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ABSTRACT 

 

 This thesis is comprised of a series of paintings that investigate the landscape of 

the Florida Keys with an intention to convey ideas about mankind’s relationship to 

nature in the region. Throughout the body of work, non-naturalistic color and graphic 

brush mark are imposed on naturalistic compositions to create a theme that integrates 

organic and artificial forms in the landscape scene. This process juxtaposes styles of 

representation and abstraction, informed by 19th century American landscape painting and 

20th century landscape painter Charles Burchfield, respectively. Ideas are symbolized by 

combining conventions from both periods, similar to the processes of contemporary 

painters Peter Doig and Laura Owens. The interplay of formal qualities exaggerates the 

artificiality of representation, creating a tension that is synonymous to mankind’s 

manipulations of the Florida Keys landscape in reality. 

 

Kim Anderson 

Division of Humanities 
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I. Introduction 

  

  “Most images of nature are not really about nature at all,” (Sloane). This simple 

concept, stated by contemporary art historian Johanne Sloane in Afterall: A Journal of 

Art, Context and Enquiry, encapsulates the latent metaphoric potential inherent in 

landscape painting.  

 In the 19th century, images of the south were idealized by strategic compositional 

and symbolic techniques used by landscape painters Herman Herzog and George Herbert 

McCord. Exotic depictions of the region captured the attention of the nation and 

symbolized a counterpoint to the cultural trend of industrialization that spread across the 

rest of the country. Such idealized depictions of the region invited the eventual and 

continual development that has changed the landscape of Florida over the last century.  

 The conventions that idealized landscape paintings of the south were similar to 

those used in the north by painters Frederic Edwin Church and John Frederic Kensette. 

Through the use of compositional and symbolic conventions, 19th century landscape 

scenes embodied cultural ideals.  

 In the 20th century, however, artistic goals and aesthetic styles veered from 

overarching cultural ideals and began to serve more subjective efforts. In the work of 

Charles Burchfield, abstract conventions were used to create visual expressions of elusive 

natural phenomena. Though drastically different in formal style and aesthetic, both 19th 

and 20th century approaches achieve an expression of idea within a landscape scene. 

 In contemporary painting, the landscape is reinvented and transformed, often 

through a combination of such varied art-historical conventions, each of which embody 
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established symbolic functions. The juxtaposition of dissimilar style is seen in the work 

of contemporary artists Peter Doig and Laura Owens. Appropriating, combining and 

juxtaposing various styles and their inherent symbolic connotations offers seemingly 

endless metaphoric possibilities for the contemporary landscape painter.  

 In this thesis, images of the Florida Keys are transformed to evoke ideas relating 

to mankind’s artificial manipulation of the natural world. Throughout the body of work, 

naturalistic composition maintains the geographic identity of the region while strategic 

interplay of abstract brush mark and non-naturalistic color transform the natural subject 

and exaggerate the artificiality of painting. This overt subversion of traditional landscape 

painting challenges idealized conceptions of the region by representing the natural 

landscape in a disconcerting, unnatural way. 

 Through strategic interplay of representation and abstraction in my work, a 

transformation of natural subject takes place, creating a metaphoric tension between 

natural and unnatural forms that insinuates ideas relating to the integration of nature and 

artificiality in the Florida Keys. The inventive hallucinogenic aesthetic imposed on the 

landscape creates a visual tension that is synonymous to mankind’s manipulation of the 

natural land in reality.  
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II. The south:  

Manipulated in images and reality 

 

 In the 19th century, landscape paintings of the south brought Florida to the public 

eye across the country. Paintings of swamps and grasslands depicted the south as 

unsuitable for industrial cultivation in the era of Westward expansion, establishing a 

status of the region as an exotic “other” to outsiders. Depicted in this way, the south was 

viewed as “a refuge from the demands of progress,” and a “sanctified, mythic immortal 

space free from the ravages of time and free, too, from the secular preoccupations of 

mortal man,” (Pennington, 9).  

