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ART IN NATURE

What makes art in nature so pleasing? Why are the most interesting sculpture parks mainly 
created by private individuals, that is to say, art collectors and artists? What is their aim? 
And lastly: What makes a sculpture park special today? During my research for this book I 
constantly came back to these questions. For two years my husband and I travelled the world 
visiting remarkable sculpture parks in remarkable landscapes and asking their makers these 
same questions. At times those trips were quite demanding, because these parks and gardens 
are almost always situated in faraway places – huge sculptures in the desert, installations 
anchored in the Caribbean, a surreal Garden of Eden deep in a tropical rainforest.

A striking number of new sculpture parks have been created since the 1980s, not only in 
Europe and the United States but also in Asia, South America, Africa and Australia. ‘Green 
maze’ instead of ‘white cube’, in other words, art in nature rather than in traditional exhibition 
spaces: this is the latest trend in the art world. At biennials and major exhibitions, at art fairs 
and in private collections there are more and more outdoor sculptures and installations. 
International conferences have been organised and new exhibition formats devised, all 
focussed on art in the open air and attracting throngs of visitors. The fact is that outdoor 
sculptures have conquered the art market and there is a huge demand for them. The major 
auction houses and galleries even print their own catalogues and hire splendid parklands in 
order to display works to potential buyers who might be thinking of creating their own private 
sculpture parks. Because art – and sculpture in particular – is seen in ever-larger formats. 
Sculpture, in the form of installations, often occupies entire rooms, to the extent that some can 
only be shown outside. This is a challenge that publicly run museums and institutions, with 
their chronic lack of space and funds, can scarcely rise to. With so many museums occupying 
expensive city-centre sites it is rarely possible to build extensions and any outside space is 
generally strictly limited. And that is where the collectors – sometimes even the artists – step 
in, many of whom are fascinated by the potential of art in landscape settings that provide the 
scope for large-scale spatial experimentation, free interaction between the viewer and the 
work of art, a dialogue with different landscapes, changing seasons and weather conditions, 
close contact between the client and the artist. And above all the possibility of creating art for 
a particular place – as part of a Gesamtkunstwerk. Works of art are permanently installed in 
these outdoor locations – immovable and, as such, not for sale. At last the true art collector 
and philanthropist can make a stand against the art market with its increasingly speculative 
tendencies. This has already triggered discussions as to whether displaying art in nature could 
be a model for new museums, notably the many private museums that will be founded in the 
twenty-fi rst century. Attention is now turning to such illustrious precedents as the sculpture 

Art and womanhood: Sean Henry’s Walking 
Woman (2010) in Ekebergparken, Oslo.
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park at the Kröller-Müller Museum in Otterlo, the Storm King Art Center in upstate New 
York, the Yorkshire Sculpture Park in England and the Louisiana Museum near Copenhagen. 
As examples of sites with fi rst-class art in particularly beautiful landscapes these are all much 
to be admired and are rightly regarded as some of the best museums in the world. And they 
have been a source of inspiration to many of the founders of the parks described in this book. 
But with the large numbers of ‘outdoor galleries’ of this kind currently being founded, the 
notion of a sculpture park as an exhibition concept is in danger of becoming increasingly 
diffuse. Many parks are without distinguishing features.

For many collectors and artists it is (and was) no longer enough to merely position 
fi rst-rate art in a particularly appealing landscape. Instead they prefer to develop their own 
independent concepts with a theme that connects individual works of art with each other and/
or mediates a particular message: an image of the universe, art on the largest possible scale, 
a utopian vision of a better life, a sculpture park as an ecological enterprise. The themes are 
many and varied, as are the works of art. Of course the quality still has to be high and the 
relationship with nature is a given. My aim was therefore specifi cally to seek out extraordinary 
sculpture parks and even whole landscapes given over to art. This book provides an insight 
into twenty-fi ve selected examples. 

