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Aesthetic Creation Theory applied:
A tribute to a glacier

Alexandra van Zyl and Rudi van Etteger Wageningen University, the Netherlands

Abstract

Introduction
Applying Aesthetic Creation Theory

In 2016, Rudi van Etteger, Ian Thompson and Vera Vicenzotti reflected
in JoLA on the relevance of aesthetic theory for landscape architecture in
their paper, ‘Aesthetic Creation Theory and Landscape Architecture’. They
explored the aesthetic creation of art through the eyes of philosopher Nick
Zangwill. The discussion remained theoretical, so this paper builds on their
work by applying Aesthetic Creation Theory (ACT) to a specific landscape
design proposal, thereby testing its implications for the design process. The
proposed design pays tribute to a disappearing glacier in a National Park in
New Zealand by using aesthetic experience to engage with the loss itself.
The described phases of Insight, Intention and Action guide the development of an explicit and grounded rationale for aesthetic decision making.
The case confirms the legitimacy of applying aesthetic theory to landscape
architecture, but also reveals its vulnerabilities. It offers a means to reflect
on and discuss the relationship between theory and practice.

The word ‘aesthetic’ can be traced all the way back to the Greek aesthetikos, meaning ‘of or for perception by the senses’. This is of interest to the
landscape architect because all spatial designs are ultimately perceived by
the senses. In 2016, Rudi van Etteger, Ian Thompson and Vera Vicenzotti
reflected on the relevance of a particular aesthetic theory for landscape architecture in their paper ‘Aesthetic Creation Theory and Landscape Architecture’.1 They explored the aesthetic creation of art through the eyes of philosopher Nick Zangwill. His theory states that:

design method / aesthetics / Aesthetic Creation Theory /
melancholia / New Zealand

Van Etteger et al. argue that by demystifying aesthetics in art, Aesthetic
Creation Theory (ACT) offers a theoretical framework that can also explain
the aesthetic drive and creation process inherent to a landscape architecture practice. The discussion remained theoretical and without clear application, so this paper builds on it by exploring a case where ACT is used to
support the production of a landscape design. This theoretical design proposal is then reflected on to discuss the relationship between theory and
practice. The case is entitled Tribute to a Glacier: Designing a Landscape for
Melancholic Contemplation and it pays tribute to the great Haupapa/Tasman Glacier in New Zealand.3
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Something is a work of art because and only because someone had
an insight that certain aesthetic properties would depend on certain
non-aesthetic properties; and because of this, the thing was intentionally endowed with some of the aesthetic properties in virtue of
the non-aesthetic properties, as envisaged in the insight.2

Methods: research through and for design

The case explored the intersection between glacier retreat, psychology,
and landscape architecture_how could a landscape architecture proposal
address the psychological experience of glacier retreat4 in order to trigger much-needed engagement and stewardship?5 The investigation, conducted in a constructivist vein, began as research for and through design
with interviews supported by design sketches.6 This was followed by a literature review and the development of an aesthetic approach based on ACT.
The combined results informed the proposed design, which is, through
this paper, a means to discuss ACT for landscape architecture. The following paragraphs describe the methods in greater detail.
In order to gain insight into users’ experiences, Van Zyl conducted eight,
unstructured, in-depth interviews with park users and local stakeholders.7
Each interviewee was then shown five, prototypical design alternatives. 8
These initial sketches introduced several possible responses to the disappearance of the glacier. They were intended to provide rudimentary design
feedback and deepen the insights into existing and latent feelings of nostalgia towards the retreat of the Haupapa/Tasman Glacier.9 The alternatives ranged from a memorial, a tribute trail, a moment, an apology, to a
spectacle in the style of the late Christo.
Findings confirmed the initial hypothesis: people did experience ‘environmental melancholia’ (term to be described later) towards the disappearing Haupapa/Tasman Glacier and offering an opportunity for an aesthetic
encounter could be instrumental in structuring this experience.10 The findings propounded the use of an aesthetically motivated landscape design to
foster an uninhibited experience of melancholy partnered with contemplation, a broader reflection about one’s position as part of the greater whole.
The second iteration of the design was developed based on these conclusions and a subsequent literature review of the aesthetics of melancholy
and contemplation. Through the creation of this second design, the authors
reflect on how ACT can be made operational in the design process. The
design was not an objective in itself, but a device to explore and discuss
the operational implications of ACT for landscape architecture; as such, it
was ‘research through design’.
Context: landscape architecture and the big melt