 By the 1870’s Florida was attracting visitors to the historic Spanish city, St. 

Augustine, which lent itself to the wealthy class of New York and Chicago with the 

establishment of a Yacht Club in 1873. Over the next few decades, Henry Flagler 

transformed Florida’s landscape to a much greater extent, building hotels along coastal 

regions and the Florida East Coast Railway, which extended from northeast Florida to 

Key West. By 1896 Flagler’s developments reached Miami, which became another resort 

city.   

 The landscape of Florida was transformed in the second half of the nineteenth 

century, partly due to the idealized depictions in landscape paintings. Artists Herman 

Herzog and George Herbert McCord idealized scenes of Florida through strategic use of 

conventions that depicted dramatic sunsets, bright daylight and, this time, lower 

perspectives.  
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 Herzog's painting, Forest with Heron (figure 1), is a naturalistic depiction of the 

natural land of Florida. A mixture of palm trees and pine trees comprise a forest that 

encircles a swamp in the foreground. The use of dark paint in the underbrush of the forest 

creates a mysterious depth that stretches into the unknown. Contrarily, the treetops, 

especially the palms, are illuminated by bright sunlight. The composition strategically 

encircles the viewer, draws their imagination into the depths of an unknown land and 

glorifies the exotic, tropical plants and animals that exist in this land. 

 Similar techniques are seen McCord’s Sunset on the St. Johns River (figure 2). In 

this scene, the sunset takes the stage as the main subject as its golden glow spreads across 

the composition to create an alluring atmosphere. A patch of silhouetted palm trees 

reaches into the scene from the right foreground as a competing subject. Through 

symbolic use of color and central placement of palm trees, McCord idealized the scene. 

 While representational aesthetic of both scenes appears straightforward, a closer 

examination reveals that formal and compositional strategies present outside viewers with 

the most intriguing characteristics of the south. Idealized depictions of the region 

reinforced a new cultural the relationship to the land and influenced physical 

manifestations that changed the face of the landscape in reality.  

  

 Since Florida’s popularity began to grow, an influx of construction development 

has changed the face of Florida throughout the last century. The region of the Florida 

Keys has been particularly impacted by such development, as the effects are amplified 

due to limited island land. 

 In the past two decades, large-scale construction projects have paved over pristine 
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natural islands and replaced beloved historic buildings that comprise the quaint character 

of Key West. An article published by USA Today in 2007 reveals insight from Florida 

Keys locals on what is happening in their region. The author points out, "the Keys' 

population and popularity increased over the years, leading to more structures getting 

built on limited island land," (Sainz).  

 The repercussions of such development strike locals on a deep level, knowing that 

unnecessary changes in the surroundings threaten the unique spirit of the region. A 

survey conducted in 2004 revealed that, "73% of Key West respondents said 

development was a threat to the city's character and culture," (Sainz). 

 One of the most prominent figures responsible for changing the face of the 

historic region is developer Pritham Singh, whose objective was made obvious when he 

stated, "it's critical for Key West to replace older properties. Fancier vacation rentals keep 

tourism competitive and profitable," (Sainz). One of Singh's recent projects, Harbor 

House, is a 32-unit luxury gated community located near the historic Key West harbor, 

with suites starting at $1.87 million—an unfitting neighbor to one of the city's oldest, 

most beloved and weathered bars, the Schooner Wharf. Locals have expressed their 

discontent for the un-welcomed development in messages written on the retaining walls 

of the construction site: "Stop the Madness," "Money Talks," "Eat the Rich." After all, 

the only community that used to be gated in Key West was the cemetery. 
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III. Ideal landscape vs. visionary landscape:  

19th and 20th century conventions 

 

 Nineteenth century landscape painters utilized strategic compositional 

conventions to heighten the expression of cultural ideals that were projected onto nature. 

