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A b s t r A c t
Artists think differently. They challenge the practical and apply their ideas to the contemporary world creating many journeys 
and excitement along the way. Without them, the world would have remained flat and as unique as black and white. 
This thesis investigation is grounded in phenomenological theories of aesthetics proposed by Maurice Merleau-Ponty and John 
Dewey, the artistic approach of Jackson Pollock and Yves Klein, and my own perceptions of the process of creating art. The 
objective is to apply aesthetic concepts and principles derived from these sources to the practice of golf course architecture and 
expand the way we view and play in our golf course environment. 

Golf, unlike any other sport, is carried out over an area of awarded luck and encouraged misfortune that also happens to be a 
living environment. Without question, no two courses are alike. Nor is any hole on any course ever the same. Nor is any hole, 
even if played the very next day, going to relinquish the same experience. Daily tee and hole locations make for an infinite 
number of configurations; as does wind, the temperature, the condition of the grass or the suddenly drooping branches of a once 
upright tree. However, not all courses reach their potential and capitalize on the environments possibilities and the perception 
of those experiencing it. Some course designers simply place holes in a pattern to reach desired numbers of par and yardage 
in order to fulfill a requirement. With the unrelenting expense of land and the continued awareness of negative development 
impacts, the art of golf course architecture could be viewed a bit differently. By incorporating the attitude of an artist such as 
Jackson Pollock, or the mentality of a psychologist such as Merleau-Ponty, and revealing the possibilities of the subconscious, 
the golf course architect’s design can do more than give shape to space. 

Blacksburg Country Club, located in Ellett Valley just outside of the town of Blacksburg, Virginia serves as a case study site 
for this design investigation. The intent of the thesis is to develop a design that addresses the technicalities of golf course archi-
tecture and the history of the profession while creating a piece of ‘art in nature’ that touches all the senses – the gateway to the 
soul. There just happens to be a game inside.
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“The only people for me are the mad ones, the ones who are mad to live, mad to talk, mad to be saved, desirous of everything at 
the same time, the ones who never yawn or say a commonplace thing, but burn, burn, burn like fabulous roman candles explod-
ing like spiders across the stars and in the middle you see the blue center light pop and everybody goes ‘Awww’!”
      - Jack Kerouac, On the Road, 1985

i n t r o d u c t i o n  -  the critic in me
 Being creative has always been a strong part of my life. Not just being creative, but unique with creative qualities along 
the way. When I look at art, I see it through different eyes than most. My mind goes directly to the physicality of the work. The 
physicality of the artist’s involvement with materials and their work intrigues me to the core. What were they thinking? What 
were their thoughts? What were their discoveries? Why did they do that, and not this? What were their intentions, if any at all? 
There are many different dimensions in which I see a piece of artwork. Some art is intended to look at, some art is intended to 
touch, some art is intended to feel, and some is intended to experience. When I create art, the boundaries need to be stretched. 
Without this element the excitement is sheltered within the design itself.  I see art as a physical process; without a process, it is 
not art. I want it to reach out and touch the individual experiencing it, beyond their pupils, and within their conscious. To me, 
this is art.
 
 For the purpose of this study, I have chosen to challenge the process of my artistic thoughts in golf course design and 
attempt to provoke some aesthetic emotion along the way. Aesthetics are commonly interpreted visually, not experientially or 
phenomenological. This lack of understanding of this definition is what creates a boundary many landscape architects have 
to eliminate in becoming artists. Art and landscape architecture, in my opinion go hand-in-hand. Golf course design is no ex-
ception. The game of golf is itself an art form, this is not being denied. However, the canvas on which it is played is too often 
sheltered. I feel that with artistic imagination and powerful gestures, the human experience on a golf course can be profound. 
Under the influences of artistic expression and contemplation, and inspirations from the phenomenological theories of aesthet-
ics, doing more than giving shape to space, I plan to give possibilities of vision, movement and the scope of actual perception 
to the human realm of golf. 
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A r t - the process of
 Abstract Expressionism has always fascinated me and is an artistic style that I have researched most. Basic to most Ab-
stract Expressionist painting were the attention paid to surface qualities, i.e.: the use of huge canvases; the adoption of an ap-
proach to space in which all parts of the canvas played an equally vital role in the work; the harnessing of accidents that oc-
curred during the process of painting; the glorification of the act of painting itself as a means of visual communication; and the 
attempt to transfer pure emotion directly onto the canvas.
 
 Artist Clifford Ross, in an interview with A.M. Homes about his recent book Wave Music, presented a statement that re-
ally put it into perspective for me. 

 “Artists will shake the cage, pushing the limits of their medium until it bends or breaks to fit their own needs. 
 Right now a lot of artists are experimenting with photography. What shape will it take next? Sometimes 
 people think artists are just trying to be avant-garde for the sake of being avant-garde. But the tradition of 
 pushing against limitations goes back to the cave drawings in Lascaux. Charcoal and colored dirt were their 
 media, their “technology” if you will. The Lascaux artists were thinking: what else can I do with a piece of 
 charcoal? What else can I do with red clay?” (Holmes, 2005) 

 I like to feel that this is an explanation of what I attempt to experience in my own artwork. I like to push the envelope, 
go outside the box, be bold, be bright, stand out and see what happens, then capitalize on the positive outcomes. The sequence 
of feelings that are stacked upon one another through this process is something that I call art.  It is these feelings that link the 
object to my soul and produces an emotion not only within me, but someone else as well. This emotional response is a desired 
effect that I try to reach in all of my work. Not everyone will react the same, but a dialogue of emotions will result; in essence 
determining the success of the piece.

Jackson Pollock, painter (1912-1956) 
 Pollock was the only one of his kind. With the beginning of the Industrial Revolution in the second half of the 19th cen-
tury, new art styles and movements appeared and disappeared at an increasingly fast pace - thus reflecting the growing rate of 
changes in our society. During the many Art Movements, impressionism, fauvism, expressionism, art nouveau, art deco, cub-
ism, surrealism, abstract, and pop art, Pollock was educated under highly regarded Thomas Benton. He taught Pollock to be 
creative, yet stick to the painting styles of his predecessors. Rather than using one of the traditional styles of painting with oil 
base paint, brushes, and canvas on easel, Pollock is most known for breaking the traditions. He would lay out large canvases 
directly onto the floor and use typical household paints directly out of the can. He would occasionally use a brush, but most 
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often a stick to direct the paint onto the canvas. For one of their many art reviews, Possibilities, Harold Rosenburg and Robert 
Motherwell recorded a statement from the artist. Pollock went into unaccustomed detail, describing the techniques that he used:

 “My painting does not come from the easel. I hardly ever stretch my canvas before painting. I prefer to tack 
 the unstretched canvas to the hard wall or the floor. I need the resistance of a hard surface. On the floor I am
 more at ease. I feel nearer, more a part of the painting, since this way I can walk around it, work from the 
 four sides and literally be in the painting. This is akin to the method of the Indian sand painters of the West.”
 (Landau, 1989)

  As one of the most scrutinized artists of all time, his paintings have been described as chaotic, absolute lack of harmony, 
complete lack of structural organization, and total absence of technique (Landau, 1983). Perhaps this is what intrigued so many 
to critique and attempt to understand his thought process. For me it hits home, maybe for different reasons than most, but the 
uniqueness of his paintings set him apart from many, and that is what reeled me in.
 
 The first time I saw one of Pollock’s paintings, I was obtaining my undergraduate degree, a BFA in Art from The Uni-
versity of Iowa. My very first visit to The University of Iowa Museum of Art, I saw it. I was in complete awe; it just happened 
to be one of his most famous paintings, 
the Mural. At the time I had no idea 
who Jackson Pollock was, let alone the 
magnitude of what was in front of me. It 
was enormous, breathtaking, messy, yet 
perfect. It was the largest painting that I 
had looked at in great detail. Sure I had 
been to museums and seen paintings of 
this scale, but paid them no attention. 
The size was roughly eight feet tall by 
twenty feet long. Standing next to it, 
it engulfed me from all directions, yet 
standing far away, it had the same affect. 
I found myself wandering into the paint-
ing and it felt as if I became the artist. I 
withheld touching the canvas, but at that 
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Fig. 1.1: Jackson Pollock’s Mural 1943. (source: Landau, E.G. (1989). Jack-
son Pollock)
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exact moment I could feel the movement of Pollock’s body throughout the creation of this masterpiece. At no other time had a 
two dimensional piece of art touched me this way. I was sold. From that moment on, my artwork changed.

 The Mural was a commissioned project given to Pollock by highly regarded art collector and gallery owner Peggy Gug-
genheim. At the same time Miss Guggenheim agreed to give Pollock his first solo exhibition and to offer him a monthly con-
tract, she also commissioned him to decorate the front foyer of the duplex apartment on East Sixty-First Street in Manhattan 
that she shared with writer Kenneth McPherson. Marcel Duchamp wisely suggested that Jackson’s mural be painted on canvas 
rather than directly on the wall so it could be moved and shown elsewhere (Landau, 2005). Thankfully to Mr. Duchamp, I got 
to see the painting! Pollock had never received a commission before and had no real experience organizing a composition that 
large. Nearly a year after he began receiving the money from Miss Guggenheim, he still had made no progress except for ille-
gally removing one of the walls in his apartment to accommodate the scale of the canvas. It is rumored that Pollock sat on a keg 
for months, paralyzed next to the canvas, thinking about the painting before he began. Then all in one night, it happened; it was 
complete. 

 This painting demonstrates with great clarity the beginnings of a transition in the artist’s mind. Bolstered perhaps by 
his experience with the project, he began to move more definitely away from dependence on therapeutic sources, combined 
with the innovations of modern European art, to a rapidly increasing self reliance (Landau, 2005). There is an equal stress on 
all parts of the canvas, with loosely delineated forms rendered in black outline evenly distributed from edge to edge. Although 
nonrepresentational, these lines definitely suggest motions of the human body, and the viewer’s reaction to each is elicited 
through identification of arabesque movement. (Vanderoe and Karmel, 1999) In the horizontally oriented format of Mural, one 
is lead to visualize not only the lateral progression of the ‘figures’ across the canvas, but also the movements of the artist in the 
process of creating them. Pollock may have been enabled to bring the tortured prelude to this work to a close remembering, 
then radically updating, Benton’s physicality when faced with the task of filling a huge space. Pollock seems to have attacked 
this composition with a frenzy of inspiration. Like the Indian shamans he admired, he meditated first, and then moved rapidly 
into action (Landau, 2005). Despite having given himself over to the moment, Pollock apparently had the presence of mind to 
remember his teacher’s ideas concerning the decorative potential of linear rhythm. Benton’s lesson that dynamic visual move-
ment could be created by rotating curves around verticals was obviously permanently in Pollock’s brain; his use of Bentonian 
principles in Mural was propelled, however, by a wildness and vigor purely his own (Polcari, AM 1979).

