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Pieter Estersohn Celebrates Suzanne
Rheinstein’s Rare Elegance and Warmth

Inwords and pictures, the renowned photographer reflects on the inimitable
style and brilliance of the late Los Angeles design legend.
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In & Bel Air project by Rh off the family room, shaded by an awning to protect it from the.
Form facing 1oward the pool ang pool house. “The gardens and Iandscapes
surrounding the heuses she werked on were enormously important to her,” Estarsohn writes.

Never once did this happen while working with Suzanne. Every single component in her interiors was there for
a reason that she could explain with erudition, nuance and clarity. Of course, everything /et like it belonged where
itwas, but the distinction with Suzanne’s work was that she had studied, read and, perhaps most importantly,

traveled all over the world 1o both satisfy her inquisitive nature and inform her design choices.

Ifyou are going to reference the work of RENZO MONGIARDING, as Suzanne did in a guest house in West
Hollywood, it helps w have done more than just look through old shelier magazines featuring Mongiardino
projects. Suzanne believed itwas crucial to see your inspiration in persor
own. Tucked away on a compound in Los Angeles, a family gvm was built in homage to the GUSTAVIAN-ERA metal
tent at Haga Park, in Sweden. The gvm's success owes 1o its proportion and scale, which Suzanne picked up during

her visit to Stockholm.
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Left: In West Hollywood, Rheinstein looked to Italian design maestro RENZO MONGIARDING for her conversion of a
garage into a chic guest house, covering the walls and custom banquettes in Clarence House paisley fabric and tiling
the floor in locally made terracotta. The wall lights are from KATIE LEEDE; the artwork is Echo by Jim Goldierg. A
mirrored wall behind Moraccan treillage hides storage, a bar and a television, while visually expanding the
space. The bedraom is sheathed in Rheinstein's Lanare Paisley pattern, and the ceiling is painted to evoke the feel of
sleeping under a tent. The lantern is from Soane. Right: Back at the Bel Air estate, a striped-metal pavilion,
referencing one in Sweden's Haga Park, is tucked behind the pool house and serves as a family gym

The gardens and landscapes surrounding the houses she worked on were enormously important to her, and
travel and research informed her work outdoors, too. (The Garden Conservancy, which she long supported with
passion and commitment, honored her this past winter ata gala at the Union Club in New York City, where [ was
thrilled to be her date.) I'm not sure she would have taken on a client who didn’t share her appreciation for
gardens.

Inthe Bet Al e BEnNIsON
Ik was used t lne the bed hangings and fo the curtains. Abowe the freplace are Viadimir Kanevsky porcelsin
Hlower sculptures and an 18ih-contury NEOCLASSICAL MIRROR.

We gecked out on the stories behind things. As we worked, we'd talk about the Palazzina Cinese, in Palermo;
FORTUNY FABRIC (antiquc versus modern); and why using GEORG JENSEN SILVER really matters. We'd stop shooting

ENGRAVING 30 3 uaD swap The shaces and cursing i :
ol ROBERT KNE from the house,ond OIKGRAM when the sun went behind acloud, and she'd share her thoughts. for example, on why a grouping of BLAGK
by Kaori Tatebayashi fit perfeetly in front of a LUCIO FONTANA painting She was correct, of
Suzanne’s work has been labeled *T " but it was itious and modern than course; it was 4 magical and unexpected juxtaposition.

Indecd, I'd always come 1o sce the “magic” after she explained her process and how her eye worked — which
she did beeause she wanted to share het joy and appreciation for these things, not to dominate or show off:
Curiosity. which again, Suzanne had in spades and forwhich I s loved and admired her, is a humbling foree.

first impressions might suggest, so rooted is it in her own personality and in showeasing the interests and
COLLECTIONS of her clients. Her approach might at times be thought of as “scholarly.” but this isn't really accurate
cither, sinee that implies a somewhat labored process and Suzann’s creativity flowed freely and organically as an
expression of her identity.
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Suzanne was also g about b d furniture from her clients’ previous homes, a
“green’” practice that fecls correct for these times. For Suzanne, itwent deeper than correctness. Although many of
her elients could casily afford 1 scrap their previous possessions and start anew, Suzanne promoted the ideas of
conneeting not just with the past but with their personal historics aswell. She cherished the process of dovetailing
old possessions into a new home and a new design ethos that refleeted the environment her elients wanted for
that period of theirlives.
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The living room also now has a FRANK STELLA ARTWORK aver the fireplace and ANTIQUE CHAIRS from Richard Shapiro.