The case is intended to illustrate an application of a theory. However, in
doing that, it touches on global issues, namely glacier retreat and climate
change. The paper has to first introduce these so that it can then aptly
explain the significance of applying ACT to landscape architecture.
An important assertion is that landscape architects can and should aim
to mitigate and adapt to the causes and consequences of human-induced
climate change. Unfortunately, however, it is unlikely that they can prevent the short-term melt of specific glaciers. With the exception of Carey
Clouse’s article ‘Learning from Artificial Glaciers in the Himalaya’,11 landscape architects seem to be totally absent from the discussion on glacier
retreat and loss. The most tangible actions in dealing with the loss of glaciers have been to cover glaciers in blankets12 and for Iceland to place a small
bronze plaque mourning the loss of Okjökull Glacier.13

AOTEAROA
NEW ZEALAND

Haupapa
Tasman Glacier

Figure 1 New Zealand case study site.

If landscape architects cannot prevent loss, what should they do? ‘Solastalgia’,14 ‘environmental melancholia’,15 ‘climate denial’,16 and ‘ecological
grief’17 are terms that have emerged from psychology and the social sciences
to explain how environmental degradation and loss affect people and can
result in a lack of engagement with related issues. What if landscape architects could provide a meaningful response by connecting people with the
experience of the loss itself?
This idea is backed by research that finds that the psychological dimension can be a first step in facilitating successful involvement, advocacy and
political action regarding environmental degradation.18 Providing a space
for environmental melancholia, a concept described by environmental
psychologist Renée Lertzman, could be relevant for the case of a retreating
glacier, because it describes ‘an arrested, inchoate form of mourning’ that
specifically addresses the experience of loss towards an object or environment.19 Following in Elizabeth Meyer’s footsteps, the authors argue that
aesthetic experience could be landscape architecture’s key to address this
psychological dimension, because it has the capacity to shift human consciousness beyond inaction, and foster care to change behaviour.20
Case area: New Zealand’s longest glacier

Haupapa/Tasman is the longest glacier in New Zealand. It is located in
the Aoraki/Mount Cook National Park, an internationally renowned and
beloved alpine landscape that surrounds a flat and open glacial valley (Fig. 1).
It offers tourist-related amenities that operate out of Mount Cook Village.
Haupapa/Tasman Glacier is a debris-covered valley glacier that terminates
in an iceberg-strewn lake bounded by moraines (Figs. 2 & 3). The glacier's
farthest historical extent reached to the end of a much older glacial lake
called Lake Pukaki over 40 km down the valley.21 Tasman Lake is now part
Journal of Landscape Architecture / 1-2021
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Figure 2 The 50-m-tall terminus face of Haupapa/Tasman Glacier as seen from an adjacent moraine.

Figure 3 Icebergs floating on Tasman Lake.
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Figure 4 Haupapa/Tasman Glacier and the
surrounding glacial watershed.

of the catchment that flows via the Tasman River into Lake Pukaki and
provides the region with hydroelectricity and irrigation water (Fig. 4).22
The glacier has melted substantially since it was first measured and is now
retreating at an accelerating rate of 160 m per year.23
Haupapa/Tasman Glacier’s tourism-related ventures are presently the
most directly affected by its retreat. The face of the glacier is now barely
visible from the primary viewpoint at the former moraine terminus. The
terrain surrounding the lake is becoming less accessible as the moraine
walls destabilize, making it dangerous to access the glacier. Although the
Haupapa/Tasman Glacier forms an integral part of the Aoraki/Mount Cook
National Park’s revenue and identity, engagement with its disappearance
is limited to small educational initiatives.24 The design proposal intends
to engage more deeply with the loss, in a way that is universal in its origin and consequences, but can be acutely felt at this specific location_it
offers a space to experience melancholy and contemplation.