 Another painting of Pollock’s that I would like to mention is Shimmering Substance 1946. For this piece too shows the 
traits that Pollock uses in his creation of emotion onto a canvas. The configuration of this canvas comprises almost identical 
pale, short arcing strokes which smother a barely visible darker under-layer of pigment. As is also apparent in some of his other 
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paintings, small opaque shapes peer out from behind the semi-
circular jabbings generated by repeated rotations of Pollock’s 
wrist. When you take a step back from the painting there 
appears to be a large golden circle at the center; this circle 
seems to move in front of the other strokes and to hover in 
ambiguous space. Oddly reminiscent of some of the very late 
works of the French Impressionist Claude Monet (works to 
which Pollock would have had at the time absolutely no ac-
cess), Shimmering Substance evokes in its curving rhythms, 
its texture, and gleaming coloration the illusion of midday in 
summer, when extreme heat can cause an almost supernatural 
luminescence and retinal diffusion (Landau, 2005). The sense 
of mystery that informed Pollock’s relationship to nature is 
readily apparent in Shimmering Substance (Rose, PR 1980). 
In 1969 Lee Krasner, Pollock’s widow, perhaps pinpointed 
its origin in a strange reminiscence of her husband she told to 
B.H Friedman: “The only time I heard Jackson use the word 
landscape in connection with his own work was one morning 
before going to the studio, when he said, ‘I saw a landscape 
the likes of which no human being could have seen.” (Fried-
man, 1969)

 “When I am in my painting, I’m not aware of what I’m doing. It is only after a sort of ‘get acquainted’ 
 period that I see what I have been about. I have no fears about making changes, destroying the image, etc., 
 because the painting has a life of its own. I try to let it come through. It is only when I lose contact with the 
 painting that the result is a mess. Otherwise there is pure harmony, an easy give and take, and the painting 
 comes out well.”(Landau, 2005, Varnedoe and Karmel, 1999)     

 A conclusion of the 1989 book titled Jackson Pollock, written by Ellen G. Landau, stated that “In a stunning reprise of 
the role earlier played by Picasso, during the past three decades most ambitious artists have been united in their perception that 
in order to make their own mark, Jackson Pollock is the major figure whose achievements they must either extend or defy.” She 
goes on to discuss that since his death Pollock has been admired, by not only painters, but sculptors, dancers, poets, and musi-
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Fig. 1.2: Jackson Pollock’s Shimmering Substance 1946. 
(source: Landau, E.G. (1989). Jackson Pollock)
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cians, for characteristics that all through his life he tried to overcome. They view him as both an “embodiment and a vindica-
tion” of their attempt to freely express their own energies and actions without negative repercussion. 
Peter Schjeldahl, in one of his reviews of Pollock termed him an “American Prometheus who stole the school of Paris’s fire,”1  
appropriately summarizing the assessment of a number of previous critics and art historians, as well as Pollock’s own aspira-
tions. That from the very beginning of his career his favorite painting was Orozco’s Prometheus adds to the mythic truth of the 
ultimate fulfillment of Pollock’s destiny. 
 
 Jackson Pollock defines what I as an artist believe to be the purpose of design. He didn’t create pictorial images for the 
viewer to encounter; he created an experience for the viewer to feel an emotion within themselves. His paintings were more 
than something to hang on a wall, they were created to enter your soul and awaken your inner self into the present. 

1 Peter Schjeldahl, in his review, “’Les Drippings’ in Paris: The Jackson Pollock Retrospective,” The Village Voice, February 10-16, 1982, pp. 94-95, termed Pollock an “Ameri-
can Prometheus who stole the school of Paris’s fire.” 
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Figs. 1.3-1.5: Jackson Pollock in action. By photographer Hans Namuth 1950. (source: Landau, E.G. (1989). Jackson Pollock)
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Yves Klein, painter/sculptor/performer (1928 - 1962)
 Klein had a fascination with using fire as a medium that could be considered extraordinary. Yves Klein was not a com-
plex or deep thinker and never strove to be one.  His objective was quite simple, his message embodied in the utter plainness of 
his works and the simplicity of their fabrication.  Klein’s activities were meant to encourage and celebrate the powers of the hu-
man imagination. His 1961 exhibition, at the Museum Haus Lange in Krefeld, Germany, sparked his interest in tracing the pres-
ence of fire which lead him to produce his series of fire paintings and prints. The Krefeld exhibition entitled Yves Klein: Mono-
chrome und Feuer (Monochrome and Fire) had a wide range of his work; perhaps the most notable of all was the installation of 
his Fire Sculpture and Wall of Fire on the museums lawn. Fire Sculpture consisted of two large columns of flame that shot up 
from the ground into the air measuring about three meters. With Wall of Fire, fifty Bunsen burners in a grid-like pattern were 
set upon their side so that their rosette-like flames created a vertical wall of fire (Stich, 1994). At the exhibitions opening, Klein 
arranged for the fire display to be lit while guests gathered around. Burning side by side, the display illuminated the night. This 
left those who witnessed the fire spectacle with “Prometheus and Empedocles complexes: attraction, repulsion, bedazzlement, 
and apprehension.” The fire creates attraction, where bedazzlement is an effect of its warm brilliancy, whereas repulsion and 
apprehension are brought on by its potential to harm and destroy (Restany, 1992). This analogous discussion of Prometheus 
comes to the forefront again as with that of Pollock, tying them both as being a provider of an invaluable source. The creative 
and destructive energy that fire makes combined with the warmth and comfort it produces makes Klein’s fascination with the 
medium understandable. Once the Krefeld exhibition was complete, Klein took imprints of Fire Sculpture and Wall of Fire by 
holding compressed board to the flames for a short moment. Depending on the intensity of the flame, the fire left a smoke in-
fused ambience, a scorch figuration, a black density, a charred residue, and a crackling veneer with scarring splotches (Stich, 
1994). This began his most famous studies of fire paintings that he is most known for. 

 He continued his fire painting at the Testing Centre of Gaz de France. In keeping with flamboyant and exuberant charac-
ter with the element of chance, Klein got permission to use the facilities and fulfill his dream to achieve collaboration between 
art and science (Stich, 1994). The importance of this collaboration was that it allowed him to solidify what he was striving for: 
“…to record the presence of absence, the mark of life.” (Restany, 1992) Working at the Testing Centre allowed him the liberty 
to experiment with the fire medium and different canvas materials. With the use of a flame thrower, water and Swedish com-
pressed board, engineered to burn at a slower rate than normal cardboard, Klein had the ability to regulate the burning process 
to his desires. Through his experimenting, he developed three approaches to the burning process that enabled him to control 
the effect the fire had on the compressed board. The first approach produced markings that appeared like clouds; “…the flames 
trace took on cottony and informal contours.” (Restany, 1992) His Second approach created a muted version of Pollock’s drip-
ping technique. The surface showed a shadow like resemblance of the water in splashes and spurts. His third approach allowed 
the spill traces of water to be imprinted onto the compressed board; this too similar to that of Pollock. He too was attempting to 
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produce an emotion that other painters 
had neglected. To ‘record the presence of 
absence’ with an object to be observed, 
not only depicts an artful image, but al-
lows an experience beyond the visual.  

 Klein began to experiment with 
the combination of paint and his new 
medium of fire. The fire-color paint-
ings that he created were done by either 
painting the compressed board first then 
exposing it to the flame, or he would 
paint the board after the burning process, 
emphasizing certain fire markings. He 
also used nude models to imprint the 
human figure, but used water instead 

of paint. He would spray the model with water, who would then press her body against the compressed board, after which he 
would immediately burn the imprint of water left behind. This process created some of his most critical of his work, as he was 
attempting to directly connect to the nuclear age in which he was living. The image he was producing was an attempt to resem-
ble the victims ‘shadow’ directly resulting from the nuclear blast of Hiroshima that affected him early in his career. Taking the 
past and floating it into the mind of the observer with the use of fire, was an astonishing feat that challenged the art worlds’ pallets.   

 Klein’s work intrigues the viewer into grasping the process of his creation, and then challenges them to think about the 
moment they are experiencing. His fire paintings seem to be an exploration of what lies behind, beneath and beyond the surface 
of material; the spiritual. The meaning of his work lies in the process or the event, rather than in the art itself. Through it, he 
revealed his immense fascination of spirituality at his disposal. He uses fire, one of the four major elements of life, to demon-
strate the ‘presence of absence.’ He uncovers what is unseen by the eyes, untouched by the hand, yet felt by the human soul. 
Klein made observable, the flicker of time that life expresses itself in. Ultimately, Klein’s life is a grand expression of the sheer 
beauty of human existence and the mind that is capable of fueling that existence when given full reign.  What I enjoy most 
about Klein, is that his art forces us to fold our attention back upon ourselves. With that, comes an invaluable lesson to me as a 
landscape architect; the space between observer and environment is none, for they are all equal in every position. 
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Fig. 1.6: Yves Klein’s Pienture feu couleur sans titre (FC1) 1961. (source: 
Restany, P. (1992). Yves Klein: Fire at the Heart of the Void)
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A e s t h e t i c s  - ApproAch
 In order to successfully translate my approach of supplementing these forms of art (both mental and physical) into the 
landscape, there are a few things that need to be clarified. 

 French landscape architect Bernard Lassus stated in Between Landscape Architecture and Land Art, by Udo Weilacher, 
“Art and landscape architecture are the same thing for me. There is no difference. The problem that many landscape architects 
have is that they lack any training in aesthetics. They don’t know what an invention is; in order to understand the nature of in-
vention, you need training in aesthetics.” (Weilacher, 1999)
 
 There are three models of aesthetic experience: the contemplative model, the active model, and the participatory model. 
The contemplative model identifies the art object as separate and distinct from whatever surrounds it, isolated from the rest of 
life. The active model states that there is a relationship between the art object and the space in which it is located, but a sure dif-
ference between how it is seen objectively and how it is perceived. And the participatory model is a combination of the previ-
ous two, expanding onto the active model. This states that the object is continuous with the environment in which it is set; there 
is no separation between them (Berleant, 2005). 

 Aesthetics, as a discipline, holds a bond with its origin in the eighteenth century, when it was named the ‘science of sen-
sory knowledge’. There have been numerous additions to this sensory base over time, but it is important to reaffirm the central 
place that sense perception holds in aesthetic experience, for the senses are essential and indeed central to the study of art and 
natural beauty (Berleant, 2002). The problematic concern with most landscape architects is that aesthetic perception is usually 
described in visual terms; we are given not an aesthetic experience but an aesthetic appearance. 

 The active model of aesthetic experience stresses recognition that the objective world of classical science is not the expe-
riential world of human perceiver. The phenomenological aesthetics of Maurice Merleau-Ponty explained that there is a sharp 
difference between space as it is presumably held to be objectively and the perception of that space. Perception starts with the 
body as here is the primary reference point from which all spatial coordinates must be derived. Thus the perceived object is 
grasped in the relation to the space of the perceiver (Merleau-Ponty, 1962). Space is not, as it was for Descartes, a ‘network of 
relations between objects’ that can be seen from the outside by an impartial viewer. “It is rather, a space reckoned starting from 
me as the zero point or degree zero of spatiality. I do not see it according to its exterior envelope; I live in it from inside; I am 
immersed in it. After all, the world is all around me, not in front of me.” (Merleau-Ponty, 1964) 

 In one of Lassus’s contemporary works, Walk in the Bend of the Aradin, he made a documented walk along the Aradin 
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River, taking photographs and recording text to supplement his experience of shifts and progress along the riverbed. 
 