Since the theme of a sculpture park is generally closely connected with the personality of 
its initiator, I soon decided to concentrate on sculpture parks that were founded by individuals: 
art collectors who also have a love of nature, philanthropists, entrepreneurs and garden 
designers with a passion for art, and of course artists, too. All are visionaries; some may even 
be described as eccentric. Their goal in their life’s work is to realise certain ideas through the 
medium of an art project in natural surroundings and, in so doing, to make their own, enduring 
mark – sometimes with a light touch, sometimes with deadly seriousness, sometimes with 
supreme intellectualism. Visitors should ponder what they have seen, whatever the theme – 
from social responsibility, ecological concerns, the mediation of cultural identity, patterns of 
visual perception, natural phenomena in the world around us, to autonomous cultural spaces 
where new ways of living can be tested out – or just fun. The parks’ initiators all have their 
own stories to tell, which often cast light on their own personal vision. This book is therefore 
not only the fi rst publication exclusively devoted to themed sculpture parks, it is also a 
collection of portraits of outstanding individuals with exceptional ideas. 

With their often unusual themes, these sculpture parks are frequently in spectacular 
topographies, which the works of art respond to, thereby creating a singular Gesamtkunst  -
werk – from an archipelago to a desert, from the ocean to the rainforest or a sublime 
mountain landscape. John Gow and his wife Jo even went so far as to ensure that not only 
is the vegetation in their park exclusively indigenous but that all the works of art also 
originate in New Zealand. In other cases a whole landscape has become a work of art – as 
in James Turrell’s Roden Crater or Charles Jencks’s cosmological garden. After all, gardens 
and landscape parks fi rst arose from human beings’ innate yearning for paradise. Early 
garden designers in eighteenth-century England already actively sought to create a lost 
paradise in their poets’ gardens. They constructed classical ‘ruins’ – as symbols of Arcadia – in 
landscapes that viewers perceived as perfect nature, although in fact it was the result of the 
supreme skills and fi nesse of contemporary garden design. Similarly, the exponents of Land 
Art in the United States in the 1970s were longing for unspoilt nature when they used their 
site-specifi c installations to highlight nature and the damage done to it. 

In an era such as our own, which has been coloured by urbanisation, industrialisation and 
environmental pollution, the unprecedented, enduringly high level of interest in all things 
horticultural, in nature and ecology is readily understandable. And so it makes perfect sense to 
place art in natural settings, particularly since nature is itself the original, perfect, multifaceted 
work of art. Above all, when works made by human hand are presented in a natural setting, 
it is essential that there is a balanced relationship between art and nature. Ultimately this 
balance is seen in all the sculpture parks that feature in this book.

As a passionate art collector and garden lover, I would like to introduce my readers to a 
selection of particularly pleasing combinations of art, nature and a unique theme, and provide 
a source of inspiration in the very individual histories of these widely varied projects. 

Silvia Langen, Munich, February 2015



11

Important pioneers in the USA: Ralph 
Ogden and Peter Stern founded the 
Storm King Art Center with a collection 
of sculptures by Mark di Suvero, amongst 
others. 
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A REFLECTION OF A NEW WORLD
CENTRO DE ARTE CONTEMPORÂNEA INHOTIM, BRUMADINHO, BRAZIL
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It is a long journey. Even the drive from Belo 
Horizonte in south-eastern Brazil along the 
dirt road to the mining town of Brumadinho 
takes a good two hours. Iron ore is mined 
in this area on the grand scale, above all for 
the booming Chinese market. In 2004, just 
a few kilometres away, the mining magnate 
Bernardo Paz (b. 1951) started to create his 
unique art empire, Inhotim, a mixture of 
sculpture park, botanic garden, social project 
and spiritual retreat. His aim is to use it to 
change society. “It should be like a magic 
path, a magic walk,” as the philanthropist, 
with his mane of silver hair and full beard, 
says of Inhotim. “People come here and leave 
again. They will probably only understand 
much later what they saw and experienced 
here – because it is about beauty. It should 
affect one’s spirit, it should do people’s 
eyes and hearts good. It is the beginning 
of a new world.” Anyone who may initially 
think Bernardo Paz is exaggerating or even 
boasting soon realises that this is not the 
case when they see Inhotim. The site itself 
is immense. By now this hilly domain with 
its artifi cial lakes and exuberant tropical 
vegetation extends across an area of over 
5,000 acres. Bernardo Paz already started 
to systematically acquire forests, farmland 
and fi elds in the 1980s in order to save 
these areas from being swallowed up by 
the iron-ore mining business. Even though 
no more than a tenth of it is given over to 
art, as yet, and visitors are chauffeured by 
friendly young people in golf carts, it is barely 
possible to see it all in one day – around 
130 works by artists from thirty nations, 
including leading artists such as Matthew 
Barney, Steve McQueen, Olafur Eliasson, Janet 
Cardiff and George Bures Miller, as well as 
ground-breaking Brazilian artists such as 
Cildo Meireles and Hélio Oiticica. In addition 
there are works by a further 500 artists in 
the permanent, private collection. All these 
works of art – some are outdoor pieces while 
others are on show in exhibition spaces – are 
distributed across the vast area of Inhotim. 
Many were made in situ. And many of the 
installations are so large and elaborate that 
they can only be displayed here at Inhotim. 
Even major museums would not have suffi cient 
space for them. Allan Schwartzman, one of 
the curators at Inhotim, explains its particular 
situation: “Art museums are almost all located 
in the most expensive districts of cities and all 