While shooting A Welcoming Elegance with Suzanne, [ often felt I was having a reunion with old friends when [
recognized picees I'd previously documented in earlier residences, be ita I5th-century Spanish chest on a stand or
a collection of 18th-century embroideries by women.

I mention the fact that these were by women because this is how Suzanne introduced them to me — the
person who'd ereated an object was paramount for her. The ceramic garniture in the entry of a Bel Air house, she'd
tell me, was made by EVE KAPLAN, and the collage over the mantel in the Newport Beach, California, project was by
MARIAN MCEVOY. Suzanne was intent on always crediting her collaborators, because she understood the deeply
cooperative nature of her work,

‘octagonal table from North Africa and objects collected on the family's many travels. Right: A MAISON JANSEN gilt
and glass coffee table in the living room is topped by an ITALIAN LACCA POVERA box.

The apotheosis of her career, I believe, is her own last home in Montecito, which she designed with James
Shearron and Richard Bories and which figures prominently in the book. Here, in an almost reductive mode, her
true genius manifested. (I told her while we were shooting it that it seemed she had really put on her big-boy pants
for this project, and she howled with laughter) It is a rare talent who can design a home with such a decisive hand.
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drew Jackson Downing, the nation’ first

selfproclaimed *Landscape Architecy, in his 1841
Trcaise on the Theory and Practice of Landlcape Gar-

desring Adnpted 10 Novth America The romantic

period in landscape design is indmately and inti-
catcly woven into this region through the work of
Davming Jacob Ehlers, AndréParmentior.and, today,
by Jim Joscph and Scott Frankel at Forth House.
As evident in the present iteration of the garden at

Forth Housc, Downing’sobservation remains apt. In

the region where Downi

as arbiter clegantiarum

on the subject of American landscape design, popu-

X he M. Flivings faaroyalland

grant that gave the owner

mi-feudal autharity

and judicial powers over his demesne. In 1832 2
descendant, Carroll Livingstan, purchased the

property where Forth House would be built from

his cousins, and swifily began on of his

nst

home. The Livingstons were notorious for intermat-

rying to maintain land holdings. (A esult of
this tendency was that one branch of the family

named a son Livingston Livingston.) The merry-

go-round of home ownership smong Livingston
cousins was remarkable in this region, and Forth
House was no different, as several members of the

family rented it or awned it aver the years.

Keeping the flame of the romantic landscape design tradition
in the Hudson River valley w

en and photographed by Pieter Estersohn

Haized his teachings, Josephand Frankel have brought

Fig 1 The frone
elevation of Forth

afiesh ey o the design preccpts that Downing intro- o i

g
ton, New Yotk
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Joseph and Frankel purchased theit home in 2004
from the van Dyke family, whose survivi
Harry and Frank,
e 19705 and 1980,
the conservatory on the left of the house t

Fig. 7. An carly h 1

chon the center of another garden room.

o itchen and who did extensive work for
the Frick Cllection in New York City, landscaped
much of the garden. Several exterior hemlock garden
which surrounded specimen trees such as
ents Weeping Hemlack and Japanese Umbrella
Pine, werein place when Josephand Frankel purchased
the ten-acre prope he overall effect had
waned, and wasin dire need of an acute overhaul and
aluation. Joseph, a parter at the architectural
firm Houenroth and Joseph, and Frankel, the Tony-
nominated composer of such Broadway musicals as
Girey Gardensand Wir Paint, brought a vigorous and
informed energy to their new project.
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rs. “For-
y Joseph says with a wink when

quizzed on the reject list. Certain self-evident truths
are bound to become apparent when aesthetically
astute visionaries delve into such a project.
Frankel concedes that the process was “all about

been considered and rejected over the

respecting what was here but not being intimidated

atrbutes of the topography, the genius loci, will ul-
estinformagarden plan, “Therekan element

oy here,” Frankel says, “but in a way so as
to not fight with nature.” Joseph tells me: “The idea
was to create somiething on a big scale that was easy
to maintain, A country landscape givesalotof leeway;

and chis s not about perfection.” But the two cer-
hlicleorsside hel i

byt Joseph adds: “You need a ce hl
It like surgery. The older it is du it Feipic i
wehadto repeatap