 “At certain moments, diverse choices are posed. Here I prefer a more linear progress, chopped by 
 vertical ruptures, there are more horizontal, though extremely sinuous, course. Compared to those 
 of a walk through town, these movements have length and depth at the same time. Each step 
 combines the two dimensions in varying proportions and can even be interchanged…From the 
 obscure depths of the water of the basin steadily emerge, from all sides, rock, sand, and gravel, 
 and then the flow and its fine surface, sliding across these accumulations, recopying their 
 forms.”(Lassus, 1998)

 This is an excellent example in understanding the relevance of the experience of motion in the space of a landscape. The 
observer of the landscape (Lassus) is taking the role of the artist. He is creating an aesthetic experience within himself. Within 
aesthetic experience, tensions, and oppositions are synthesized. Tensions, resistances, and obstacles to movement are converted 
into material for fresh episodes, with the result that the whole unfolds as if growing in a purposeful direction. Material in one 
section seems to open onto that of the next: “Every successive part flows freely, without seam…and dead centers. …there are 
pauses…, but they punctuate and define the quality of movement.” What is begun is carried forward until reaching a culmina-
tion (Dewey, 1934).

 When referring to the great philosopher John Dewey’s thought process towards aesthetics, Joseph Kupfer writes, 
“…there is empirical reason to think that art is continuous with everyday life, because ordinary life is replete with aesthetic 
qualities.”(Kupfer, 2003) Whether we are walking in a stream, repairing an automobile, playing a game of golf, or carrying on a 
conversation with a class-mate, our everyday activities can themselves be aesthetically rewarding. Works of art differ from ev-
eryday life only in that our interactions with them consistently show more of the defining features of aesthetic experience. Until 
one thinks of life as an aesthetic experience, this will continue to be so. 

 A wonderful example of aesthetic experience within the human landscape, J.B. Jackson has described Grand Central Sta-
tion Terminal in New York City exquisitely. He states “…a conspicuous example of a rich and almost completely satisfactory 
sensory experience…one passes through a marvelous sequence; emerging in a dense, slow-moving crowd from the dark, cool, 
low-ceilinged platform, he suddenly enters the immense concourse…almost every sense is stimulated and flattered; even pos-
ture and gait are momentarily improved.” (Jackson, 1996)

 Kupfer when discussing the aesthetic experience in art distinguishes three objects: the work of art; the performance of the 
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work of art; and the aesthetic object. These objects are, respectively: physical, phenomenal, and phenomenological. The work 
of art exists independent of any particular performance of it. The center of attention of this experience is the aesthetic object. 
Created within experience, the aesthetic object is distinct from but dependant upon the work of art and some performance of it 
(Kupfer, 2003).

 Dewey remarks, “Art celebrates with peculiar intensity the moments in which the past reinforces the present and in 
which the future is a quickening of what now is.” (Dewey, 1934)
 
 The differing opinions of what a work of art is itself a considerable debate and I will offer my own simple account for 
explanatory purposes. A work of art is typically a physical object such as a painting or sculpture, a document or design of an 
architectural element, earthworks, a photograph or image, or text that the artist leaves us. It is his or her creation, the result of 
working material and transforming it into a publicly available object, whatever scale that may be. This account is sometimes 
referred to as the plastic arts.  The physical completeness of this ‘plastic work’ can mislead us into thinking that the physical 
object is identical to the aesthetic object; that it is the subject of appreciation. Nevertheless, even the plastic arts must be per-
formed. It is just that their performance tend to be more subtle and less noticeable than the performance such as temporal arts as 
music and dance. But we perform paintings, sculptures, and buildings by deciding where to place them as well as how to per-
ceive them. The viewer then becomes the performer. How well or poorly the particular building functions in human experience 
as an aesthetic object is often shaped by this sort of performative decision (Kupfer, 2003).
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Fig. 1.7: Sketched diagram of phenomenological experience 
of art. (source: S. Rundall)



  The work of art is the physical (or mental) object that the artist gives to the world. It ranges from the paint on canvas, a 
government building, a score in music, to written text. The physical object is ‘performed’ by a second tier of artists such as mu-
sicians and museum curators, or by members of an audience such as perceivers of paintings or readers of novels (Kupfer, 2003, 
Dewey, 1934). When the work of art is performed, the audience is able to perceive a phenomenal object, one that possesses 
sensible properties, some or all of which the work of art itself does not possess. The phenomenal object enters into an aesthetic 
experience through the audience’s receptive and active participation. The aesthetic object thereby created is a phenomenologi-
cal object (Kupfer, 2003).

 When a phenomenal object such as a series of shapes on a canvas, is perceived as a man walking on water within the 
overall composition of the painting, an aesthetic object has emerged. The phenomenal object is transformed or has become the 
material for a phenomenological object; an object of attention or interest that is invested with meaning. The meaning is neither 
exclusively subjective nor objective, but both (Kupfer, 2003, Dewey 1934, Merleau-Ponty, 1962).

 Just as particular works of art can be performed differently on different occasions, even by the same performers, so 
too can our aesthetic experience of a performed work vary. Personal artistic experiences can also shape how we interact with 
performances of works of art. Moving through an Arnold Palmer golf course may enable us to appreciate shifts in perception 
and playability that golf courses designed by other architects may not. What is distinctive about our interaction with perfor-
mances of artworks is the freedom that we enjoy when so engaged. Aesthetic freedom, moreover, is not simply permitted; it is 
demanded. Our active participation is needed to create an aesthetic object; otherwise we merely perceive the work of art or its 
performance-the phenomenal object (Merleau-Ponty, 1964). Because the parts of the aesthetic object do not stand in any single 
determinate relationship, we are called upon to freely arrange the parts or aspects of the phenomenal object and articulate a phe-
nomenological object that is complete in itself (Kupfer, 2003).

 So, all of this discussion is fine when you are just making a piece of art. Or as I have been asked before by a professor, 
“…what is it that you are doing besides creating a neat landscape?” Picture on my desk a pile of carefully proportioned colored 
glass that completely draws you in, but is merely an interesting, pleasing design. The making of useful objects, on the other 
hand, is governed by the need to fulfill a purpose. The practical end enters into the concept by which the object is defined and 
for which it exists. Depending on whether it succeeds or fails to fit the function at hand, a household blender is correct or incor-
rect, and there are techniques specifying ways to attain a correct result. But, there is more than technique that is needed to bring 
about an aesthetic object. When creating a successful landscape, the design has to be conceptually planned in a pleasing way 
and yet functional at the same time, attaining a specified yet varied performance. 
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 An individual is actively responsible for aesthetic experience in their lives in three different ways: first, when in the 
course of everyday activities, such as a conversation at work, the various aesthetic moments of experience happily converge 
with specific intensity. We mark off and remember that particular meeting or business lunch because it is so rich in aesthetic 
features. Secondly, non-artists are called upon to perform all manner of art-works. By walking around and through buildings, 
we perform works of architecture. Through choice of location and lighting we perform paintings, photographs, and sculpture in 
our home or workplace. Last, everyday life also presents opportunities for the non-artist to make works of art. Folk art is en-
demic to human culture everywhere. Ordinary people make up stories and poems, improvise their own dances and songs, and 
express their artistic talent in craftsmanship and decoration of personal places. Whether throwing pots, weaving rugs, or build-
ing their homes, people we would not usually classify as artists create artworks (Kupfer, 2003). 

 The same is true for the game of golf. All golfers are responsible for their aesthetic experience while on the golf course. 
The conversation that they have with their fellow players or their caddy takes on its own intensity and form. Each and every 
style of swing or rhythm of play can be considered an art form. Lastly, folklore is definitely a part of the game of golf, with the 
stories of how well one shot that day or when the “…do you remember when’s?” start flying around like mosquitoes. And I 
have to mention that the way we all dress on the course, the carts we drive, or the club covers we carry can certainly turn heads 
as well. These are just the simple things that are easily pointed out, but the aesthetic experience goes even deeper than this.
First and foremost, as golf course architect, Forrest Richardson repeatedly states in many of his writings, “Aesthetics last for-
ever; good or bad.” Aesthetics are not just about the components of the golf site, but also about how they relate to the surround-
ings. They begin at the minute detail and go as far away as the views across valleys, mountain ranges, and oceans (Richardson, 
2002). And, one of the most important things to remember when it comes to golf course design is that aesthetics are highly 
subjective. What is pleasing to one person may not be to another; the best projects are those created by an artist and not a com-
mittee that must try to please everyone. 

 When we reestablish union with the environment in the face of new conflicts and unanticipated opposition, our experi-
ence is aesthetic (Kupfer, 2003). Changing the obstacles that we are presented with into our own material of satisfaction brings 
about a juxtaposition of past, future and the present into a modified moment or conclusion. Adapting to new circumstances, for 
example, requires a balance between what we do and what we undergo. Being faced with an awkward lie on the golf course 
requires you to search your memory of past obstacles faced, and what the outcome may or may not have been. Or having a 
consistently bad scoring round; sometimes you are faced with a decision of how to react, again affecting your experience. Our 
perception of a situation’s details must be informed by imagined possibilities for action, but actions have to be monitored for, 
and then adapted to, their perceived effects (Kupfer, 2003).  
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 The structure of aesthetic experience is not an unchallengeable thing or a Kantian belief of certainty. But it captures and 
concentrates the response human beings repeatedly find effective in their interactions with their work and one another. The rela-
tionship between the structure of aesthetic experience and successful living explains why Dewey believes that aesthetic experi-
ence is central to all human assessment. “To aesthetic experience, then, the philosopher must go to understand what experience 
is.” (Dewey, 1934 ) It becomes more than an observation of, or participation with, but rather something lived throughout.   
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Figs. 1.8-1.10: Sketchbook images of aesthetic experience explorations. (source: S. Rundall)



t h e  l A n d s c A p e  -  or environmentAl Art
 In “Eye and Mind,” Merleau-Ponty directs these ideas to the perceptual experience of painting. Things are an elongation 
of the body, “they are encrusted into its flesh.” Thus a blending takes place between the seeing and the seen. “I do not fix it in 
its place…it is more accurate to say that I see according to it, or with it, than I see it.” (Merleau-Ponty, 1964) Both our under-
standing and our perception of space, then, have changed and become fused. From being thought of as an absolute independent 
medium know in itself alone, space has been transformed into a condition that includes the perceiver as a constituent (Berleant, 
1997). One of the better written descriptions of the continuity of pictorial and environmental experience was written by Henry 
James in The Ambassadors. 

 “He had taken the train…to a station…to give the whole day…to that French ruralism…through the 
 little oblong window of a picture frame. He could thrill a little at the chance of seeing something 
 somewhere that would remind him of a certain small Lambinet that had charmed him, long years 
 before, at a Boston dealer’s on Tremont Street….The train pulled up just at the right spot…The 
 oblong gilt frame disposed its enclosing lines; the poplars and willows, the reeds and river…fell into 
 a composition, full of felicity, within them; the sky was silver and turquoise and varnish; the village 
 on the left was white and the church on the right was grey; it was all there, in short…it was what he 
 wanted: it was Tremont Street, it was France, it was Lambinet. Moreover, he was freely walking 
 about in it. He did this last, for an hour, to his heart’s content, making for the shady woody horizon 
 and boring so deep into his impression and his idleness that he might fairly have got through them 
 again and reached the maroon colored wall of the dealer.” (James, 1960)

 This description is more an involvement in landscape as painting rather than in painting as landscape. However, we enter 
the landscape to find ourselves in a painting in quite the same way as we discover the landscape in a painting. What is be-
ing discussed is not so much and act of imagination but as perception. A serpentine road or river does more than organize the 
landscape and provide visual interest and variety. It does even more than serve to draw the eye into the painting. As a path, it 
becomes the occasion for the perceptual movement of the living body into the landscape. The road beckons a viewer the same 
way that a spoken word commands our attention and a question compels an answer (Berleant, 2005). Artistic license was not 
the justification of Cézanne’s claim that a picture contains within itself even the smell of the landscape; it was his conviction 
that through the effective use of pictorial qualities a painting creates the total sensory field of experience. 