Tribute to a Glacier tested the potential of Zangwill’s Aesthetic Creation
Theory for the ‘aesthetic creation’ of a landscape. According to Zangwill,
the phases of art production are as follows: 1) to develop ‘insight’ into nonaesthetic/aesthetic dependency, 2) to have the ‘intention’ to deploy nonaesthetic properties to realize aesthetic properties, and 3) to take ‘action’ to
realize the aesthetic properties through non-aesthetic properties.25
The proposal’s functional programme, to provide access and touristic
services to redeem the lost view of the glacier, could have been taken on
as a civil engineering project by constructing roads and paths. The aim of
the landscape architecture proposal was to address function, but it was differentiated from an engineering project by its aesthetic aim_to introduce
footholds for an aesthetic experience of melancholy and contemplation,
therefore meeting Zangwill’s most basic requirement for a work of art. It
was also produced in a way that mirrors the three phases of his description of art production.
Insight

The Insight into aesthetic dependency in landscapes of melancholy and
contemplation emerged from a literature study of two comprehensive
works. These were Jacky Bowring’s Melancholy and the Landscape: Locating
Sadness, Memory and Reflection in the Landscape26 and a collection of essays
edited by Rebecca Krinke called Contemporary Landscapes of Contemplation.27
First, what do melancholy and contemplation actually mean? Melancholy
is described by New Zealand landscape architecture academic Jacky Bowring as a feeling rooted in ‘a loving regard for what is lost, or of impending loss, of an object, a landscape, a moment’.28 Contemplation is a developmental mental state in which the individual’s mind is either emptied
or inactively involved to understand, reflect and ponder a particular situation. It can be understood as a progressive experience that begins with
‘focus, purpose, and purity of mind’, moves to ‘concentration’, and concludes in ‘contemplation’.29
The widespread and historical appeal of these concepts contrasts with
their contemporary marginalization. Melancholy is almost taboo in mainstream society. Modern science, with its great power to illuminate, has
belittled the sad, the mysterious, the imaginative and the more difficult-toexplain realms of existence.30 Contemplation also does not fit into the everincreasing tempo, and performance- and action-driven expectations of modern society.31 A consequence of overly positive and active approaches is that
society becomes ‘sanitized and emotionally aseptic’,32 impeding authentic
engagement.33 Although perhaps estranged from the mainstream design
of gardens and parks, the melancholic and contemplative aesthetics have
quietly endured in ruins, art, gardens and landscapes. Landscapes of ritual, remembrance and commemoration are sought after to provide a productive solitude for introspection and contemplation.34
Journal of Landscape Architecture / 1-2021
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Figure 5 The aesthetic framework of properties that illustrates
the sequence of mental states, aesthetic properties, non-aesthetic
properties and possible design devices.

Although the literature suggested that melancholy and contemplation
would be appropriate experiences in light of a disappearing glacier, how
can one impose that onto an innocent visitor? During the interviews, every
interviewee (including visitors and stakeholders) except one expressed a
sense of loss or sadness regarding the disappearing glacier and all interviewees expressed a desire to engage with the subject matter more deeply.35
Freud might respond that mourning is then necessary, because ‘when the
work of mourning is completed, the ego becomes free and uninhibited
again’.36 For Bowring, it is the ‘love of loss, of longing . . . [that] spurs a
poignant compassion as opposed to vicarious consumption’.37 Contemplation is important because it pulls the individual out of the everyday, out
of the finiteness of space, and out of the self.38 It is said to steady the mind,
dissolve internal conflicts, and open doors of intuition, among other benefits.39 One should also consider the detriment of its opposite_unbalanced
action can be misguided, alienating and ultimately harmful.40 Contemplation has been shown to ultimately result in and ‘sustain action, since it
provides a grounding and renewal for the participant’.41
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Bowring, Krinke and the other authors did not refer to ‘aesthetic dependency’ in landscapes of melancholy and contemplation, but they implied
the same logic through descriptions of loose causal relationships between
landscape elements and their effect on the perceiver. For example, Bowring described the ‘melancholy of the void’ in the simple granite walls of
Maya Lin’s Vietnam Veterans Memorial.42 Melancholy supervened on the
void, which depended on the monument’s physicality. Most, or perhaps
all, landscapes of ritual, remembrance, commemoration and contemplation quietly rely on such dependency. Note that the findings of the literature review followed the phase of ‘intention’ triangulated through the first
iteration of prototypical sketch designs mentioned in the introduction.
Intention