't ruthless enough. Often you realize that
hing i not in the perfect spot, especially when
the scaleis rapidly changing, Getrid ofthe bubblegum-
suppose its a bad idea to humiliace a

garden inta submission, but sometimesasrong hand
is needed. Some of the challenges included the fac
that the enormous tre od an exeremely shady
i N what

deser g

Wehad
would flourish, and tried to ‘push’ the zone when
possible,” Joseph says. “We tried t exend the grow-
ing scason as well, to cover as much of the yéar as

possible. There are now sixty witch hazel shrubs thar
bloom in January and Fe

Achallénge, Frankel adds,isthacJims work i very
geomerrically based, and this landscape is not about

inly have, €l
ment that dares to come close to that achievement.
stroll through this garden offers the visitor a sense
of serenity sorely missed in our often-disjointed lives.
And if, as Roberc Pogue Harrison writes in Gazdens:
An Essay on the Human Condition, “¥here paradise
is imagined a5 a garden of perfect tranquiliy, our
ncurable Western agitation takes or
ity, Frankel says that there isa th
to gardening, “It’s a grear palate cl
on in my head,” he says, charmingly mixing
phors. “Your mind wanders and drifts while
weeding.” Indeed, after sixteen years of these medi
tive practices, the lawn is virtually weed fre

In their way, Joseph and Frankel are continuing
the work of Downing, who served as
and guide on many Livingston estates in the Huds
River valley. “Nothing is more instru

bolical
apeuticaspect
nser of what is

ive than a

that’—an attitude in keeping with the
century notion that really listening to the specific

d
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by Price
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Recently, as | Icft Forth House afir a long day of

taking photographs. | naticed how the garden is
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“apability Browns observation that trees
J\nuhl be backli t bet o dheinuous, wavy lne
ofbeauty” aterm heborrowed from William Hogarth.*
was struc
IFa garclen is an opus with an indefinite end, there
livays projects that queue up in the mind of the
nd op rdener. Joseph says, for

d lawns

by the truth of this notion.

curious

exampl

personal

are laid out in a tasteful manner” hc wrote.! This

that he phans to phice ane single bench at

w0 busy professionals in 2020 can be referred o 25
ndemen of lisurc, but certainly Joseph and Fran-

nd enjopment in that resource
i cheir c
know, Frankel says:

ve. Asall wha live in

region was pivotal in the evolution of the romsantic
petiod of landscape design in America, and Carroll
Livingston belonged to a family who lent great sup-
port to the young gardeners who forged the li
M[\\c n the pleasure grounds ereated by Lancelot
“Capability” Brown, the inventive eighteenth-centu-
 English landscape architec «.m selfdescibed

k»ul.n
and geographically approy
I S

w Jw.\u- their country :w.,m ina \l\'li\]l

TR

century rational, geometric gardens of France and
Italy, which muuiu to dominate and impose orderon
nature. While no lu\ artifi

the romantic garden
f

I reac
as rugged landscape contours chat Ini t0 abrupt and
daring compositions, mysterious Gothic follies, and
irregularly shaped bodiés of water—ll meant to
provoke a sense of spiriwal awakening.

There is a dircct histaric and aesthetic lincage
connecting the work of Capability Brown—so
ickriasiied because e invariably informed his welk

heeled clientele that their properties had the “capa-
bility for improvement’—and that of the present
owners of Forth House. That lineage includes those
whofurthered the evolution of the romantic English
garden, from Brown's most successful student,
Humphry Repran, to Uvedale Price, William Gilpin
and Downing’s contemporary John Claudius
Loudan. Downing taok inspiation from them all
and developed an American romanticism that
dovetailed perfectly with the nation’s aesthetic mood
of the 1840s. Downing’s successors would present
his romantic ideals to a much broader range of the
s British-born protégé Calvert Vaux in-
corporated the romantic philosophy into his work
at The Point and later at Wilderstein, both of them

public.

gston esates in the region, aswell 2t O

i

na,

the home of painter Frederic Edwin Church near
the city of Hudson. His 1857 collaboration with
Frederick Law Olmsted on their Greensward Plan
The Central Park,’ it was then known, was
selected by the governing committee and success-

for

fully introduced the romantic garden heritage to
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HUDSON
RIVER
VALLEY
REVIEW

A Jowrnal of Regional Studies
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“The Hodon River Valley Institute at Marist College i supposied
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To best describe the genesis of the symposium that [ chaired through my work with the
Calvert Vaux Preservation Alliance (CVPA), it might be helpful to explain my own
experience in becoming familiar with one of the most underrated architects and landscape:
designers working in America in the nineteenth century,