 Taking the complete field of senses and adopting the notion of participatory perception with landscape painting, by re-
garding the space of the painting as identical with that of the viewer, we place ourselves on the same horizontal plane as that of 
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the foreground or the painting. In Salo-
mon van Ruysdael’s Country Road; what 
is an unexceptional rural scene from a 
distance, opens up to accept the viewer 
as we move closer to the painting. As 
if traveling down the road depicted, we 
notice the small herd of cows in the fore-
ground moving toward us, the horsemen 
farther on moving down the road in the 
opposite direction, and the hay wagon 
still farther off, outlined the sky on the 
crest of the rise in the road. We have 
become another figure in that pastoral 
place and time (Berleant, 1997).
 At the same time as we move ac-
tively in space, our surroundings exer-
cise a creative influence in shaping our 
gestures and actions. By recognizing that 
specific features in the space affect the 
way we behave, it becomes necessary to 
extend the active model of experience 
to include such influences (Berleant, 
2005). The features and forces that guide 
our spatial sense and mobility make an 
essential contribution to the definition 
of our lived space. No longer a specta-
tor, no longer even a mediator, we join 
in the movement of things very much 
as a performer does in theater or dance, 
activating the conditions with which we 
are placed. 
 Aesthetic experience is marked 

by the integration of elements, yet the 
constituents do not blur together. They 
retain their distinctive identities. Themes 
in a musical composition, scenes in a 
play, and portions of a painting possess 
an individuality that nonetheless has the 
character it does, because of the relation-
ship of this part to other parts within the 
whole, we see our environment differ-
ently (Dewey, 1934).
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Fig. 1.11: Solomon van Ruysdael’s 
Country Road. (source: Berleant, A. 
(1997). Living in the Landscape: Toward 
an Aesthetics of Environment)

Fig. 1.12: Detail of Solomon van Ruys-
dael’s Country Road. (source: Berleant, 
A. (1997). Living in the Landscape: 
Toward an Aesthetics of Environment)
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g o l f  -  As An Art form
 What is a golf course? Put simply, a golf course is just a series of paths, some physical and some mental. How they are 
traveled is up to the golfer. Anything meeting these requirements can be called a golf course whether it is a miniature one made 
of cement, wood, plastic, and carpet or a highly manicured one with trees, undulations in turf, and water on a piece of land, 
whether one acre or five-hundred. 
 
 “Golf Course design, in simple terms, is the arrangement of these starting and ending points. 
 If, in the process of arranging these points, the landscape is not modified or changed, then the 
 golf course is merely ‘laid out’. If the terrain is modified or changed, then the course is ‘built’. 
 If the building of a course follows a preconceived plan, then the course is ‘designed’. The set 
 of principles, rules, laws, style, experience, education, and imagination that guides 
 perceptions relative to the design of the golf course is golf course architecture. In other words, 
 golf course architecture is the theory and planning required to modify terrain and soil to 
 accommodate the game of golf.” (Hurdzan, 1996)

 The game of golf can be traced back nearly 600 years to a time when it was played mostly on land exactly as it was 
found. There were no requirements on the length of holes. The early game was played with two clubs and a ball made of box-
wood. Some holes would be over a mile long, and some holes would actually cross each other. And, to this day you may still 
be able to fine some of the target holes used more than once during a round of play. As the sport grew more and more popular, 
the danger of crossing holes became apparent and some guidelines and rules resulted. In 1745 the first ‘Original Rules of Golf” 
were adopted in Scotland. There is an old tale stating that some gentleman would open a bottle of whisky at the beginning of 
their game, and the number of drinks it took to finish the bottle resulted in the number of holes in a round of golf, eighteen. In 
the early days once a hole was finished, the next hole had to begin within one clubs length from the previous putting hole. The 
surface of the putting hole was often made up of sand because of the wear and tear the area took from concentrated traffic (Cot-
ton, 1975). To begin the next hole, the ball was placed on a hand made mound of sand to elevate the ball for optimum contact 
and distance. Again with safety in mind and the amount of players around the ending points, the designation of a natural turf 
covered area became the permanent installation of the target holes. This became the ‘green’. The area immediately adjacent 
to the green became the teeing ground for the next hole. There were constructed wooden boxes filled with sand placed at the 
beginning of each hole in order to keep with the tradition of mounding sand to tee the ball up. This became known as the ‘tee 
box’.  This too became dangerous and caused slow play as the players approaching the target hole could not hit to the green 
until the previous group teed off on the next hole. Unanticipated, this began the earliest profession of course maintenance as 
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someone needed to direct the surface water off of the green area, which usually ended up on the next teeing ground (Wind, 
1956). There were minor attempts to control the direction of flow of the surface drainage by placing piles of soil in between 
the green and next tee. This only worked for so long before playability became a factor again and these piles of dirt effectively 
became ‘green features’ at each hole. The maintenance person ultimately changed the location of the next tee box in a safe yet 
manageable distance from the previous green. No one knows who the first person to designate these areas for permanent tee 
locations, but inevitably was the first person to design a golf hole.
 
 But what is it about a golf course that makes it comparable to the plastic arts? The attractiveness of golf courses is not 
solely dependant upon that of the areas in which they are located. They have there own innate beauty as well. The fairways 
appear as verdant ribbons, dotted with glistening sand traps. Each is punctuated by a putting surface of velvety grass, geometri-
cally patterned by refined mowers. All is clothed in brilliant hues of green (Raitz, 1995). And complementing the beauty of the 
playing surfaces are the setting in which they are laid out. Some courses are surrounded by essentially unaltered natural envi-
ronments, providing scenes of strikingly beautiful contrasts. 

 Golf is theater, perhaps never more accurately described than by author Arnold Huatain in his 1908 book “The Mystery 
of Golf”. He sums up golf by saying, “…at every hole is enacted every time a small but intensely three-act drama. Eighteen 
dramas, some tragical, some farcical, 
in every round… no wonder the ardent 
golfer does not tire of his links, any 
more than the ardent musician tires of 
his notes. What theater-goes enjoy such 
plays? And what staged plays have such 
a human interest in them? And, best 
of all, they are acted in open air, amid 
delightful scenery, with the assurance of 
healthy exercise and pleasant compan-
ionship.” (Haultain, 1908)

 As in the fine arts, there are cer-
tain techniques and principles, but how 
the architect applies these is quite indi-
vidualistic, resulting in unique compo-
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Figs. 1.13-1.14: Canyata Golf Course. (source: Big Creek Golf Copyright 2001)



sitions but often recognizable architectural styles. Aficionados of the arts have their favorite compositions and artists; golfers 
have their favorite courses and architects. But the perfect opera has never been written, and the perfect picture will never be 
painted, and so, the perfect golf course has never been, and never will be, created. Excellence, however, does exist, and as in 
the fine arts, golf has its masterpieces.

 The most well known masterpiece in all of golf is The Old Course of St. Andrews. The Old Course has long been judged 
as the best course that the game has to offer and has been acknowledged as the “incubator of the game” (Hurdzan, 1996). The 
course is known for its particular physical features including 112 bunkers, some of which are especially famous like ‘Hell- 
Bunker’ on the long 14th, ‘Strath Bunker’ on the short 11th and the ‘Road Bunker’ at what is probably the most famous golf 
hole in the world, the 17th or Road Hole (so called because a road - which is in play - runs hard against the back edge of the 
green). Another peculiar feature of the Old Course is the double greens where the outward and inward holes are cut on the same 
putting surface. These greens are large, not surprisingly, and golfers can be faced with putts of almost 100 yards (Doak, 1992). 
The Old Course’s truly remarkable feature is that in today’s modern golfing world, a course which has evolved over six cen-
turies, remains a true test of championship golf. The Old Course has been researched by many players and professionals over 
time and has turned its design philosophy into a timeless endeavor by many golf course architects.
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e v o l u t i o n  o f  g o l f  -  A brief history
 The earliest of golf courses were found on what is known as ‘linksland’ (Cornish, 1981). A linksland golf course is con-
sidered an exposed, windswept course characterized by gently rolling mounds, similar to sand dunes, with tall grasses and very 
few trees. Golf, in its early days, was played on commons or sandy deposits left along the seacoast by the receding ocean. True 
linkslands are commonly defined as golf courses formed by nature on or near river estuaries, the place where a river meets the 
sea. The game of golf was first played in Scotland along the estuaries of the rivers Eden, Tay, and Forth (Cotton, 1975). The ter-
rain of these linksland landscapes dictated the route a player would follow, as humans had very little to do with the manipula-
tion or maintenance of these early courses. There were no trees or ponds on these ancient links, but there were numerous natu-
ral hazards. For example, areas of grass would be grazed bare by livestock, nests and holes of small game would collapse into 
pits, and topsoil erosion along with sand wastelands contributed to the character of the Scotland landscape. At an earlier point 
in time, Mother Nature’s harsh, windswept, and animal grazed terrain, was golf’s only architect (Cotton, 1975). 

 There is some debate about exactly when the game of golf entered into America. It is generally accepted however, that 
the game migrated to other parts of the world including the United States, sometime in the late 1800’s. The need for designing 
new courses on different landscapes rapidly arose. The introduction of golf course architecture into the United States can be 
partially attributed to Charles MacDonald (Graves, 1998). Designing in the early 1900’s, MacDonald insisted that courses be on 
land that resembled those on the Scottish linksland. However, this design philosophy spared no expense in experimenting and 
‘manufacturing’ landscapes where nature was deficient (Wind, 1956).

 Why does the game of golf produce such interest and fascination in the people who attempt to play it? Part of the answer 
to this question can be found by considering the origins of the game from a psychological point of view. 
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t h e  p A r k l A n d  s A v A n n A s
 Humans evolved on the savannas of Africa, and modern humans inherited an apparently universal attraction to savanna-
like environments with scattered trees, expanses of grass, lakes and beautiful vistas (Sailer, 2005, Richardson, 2002). For most 
of human history, food was acquired by hunting and gathering. Daily life consisted of hunting for food, and success ensured 
both survival and status within a group. When not searching for food, the hunters and gatherers spent time refining their tools 
and practicing the skills that underlie successful subsistence. The games of ancestral humans, like the games of contemporary 
hunters and gatherers, probably involved demonstrations of skills that were central to hunting. These skills remain the most 
common elements in modern sports (Richardson, 2002).
 