With the intention to deploy non-aesthetic properties to realize aesthetic
properties in the design for Tribute to a Glacier, a thematic content analysis was conducted of the abovementioned texts to distil the most essential
aesthetic properties and connect them to their possible origins in non-aes-

Action

thetic properties. Aesthetic properties were isolated and the authors’ subjective accounts of what made a melancholic or contemplative aesthetic for
landscape architecture were compared. The process transformed the aesthetics of melancholy and contemplation into intelligible components and
produced a rationale for intentional aesthetic decision making.
The investigation revealed additional hierarchies and interdependencies beyond aesthetic/non-aesthetic dependency. There were interdependencies among aesthetic properties,43 continua ‘between logically necessary
qualities and logically sufficient qualities’,44 a blurry line between nonaesthetic properties and the creation of meaning, and spatial design elements that went beyond traditional ‘art’. The decision was therefore made
to further subdivide ‘non-aesthetic properties’ into ‘design devices’. These
would be specific non-aesthetic properties in space, such as spatial/temporal/movement-based phenomena relevant to a spatial design. For example,
a threshold is a non-aesthetic property, entrances and passages are design
devices. See Figure 5 for a proposed aesthetic framework.
The literature-based results were a source of inspiration and a checkpoint. Although the test case adhered to the first two phases of producing a
work of art, the question remained: How could a spatial design induce aesthetic dependency in service of elusive states of mind? The authors chose to
use the non-aesthetic aim, namely the progressive nature of contemplation,
to frame the aesthetic approach. Aesthetic properties would be experienced
in a sequence to facilitate the progression from ‘focus, purpose, and purity
of mind’, to ‘concentration’, and finally arrive in ‘melancholic contemplation’. The key implication of a sequence was that the presence or absence
of certain properties could affect subsequent properties. Four substantive
aesthetic properties were found to facilitate ‘focus, purpose, and purity of
mind’ and ‘concentration’ and therefore had the greatest chance of ensuring
a landscape conducive for melancholic contemplation. They were: ‘otherworldliness’, ‘awareness’, ‘solemn tranquillity’ and ‘slowness’.45 How certain could one be sure of the four selected? The authors’ conviction derived
from contemplating, in the spirit of the ACT, the detriment of their opposites: ‘a mundane space’, ‘ignorance’, ‘noisy chaos’ and ‘speed’. As Zangwill
suggested, even though one cannot be certain of the causal aesthetic effect
of certain non-aesthetic properties, one can be sure of the exclusion of certain aesthetic properties once certain non-aesthetic properties are realized. Dialectical reasoning can thus strengthen the case for implying the
plausibility of relations between non-aesthetic and aesthetic properties.
The authors did not create a determinate, prescriptive ingredient list
of patterns of aesthetic dependencies for melancholic contemplation. Literature-based ‘suggestions’ served as sources of inspiration for design. For
instance, to evoke solemn tranquillity, one could utilize silence, solitude,
simplified stimuli, and/or monochrome (non-aesthetic) properties and
these could manifest as moments of silence, a singular bench, muted colours, limited palettes, and twilight zones (design devices) in space. There
are probably others as well, like the authors, who are weary of any sort of
exclusionary dependency lists and this would have Zangwill’s support. He
specifically warns that although there is indisputable dependency between
aesthetic and non-aesthetic properties, ‘there is no one set, no group of sets
of logically sufficient conditions, no ‘defeasible’ sets, and no wholly nonaesthetic descriptions which logically entail a certain aesthetic character.’46

The abstract aesthetic intents fed into the familiar landscape architecture
design process to produce the second iteration of the site-specific design.
Drawing-and-reflecting and learning-and-executing blended together and
affected one another iteratively.47 The aesthetic intentions engaged with site
conditions, interview results, cultural considerations and programmatic
requirements. The emergent design proposed a journey through Aoraki/
Mount Cook National Park towards the retreating Haupapa/ Tasman Glacier. The design was considered at two scales, the National Park scale and
the site of the glacier. It curated a landscape for the visitor to encounter
interventions intended to facilitate three progressive states of mind: ‘purpose, focus, and purity of mind’, ‘concentration’ and, lastly, ‘melancholic
contemplation’. General aesthetic properties for each state were translated
into site-specific guidelines and introduced in sequence for visitors to experience. The journey through the park would introduce design devices to
facilitate the first two mental states and thereby prepare the visitor for a
pedestrian trail at the glacier. The pedestrian trail would reinforce these
conditions and finally offer the space for melancholic contemplation. See
Figure 6 for the overall design strategy.
Journey to Haupapa