My introduction to The Poin, the home that Calvert Vaux designed for Lydig and
Geraldine Livingston Hoyt in Staatsburg, came while doing research for my book, Life
Along the Hudson: The Historic Country Estates of the Livingston Family (Rizzoli, 2018).
On the recommendation of John Winthrop “Wint™ Aldrich, who wrote the foreword o
the book, 1 hiked through Mills Norrie State Park and discovered the home that he made
clear must be included. The Point had been described by Vaux in his 1857 book, Villas and
Cottages, as “Design No. 26. Picturesque Stone Country House” and indeed it was still very
much just that. Overcome by the poetic and overtly Gothic Revival Picturesque design
(in its then state of deterioration it might have been described as Gothick), I clearly had
no choice but o include the structure — with whar Vaux referred to as its “well-balanced
tity” — in its own chaper. Inside, I was struck by the second floor of the house,
act architectural details, including Vaux's famous canted comers, window seats,
md layout. Outside, I was impressed by the “structural polychromy,” as Vaux referred to
the fantastic graphic use of color in the design.

Canted corners an the doorways and a window seat en the second floor of The Point

This was incarporated following a precedent initiated during the Gothic Revival period
in England, which continued in the teachings of John Ruskin before becoming part of the
architectural vernacolar used i Ameica [t vas Vs, along wit Jaob Wy Mould bis

keown Central Park collab Iy imported this vacabulary
to America. Besides at The Point and 01.1.\.., it is visible in many buildings throughout
the Hudsan River Valley.

B The Hudson River Villey Review

Symposium:

Designing the Landscape That Made America

The following axticles are adapred from a sympositm that took place May 21-22, 2022,
at Staatshurgh State Historic Site. The two-day event was presented by the Calvert Vaux
Preservation Alliance and sponsored by the Classical American Homes i"mewmm TME
Awith support from The Garden C PkmE«remM\ d

and has adapted his remarks as an iy i of the

Calvert Vaux and His Peers
in the Hudson River Valley

Pieter Estersohn

The Point before elearing of the views. Inset photo of Calvert Vaux.
All images courtesy of the author

Designivg the Landscase That Made Awmerica: Calvent Ve arsd His Pece i the Helion Valley 35

Born a Livingston, Geraldine Hoyt had
grown up next door to The Point at
Staatsburgh, the home of her parents,
Maturin and Margarer Livingston, both
descendants of Robert Livingston, First
Lord of Livingston Manor. The property
on which The Point was located, much of
which had been a gift from her parents, was
visually cut off from any connection to the
Hudson River at the time of my visit. Toa
grear extent, this obscured the Picturesque
impression that Vaux had intended by
very intentionally siting the home in this
Iﬂc‘\mm Here, Vaux had been able to State roof design in & polychromy pattern

ize an the property’s spectacular views of the Hudson River and distant Catskill
ns. In 2020, CVPA organized the clearing of the accumulated secondary growth
that had impeded access to these iconic views from both the property and house; the
effort was financed by a grant fnm\ the New York State Environmental Protection Fund.
Now, visitors can better und d experience the brilliant positioning of the Hoyes'
house by Vaux and the intentional Picturesque views that he so defely framed.

£

The Point aficr viewrclearing

Designing the Landscape That Made Ameria: Calvere Vaaceand His Pecrs in the Hiation Valley 37
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While developing the symposium, Designing the Landscape That Made America: Calvert
Vaux and His Peers in the Hudson Valley, one of the goals shared by the co-hosts, the
Calvert Vaux Preservation Alliance and Classical American Homes Preservation Trust,

was to present an updated and historically correct narrative of the
Vaux and the people he collaborated with in the Hudson River Valley. The collaborative
process, as we were to see, was a crucial theme throughout Vaux’s career. Another hope
was that we could create an environment for comparison and dialogue on the varied
approaches to design that evolved during the mid-nineteenth century in our region. This
was achieved through the speakers that we hosted as well as the visits organi;
of the landscapes and residences that Vaux worked on.

After Kyle Toth and Emily Cooperman of PS&S LLC delivered their recent research
commissioned by CVPA on the history of the landscape at The Point, they led guestsona
tour of the site, located a short walk from where our tent was situated near the Hudson River
at Staatshurgh State Historic Site, so that we could see firsthand the research just discussed

This and other site visits were a necessary component of our vision for the symposium.
1 have a very d asa historian, photographer, writer, and preservationist
I can only fully understand architecture and landscape by actually visiting the sites that
m researching. For me, it's hard to write about a place withourt physically experiencing
it; obviously photographing architecture and gardens demands it. Thar is how I learn,
and [ am so obsessed with this path of study that my son Elio, now nineteen, has been
dragged to thirty-four countries and all the gardens, museums, and houses that I really
MUST SEE(!).