Transcendentalism emphasized a sense of divinity embodied by the unspoiled American 

frontier. Not all Americans had the opportunity to see the expansive landscape of the 

country, though they were in tune with the cultural spirit of the time and desired the 

mystified experience described by influential writers of the time. It became the role of the 

landscape painter to deliver the experience of the American frontier, with all its cultural 

ideals, to the viewer. The artist was expected to make visible “both the sublime and 

sanctified”; “the task of the artist and spectator is to unveil, to reveal the hidden glory,” 

(Novak, 38).  

  In this dynamic position, as an intermediary between nature and culture, 

landscape artist approached the subject with pre-determined conventions “that most 

blatantly signified the ‘ideal’ landscape,” (Novak 25). Such conventions influenced 

“compositional structure, which, once adapted, remained little more than a superficial 

imposition of a worn-out structural cliché,” (Novak, 25) 

 In Fredric Edwin Church’s Sunset in the Berkshire Hills (figure 3), the scene 

fades into a hazy mountainous background that creates a convincing atmospheric space. 

Glowing light permeates the atmosphere and illuminates the land. Dark shadows define 

silhouetted vegetation that stands between the viewer and the distant glowing sky, 

emphasizing the intangibility of the divine.  



 7 

 Many artists adopted the convention of elevated perspective to create a depiction 

of the land that  "speaks to the highly colored optimism of transcendentalism and land 

grant opportunism," (Pennington, 8). The vastness of the land was promising for 

expansion and opportunity. Combined with exaggerated illumination and the atmospheric 

illusion of space, the landscapes embodied the most profound features of the national 

mood at the time. 

 John Frederick Kensett’s Mount Washington (figure 4) also idealizes the 

landscape with compositional and symbolic conventions. Elevated perspective suggests 

divinity and opportunity. The fading horizon creates an illusion of space illuminated by a 

glowing sky, symbolizing a transcendent spirituality embodied by the natural world. 

 

 Quite different than the 19th century effort to express cultural ideals in the 

landscape, 20th century painter Charles Burchfield defined the mood of a scene based on 

his personal experience of nature. In his effort to visually express experiences of a place, 

he incorporated abstract symbolism as well as references to the natural world. Burchfield 

kept his viewers grounded in nature through naturalistic composition and used abstract 

brush-mark and color to convey ideas about the place. 

 Burchfield was fascinated by what he experienced as the moods of nature—the 

passing of time, changes in weather, seasons, sounds and feelings of the atmosphere. 

These experiences are what Burchfield strived to translate in pictorial form. In a journal 

entry during the spring of 1915, Burchfield wrote, “my great idea is this: to show in 

continuity the transition of weather and of the seasons; such as the development of a 
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thunderstorm from a calm clear day, and then its passing and perhaps a moonrise 

following,” (Baur, 29).  

 To convey abstract ideas about a total experience of nature, Burchfield began to 

develop a pictorial language of graphic marks that would represent intangible forces of 

nature. He used the simplified marks and shapes repetitively throughout his compositions 

in order to create a rhythmic energy that heightened the mood in a scene. He noted that 

his intention was “to make conventionalizations of the idea of the sun, wind, storm, rain, 

etc., and interweave them in a musical composition in painting,” (Baur, 29).  

 As Burchfield focused on creating visual representations of abstract ideas, he 

attempted to convey the experience of inter-sensory effects in his work. Perhaps this idea 

stems directly from his own inter-sensory experiences of nature—Burchfield seems to 

have had a case of synesthesia or some similar condition of overlapping senses.  

 In journal entries of the time, he reports a number of strange encounters while 

observing and exploring the natural world, such as his looking at autumn leaves and 

reporting that he “felt as if the colors made sound,” (Baur, 30). The entries grew stranger, 

recording his thoughts: “I know a chestnut tree which, with its peculiar twisting bark, is 

like a bit of music,” and “I have never learned to talk and have only listened to the trees,” 

(Baur, 30). 