It would begin at the foot of Lake Pukaki, the glacier’s farthest historical
extent. A Pouwhenua, or Mãori land post (design device), would be placed
there to mark the entrance (non-aesthetic property) into this otherworldly
space (aesthetic property) to honour the start of the glacier’s story. The decision to incorporate a culturally significant feature emerged from an interview with Mãori professor Lloyd Carpenter. By connecting to the Mãori
culture and the creation story of Aoraki and Haupapa, the Pouwhenua
positions the glacier retreat narrative within the culturally identifiable
narratives of Aotearoa/New Zealand.48
Presently, visitors drive all the way to the pedestrian trailhead at the
glacier. However, it takes time to leave one’s busy mind and become receptive to one’s surroundings, so the authors proposed ‘slowness’ as a keystone aesthetic property.49 During the gentle ascent from the lake into
alpine terrain and glacial valleys, visitors would physically slow down by
means of a ‘modal shift’ (non-aesthetic property) from a car, into a shuttle, onto a bicycle, finally arriving at the glacier’s trailhead to begin the
Haupapa Tribute Trail on foot (design devices). The journey would be a
form of ‘pilgrimage’ (non-aesthetic property), an experience of time and
place subtly different from the status quo of everyday life and therefore
offering the possibility to get out of one’s self and see things from a new
perspective.50 Slowing down would require a commitment from the visitor that might be met with impatience, but would be rewarded with a
lasting, emotional experience.51
The authors proposed to move the visitor centre out of the small village
and into the landscape (design device) so that the visitor would encounter
it en route to the glacier. Doing so would provide the visitor with ‘information’ (non-aesthetic property) to contribute to the ‘awareness’ (aesthetic property) necessary to arrive at the glacier with purpose and focus
(see Figure 7 for the project location). Practical considerations, like safety
and accessibility, also contributed to the interaction between the design
and the audience, something works of art often do not have to do.
Journal of Landscape Architecture / 1-2021
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Figure 9 ‘The Reveal’ design device;
Haupapa comes into view for the first time.

Haupapa Tribute Trail

After dismounting from their bicycle, the visitor would embark on the
Haupapa Tribute Trail (see Figure 8 for site plan). A portion of the trail
already existed, but currently as an out-and-back trail to a viewpoint on
the terminal moraine, for a view from which the glacier is now in the distance and almost absent. To reinforce ‘slowness’ and encourage ‘solemn
tranquillity’ (aesthetic properties), the design modulated movement (nonaesthetic property) through a one-way loop, which prescribed a route with
moments of physical exertion, visual reveal and pause (design devices). The
one-way foot traffic and solitary seating opportunities (design devices)
also offered greater chances of solitude and silence (non-aesthetic properties). The path would take the visitor through the recently deglaciated
landscape down to the frigid water of Lake Tasman. Two examples of aesthetic properties to encourage melancholic contemplation once concentration was achieved were ‘attention to absence’ and ‘multisensory’. The
authors wanted to achieve these properties through a simple yet precise
sequence of moments. Once the visitor successfully ascended the pre-existing moraine path, the growing distance to the Haupapa/Tasman Glacier
was emphasized through a directed ‘orientation’ (non-aesthetic property).
At the moment where the visitor would have stepped out onto an open,
busy viewpoint, the grade was manipulated to raise him/her above other
onlookers and large boulders (design devices) were positioned to frame an
unobstructed view of the void the glacier left behind (Fig. 9).
The existing trail stopped there and provided no further intimacy, only
the realization of how far away and gritty the glacier had become. The
design introduced a dramatic continuation of the path down the moraine