Before | moved to Dutchess County in 2010, my interest in the nineteenth century
made a full stop in 1840. This was my criteria in looking at more than 100 houses before
buying Staats Hallin Red Hook, New York. The home had been built in 1839 for the same
family that had owned and named the town of Statsburg, location of The Point. There
were vestiges of a once lovely Romantic landscape and farm there, but they had been
lefi to deteriorate. Wanting to do justice to my new home, I dug deep into the period the
house was built in to satisfy my curiosity and so that | could best implement the ethos and
thetic of the period in my restoration. This meant scouring the region for properties
from the period, which occurred while I was researching the chapter on The Point for
my book. My field of interest in design evolved at this point o incluce the period being
covered by our syrposiuni.

1 eased slowly into the mid-nineteenth century. Researching Vaux, T came to appreciate
this tiny man (he was under five feet tall), and his role in the evolution of American
landscape design. As [ further exploced his background, | traced a lineage beginning
in Great Britain with Lancelot “Capability” Brown, Uvedale Price, Humphry Repton,
John Claudius Loudon, and William Gilpin, all of whose landscapes | had visited as a
child in England. It was Andrew Jackson Downing, our native son from Newburgh, who
continued the conversation begun in England by specifically adapting it to the climate

d to some

3 The H

fon River Valley Review

Porter's Lodge and the original gate s Speingside (above). Portee's Lodge intetior (below)

=

40 The Hudson River Vlley Review

and socio-economic structure of the United
States, very different than that in Great
Britain at the time. His efforts very much
resonated with the growing middle class in
America. The 1996 biography of Downing
by David Schuyler is titked Aposde of Taste,
which rather sums up his role at the time.

Downing brought Vaux to America
in 1850, immediately after meeting him
in London. Upon arriving in America,
Vaux was installed at Highland Gardens,
Downing's home on the premises of his
family’s nursery. This was also the location
of Downing’s “Architecture Bureau,” where
Vaux was to work.

= SN A
A remaining gate and wall at Highland Gardens. Having become obsessed with

discovering this nowlast property, Isearched
and finally located where Highland Gardens had stood.

Most of the locations published in Judith Major’s book, as well as that of our speaker
and Vaux biographer Frank Kowsky, were queued up on a list 1o explore following this
initial discovery. As a result of this very focused path, | am now better able to contextualize
the nuances of Vaux’s designs. Vaux, whose work has been woefully underappreciated, is
all around us if we know where and hew 1o look to uncover his inspiration.

I visited Downing Park in Newburgh, so named for Vaux’s mentor, which Vaux
had worked on with frequent
collaborator Frederick Law Olmsted.
I made many visits to Springside, the
location of Matthew Vassar's home
in Poughkeepsie that Vaux worked
on with Downing immediately after
arriving in America.

T had a friend bring me o Idlewild,
the 1853 residence designed by Vaux for
Nathaniel Parker Willis in Cornwall,
New York. Sadly, an unsympathetic
renovation has obscured the original
design, but it was interesting to observe
the siting of the house.

B4
I spent many hours at Wilderstein § R
and its 1891 landscape created by Vaux Watren Houss, Newburgh
Desiging the Lawscape That Made Avmericn; e Ve and His Pcr i she Hition Valley o

and Company. (Vaux used this name on his masthead at the time, following the addition
of his reverently named son, Downing, t his practice.) To this day, Wilderstein, located
in Rhinebeck, creates an interesting dialogue with Vaux's earlier design for The Point,
which it faces across Vanderburgh Cove.

To better understand the period, I collected early editions of the books by both Downing

The house at Wildeestein scen from the lawn (above)
and the view toward The Point from its tower (below)

and Vaux, but in order ta really geasp the American evolution of landscape design, 1 gained
aceess to early editions of the Red Books that Humphry Repton published around the turn
of the nineteenth century to illustrate for his clients what COULD be implemented in
the transformation of their grounds in Great Britain. “Capability” Brown had earned his

Designing the Landscape That Made America: Calvee Ve el His Pecnsin the Hueion Villey #
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moniker for just this reason, but the baoks by Repton
very clearly indicated for his clients just what they might
be able to achieve with their properties by using a series
of before and after overlays.

Many of the design elements introduced during this
time made their way into the Hudson River Valley a few
decades later. In one volume, I found an carly example
of bargeboards from 1796 that Repton had incorporated
into a design for a cottage, which Downing later
adopted. Today, we can see the American interpretation
of this architectural element on the northern elevation
of The Point, where they culously remain intact.

