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aura Wood Roper notes in her 1973 biog-raphy of Frederick Law Olmsted that the1890s were years of "staggering reverses"
for the profession of landscape architecture. Pio-
neers such as Frederick Law Olmsted and
H. W. S. Cleveland retired from practice, while
the untimely deaths of Henry S. Codman and
Charles Eliot diminished the next generation. t
But it was also during this period that a body of
theory and technical expertise was developed
and became the basis for training landscape
architects. What had been a practice, in other
words, matured into a profession. And much of
this transition is documented in the pages of
Garden and Forest.
Garden and Forest, published from 1888

through 1897, benefited from an extraordinary
group of editors and contributors who saw it
as their best forum for shaping the profession
of landscape architecture. Correspondents
included (besides Olmsted, Cleveland, Eliot,
and Codman) Beatrix Jones (later Farrand),
Samuel B. Parsons, Charles H. Lowrie, Frank A.
Waugh, O. C. Simonds, Warren H. Manning,
Harold A. Caparn, Wilhelm Miller, J. C.
Olmsted-all leading practitioners of the day.
Eliot and Codman described European land-
scapes seen during the travels that had been
part of their apprenticeship. Others discussed
specific aspects of techmque and practice, for
example, "The Treatment of Slopes and Banks"
(J. C. Olmsted), "Park Construction" (Cleve-
land), and "The Garden in Relation to the
House" (Farrand).z The editors Charles Sprague
Sargent and William A. Stiles published descrip-
tions of showcase projects including the Boston
Metropolitan Parks, the World’s Columbian
Exposition in Chicago, and Biltmore, as well as
plans of smaller but typical residences and gar-
dens.3 In an era before a professional organiza-
tion or academic instruction existed in the field
of landscape architecture, Garden and Forest
took on aspects of both.
The magazine did all this, of course, while

also promoting scientific forestry, botany, horti-
culture, city planning, and scenic preservation;

indeed, numerous professions trace their early
development in part to the influence of Garden
and Forest. But landscape architecture, which
aspired to combine planning and design on
many scales, enjoyed a special status in the
magazine and influenced its editorial structure.
Landscape architecture was not limited to the
"planting of flower-beds and of ornamental
shrubs," the Garden and Forest editors asserted
in 1897, but was a "broad and catholic art ... as
useful in the preservation of the Yosemite Val-
ley or the scenery of Niagara as it is in planning
a pastoral park or the grounds about a country
house."4 Descriptions like these summarized
not only the ambitions of landscape architects,
but also the editorial goals of Garden and For-
est. It was the emphasis on landscape architec-
ture, Stiles felt, that distinguished Garden and
Forest from "any other garden paper."’ Stiles
and Sargent published articles on horticulture
and "country place" design alongside calls for
the "Preservation of Natural Scenery" from sub-
urban Boston to the Sierra Nevada.b In the edi-
torial tradition of Loudon and Downing, readers
were urged to expand the aesthetic sensibilities
developed in their own gardens and to become
advocates for better management of the larger
landscape, especially of public parks and forests.

If the practice of landscape architecture
offered conceptual unity to Garden and Forest,
the magazine in turn helped define the emerging
theory of the profession. This was largely due
to the contributions of the art historian and
critic Mariana Gnswold (Mrs. Schuyler) Van
Rensselaer, who contributed a total of almost 50
articles beginning with a seven-part series on
"Landscape Gardening" in 1888. Already an
established art critic, Van Rensselaer became
intrigued with landscape architecture through
her friendship with the elder Olmsted. In her
Garden and Forest articles, she set out to define
landscape architecture as "landscape art,"
which, after architecture, sculpture, and paint-
ing, constituted the "fourth art" of design.’ To
Olmsted’s great satisfaction, she helped estab-
lish the professional status of landscape archi-
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A VIEW IN CENTRAL PARK.

HE view on this page is taken from a point in the Ramble m the CentralTPark of this city, looking southward, and including a portion of the Ter-
race. Of course, it is much more than a picture of the Terrace, but it clearly
shows how much this bit of architecture adds to the composition. The distant
horizon line of trees has an attractiveness of its own. Nearer by are the upper
Terrace lines contrasting with the masses of foliage above them. Below these
are the open arches with deeper shadows, then the lower lines of the Terrace,
the lake shore and the passage of water separatmg more distinctly the extreme
distance from the middle distance. All these, with the lines of the shrubbery
about the little lawn, mark the successive planes of the composition and help
to bring out the gradations of light and shadow. In the Park the observer would
enjoy in addition the ever varymg tmts of the sky which would also be
reflected in the water, while he could look up to and into the leafy framework
in the foreground forever without exhausting its interest. The illustration is a
good example of what can be accomplished by framing in a distant object with
foliage, so as to make a complete and consistent picture, and there is no rea-
son why such planting as it shows should be confined to public parks. Many a
lawn could be made the foreground of a picture quite as attractive, and it could
be graded and planted so as to emphasize the interest and increase the
pictorial effect of some important object, natural or artificial, and trees could
be disposed about it so as to concentrate the attention which would otherwise
be distracted by surrounding objects.