 Golf is a stick-and-ball game. The objective is to strike a ball so that it travels from point A to point B. The game is one 
of a set of games that require great skill of a player to accurately send a ball to a stationary target. Most of which require the 
player to guide the ball with hand of foot. Golf requires the use of a variety of tools. All projectile-target games make use of 
the ability of humans to accurately throw a missile. Evolution designed humans to be able to throw various types of objects. 
Throwing is a uniquely human skill – other primates cannot throw with any accuracy at all – and is central to our ability to hunt 
and kill prey (Cornish, 1981, Richardson,    2002). As evolution favored humans with the perceptual and cognitive skills that 
enable successful hunting, it also produced the ability to golf. In a sense, a round of golf may be regarded as the metaphorical 
equivalent of the hunt (Wilson, 1980). 

 Both hunting and golf involve a heightened awareness of terrain and the ability to imagine the outcome of a series of ac-
tions. Both fully engage the imagination and the senses. Both require a kind of relaxed concentration for optimal performance. 
The origins of the game provide clues about how to route a golf course. Because hunting was a universal activity of ancestral 
humans and because humans have always competed at the skills involved in hunting, the modern golfer has inherited a set of 
universal perceptual, cognitive, and emotional reactions (Richardson, 2002). By regarding a round of golf as a type of hunting 
game, it is possible to understand a golfer’s aesthetic reactions, emotions, experience of space, perception of hazards, and per-
formance on the course. The golf course itself has significant influence in this matter; it is an expanse of living, breathing nature 
that dares and beckons while at the same time lying motionless and remaining speechless (Richardson, 2002).
 
 Golf, with its very “simple” objective to knock a small ball from one point eventually into a hole only slightly larger that 
4”in diameter, is only simple in the broadest concept. In reality, golf is a mixture of influences which cater to every conceiv-
able sense (Graves, 1998). There is the touch and feel surrounding the physical relationship between the golfer, club and ball. 
There is perspective in sight, between where one is, and where one needs to end up. There are sounds of birds, rippling water, 
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or blowing leaves. There is the unmistaken aroma of freshly cut grass, blossoms in spring and the chilling non-smell of a wintry 
wind. 
 Then there is what golf course architect Forrest Richardson refers to as the sixth sense of golf. “The strategy and require-
ment to see in one’s mind what lies ahead. Envisioning a map of the route to be taken and – somehow – translating that strategy 
and vision into physical agility and the coordination of hundreds of muscles and millions of individual human cells.” To some, 
golf approaches that of the metaphysical (Richardson, 2002). How else is it possible to explain the mind-over-matter shots and 
miraculous recoveries from deep within thick neighboring woods? Or, conversely, the mental break-down that occurs when a 
seemingly short and easy shot must be played across a ‘puddle of water’ onto a huge welcoming carpet of grass that you might 
just be able to throw the ball onto. Golf is full of both mental and physical challenges. The game forces a relationship between 
the environment, other players, competitive nature and, especially, one’s inner self.  
 
 The mystery of each golf hole is one of the primary reasons we play. Mystery is a recurrent element of preferred land-
scapes (Kaplan, 1989). It involves entering a scene to gain information. It is the promise that proceeding along the routed will 
reveal new or additional information. For example, paths that proceed straight for a while and then turn and disappear from 
view tend to be preferred over paths that can be clearly seen (Richardson, 2002). The game of golf marries the better of two 
extremes; on one hand, we have the playing board, with its rules, procedures, and format, but on the other, we have the feeling 
of being able to take our own path – to go wherever we like – and no official or rule prohibits this. Golf is the ultimate of indi-
vidual games, for we can go about it as we well please. The bad decisions are ours to bear, the good ones to hold dear. 

 “The art of golf course design is powerful. It elicits emotions. It surprises. It challenges. One 
 moment it is about theater, and the next it is about the stage itself. It is storytelling at its highest 
 form. Its greatest gift is allowing new stories to be written by a never-ending line of waiting 
 actors. This is the magic of golf.”
    - Forrest Richardson, Routing the Golf Course, 2002  
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t h e  A r c h i t e c t s
 A golf course architect is one who has the knowledge or education of the technical planning process to modify a site for 
the safest and most enjoyable golf features the land has to offer (Hurdzan, 1996). The golf course architect has become a desir-
able role by many young players throughout its existence, including myself. There are far too many golf course architects to 
mention for this particular discussion, so I have chosen two of which I consider my mentors and/or pertain to my thesis topic, 
the great Alister MacKenzie and the renowned Desmond Muirhead. It is from these men that I will be basing my design strate-
gies and technical ability on. 

Alister MacKenzie (1870 – 1934)
 From masterpieces like Cypress Point and Augusta National, to lesser-known but equally brilliant designs like Pasatiem-
po and Crystal Downs, MacKenzie was arguably the most charismatic, original and creative golf course architect of the time 
(Shackelford, 1999). He grew up in Yorkshire, England spending a great deal of his time in the Scottish Highlands. He later 
received degrees in medicine, natural science, and chemistry from Cambridge in 1897. He then became a field surgeon in the 
Boer War and was credited with saving many lives with his implementation of his learned camouflage theories throughout the 
war. Once the war ended he created his own medical practice while at the same time serving as the Green Committee Chairman 
at Alwoodey Golf Club (Doak, 1992). It was here where he met H.S. Colt, an established course architect that they realized 
they shared many philosophic similarities in design. The two partnered on the re-designing of Alwoodey Golf Club and gained 
many praises and awards. In the 1920s MacKenzie established his own practice and began to travel the world establishing him-
self as a renowned golf course architect. 

 He was known as a master of strategic and playable designs. His routings never followed a set formula and relied heavily 
on the natural features of the site to dictate the order of the holes. He is most notably known for his eccentric, irregular bunker 
designs shaped like ‘passing clouds’. The majority of his designs had frugal but ingenious placement of hazards to add inter-
est for the below average players as well as the low handicappers. His greens were bold with undulating contours that always 
rewarded those golfers approaching from the well thought out appropriate angels (Shackelford, 1999). 

 “…golf is a game and not a mathematical business, and that it is of vital importance to avoid 
 anything that tends to make the game simple and stereotyped. On the contrary, every 
 endeavor should be made to increase its strategy, variety, mystery, charm and elusiveness 
 so that we shall never get bored with it, but continue to pursue it with increasing zest, as 
 many of the old stalwarts of St. Andrews do, for the remainder of our lives.” (Shackelford, 2000)
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MacKenzie wanted the players experiencing his courses to always be thinking. Never did he want them to be distracted by a 
feature that seemed out of place. Everything must feel perfect. He also felt that it was important to make holes look much more 
difficult than they really were. People get more pleasure in playing a hole that looks almost impossible and yet is not as difficult 
as it appears. His goal was to provide excitement and thrills throughout the entire round played, until the last putt was holed. In 
his 1920 book Golf Architecture, he lists thirteen essential points to golf course architecture. The reason I chose to speak about 
Mackenzie is for three of these points. He states that each hole should have a different character; there should be an infinite 
variety of strokes required to play the holes; and the course should be so arranged that the long handicap player, or even the 
absolute beginner, be able to enjoy their round in spite of piling up a big score (Doak, 1992). There is no mention of graduating 
the lengths of holes, as other architects of the day liked to do. The notion that each hole should have character is lost on most 
architects today. Creating each hole with a differing spirits allows for the participant to get lost, figuratively speaking, in their 
own voyage of discovery. Something as simple as leaving an opening in front of the green to allow the perfectly steered shot to 
run up onto the putting surface, adds a thrill to even the weakest of players. 

 Lastly, the reason I chose Dr. Alister MacKenzie as one of my mentors of golf course architecture, was for the depiction 
that golf course architect and author Tom Doak, stated of the man. For I strive to fit the persona of such a figure. MacKenzie 
“…was certainly no run-of-the-mill fellow. His artistic individualism, combined with his scientific knowledge – supported by 
the force of his strong personality and his special brand of benevolent autocracy – made him a man who caused great things to 
happen around him.” (Doak, 1992)

Desmond Muirhead (1923 – 2002)
 Often times considered the Picasso of golf course architecture, Muirhead was a genius, whether you liked his work or 
not. What distinguished him is that he was an artist and an urban designer first, and a golf course architect second. He was not 
your typical golf course architect either. Where many have a long history of playing the game of golf, Muirhead has a high 
handicap and rarely plays. Muirhead was educated as a land planner and architect and did not get involved in golf course archi-
tecture until the early 1960s when he worked on numerous communities in Arizona. When he was presented the opportunity to 
design courses throughout residential areas, he jumped on it. This was a simple way for him to be artfully creative within the 
human realm. He was one of the first to understand the importance and safety of the relationship between the golfer, golf course 
and adjacent residential developments. He has written many texts on golf course architecture, philosophy of design, and details 
of construction. His engaging personality gained him a partnership with Jack Nicklaus, and he worked with him to produce a 
handful of prestigious courses; most notably Muirfield Village Golf Club in Dublin, Ohio. After parting ways in the mid 1970s 
from Nicklaus he left golf course architecture to return to large community development in Australia. When he returned in the 
mid 1980s, he came back with a bang, and this is why I have chosen to include him in the few architects that I have discussed.
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 He began to design golf courses on his own, but now the holes were becoming art, mythology and sculpture, seemingly 
without a great deal of regard for playability or shot value. He took a leap, and caused a stir among the traditionalists. Some of 
the holes included a fire-breathing dragon, fairways shaped like New Jersey, Bunkers like Nordic crosses, etc. One hole, a par-5 
at the Aberdeen Golf Course in Florida is shaped entirely as a mermaid, complete with a fan-tail tee box, fish-shaped bunkers, 
and ‘earthen scales’ throughout the fairway. Many of his critics loved to hate him and often said “His courses look like they 
were made to be played from a helicopter.” (Strawn, LAM 1993) 

 “There has to be a kind of proportional exchange between abuse and exhilaration to make 
 the hole interesting. If there isn’t, if it’s just straight thrill, then something is lacking. It’s 
 like the best sex is when you are angry. There is blandness in most other golf courses. 
 There is no blandness to ours. I am pleased with that.” (Strawn, LAM 1993)
      
 Muirhead indeed went outside of the box in the latter part of his career. He studied ancient psychology and incorporated 
his findings into a golf hole. He studied Japanese paintings and tied their stories into the earth. He would often begin a design 
by walking the site for two or three days, time permitting, and claimed that each site had its own music, and if you listen, you 
could hear it. He claimed that many golf course architects design the same golf course wherever they are. One thing can be cer-
tain, his are all different. 

 Desmond Muirhead was an artist, as a planner, a golf course architect, and as a thinker; thus the reasoning why I have 
chosen to study him. No other architect of golf has even attempted what he had done, and I question that. Without these types 
of golf holes, the element of mystery within the experience of the game is secluded, and the mind is suspended. As Muirhead 
once stated, “If you play a golf course and know everything about it the first time out, then the designer has failed.” Shake the 
cage, not only make the golfer think about the round, but why not make them wonder what the hell you as the designer were 
thinking too! 
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m e t h o d s  -  A discussion With prometheus

Prometheus - Greek Mythology. A Titan who stole fire from the gods to give to humankind and was punished by being chained 
to a rock where a vulture gnawed at his liver. 

 The legend of Prometheus tells of a god who wished to bring fire to humankind, as this would bring them “nearer to 
perfection of the immortal gods.” He steals the fire in secret from Mt. Olympus and brings it to the eternally grateful humans, 
who immediately see its potential. For his theft, Prometheus was chained to the top of a mountain, where every day an eagle 
swooped out of the sky and ate his liver until he was at last rescued by Hercules. In the meantime, generation after generation 
of people live and prosper, blessing him for the gift he had obtained for them at such terrible cost (DeVinne, 1982).