Tended up finding most of the houses that Vaux had
worked on in the region, either alane or with Downing,
Frederick Clarke Withers, or Frederic Edwin Church at Olana. Sean Sawyer, president of
The Olana Partnership, shared his research on Vaux's work with Church on his magnificent

Bargeboards on The Point

estare. As mentioned previously, collaboration was a dominant theme that ran through
the career of Vaux, and Olana is another illustration of this process.
While on a trip to Washi DC,, 1 visited the 1 Andrew Jackson

Downing urn that Vaux had designed in 1856, now standing in the Enid A. Haupt
Garden next to the Smithsonian Museum and the National Mall. A partial extract
from the inscription reads *.. When these grounds were proposed he was at once called
1o design them: but before they were completed he perished in the wreck of the Henry
Clay.” This reference was to the tragic death of
Downing in 1852 at the age of thirty-seven in the
Hudson River.

I'searched out and found the often-overdooked
Hillside Cemetery in Middlewown, New York, that
Vaux had designed. I also searched for HIS final
resting place at Montrepose Cemetery in Kingston,
where he lies next to his wife Mary McEntec
Vaux and near her brother, Jervis McEntee
One of the first projects that Vaux worked on
in Kingston was the painting studio of Hudson
River School artist McEntee, which was
later joined to another residence on West
Chestnur Streer.

Driving north on Route 9% last year, |
discovered Downing’s final resting place, just north

Andrew Jackson Downing memorial urn  of Newburgh at Cedar Hill Cemetery. In fact, 1
3t the Smithonian Muscum
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Vaux and Olmsted also worked as a team on Brooklyn's Prospect Park,
where L went to visit its newly restored Endale Arch

4 The Husdion River Valley Review

becamea bit of a cemetery larker during Covid, organizing visits to Mount Auburn outside

of Boston and Green-Wood Cemetery in Brooklyn. Trinity Cemetery on Riverside Drive
and 155 Street in upper Manhattan had been redesigned by Vaux, and i the final resting
place for many prominent New Yorkers including the Astors.

etery marker, Vaux's gravestane,
' gravestone (left o right)

These carly examples of landscape
desin were imporeant in the evolution
of the public parks movement in
America. They followed the precedent
set at Pere Lachaise Cemetery in
Paris and offered the general public
much-needed respite from the city's
chaos and filth before locations like
Central Park were conceived.

Having grown up across the street
from Central Park in Manhattan,
Thad profound childhood memaries of
this environment. I understaod how to
navigate the park and the joys inherent
in its designs and architecture but had

e R e S B knnown very litde about the team that
creared The Greensward Plan for what
was referred to as The Central Park

in 1857, The complesity of the design and implementation of the plan were part of my
scovery. The name of Frederick Law Olmsted was familiar, but thase of Calvert Vaux
and Jacob Wrey Mould were not.

Desining the Ladscape That Made Aveicn Calr Ve and His P s she ki Valley “

Details of the original Metropolitan Museum of Art building ssill
visible in the Robert Lehman wing

This I eventually found odd as Vauxs role as architect, senior partner, and mentor
to Olmsted in the beginning of their collaboration was even observed later by Olmsted.
Looking at the park now, with more knowledge of the designers, my experience has been
wransformed and | see the genius that was necessary in the genesis and realization of this
place. Today, the magnificent Bethescla Terrace Arcade that Vaux and Mould conceived
in front of Bethesda Fountain has been restored by the Central Park Conservaney to its
inal condition and role as an architectural centerpiece of the park.

Bordering Central Park is the Museum of Natural History, its original structure designed
by Vaux, and inside the park lies the Metropolitan Museum of Art. Here, the vestigial
Ruskinian stonework designed by Vaux for the first museum structure is still visible once
one knows where to find it.

Grace Church, Manhattan National Arts Club, Manhattan

cxs i the Hhehon Villey 4
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Hater discovered that the small but complex gem of a garden thar I walked by dozens
of times on Broadway and Elevench Street was designed by Vaus for Grace Church so
that the avkoward navigation from the street to multiple entrances finally made sense.

I revisited my next-door neighbor, the National Arts Club, where I had been a member
for nges; and st in o different lighe, the complex design thet Vaux eompleted thers for
Samuel Tilden in the 18705, when he combined two townhouses into one residence.