 At the beginning of 1916, Burchfield began to read about Hindu and Buddhist 

myths, which influenced and reinforced his artistic endeavors. He wrote about his 

admiration of their “personification of natural phenomena, which strikes the main chord 

in my life,” (Baur, 31). With intent to conventionalize natural phenomena using abstract 

marks and create inter-sensory effects that personify the moods of nature, Burchfield’s 
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work demonstrates the way that drastic transformations of the landscape scene can be 

used to symbolize specific ideas about nature. 

 His painting, Cricket Chorus (figure 5), depicts an auditory experience of nature. 

Repetitions of simple graphic marks symbolize sound waves emanating from the trees 

and bushes. The scene is reduced to areas of color and defined by graphic marks, though 

the composition remains naturalistic and recognizable as a landscape. His process of 

imposing abstract techniques over naturalistic composition gives form to a visual 

expression of invisible, intangible phenomena.  

 Heat Wave in the Swamp (figure 6) achieves a similar effect through brush-mark 

and color palette. The golden overtones of the painting create a sense of warmth, while 

sinuous graphic marks represent heat waves. Burchfield achieves an atmospheric effect as 

well as a sense of melting and distortion of trees and plants with the use of simplified 

graphic lines. Composition remains naturalistic and the abstract marks that compose the 

scene are used strategically to symbolize ideas of experience attributed to nature.  

 With an approach to painting that was drastically different from 19th century 

landscape painters, Burchfield symbolized ideas about nature through strategic formal 

manipulation of the scene. Today, contemporary artists Peter Doig and Laura Owens 

draw from both representational and abstract formal languages of painting. The 

conceptual content of their work is created in the very process of unifying discordant 

styles in a landscape scene. The established associations inherent in art-historical styles 

offer dynamic implications when combined in a postmodern work of art. 
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IV.  Entering a symbolic realm:  

Representation and abstraction in contemporary art 

 

 Contemporary artist Peter Doig composes distorted atmospheric landscapes in his 

work. In doing so, he creates a symbolic context for the subject and content conveyed in a 

scene. By altering, scraping, layering and intertwining abstract and naturalistic styles over 

representational compositions, he creates atmospheric distortions that "move away from 

reality and into a symbolist realm," (Dexter, 92). A visual tension emerges, seen in his 

painting Gasthof zur Muldentalsperre (figure 7), that acts as a "locus of sight, 

imagination and hope, but it is also the entrance to the sublime and the unknowable," 

(Dexter, 92). Doig’s process of reducing and abstracting the landscape is symbolic in that 

it transforms a ‘knowable’ scene into an unreal space in which illusion and reality seep in 

and out of thin air, setting a metaphoric tone for an imaginary realm. Setting his subject 

and viewer in this imaginary context evokes ideas about what exists beyond our human 

perception. 

 Doig also utilizes compositional strategies to create symbolism. In his painting 

100 Years Ago (figure 8), a sits in a canoe in the foreground, a common motif in Doig’s 

work, and gazes toward the viewer. An island rests in the distance, separated from the 

figure (and viewer) by a body of water. The scene represents the River Styx and the 

figure invites the viewer to join him on the journey. Doig formally reduces and flattens 

the scene, dividing the composition into areas of color that are representative of different 

stages in an implied narrative, symbolic of a final journey to an unknown place. 
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 Laura Owens also paints on the boarder of representation and abstraction with an 

intention to reveal the nature of representation itself as a process of abstraction. Her 

carefully rendered scenes are set in front of reductive backgrounds suggestive of a 

landscape. The objects in her paintings, whether an animal, tree or figure, are usually 

recognizable, though declare to be acknowledged as abstract shapes and splotches of 

paint at the same time. Owens expands formal concepts and processes to a point that 

symbolizes painting’s always-artificial attempt at representation. Her work is informed 

by the idea that, “any framed image, whether it is of nature or culture, is a construction, 

not a representation of absolute truth,” (Owens, 28). 