A rarity: artists’ pavilions at Inhotim. 
Adriana Varejão can display works of 
art here that are too large for any other 
museum.
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are plagued by a chronic lack of space. They 
have little scope for showing large-format 
works. This has led to important key fi gures 
in the contemporary art world, such as Chris 
Burden, not yet receiving the recognition that 
is their due.” However, this is now changing. 
Bernardo Paz recently bought three major 
installations by Burden, namely Samson 
(1985), Beam Drop Inhotim (2008) and Beehive 
Bunker (2006). Each now has a home in the 
midst of nature – forever. At Inhotim artists 
can do what they have always dreamed of 
doing. “There are no limits,” promises Paz.

This sculpture park is also distinguished 
by its twenty-two pavilions dedicated to 
individual artists spread throughout the site. 
Many of these pavilions have been designed 
in collaboration with architects and botanists. 
Each is a Gesamtkunstwerk that connects 
with nature. This is perfectly exemplifi ed in 
the pavilion dedicated to the work of the 
renowned Brazilian conceptual artist Adriana 
Varejão, which was designed in collaboration 
with the architect Rodrigo Cerviño Lopez 

and takes the form of a monolithic concrete 
block that appears to hover above a deep 
blue, artifi cial pond. On the roof terrace all the 
bird species found in Inhotim, 280 in total, 
are illustrated on the pale tiles of the visitors’ 
benches. Inside the block, on the ground fl oor, 
there are large canvases – painted to look like 
tiles – depicting a churning wave, divided 
into 184 single sections. The lower ground 
fl oor contains Adriana Varejão’s large-format 
sculpture Linda do Rosário (2004), a partially 
broken ceramic wall that appears to be built 
from pieces of meat, which are in fact also 
painted. This work recalls the brothel of the 
same name in Rio de Janeiro, which collapsed 
in 2002, killing a couple in one of the rooms. 
The interplay of perfect beauty and violent 
destruction features in many of the works 
at Inhotim. For Beam Drop Inhotim, Chris 
Burden used two cranes to drop seventy-two 
solid steel beams from a height of forty-fi ve 
metres into a pit of wet cement. These then 
turned into a ghostly forest of rusty steles. 
Over the space of four years, in a clearing in 

a eucalyptus forest, Matthew Barney created 
a mirrored, geodetic dome over a mud-
spattered monster tractor, which is in the 
process of uprooting a polyethylene-coated 
tree trunk. Moulded branches reach up like 
oversized candles. The heavy tractor seems 
to have mounted some concrete blocks and is 
on the point of toppling over.

Many of these works of art are 
unwieldy and unsettling, but they match 
views the visitor has of the surrounding 
area from some of the higher points in the 
park. Outside the park, ravaged, naked 
hillsides stand as symbols of a damaged 
and exploited natural world; inside it we 
fi nd verdant Arcadia. Works such as Olafur 
Eliasson’s Viewing machine (2001–08) 
challenge the visitor to observe the different 
facets of nature. Devised as a kaleidoscope, 
this work splinters the subtropical rainforest 
into countless hexagons. Thoughts of child-
hood come to mind. And that is precisely 
what pleases Bernardo Paz, who feels that 
“we’ve lost the ability to be surprised by life. 
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Left: Olafur Eliasson’s Viewing machine 
creates a kaleidoscopic, multifaceted 
image of the tropical landscape.

Metals beams were dropped into wet 
cement from a height of 45 metres. 
Beam Drop Inhotim points to the brutal 
destruction of the environment in that 
region.

We have to regain the sense of being a 
child again.”