Iwalked around the corner from my home on Gramercy Park South and dleuthed out
the site where Vaux had HIS home on East 18" Street. Here, he and Clmsted conjured
up the Greensw

rd Plan, working diligently in the evenings following their day jobs,
and eventually winning the $2,000 prize in the competition that led to the creation of
their masterpiece, Central Park. (Sadly, Vaux's home has been replaced by a nondescript
apartment building) Nearby, | identified the Mortimer Building at 935 Broadway. Built in
1862 and still standing, it housed the first offices of the American Institute of Archirects,
of which Vaux was a founding member.

I thought it impos with our symposium
nuances between the

a ed to describe landscapes in the eighteenth and
nineteenth centuries. Intense debate ensued during this period through discourse abour
blime” landscape, a “beautiful” one, or one that was
“Beautiful” and “gardencsque” were also terms that had been discussed historically, even
argued about at length. Much of this vocabulary had a direct lincage starting in the
cighteenth century in Great Britain and continued through the books and work of Andrew
Jackson Downing and Vaux, who both brought these reachings over to America

Downing eventually combined many of these adjectives in his writings on what he
referred w as “The Rural Aris” and in The Horticuluarist, the magazine he started editing
in 1846. Vaux later, in 1864, wrote of “The Hand of Improvement,” adopting the same

bulary when deseribing landscape design. I was an important device
for our young country ed through
the subjects of design and landscape. My intention was that our guests would have an
opportunity to become reacquainted with these terms and perhaps reference them with
astronger understanding when planning their own landscapes or viewing gardens in the
future.

our identity evolved and how it was to be expre:

There was recently an interesting article by Margaret Roach in The New York Times
titled “Why Gardening Offers a Psycholagical Lifeline in Times of Crisis” With all the
chilling challenges that this moment in history has presented, we can each in our own
way explore what the article refers to as the “restorative power of narure” My hope was
that our weekend might help to contextualize the American evolution of the subject and
illustrate how our autdoor spaces have offered these qualitics throughout time.

Gardens heal, gardens reach, gardens humble and reward us, and give us unbridled
apportunity to express ourselves. Perhaps most importancly, gardens require us to be

present. [ asked our audience to hone their senses as they listened o our speakers and
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ited the landsc:
all to explore what

a great opportunity for us
ight inspire us from historic designs and to learn about the insight
that informed the process.

The Romantic painter Caspar David Friedrich defined “sublime” — a word often
sientionad during the weekend — 5 being “about nature being greatér than buman
politics with beauty at the heart.” 1 invited our group to look through this lens for the
weekend as they heard about and saw some truly magical locations.

they had access to that weckend. It w

Pieter Estersohn is on the Board of Directors of the Calvert Viaex Preservation Alliance and
is the author and photographer of Life Along the Hudson: The Historic Country Estates
of the Livingston Family.

Learn more about the Calvert Vaux Preservation Alliance at: hitps:[fcalvertvaux.org/,
the Classical Amevican Homes Preservation Trist at: hueps:/fclassicalamericanhomes.org/,
and The Garden Conservancy at: https:,

lenconservancy.orgl.
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Photographer Pieter Estersohn
Shares His Most Unforgettable Shots

Get the behind-the-scenes details on Estersohn’s favorite photos in the magazine

Photography by Pieter Estersahn

Acclaimed interiors and architecture photographer Pieter Estersohn has documented

incredible spaces around the world—many of them for this magazine—with an artist’s eye for

the perfect natural light and composition. (In fact, in the February issue, he turned the camera

on his own weekend home in upstate New York.) With so many gorgeous photo shoots in his

portfolio, we had to ask: What are Estersohn’s favorites? Here, he shares the inspiration and

preparation behind his most unforgettable shots featured in the pages of Ardhitectural Digest.

Pieter Estersohn
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Architect Jim Joseph and theater composer Scott Frankel’s house in
New York’s Hudson Valley, February 2014

Philanthropists Jennifer and Billy Frist's Nashville,
Tennessee, residence by architecture firm DA|AD and “Two very dear friends of mine live in this house; it’s about five miles from my home in the country, and it still

B i & completely has its soul,” Estersohn says. “There's something almest minimalist about sheeting architecture in the snow
McAlpine Booth & Ferrier Interiors, February 2013 —it becomes more linear, like a drawing, due to the high contrast. This shot was about catching an ephemeral moment.
I think a lot sbout history as 'm composing my pictures, and when | saw these two fauz- The next day, the snow was melting off the trees. It was the perfect temperature; the snow was fluffy on the branches.”
shearling William Haines Designs slipper chairs, my mind went to French furniture designer
Emile-Jacques Rublmann'’s raoms at the Musée Océanographique,” says Estersohn. “It's the

audacity of the proportions—something so scaled down under this insane soaring ceiling.”