 In an untitled painting (figure 9), Owens depicts an ambiguous desert/mountain 

landscape in flat areas of pastel color. The drastic value change from the soft background 

to the foremost mountain and stark tree limbs in the foreground eliminate the effect of 

atmospheric perspective, flattening and reducing the scene to a graphic image. Subtle 

flurries of paint suggest sparse leaves of the tree, though their thick, careful application 

on the surface of the canvas reminds the viewer that the object represented is actually a 

painting. 

 Owens reveals the relationship of subject and object, form and content, by 

flattening the composition while maintaining its visual reference to a landscape. Both the 

subject and the flatness of the painting are clearly discernable. While the tree is painted in 

a manner that draws on historic representational styles of painting, its drastic value 

contrast to the rest of the scene reinforces the flat, graphic quality of the painting. To 

achieve this effect, Owens “combines diverse visual languages, using her command of 

vernacular painting effects to conceptual ends,” (Fogle, 318). Thus, Owens investigates 
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formal aspects of the medium and applies it to a natural subject to draw attention to the 

gap that exists between representation and reality.  

 The works of Owens and Doig heighten the viewer’s awareness of the non-

realities created in painting. They draw visual associations to reality by appropriating the 

landscape, though they transform it in the painting process to create meaning. Doig's 

message refers to the unknowable, evoked by inconsistencies in the landscape and 

deviations from reality. Owens' message highlights the very capacity for painting to 

provoke thought through obvious transformation of visual information. 
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V. Geometric Geography:  

Visual tensions between nature and artificiality 

 

 Similar to the work of Doig and Owens, my paintings are referential to the natural 

world and overtly detached from reality at the same time. Exaggerated non-naturalistic 

colors and graphic brush marks heighten the artificiality of the paintings, counteracting 

the naturalistic compositional structure and atmospheric illusion of space. Tensions 

between illusion and reality arise from the juxtaposition of representation and abstraction, 

natural subject and artificial paint handling, integration of natural and organic forms and 

discordant non-naturalistic colors fading into peculiar white skies.  

My work transforms atmosphere in a way that generates an unusual feeling in the 

scene, similar to the work of Peter Doig. White skies appear throughout the body of work 

to create an illusion of atmosphere that is peculiarly calm. The unsettling calmness 

permeates the scenes as horizons fade into a hazy atmospheric void. This quietness is 

juxtaposed with the vivacity of non-naturalistic colored water, evoking tension in the 

scene. 

Flow (figure 10) depicts acidic colors of paint swirling together under a hazy 

white sky in a sinuous, hallucinogenic, seemingly metallic body of water. Flowing 

properties of water are exaggerated by the paint application, though the patterned 

structure of waves and unbroken brush marks fix the scene in a disconcerting stillness, 

schematizing another tension between illusion and reality.  

The fluid topography fades into the horizon, fixing it in a three-dimensional 

atmospheric space reminiscent of the world we know. The illusion of an all-pervading 



 14 

light that disperses into all parts the scene draws from compositional techniques of 19th 

century Transcendental landscape painters. This subtle gradation of atmospheric 

perspective enables the scene to be constituted as a three-dimensional space, though the 

exaggerated whiteness harks back to non-reality. Together, the tensions presented in this 

scene undermine the artificiality of representation.  

 Ocean (figure 11) depicts another rhythmic pattern of waves, this time painted 

with graphic layers of broken blue-green and pale yellow brush marks that create 

geometric wave peaks. Purple zigzag lines seep in between waves and across the surface 

of water, interlocking and reinforcing the rhythm of the composition. The brush marks 

break apart completely in the right foreground revealing the layering of colors, marks and 

shapes that make up the illusionary image. A white sky, with only subtle value shifts that 

suggest cloud formations, maintains the strange tranquility seen in Flow, though a less 

assertive gradation of atmosphere places emphasis on the graphic lines and hard-edged 

wave peaks that compose the artificial water. 