Paz’s radical decision to concentrate his 
attention on art and nature followed a heart 
attack brought on by overwork. And having 
previously profi ted so remarkably from mining 
iron ore, he now does everything in his 
power to alert others to the exploitation of 
our natural resources. In the 1980s Bernardo 
Paz became one of the fi rst entrepreneurs to 
travel to China, where he won a contract to 
build steel plants. At the time, China’s need 
for raw materials was positively exploding due 
to the massive growth of its economy. This 
led Paz to concentrate on mining and trading 
in iron ore, which in turn made him into one 
of the wealthiest men in South America. His 
heart attack made him completely change his 
life. “All I had ever done was amass money, 
but I hadn’t lived out any dreams.” So he 
moved to his farmhouse, called Inhotim. The 
locals had named it after its original owner, 
a British engineer known as “Mister Tim” (or 
“Nho Tim” in the local dialect). Paz now started 

to collect Brazilian art from the 1920s to the 
1950s, although, in his own words, “it was 
an intuitive thing, not because I understood 
it.” However, the artists Tunga and Cildo 
Meireles persuaded him to turn his attention to 
contemporary art instead. Paz sold his entire 
collection and started afresh – this time he 
purchased works by younger artists, such 
as Ernesto Neto, Albert Oehlen, Janet Cardiff, 
George Bures Miller and Olafur Eliasson, and 
built pavilions to house their work. Above all 
through his friendship with the painter and 
internationally renowned landscape architect 
Roberto Burle Marx (1919–1994), Paz became 
increasingly interested in connecting art with 
nature by creating an art landscape – partly 
because Burle Marx had inspired Paz with his 
passion for botany and plants. He showed Paz 
that Inhotim – located between the edge of 
the Brazilian savannah and the Atlantic – is 
in one of the regions in the world with the 
greatest biodiversity.

In 2011 scientists started to compile an 
inventory of its 4,500 plant species, including 

1,300 types of palm. Paz has set up a 
research station specifi cally for this purpose. 
With the help of Burle Marx, Bernardo Paz 
laid out the site as a botanic garden, so that 
visitors who come to see the art can also 
experience and learn more about the diversity 
of this tropical landscape. For artists and 
architects this multifaceted natural setting 
poses a particular challenge that requires a 
response: art in dense palm groves, between 
shrubs with brightly coloured blooms and 
bizarrely shaped fl owering plants. For the 
visitor the gardens provide a retreat that 
plays an important part before and after 
engaging with the works of art. Along the 
paths that lead from one work of art to the 
next, visitors see huge butterfl ies; they 
hear exotic bird calls and animals scurrying 
through the undergrowth. Nature provides 
time for refl ection, allowing visitors to switch 
off their minds before the next encounter 
with the unknown. Accordingly there is no 
distinct starting point for visitors. There is 
no centre, either in terms of the design of 
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the grounds or of the works exhibited there. 
Visitors are free to make their own way 
through Inhotim at their own speed and to 
experience this dialogue with art and nature 
from ever-new perspectives. In one spot 
it may be the perfectly designed grounds, 
in another it may be the issues raised by 
the artists that prompt us to consider the 
meaning of time and space or our own role 
with regard to the natural world.

Bernardo Paz feels that particularly 
in a Western society increasingly shaped 
by ongoing technological revolutions our 
perceptions and emotions are of crucial 
importance. His aim is to achieve a new 
kind of dialogue with nature – through art: 
“Art wakes people up, it gives them the 
motivation to pursue their visions. So that 
they become active! So that they learn!” 
Inhotim is thus an avowedly unfi nished 
project. The international team of curators – 
Rodrigo Moura (Brazil), Júlia Rebouças (Brazil), 
Allan Schwartzman (US) and Jochen Volz 
(Germany) and their assistant Inês Grosso 
(Portugal) – is constantly introducing new 

ideas into this park with new art from all 
fi ve continents.