 What is it about a bonfire that absolutely encompasses us? Why can we sit and stare at the flame and be in complete awe? 
Fire seduces us into blocking out all that is around us. There is no surprise. We know what will be there when we create it. We 
know there will be flames; we know there will be heat; we know there will be smoke; we know there will be crackling. Yet we 
don’t have complete control. Or do we? All we can do is plan for an idea of what will come. Most often we are correct with the 
feeling we get with a bon fire, yet all we do is predict. 

 I feel the same is true with a land-
scape that is designed by an architect. 
We can design and construct with hopes 
of a desirable outcome, attempting to 
know the feeling it will produce in the 
experience, but never are we certain. We 
can only plan for a harmonious relation-
ship between man and nature. A picture 
does not do a fire justice; a video does 
not do a flame justice. The observer 
needs to be in front of the flame to un-
derstand and truly ‘feel’ the fire. 

 In the presence of fire, there is a 
feeling, or a sequence of events that af-
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Figs. 1.15-1.17: Bonfire photographs by Eric W. Bragg. (source: www.surrealco-
conut.com)
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fect all of the senses: sight, hearing, touch, and smell. 
 There is a beginning, an occurrence, and a finishing awe. Within this sequence, there is a substratum or underlying lay-

ers. There is the comfort of heat; the 
sharp crackle of the wood; the writhing 
smoke; the burn of the pupils; the spew-
ing gases; the glowing coal; the taste of 
smoke; the dancing light. The culmina-
tion of this sequence of events is a feel-
ing that is desired by all human beings, a 
complete harmony of the soul.

 There is no firm agreement among 
neurologists as to exactly how many 
senses there are, because of differing 
definitions of sense. In general one can 
say that a ‘sense’ is a faculty by which 

outside stimuli are perceived. As children we are taught that there are five senses: sight, hearing, touch, smell, and taste; a clas-
sification first devised by Aristotle. He felt that these five senses were windows to ones soul. A broadly acceptable definition of 
a sense would be a system that consists of sensory cell type (or group of cell types) that respond to a specific kind of physical 
energy and that correspond to a defined region (or group of regions) within the brain where the signals are received and inter-
preted.” (DeVinne, 1982) Without the information we receive through our five senses, we could not function as the beings we 
are. Each sense is important in its own right, but each has its limitations. On the other hand, one sense can be used to compen-
sate for another. 
 These senses are the catalyst to successful art. Such as a flame, the art must tickle the senses. Art must reach further than 
simple impression or self-revelation. Art, said Alfred Stieglitz, is the affirmation of life. And life, or its eternal evidence, is ev-
erywhere (Giltaij, 2004). 
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Feeling describing se-
quence of affected senses 
with the flame. (source: S.  
Rundall)



c o n c l u s i o n  -  the thoughts in my heAd
 Art to me, functions as a cultural forefront, leading us to discover features of environmental experience that come to 
emerge as vital aspects of the contemporary world. Nowhere is this more significant than those arts whose very nature bridges 
the cultural gap between the aesthetic and the practical. The environmental arts of architecture, landscape architecture, and golf 
course architecture offer unmatched opportunities for recognizing and realizing human values by enlarging the capacity and 
scope of our experience. These arts of environmental design do more than give shape to space. They create the human realm, 
the possibilities of vision, movement, and the scope of actual perception. In establishing the perceptual conditions for life, the 
environmental arts help determine human culture (Berleant, 1991). With such a role and such an influence, we as designers are 
equal of any. We find ourselves living in an aesthetic environment, a contributing part of its active continuity. Landscape archi-
tecture has emerged into the forefront and has redefined our environment into an interactive process between people and places. 
Once we recognize this, the many subtle ways in which environmental engagement occurs begin to emerge as an art form.
Since the beginning of my academic journey into landscape architecture field, I have brought two main ideals with me: the 
world of which studying the gratifying field of art open my eyes to, and my passion for the game of golf. In all of my works I 
have attempted to push the norm and stand on the edge of the cliff. Throughout my design experience I learned a valuable les-
son; don’t be afraid to jump, but always land on your feet. 
 
 In order to apply this to the profession of landscape architecture, I had to find the appropriate scenario to apply my meth-
ods. Such a setting presented itself to me through the engagement of a local country club and its dilapidated course and dwin-
dling membership, a problem that occurs in almost any geographic setting throughout the United States. The nature of reoccur-
ring courses that need a face lift; these are the settings that present the optimum choice to provide a community with a piece of 
art that not only improves the business and experience of golf, but improves the quality of life throughout. Yet there needed to 
be a way to assure that a new design would accomplish these hopes. Through my research of aesthetics and how one perceives 
a given environment, along with the message of the proceeding forms, I am certain that my project ideas will come to fruition. 
However, as the distinguished teacher of landscape architecture once said:

 “In the final analysis, in even the most highly developed plan areas or details, one can never 
 plan or control the transient nuances, the happy accidents, the minute variables of anything 
 experienced; for most things sensed are unpredictable, and often hold their very interest and 
 value in this quality of unpredictability.”
    - John Ormsbee Simonds, Landscape Architecture, 1961
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t h e  p r o J e c t  -  An intervieW With the Artist
 One of the most attractive aspects of the game for the average golfer is the beauty of the surroundings; in fact, when he 
or she is playing poorly, it may be the only consolation which brings them back. So why shouldn’t we try to build the most 
beautiful courses we can, as well as the most interesting to play? The moods of the golf course routing and the character of the 
course have a profound impact on the golfers’ subconscious, affecting their play. For example, an elevated tee excites the golf-
er, and may tempt them to over swing, while a chute of trees off the tee may cause them to constrain the backswing. The golfer 
that has grown up on wide-open links courses often gets a sense of claustrophobia on a wooded course, and drives the ball into 
the trees all day long. The American golfer who has grown up on a wooded course often feels lost on the links, without trees to 
visually define the limits of the hole. 
 
 The greatest courses do not simply fall back on the natural beauty of the property, but are designed to enhance the beauty 
by directing the golfer around the property to see it in all aspects. Beauty, however, is in the eye of the beholder. What is beauti-
ful to me may be a nightmare to the next. 

 “It must be remembered that the great majority of golfers are aiming to reduce their 
 previous best performance by five strokes if possible, and if any one of them arrives at the 
 home teeing ground with this possibility in reach, he is not caring too much whether he is 
 driving off from a nearby ancient oak of majestic size, or from a dead sassafras. If his 
 round ends happily, this is one beautiful course. Such is human nature.”
         - A. W. Tillinghast 
 
 So, a decision has to be made within the mind of the designer, my own decision. I have to be able to ‘call my pocket’ 
and state what I am going to accomplish. Or do I? Maybe that is what I have been discussing all along. Create an aesthetic 
experience that allows the participant to make the distinction for themselves. Let them attempt to assemble their emotions in 
a sublime setting. Immanuel Kant’s take on the Sublime is wonderful. He describes it as an overwhelming experience beyond 
comprehension, a point where the imagination reaches its limits and succumbs to “emotional delight.” (Kant, 1899) That is 
what is being attempted; Sublimity in nature; Sublimity in a game; Sublimity in art; Sublimity in you. I want to create a piece 
of art that is as much a part of the golfer as it is a part of me. And the test of pre-defining what the participant will think and 
feel is the most difficult challenge. It is merely a prediction. But for the purpose of this project, assumptions must be made. The 
course will have 18 different inspirations through nine golf holes. The holes will be generalized to what I feel is ‘aesthetically 
pleasing’. This oversimplification of character is essential to establish a starting point, as the possibilities are boundless. The 
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thrust and meaning of each part or feature of the experience is enhanced by its relation to other parts or features. Elements of 
the experience have the qualities they do because of their relation to one another, and because of how they are positioned in this 
particular whole. The magnificent thing about designing a golf hole is that it is a perfectly controlled perspective, one of the few 
perfectly controlled perspectives in life. I as a designer, place two tee markers down on the ground and say ‘Stand here, partici-
pant, and nowhere else, and you will look at what I put in front of you.’ Conversely, the experience is immeasurable, and that 
contemplation is one of the most powerful elements of the arts. 
 
 It is here that I stand. The deciding factor of whether or not the participant will return, the ultimate goal of a golf course 
architect. To establish an experience that is more than the game; to invite the golfer to take something home besides his or her 
score; to create emotion that brushes all of the senses; to create a piece of art that seduces you and makes you giddy; to create a 
Grand Central Station. Push the limits and see what happens. Be bold. Stand out. Be an individual. It is the only path to happi-
ness. 
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Fig. 2.1: Photograph of defense pin-up. (source: S. Rundall)
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t h i n k  l i k e  A n d  A r t i s t . . .

Fig. 2.2: Untitled fire painting. (source: S.Rundall)
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Artists think differently. Some artists 
will try to shock you. Some artists will 
try to make you feel warm and fuzzy, 
and some artists will try to make you 
angry. But there is one thing that all art-
ists have in common...they all try to real 
you in.... 

The bonfire engulfs you in similar ways. 
It catches your attention and seduces 
you, blocking everything else out. The 
only difference is that the fire is con-
stantly changing. 

When you are walking through a mu-
seum in a gallery of paintings, some 
you will walk right by; some you might 
glance at. Then there are a few that hit 
you. It is a feeling that is not soon to be 
forgotten. Such as my experience with 
Jackson Pollock’s Mural. 

I then begin to think of things outdoors 
that have had this similar affect on me. 
I immediately think of the affect that 
Frank Gehry’s buildings have had on me 
in my lifetime. They are bold; they are 
unique; and they demand your attention. 
These buildings make a statement and 
yet are functional at the same time. For 
me, these work.   

Fig. 1.1: Jackson Pollock’s Mural 1943. (source: Landau, E.G. (1989). Jackson 
Pollock)

Fig. 2.3: Photograph of Frank 
Gehry’s Stata Center at MIT, Cam-
bridge, Ma. (source: S. Rundall)

Fig. 2.4: Photograph of Frank Gehry’s 
Dancing Building, Prague, Czech Re-
public. (source: Gilbert-Rolfe, J. with    
Gehry,  F. (2001). Frank Gehry: The 

City and Music)
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I then began to think about spaces in the landscape that I 
have experienced that affected me the same way. Sadly, 
none came to mind. Now I know they are out there, I just 
personally have never experienced any. 

One landscape architect that comes to mind is Kathryn 
Gustafson. The Shell Headquarters in France is a design 
that I am sure would capture me in ways that many other 
landscape fall short of. Gustafson mimicked the flow of 
the earths fossil fuels throughout the terrain which is es-
sentially a roof garden for the car garage below. 

Another of works worth mentioning is the Diana Foun-
tain in London, working with the gentle movements of 
water and texture. 