into the recently deglaciated landscape. A long, narrow staircase with mirrors on each riser (design devices), would descend down the slope towards
the glacier. The visitor’s steps would become rhythmic as they left stable
ground. As the staircase terraced incrementally away from the slope, they
would have to move into the void itself (Fig. 10). Once at the base, the visitor might glance back into the mirrors and see their own fading reflection
alongside the glacier (Fig. 11). The mirror’s mood would change rhythmically with the weather and linearly with the glacier’s retreat. The features
of the staircase (design devices) actualized non-aesthetic properties like
‘modulating movement’, directing ‘orientation’, creating ‘cosmic linkages’ and presenting the ‘uncanny’. These, in turn, were in service of aesthetic properties, such as ‘landscape layering’, ‘attending to absence’ and
creating a sense of ‘(un)familiarity’.
The path would then zigzag over the boulders towards Lake Tasman.
There, a long ramp, gradually submerging into the water towards Haupapa, would coerce the visitor forward (Fig. 12). They might even dip their
feet. The shock of ice-cold water might induce momentary, sublime fear
and awe for this landscape, in which a human is insignificant and small.
As they relax, their gaze might scan the surface of the lake and fall upon
Curio, a stark insertion between the visitor and the glacier.
Curio would be a floating sculpture that took the form of an iceberg, a
testament to the many that break into the lake each year. As a small, inaccessible island, it would embody liminality and solitude.52 It could be programmed to produce light, a performance that could capture the fleeting
nature of things. The glow could be an enticement to enter the landscape
Journal of Landscape Architecture / 1-2021
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Figure 11 ‘Vanity Stair’ reflection.
Figure 10 ‘Vanity Stair’ descends into post-glacial landscape.

in twilight or darkness, when awareness and stillness are heightened. It
could also produce sound (design device), a means to transform the negative noise disturbance of scenic flights into an immersive, multisensory
experience (aesthetic property). Although Curio would be bold when compared with the other devices, it would resolve aesthetic deficiencies in the
design based on conclusions drawn from the interviews, observations and
the literature on melancholy. For instance, it would address the helicopter
noise, which is important, because noise could strongly undermine the aesthetic property of solemn tranquillity. Curio would be an element designed
to strike many chords in the perceiver, but we doubt its effectiveness without the preceding sequence. Its success would rely on mental openness and
receptivity from the audience that would have grown during the journey
(Figure 13 illustrates the sequence at the lake).
The authors are aware that the choices made in this hypothetical case
for contemplation are also choices that would restrict use. They would prevent a quick car drive into the park for a carefree, ‘hit and run’ access to a
spectacle of nature. In reality, that choice would have to be discussed and
agreed upon with the park management and stakeholders to generate a
third iteration of the design. Whether the Action, in this case the translation of properties into a site-specific design, could be judged as ‘successful’
would be based on how relevant the chosen properties are and how strong
their dependencies are in space. The success should not be judged by the
explicit verbal insights, but rather by the work itself.53 The case presented
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is hypothetical, so the imagery brought the audience closest to understanding the work itself. To expand the understanding of ACT’s potential
within landscape architecture, the authors would like to see built works
studied alongside their intentions in the future as well.
Reflection on the role and extensions of ACT
Discussion

In this paper, the authors hope to have taken a respectful stance, reflected
in the double use of Mãori and English place names, towards a landscape
that could also be discussed in terms of colonialism and conflicting values.
Through the double use of names, the paper tries to honour the entanglements of ownership in the Aotearoa / New Zealand landscape as arranged
in the treaty of Waitangi. Colonialism was not the focus of this paper, but
the authors are confident, to the best of their knowledge, that the design
is in keeping with Mãori values attached to the site.
In a spirit of experimentation, the case of a retreating glacier was used
to exemplify and thus advance the application of Zangwill’s Aesthetic Creation Theory to landscape architecture. Where the original theory describes
general aesthetic experiences, this paper shares insight into its application
to an actual, although unbuilt, case. Based on the case, this paper offers an
assessment of the theory’s potential, some words of caution, and commentary on the questions of audience and meaning.

light performance feature
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Figure 12 ‘Submerged Pier’ and floating Curio.

Figure 13 Distorted collage of the trail sequence.
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Figure 14 Diagram of multiplicity in
aesthetic dependency.