[Garden and Forest 1 (1888): 30]
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tects by defining their practice as a fine art,
unlike the craft or trade of gardening.8
Continuing this essentially Reptonian dis-

course, Van Rensselaer distinguished landscape
art from the other fine arts by observing that it
"uses the same materials as nature herself."9
The landscape gardener (her preferred term)
"takes from nature not only his models but his
materials and his methods." This "partnership
with Nature" might seem to limit the artist’s
opportunity for self expression, a necessary
quality of true art. But like the painter or the
sculptor, the landscape gardener observes nature
and "re-unites her scattered excellences" in
artistic compositions that express the whole-
ness and umty that nature possesses but rarely
reveals in a single place or view. Nature always
provides "vitality, light, atmosphere," she

concluded, and especially "what no other artist
ever gets-perfection in details." But "composi-
tion... is the chief thing in art ... and the land-
scape gardener’s compositions are and must be
his own."’o
Van Rensselaer’s contributions in Garden and

Forest made her a foremost landscape theorist of
her day, and her ideas would be taught to genera-
tions of American landscape architects." If

many of her discussions of nature and art would
not seem out of place in the late eighteenth cen-
tury, to a remarkable degree they also antici-
pated some of today’s debates in the fields of
landscape design and planning. Van Rensselaer
deplored the naive tendency to assume that
rural scenery was "natural," for example, when
it was usually the (often unintended) product of
generations of cultivation and management.
Nature and art were rarely mutually exclusive
m the landscape. Sargent and Stiles adopted this
theme and criticized the excessive veneration
of what was assumed to be natural or "wild"
because it had led to the neglect of "that part of
the landscape which is necessarily not wild-
the landscape of our daily lives-the humanized
scenery of the earth." In words that resonate

today, they regretted the tendency of people to
travel "in search of the picturesque while what
might be the picturesqueness of their own
neighborhood is unperceived or destroyed."’z
Throughout the pages of Garden and Forest,

simplistic distinctions between what is
"nature" and what is "art" were condemned, as
were dogmatic preferences for either the "natu-

ral" or the "formal" styles in garden design.l3
"Landscape art" encompassed both spheres,
which is why it offered a unique means for
improving a broad range of public and private
environments, from vacation villas to city plans
and from municipal parks to national reserva-
tions. Landscape art was necessary in all these
designs because without it they could never
achieve the unity inherent in great artistic

compositions. The "true artist" planned
landscapes-from gardens to entire cities-by
first analyzing and recognizing the "characteris-
tic and salient aspects of the place," in order to
"work in harmony with them instead of coming
into conflict with nature."!4
Garden and Forest was dedicated to advanc-

ing landscape design as a compositional "art,"
inspired by the greater composition and unity of
"nature" and intended to integrate human soci-
ety into the larger, natural environment. Land-
scape architecture was seen as the profession
that would supply the necessary artists. But
landscape art was not for art’s sake alone. In an
editorial reflecting the sentiments of the elder
Olmsted (as was often the case), Sargent and
Stiles state that "true art is not the servant of
some temporary fashion, but something that is
to endure, and must, therefore, have a perma-
nent basis in the necessities and aspirations of
human life."’s I

Among contemporary landscape projects,
therefore, none received more attention in the
pages of Garden and Forest than the Metropoli-
tan Park Commission’s system of suburban

parks around Boston. Charles Eliot, who first
proposed the system in an 1890 letter to Garden
and Forest, was praised as an example of the
"true artist" needed to successfully direct such
a project.’~ But the deaths of both Eliot and
Stiles in 1897, followed soon by the demise of
Garden and Forest, marked the end of one era
and the beginning of another. Within three
years, landscape architects had established their
own professional organization, the American
Society of Landscape Architects ~1899/, and
instituted the first academic program in the
field, at Harvard University (1900). The profes-
sion flourished, bolstered by a growing market
for "country place" residential design. Whether
Garden and Forest’s ideals of "landscape art"
survived as well in the new century, however, is
an open question.
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THE FIELD OF LANDSCAPE-ART.

E are constantly asked whether the profes-W sion of landscape-gardening offers a promis-
ing field for young men who are looking for some
calling in life which will be useful and remunera-
tive. We have always felt obliged to reply that there
is comparatively small demand for the counsel of
landscape-gardeners in this country ... The preva-
lent idea is that his work is chiefly ornamental and
that his province is to do about the same thing for
the surroundings of a house that the decorative
artist does for its interior when he selects the furni-

ture, rugs and hangings and decided upon color-
schemes and the like. That is, after an architect has
built a house, it is considered proper to call in a
landscape-gardener to plant some ornamental trees
and shrubs about it and lay out paths and flower-
beds in order to beautify the grounds.... In fact, the
beauty of the scene, which includes both the house
and the grounds, should grow up from the general
design and framework of the house and grounds as a
place where all the varied necessities of the family
in the way of health and happiness and home life are
the first thmgs considered....

All this means that a landscape-gardener ought to
be much more than a mere decorative planter. The
successful designing of public parks or of private
grounds for daily occupation means first of all the
study of human wants-the necessities of men and
women and children of various circumstances and
conditions. A good artist must be primarily a man of
sound judgment and he should have a cultivated
mind, wide sympathies and catholic tastes. Reading
and travel and scholarship can do for the designer in
landscape all that they can accomplish for the archi-
tect. A man may be able to mass a shrubbery effec-
tively or arrange a border of herbaceous plants with
skill and yet not have a particle of that profounder
art which was seen in the grouping of the great
buildings at the Columbian Exposition, and the
planning of that Court of Honor which was the
crowning artistic success of Mr. Olmsted’s life. This
view of the case contemplates an ideal that is rarely
attained, and it is because the work of real artists in
this line is rarely seen and still more rarely appreci-
ated that the very existence of such an art is practi-
cally ignored or denied....

[Editorial. Garden and Forest 10 (1897): 161] ]