Figs. 2.5-2.7: Princess Diana Memorial 
Fountain, London. (source: Amidon, J. 
(2005). Moving Horizons: The Land-
scape Architecture of Kathryn Gustafson 
and Partners)

Figs. 2.8-2.9: Shell Headquarters, Rueil-Malmaison. (source: Amidon, J. 
(2005). Moving Horizons: The Landscape Architecture of Kathryn Gustafson 
and Partners)
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Fig. 2.10: Concept diagram. (source: S. Rundall)
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So this is how I began. With an understanding of phenomenological theories of aesthetics, I wanted to create an overwhelming 
experience beyond comprehension, a point where imagination reaches its limits and succumbs to emotional delight. Sublim-
ity in nature; sublimity in a game; sublimity in art; sublimity within the person experience my design. With my passion for the 
game of golf, I wanted to attempt this on a golf course. I want to create a piece of art that is as much a part of the golfer as it is 

a part of me, the artist. And the test of pre-defining what the participant will think and feel is the most difficult challenge. It is 
merely a prediction. The course will have 18 different inspirations through nine different holes. The possibilities are boundless. 
The thrust and meaning of each part or feature of the experience is enhanced by its relation to other parts or features. Elements 
of the experience have the qualities they do because of their relation to one another, and because of how they are positioned in 
this particular whole. 

Fig. 2.11: Graphic image 
of Fire Art created 2006. 
(source: S. Rundall)
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t h e  s i t e

Fig. 2.12: Aerial photograph from helicopter of Blacksburg Country Club, Blacksburg, Va. (source: S. Rundall)
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Incorporated in 1956, Blacksburg Coun-
try Club began as a nine-hole golf course 
and swimming pool in south Blacksburg. 
In 1969, the Club founded its present 
home on 173 acres of land in the heart 
of Ellett Valley. Only minutes from the 
center of Blacksburg, the Club offers 
a setting unmatched for its spectacular 
beauty. Golf course architect Ferdinand 
Garbin and construction crew com-
pleted the course in late November of 
1971. The 18 holes have gone relatively 
untouched since. I have established a 
wonderful relationship with the staff and 
its members over the past three years 
and found this to be a great location to 
further my studies and vision of a phe-
nomenological golf course. After many 
rounds of golf, walking the land, and 
sketchbooks full of notes, I came up with 
a set of strategies and created a contour 
map of emotions.  
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s t r A t e g i e s

Fig. 2.13: Strategies puzzle diagram. (source: S. Rundall)
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Fig. 2.14: Blacksburg Country Club existing conditions contour map of emotions. (source: S. Rundall)
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I then toyed with many different routing plans for a 9 hole golf course attempting to provide an entirely different experience 
for the golfer on each hole. My goal was to enhance the existing conditions contour map of emotions by providing more 
exciting holes. After numerous attempts and many great holes, I narrowed them down to best combination of 9 holes. But, a 
9 hole course is often seen as not enough holes at one location; players want a longer course. I then took my first set of holes 
and studied how I could make an entirely different experience by designing another set of tee boxes, sometimes another fair-
way, while using the same greens. I designed a 9 hole course that can be played a second time through from a different set of 
tees creating an entirely different experience as the first time through. I was quite satisfied with the completed design. 

Figs. 2.15-2.22 : Preliminary routing sketches. (source: S. Rundall)
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Fig. 2.23: Blacksburg Country Club proposed conditions contour map of emotions. (source: S.Rundall)
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Fig. 2.24: Final 
master enhance-
ment plan, Blacks-
burg Country Club. 
(source: S. Rundall)
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hole 1 And 10
The first and tenth hole has dual fair-
ways with one set of tees located 25 feet 
higher in elevation than the fairway. This 
dual fairway par 5 demands an accurate 
green approach hitting over a small pond 
fed by a small creek running from the 
mountains. 

hole 2 And 11
The second and eleventh hole is also a 

dual fairway set-up with a band of trees 
dividing them down the center. Both 

sets of tees are placed considerably 
higher than the fairway providing the 

golfer with a sense of power. The fair-
way tightens towards the green with the 
introduction of the Roanoke River onto 

the property. 

Fig. 2.25: Hole 1 and 10 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall)

Fig. 2.26: Hole 2 and 11 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker). (source: S. 
Rundall)
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hole 3 And 12
The third and twelfth hole enter into the 
flatter portion of the site. However the 
design of this dual fairway, long par 4 
demands an accurate tee shot with the 
Roanoke River bisecting the fairways. 
The small creek coming from the moun-
tains feeds into the river in the middle of 
the twelfth fairway forcing the player to 
cross water twice along their journey to 
the green.

hole 4 And 13
The fourth and thirteenth hole visually 

are the two of the most challenging golf 
holes on the course with the presence 

of a large man-made lake. However, the 
distance to carry the water is relatively 

manageable even for the average golfer 
with the precise tee locations. 

Fig. 2.27: Hole 3 and 12 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall) Fig. 2.28: Hole 4 and 13 model (1/16 

inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall)
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hole 5 And 14
The fifth and fourteenth hole are excit-
ing  short holes that provide the player 
to show their accuracy in front of the 
clubhouse grill. The green is placed just 
on the other side of the Roanoke River at 
the bottom of the hill that the clubhouse 
sits atop, allowing spectators to cheer on 
fellow members, good or bad!

hole 6 And 15
The sixth and fifteenth hole is the turn 
into the final three holes, which most 

will find to be the most challenging and 
rewarding. These two hole are set along 
a beautiful pond system with lush veg-
etation and aquatic life. Try not to look 
too long while passing by  for speed of 

play on the course.

Fig. 2.29: Hole 5 and 14 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall)

Fig. 2.30: Hole 6 and 15 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall)
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hole 7 And 16
The seventh and the sixteenth hole just 
might be the toughest two holes on the 
course. The steep topography on your 
right combined with the wood-lined left 
provide a wonderful seclusion from the 
rest of the course. But, try to avoid hit-
ting outside the fairway because you will 
have a terrible time locating your golf 
ball in the long prairie grass and wooded 
area.

hole 8 And 17
The eighth and seventeenth hole is too 

quite demanding because of the sloping 
terrain. The big-hitters will love this hole 
because the tees are placed close enough 

to the green to reach it; providing you 
clear the large oak protecting the hole at 
greenside left. Avoid hitting left as you 

will encounter the wooded area once 
again searching for that ball. 

Fig. 2.31: Hole 7 and 16 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall)

Fig. 2.32: Hole 8 and 17 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall)
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hole 9 And 18
The finishing holes are arguably the best 
finishing holes in the area. The long par 
5 layout is wonderfully undulating and 
lined with trees on both sides. Watch out 
for the hiding bunker in the middle of 
the fairway, for it will ruin your possibil-
ities of finishing with a birdie. This hole 
ends with an island green, surrounded 
by a larger bunker. This prevents your 
ball from rolling out of the county as the 
green takes up the entire hill it is placed 
upon. For you history buffs, there is an 
old chimney stack in the middle of the 
greenside bunker left from an old house 
that sat atop the hill overlooking their 
vast farmland. 

Fig. 2.33: Hole 9 and 18 model (1/16 
inch chipboard cut with LaserCAMM 
laser cutter, paint, marker).   
(source: S. Rundall)
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In my opinion, this is a good golf course. But you can find a good golf course anywhere you are with a little bit of traveling. I 
wasn’t quite there; I hadn’t accomplished my goals yet. Nothing about this course would absolutely hit me; seduce me; or real 
me in. I needed to create an experience that was like no other. I wanted the holes to be unique and memorable. I needed to push 
the limits of the ultimate goal of a golf course architect; to get the participant to return. Establish an experience that is more 
than the game; to invite the golfer to take something home besides his or her score. 

So I regrouped. I studied my models; I walked through them visually and digitally. I went back to the site and walked some 
more. I began to think of things that truly inspired this idea in my head. It was the artistic side of me that wants to push the 
limits and see what happens. Be Bold. Stand out. Be an individual. For this is my only path to happiness. This prompted me to 
come up with a new set of strategies. What if I treated this course like a gallery in a museum? Each hole being a separate piece 
of art, yet having something in common; the game. 

Fig. 2.34: Aerial pho-
tograph from heli-
copter of Blacksburg 
Country Club, Blacks-
burg, Va, of hole num-
ber 8 green. (source: 
S. Rundall)
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s t r A t e g i e s - redefined

Fig. 2.35: Strategies puzzle 
diagram redefined. (source: S. 
Rundall)
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At this point I made the decision to focus on three particular sets of holes for this study; holes 3/12, 4/13, and 9/18. I began 
to pull an endless amount of thoughts from my head regarding emotion, movement, topography, seclusion, flow, ruggedness, 
openness, sun/shade, wind, views, and the touch beneath my feet. Below are a handful of my sketches during this boundless 
process.  

Figs. 2.36-2.43: Process drawings. (source: S. Rundall)
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hole 3/12 - conceptuAlized process
This hole came from me analyzing the golfers move-
ment and experience through both set of holes. The 
movement of the water flowing alongside or through 
the fairways and the as the golfer is trying to accom-
plish a task. The impact of the water on the golfer has a 
tremendous effect on the shot choices he or she would 
make. This thought lead me to think of the misconcep-
tion that many golf courses get from the non-golfer. 
The idea that golf course suck the life out of the areas 
water supply. A strangling of sorts. Now some golf 
courses do in fact abuse the circumstances of which 
they are set in, such as a lush green course in the mid-
dle of a desert. However all golf courses receive this 
negative view by many people. I made the decision to 
play on this notion. I saw the dual fairways surround-
ing the Roanoke River as this hand that was engulfing 
the water. So I began to sketch some ideas of how to 
portray this hand strangling the life out of the water 
supply. I created a series of triangular shaped mounds 
representing each finger in a fist. 

Fig. 2.44: Conceptual image of hole 3 and 12. (source: 
S. Rundall)
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Fig. 2.45: Plaster model of hole 3 and 12, view 
from tee boxes. (source: S. Rundall)

Fig. 2.46: Plaster model of hole 3 and 12, view from 
right fairway. (source: S. Rundall)

Fig. 2.47: Plaster model of hole 
3 and 12, view from above. 
(source: S. Rundall)

Fig. 2.48: Plaster model of hole 
3 and 12, view from left fairway. 
(source: S. Rundall)

Fig. 2.49: Plaster model of hole 3 and 12, view from 
green. (source: S. Rundall)

Figs. 2.50-2.51: Plaster model of hole 3 and 12, view from west and east side. (source: S. Rundall)
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hole 4/13 - induced process
This hole came from the many sketches I did of trans-
forming the man-made lake. Most lakes are designed 
with a smooth flowing pattern along the edges; a natu-
ral look. The thought of opposites took a hold on me 
throughout this design. I wanted to create a square 
shaped lake, with linear forms. I began to trace the 
edges of my designed lake using only straight lines. 
It quickly took form of what appeared as a building 
footprint. If a building was placed next to water, the 
ripples would reflect off of the buildings surface. It this 
case the water was the building, so I wanted to mimic 
the water movement on the land. I wanted ripples to 
appear on the fairway and have the golfer experience a 
physical ‘flow’ throughout the hole. There is a smaller 
pond located behind the green; I mimicked ripples 
from it too. This ripple-on-land effect would allow a 
collision of ripples at the greens surround, where the 
majority of undulations take place on common golf 
hole. This induced process creates a flow through the 
hole ending with a collision of experiences at the fin-
ish.