In 2006 Inhotim, as the Centro de Arte 
Contemporânea Inhotim, opened its doors 
to the public, in fulfi lment of Paz’s vision of 
a completely new museum as the antithesis 
of urban temples to art and as a seed for a 
better, multicultural society, where thoughts 
connect through art. Bernardo Paz has always 
been a bold thinker, especially since he sold 
all his company shares to the Chinese. His 
institution also serves as a cultural agent 
and, as such, works specifi cally with primary 
schools and universities throughout the 
region. Wide-ranging education courses 
and social programmes bring new hope 
to the population of the underdeveloped 
state of Minas Gerais. With a staff of 1,400 
Inhotim is the second-largest employer in the 
region. Instead of having to work as miners 
or lorry drivers, locals can fi nd employment 
in a cultural context, setting up exhibitions, 
working in art conservation or as tour guides. 
Thanks to a programme run jointly with 
Tate Modern in London, recently a group 

of interns from Inhotim even travelled to 
London. The locals learn from Inhotim how 
natural resources can be preserved, how to 
farm ecologically and how houses can be 
maintained using only basic materials. As 
a consequence of all that is done at Inhotim, 
the government now takes a greater interest 
in the town of Brumadinho; recently, for 
instance, Brumadinho has been designated a 
‘music city’, which means that all its school-
children receive art and music lessons free 
of charge.

But even that is not enough for Bernardo 
Paz. He wants not only much more art but 
also new fi lm festivals and dance festivals. 
And above all he wants an infrastructure 
that can accommodate even more visitors. 
Plans are already being drawn up for a new 
complex of hotels with a conference centre 
and an amphitheatre. As Paz says himself: 
“Inhotim is a place, not a museum. I am 
building Inhotim for people who have never 
come into contact with art and culture. We 
are opening their minds. And that is the 
way forwards.”

Left: For Beehive Bunker Chris Burden used 
cement sacks to transform a beehive into a 
bunker, which now ominously tops a hill in 
the midst of palm groves.

Matthew Barney’s monster truck uproots 
a eucalyptus tree – the same species that 
is planted when rainforests have been 
cleared.
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The deep sound that fills Doug Aitken’s 
Sonic Pavilion (2009) comes from the 
innermost realms of the Earth. Meditative 
listening can change the visitor’s view of 
the world. 
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Fields of lavender, vineyards – a Mediter-
ranean lifestyle. Any mention of winemaking 
estates in Provence will generally call to mind 
historic villas – particularly if the winery is 
named after a castle, as in the case of Château 
la Coste. This renowned vineyard is located 
north of Aix-en-Provence near the small town 
of Le Puy-Sainte-Réparade; at the heart of 
the estate is a fi ne mansion, a bastide, as it 
is called in this part of France. That is where 
Patrick McKillen (b. 1956) retreats to when he 
comes to visit his estate. McKillen, a property 
investor and impassioned art collector from 
Ireland, avoids any form of publicity. He barely 
gives any interviews and is reluctant to be 
photographed. His dreamy, old estate is thus 
deliberately hidden behind an elegant new 
glass-and-steel Art Centre that already catches 
one’s eye from a distance. McKillen prefers the 
architecture to be in the limelight. In this case 
it is the work of the Japanese star architect 
Tadao Ando, who designed this building, with 
two narrow arms that seem to hover above a 
vast infi nity pool. On both sides of the building 
a colonnade leads out into the vineyards. 
Nature and architecture merge harmoniously 
into a single entity. In the middle of the pool 
stands one of the huge spiders by Louise 
Bourgeois, Crouching Spider 6695 (2003). In 
the two rear sections the sun catches Hiroshi 
Sugimoto’s metallic cone, Infi nity (2010), while 
Alexander Calder’s mobile Small Crinkly (1976) 
dances on the water – fragile works of art that 
celebrate the dissolution of matter, like Ando’s 
minimalist architecture surrounded by water 
with refl ections of the landscape. It is not for 
nothing that this building is called the “Art 
Centre”. For although one can also drink wine 
and eat here, everything is about art – and 
about a sculpture park that is in fact also an 
architectural park and covers the whole of this 
vast estate.

Wine and architecture – McKillen is not 
the only person to be passionate about both. 
In recent years the owners of vineyards have 
increasingly employed star architects to design 
eye-catching buildings, above all in the United 
States. But McKillen has gone a lot further than 
that. Not only has his particularly spectacular 
Art Centre raised the bar for contemporary 
vineyard architecture, he has created an entire 
architecture park on his 600-acre estate. 
No less than fi ve recipients of the Pritzker 
Architecture Prize have created masterpieces 
for McKillen: Tadao Ando, Frank Gehry, Jean 

ARCHITECTURE AND ART IN A PROVENÇAL VINEYARD
CHÂTEAU LA COSTE, LE PUY-SAINTE-RÉPARADE, FRANCE
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An architectural jewel in a vineyard: Jean 
Nouvel’s chai (cellar) – where grapes are 
pressed and wine is bottled.
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