds artistic inquiry is essent

As with most of I rwinds work since the 196
vi ewer 0s participation. Whil e Abstract Expre
andt al ked about compositionally, I rwinds | ine ¢

operate in such a way that the energy and power of the piece can only be experienced directly.

No image is recalled or transferable through another medium. This ithesdsyis so little
documentation of I rwinds wor k.

2.3 Dotsand DisksAf t er Il rwinbés |l ine drawings, came hi s
shape of the fAcanvaso was beginning to bring
paintings were series of canvasses where sroalbred dots were painted acareful grid

patternalternating rd and green dots so the datgually cancelled each other out when held in

view. This interaction of color created an energy and vibration in the paintingi One of t he
things that painters all along have known is that you build energy by the interaction between
things, that one and one dondét make t wo, but

These perceptual interactions are applied to his wotthe garden. For example, the 1@@nge
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margin of thephormiumplant glows when placed against the yelgmeen and blugreen of the

surrounding foliage and as it captures the sunli¢dee figurell)

Figure 11 Where the orange foliage andflows gl ow i n I rwinbés garden
what Joseph Albers deibes as simultaneous contfast

Whil e working on his disk paintings, in 19
other artists was being shown at the Sao Paulo Biennial. Whileever went to see the
exhibition, he learned that two of his paintings had been destroyed within the first day of the
show. l rwin recalls, fApeople attacked t hem,
them, they spit oaalltwaseomthem when ttiay god dack;kt rooked like h
Coca Cola. And they marked them all up, not just one person, apparently, but a number, because
there were all t“ lensnés still unteftanrwayrthe pepptesnt Saa Pawo. 0

reactedltat way to his work, but he guesses that the paintings must have angered people as an
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