Fig. 2.52: Conceptual image of hole 4 and 13. (source: 
S. Rundall)
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Figs. 2.53-2.54: Plaster model of hole 4 and 
13, view from above and west side. (source: S. 
Rundall) 

Figs. 2.55-2.56: Plaster model of hole 4 and 13, 
view from east side and west side depth analysis. 
(source: S. Rundall)
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hole 9/18 - humAn process
This finishing hole has a wonderful, natural flow of 
topography. With the steep hill on the right and the 
shallow ravine on your left, combined with the green 
sitting atop another hill, dropping off 25 feet behind, 
this provides somewhat of a roller coaster ride for the 
participant. This type of setting awaiting the golfer on 
the finishing hole gives a sense of excitement mixed 
with fear and can produce all kinds of shots from all 
kinds of golfers. The idea behind this design was based 
on a painting that I am yet to complete. It is titled 1st 
100 Rounds, depicting a golf fairway with 100 differ-
ent ball flight patterns with correlating landing points. I 
took these points and plotted them our onto the layout 
of the finishing hole. At each landing point, whether 
it is off the tee, middle of fairway, or on the green, I 
placed a 4” pipe into the ground at various heights 
depending on the elevation of the ground. The higher 
elevation, the shorter the pip; the lower the elevation, 
the higher the pipe. This takes on a quality that not 
only emulates young tree trunks but adds a powerful 
shadow effect across the manicured turf.  

Fig. 2.57: Conceptual drawing of hole 9 and 18, view 
from middle of fairway towards green. (source:   
S. Rundall)

Fig. 2.58: Conceptual drawing of hole 9 and 18, view 
from middle of fairway towards tee boxes.    
(source: S. Rundall)
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I was bold. I was different, and my designs definitely stood out. But there was still a problem; I didn’t want Candyland golf. I 
didn’t want the words ‘miniature golf’ to come out of the mouths of the golfers. The challenge that was set in front of me now 
was to take these designs and refine them to make them functional. The Frank Gehry approach; make the building stand out and 
make a statement, yet keep them functional. 

So I regrouped. I needed to actually place myself into my designs; actually play the holes and find the problems that exist. I 
wanted to keep the integrity of my design, yet make them playable by all levels of golfers. I wanted the experience to be a joy-
ful one, not an aggravating trip to the course. There is a time and a place for mini-golf, this was not one of them. 

©1997 Science Museum of Minnesota

Fig. 2.59: Chicken mini golf. (source: Science Museum of Minnesota, 
www.smm.org Copyright 1997)
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hole 3/12 - refined
The problem with this hole was that the mounds that 
I created were out of scale with the golfer. The stud-
ies on the left show a six foot golfer standing next to a 
20, 15, 10, and 5 foot mound. With the larger mounds, 
the golfer would not be able to see his or her target. In 
addition, this would allow for safety concerns as any-
one teeing off would not be able to see any preceding 
players on the hole. I came to a conclusion that a 5 foot 
mound would be necessary for this design to be reality. 
This would allow visibility for both the golfer in the 
fairway and the group following.  

Fig. 2.60: Conceptual image of hole 3 and 12 re-
fined. (source: S. Rundall)
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hole 4/13 - refined
The primary success of this hole is the actual rippling 
of the ground surface, especially where the two water 
features meet; at the green surrounds. I then proceeded 
to complete a grading plan around the green and ana-
lyzed the sections that it would present. It took some 
precise detailing to get the proper elevations for the 
golfers experience of a wave motion. The desire would 
be for the golfer to experience an up and down motion 
while either walking the hole or riding in a golf cart 
and experience this same movement with their putting 
stroke on the green.   

Fig. 2.61 (left): Conceptual grading plan of hole 4 and 
13, refined green surrounds with sections from two 
angles. (source: S. Rundall)

Fig. 2.62 (above): Conceptual grading plan of hole 
4 and 13, refined green surrounds rendered. (source: 
S.Rundall)
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hole 9/18 - refined
The finishing hole had an obstacle problem to put it 
simply. There were far too many poles in the fairway 
and green. The hole would have been fun to experience 
once, but that is all. The participant would become too 
frustrated to play it a second time. So I narrowed them 
down. The resemblance of trees was apparent to me 
and I allowed them to take on this quality. Designing 
them in bunches off of the fairway to emulate a mass-
ing of trees. Within the fairway I selected a few loca-
tions that would be based off of a statistical data and 
the most common areas of landing; depicting the origi-
nal thought of landing areas. Instead of using poles in 
the middle of the fairways, I placed small one foot by 
one foot square sand traps. Within the tee box, I chose 
a pattern that would reflect the change of daily tee lo-
cations and created smaller square sand traps; emulat-
ing the divots caused by congested club swinging.

Fig. 2.63 (above left): Conceptual drawing of hole 9 
and 18 refined. (source: S. Rundall)
Fig. 2.64 (middle left): Conceptual drawing of hole 9 
and 18 refined, view of tee box. (source: S. Rundall)
Fig. 2.65 (below left): Conceptual drawing of hole 
9 and 18 refined, view of mid-fairway. (source: S. 
Rundall)
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So, if there is one thing that you can take from this 
thesis vision, as many of my fellow classmates 
are aspiring to become professional landscape ar-
chitects, don’t just do the assignment. Don’t just 
do what is asked of you. Don’t just provide green 
space, ample seating room, sunny and shaded ar-

eas. Don’t just make the client happy; making 
them a raving fan of you and your work. Be bold. 
Be unique. Make a statement. Step way outside 
the box. Push the limits and see what happens. 
Be an individual. It is the only path to happiness.

Fig. 2.66: Sketch of August Ro-
din’s Thinker. (source: S. Rundall)
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p o s t  d e f e n s e  t h o u g h t s
Dave McGill : Do you think you are done? Do you know when to finish? There is no end to this question. It will be asked one-
thousand times before you make a decision. It is time to answer the question for where you are today. I would like to see the 
three paintings that tell about the emotion conveyed on the three chosen holes. Lay down the canvas and show the set of strokes 
that sums up the today, that becomes the building point for tomorrow. 

Dean Bork : Shane has stacked the wood high and not lit the fire. 

Brian Katen : Giant emotional compared to subtle emotional.

Wendy Jacobson : Disconnect between the qualities of experience through art and actual design. 

Brian Katen : How do you get inside the plan? 

Wendy Jacobson : Make a representation of the art. Seeking the moment of making the art. 

Dean Bork : The medium of landscape is plastic...transforms the game of golf into something fundamentally different. How do 
you implement expression with out destroying the game? Take us back into the landscape.
How do you capture process within the landscape? The art cannot exist without a remnant of the process of making it. 

Brian Katen : Moments of discovery within the process. The putting green becomes a place that helps create a topographic 
memory of how landscape is sculpted. Being able to feel the presence of forces that created the landscape. 

Wendy Jacobson : There are moments that can only be appreciated in an immediate way. There is a need to look at movement 
through the landscape. How do you communicate how you experience a place, and then describe it...

Brian Katen : We all struggle with trying to project...how to get a sense and feel of a place or experience. There is a way this 
experience comes alive before it is built. How do you find ways to advance perception through a design...?
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r e f l e c t i o n 

As I started this investigation, I knew it would 
be a challenge; a constant state of contempla-
tion. This portion of the book is a reflection 
of what I would do differently if the table was 
set the same. What is missing? What were 
my mistakes? What were my shortsightings? 

All along the idea has been there, and all 
along there has been confusion of how to 
convey a perceived phenomenon with-
out it actually being present. To design 
with the assumption of an experience and 
show it graphically, is a trick for us all. 

There has been a desire to prove that this 
can be done without actually construct-
ing it. The next challenge was to investigate 
how I could ‘capture’ what the individual 
would experience throughout my design. 

The following is an attempt to place you 
within the finishing hole, number 9/18.  
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A p p r o A c h
The intent was to record the existing conditions of the course where my proposed holes would 
be placed. The techniques discussed were digital video recordings of the ground surface while 
in motion and implementing my designs, or by simply taking numerous photographs of the lo-
cation and configuring my own technique of motion into the frames. After numerous attempts 
to capture the correct experience with the video recording and failing, I resorted to taking 260 
digital photographs of my movement throughout the desired hole placement, with a golf par-
ticipant moving along with me. 

The approach to compile these images became an abstract vision of what the finishing hole 
would play like. I super-imposed a digital 3-D model of my design with selected images and 
created multiple moments of movement throughout chosen segments of the hole. The follow-
ing pages are three attempts of this abstract representation of experience.  

Fig. 2.67: Photograph series of Nate Lahy swing golf club on ex-
isting hole-6, Blacksburg Country Club, Blacksburg, Va. (source: 
S. Rundall)



65

Fig. 2.68: Photograph 
collage of existing area 
for proposed hole 9 and 
18. (source: S. Rundall)
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Fig. 2.69: Photomon-
tage of hole 9 and 18 
refined with motion 
analysis, view from 
mid-fairway to- 
wards green. (source: 
S. Rundall)
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Fig. 2.70: Photomontage of hole 
9 and 18 refined with motion 
analysis, view from mid-fair-
way towards green. (source: S. 
Rundall)
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Fig. 2.71: Photograph col-
lage of existing area for 
proposed hole 9 and 18 
green. (source: S. Rundall)
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Fig. 2.72: Photomontage 
of hole 9 and 18 refined 
with motion analysis, 
view of green surrounds.  
(source: S. Rundall)
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r e l e v A n c e
This exploration has been both a revelatory and an exhilarating journey. Since I first took on this idea of creating a 
‘Jackson Pollock golf course’, it has pulled me in all directions and made me aware of the challenges involved with 
creative design in landscape architecture.  The combination of powers between landscape architecture and land art 
have infinite possibilities to produce an experience of beauty. How does one experience the landscape? Can it be de-
fined? Can this be controlled or predicted with any certainty? And what is the process to get there? 

The start of my academic journey in landscape architecture was a simple one; I fell into a pattern that many profession-
als acquire in their careers; a stagnant one. I wasn’t having fun. I wasn’t being creative. I was doing what was asked of 
me in order to obtain my degree. It was not until this project that my eyes were forced open to realize that I wasn’t be-
ing the designer that I aspire to be. I had a vision, with absolutely no idea how to find the path to begin, let alone reach 
the destination. 

This thesis has allowed me to thoughtfully and rigorously engage the sense of perception of the participants in the 
landscapes that we design. The study of phenomenological aesthetics of perception is crucial to landscape architecture. 
This eliminates the common misfortune of our designs looking better on paper than they actually do when they come 
to fruition. It forces us as designers to provide an aesthetic experience, not just an aesthetic appearance. The design 
becomes more than an observation of, or participation with, but rather something lived throughout. 

You might be asking if I have found the answer? I have not. This exploration has allowed me to understand, not nec-
essarily know. How will I know when I am finished? It is similar to asking Jackson Pollock or Pablo Picasso if their 
paintings were complete after one attempt; I doubt their answers would be yes. It is a lifetime of research; a lifetime of 
trial and error; a lifelong journey of searching for the answers. As designers, we are asked to accept this challenge and  
to not just stand on the edge of the cliff, but to take the leap...
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After the completion of this document I will be moving to Santa Barbara, California with my girl-
friend, Alison Kelley, to begin my professional career. I have accepted a position as a Design Asso-
ciate with the largest design/build firm in Southern California, Landscape Development, Inc. work-
ing for their design branch in Ventura, California.