Conclusions

Aesthetic Creation Theory offers a three-step approach for dealing with
the aesthetic content of a landscape design project. Insight, Intention and
Action allow authors to develop and discuss the aesthetic side of design
with a sensitivity based on explicit and grounded choices. ACT does not
provide a formula for an aesthetically successful space, and nor should it,
because that is what, already since Vitruvius, has been described as what
(landscape) architects are for.54 ACT is a point of departure, a moment of
consideration, a frame for confident evaluation and a rigorous explanation.
It breaks down the design process into intelligible pieces of work that can
be explained and discussed, and it confirms the legitimacy and rationale
of aesthetics in landscape architecture.
It is not, however, invulnerable. Landscapes have infinitely more variables than ‘traditional’ works of art, if only in terms of size and multi-sensuousness. Therefore, identifying aesthetic dependencies (as the authors
attempted to do) can be an arduous and often unfeasible task. Because of
this, the authors are reluctant to embrace Zangwill’s ‘bare-bones essentialism’ for landscape architecture.55 Without diminishing traditional art
or problematizing ACT, the authors caution potential designers not to let
explicit rationalization curb courageous decision making. Curio, for instance,
explored the edges of aesthetic logic for placing adornments in a wild landscape. It expressed a strong design choice to test the operational implications of ACT through a landscape design process. The proposal presented
was not an end in itself_it was a means. Embrace freedom in ambiguity
and enjoy the richness of multiplicity_just remember to intermittently
check back. The application of ACT to landscape architecture is to remind
landscape architects of their aesthetic duties and encourage them, in the
spirit of Donald Schön, to be truly reflective practitioners.56
Expanding ACT to design

This case provokes the argument for the definitive embrace of multiplicity in aesthetic dependency. An aesthetic property can be achieved through
multiple non-aesthetic properties, but simultaneously, a non-aesthetic
property can achieve multiple aesthetic properties. This also draws attention to forms of dependency between aesthetic (and non-aesthetic) properties themselves, if one chooses to bridge them to overarching ‘non-aesthetic aims’ as was done in this case (see diagram in Figure 14). Substantive
aesthetic properties to describe landscape are incredibly diverse and can62
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not be considered equally, because they reflect the physicality of human
beings, cultural backgrounds and personal fascinations.57 They involve the
perception of time, movement, input from all the senses and many factors
beyond the designer’s control. It could therefore be relevant to consider, as
this case did, that there might be a hierarchy among properties in which
the success of certain properties depends on others.
This leads to the next suggestion: to extend aesthetic dependency to
possible overarching ‘non-aesthetic aims’, such as mental states, feelings
and so forth. This not only remains compatible with ACT, but is also critical if aesthetics truly wants to enter into engagement with environmental degradation. Aesthetics for aesthetics’ sake is often not enough. To preempt possible retorts against extending aesthetic dependency, consider that
although Zangwill appears to deliver aesthetics as the pièce de résistance,
for him it is actually all in pursuit of pleasure.58 So why should designers
not dare to make such claims as well?
What remains is the question of audience and meaning. We were offered
an inquiry, in discussions about the design proposal by an independent
reviewer of the design process, about whether anyone engaging with the
project (should it be realized) would have the same experience. The easy
answer is no, as any experience is coloured by a mix of personal interpretations and cultural filters. The other extreme, however, that this experience would only likely be induced in the authors, also seems improbable.
Would it invalidate the work if someone interprets it differently? Imagine
a fishing enthusiast that upon not finding the glacier, but a lake with the
promise of trout, is happy to go down and throw in his line rather than feel
melancholic about a disappearing glacier. He or she does not experience
the intended emotions, but does that invalidate the theory or the design?
The authors do not think so_the theory speaks of the intention to evoke;
it does not speak of reception. The reception might be different, and this is
welcome. As long as one can imagine one or more people that would have
the experience, and if one can assert that the chosen design devices would
not make the experience impossible, then the design works aesthetically.
ACT therefore offers a framework in which to discuss and defend aesthetic
quality for landscape architecture. The authors hope that this hypothetical case has illuminated a possible use of the theory and contributed to the
understanding of and respect for environmental aesthetics.
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