. COPYRIGHT ©2011 THE CONDE NAST PUBLICATIONS. ALL RIGHTS RESERVED.
© Condé Nast
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A secluded Nova Scotia retreat by Alexander Fashion designer and art collector Kasper’s
Gorlin Architects, February 2014 Manhattan apartment, April 2011
“This photo is about the pristine modern architecture of Alexander Gorlin,” says Lgrew upicallecting:13th-and 20ch-century.photography, When ['was 18, [
Estersohn. “When you're dealing with impeccably detailed architecture, it's like bought a portrait of Edith Sitwell by Cecil Beaton. I often find myself consciously
working with a supermodel, as opposed to dealing with another kind of portrait, —or unconsciously—referencing historic imagery. When I saw Kasper, I knew we
where it becomes about concealing and hiding and tricking things out a bit.” had to shoot him in a similar profile. He is so elegant, so refined. He's an erudite

aesthete who has collected this cross-section of 17th- through 21st-century

photography, paintings, and drawings. I hoped this portrait expressed that.”

Pieter Estersohn
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Decorator Sara Story’s SK Ranch in Texas, by —
Lake|Flato Architects, April 2014 g . 5 i

I S Las Vegas home by architect William Hablinski
“I think we did 120 shots in two days in 110-degree heat, but this property was so and design firm Atelier AM’ September 2012
inspiring,” Estersohn says. “You walk into this huge compound and there’s not one
moment where your eye is distracted by less-than-perfect craftsmanship. I'm “It’s a very livable home—I didn’t feel uptight there. There was a magical tension
obsessive about details, and when there are no mistakes to conceal, I can just play between the Anish Kapoor sculpture and the Roman mosaic panel. It’s exciting for
with composition. For me, the poetry is in the contrast between the informal me to look at design and see a very careful curation of modern and antique.”

gravel driveway and the impeccable architecture.”

© Condé Nast
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Music-world consultant Andrea Anson’s
Manhattan townhouse, October 2013

“This is a close friend of mine’s house—I've been there many times as a guest.
It’s wonderful for me to go into a space where [ have warm memories,” says
Estersohn. "I find this space to be profoundly sophisticated and personal, a
pure expression of the homeowner. When the books are not styled, I'm
impressed—we didn't move them, and you really get that the books are used.

We left the candles in the chandelier wonky. It's a sublimely inviting space.”

COPYRIGHT £2014 THE CONDE NAST PUBLICATIONS. ALL RIGHTS RESERVED.

811

A Cape Dutch-style home in Baton Rouge,
Louisiana, by architect Bobby McAlpine and
interior designer Ray Booth, October 2014

“This Dutch-inspired house really blew my mind. I love the historically
correct fenestration. [t's transformational for me when a new house uses old
materials,” Estersohn says. °I think floors are very important as you navigate a
space—think about how often your eyes are on the floor. They brought in this
beautiful historic marble tile and the patina, age, and texture lend themselves

to phatography and change the experience of being in the space.”

Pieter Estersohn
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A Bay Area residence by architect Lewis Butler and
interior decorator Steven Volpe, November 2011

“This is a very edited interior, and everything in it is spectacular: the Zaha Hadid
Dune table, the Jeff Zimmerman chandelier, the distinct tone of the Tobia Scarpa
chairs, the photograph on the right. The intentional offness of the compasition of the

room is gutsy and different. It draws the eye to spend a little more time locking at it.”

11/11
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A boldly geometric property in Los Cabos,
Mexico, by Olson Kundig Architects and designer
Terry Hunziker, November 2012

“This shot was about two things: linear, single-point composition juxtaposed with

the beautiful colors of the ocean outside,” says Estersohn. “I remember being

obsessed with the roof jutting out on the left and making sure that aggressive line

ng out into the center of the picture above the water was in the right place.”

Philanthropists Amy and John Phelan’s Aspen, Colorado, chalet by
Stone Fox Architects, November 2015

“It’s a simple white room architecturally, but there is a spectacular personal art collection. I loved this rootlike

chandelier by sculptor Donald Lipski, how it played with the snow-covered trees outside. I'm always looking at

subtleties, like that triangle of light on the wall, which we timed so it hit the installation without breaching its

integrity. The glass tables were six inches thick, and we set up backlight to give them that shimmery quality.”

Pieter Estersohn
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