 Fragmented brush marks that compose the water are reminiscent of Burchfield’s 

abstract landscapes. Layers of individual graphic marks come together in a rhythmic 

vibration that unites the naturalistic composition. The overtly artificial construction that 

represents the natural subject creates a symbolic tension in the scene.  

 The same effect is seen in the abstract surface-quality of Wave (figure 12), though 

the brushstrokes that compose the scene are even more graphic. Discordant non-

naturalistic colors are placed adjacently to one another, emphasizing the graphic 

construction of the water. In some areas of the scene, bright orange strokes of paint drip 

down the panel, reinforcing the flat surface of the painting. These graphic marks come 
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together to compose a highly naturalistic three-dimensional structure of waves. Such 

careful naturalistic composition and exaggeration the synthetic nature of representation at 

the same time is reminiscent of the evocative paintings of Laura Owens.  

Natural World (figure 13) depicts a water surface that is completely abstract 

though still discernable as a wave. The horizon is omitted from the composition and a 

wave emerges from vivid orange, white, pink and dark blue areas of color. Strong value 

shifts are placed adjacently to define the surface reflection of the water. The areas of 

color that comprise the structure of the wave maintain and reinforce the flatness of the 

painting though remain compositionally representational, again similar to the work of 

Laura Owens. 

Experimentation with formal qualities of painting in the seascape series 

exaggerates the disconnection between representation and reality. To draw a stronger 

reference to the Florida Keys, the aerial landscapes present a geographic perspective of 

the region. 

 In this series, masses of land morph from seemingly organic to ambiguous 

geometric forms. Painted from photographs that were taken in a plane, the elevated 

perspective draws a stronger visual reference to the geographic location as well as to the 

integration of artificiality in the landscape of the region.  

 In Geometric Geography (figure 14), composition and color palette are generally 

naturalistic, while geometric brush-marks manipulate the scene. Color relationship and 

gradation create an atmospheric integration of natural and artificial forms. Brush marks 

that make up landforms begin to break apart into geometric blocks of color, as seen in a 

detail (figure 14). 
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 Similar to the way formal techniques were used in the seascapes, natural 

composition is transformed by abstract brush mark. The color palette is naturalistic in this 

series in order to maintain emphasis on recognizable natural landforms. Altering the 

subject and with overtly unnatural brush marks recalls the balance of representation and 

abstraction that is emphasized by Laura Owens. 

The semi-geometric style of brushstroke in the aerial landscapes symbolizes an 

idea of artificiality shaping the natural land. The totality of marks creates a rhythm and 

flow that defines the shape of the naturally composed landscape. This is similar to 

Burchfield’s graphic broken brushstrokes that define a characteristic of the natural world. 

The seascapes formally manipulate a natural subject to reveal the disconnection 

between reality and illusory representation. The aerial landscapes evoke a visual tension 

between organic and artificial forms in nature. The final series hones in even more the 

relationship between mankind and nature that is symbolized throughout the body of 

work.  

 The series of invented landscapes suggests an opposition between nature and 

structure through subtle personification of each, reinforced by compositional strategies 

that heighten the suggestion of dialog. 

 Mangrove Hands (figure 16) depicts branches of a mangrove tree intruding into 

the foreground from the left side of the composition. A body of water separates the tree 

(and the viewer, who shares its implied location) from a hazy island in the distance. The 

island is comprised of ambiguous, geometric structures that emerge from tree-like forms. 

Shifts in color and mark juxtapose linear forms with natural forms in the landscape. 

Seedpods that hang from the limbs of the mangrove mimic human hands, limp and 
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helpless—a symbol for nature’s helplessness to protect itself. The limbs of the tree reach 

outward toward the island, implying the optimism of growth, encouraging the 

preservation of natural land even though the distant island seems untouchable. 

 Eye in the Sky (figure 17) presents a house rendered in a contemporary residential 

architectural style that draws a clear association to the type of over-development that 

threatens to spread across the landscape of the Florida Keys. Its position on an island in 

the foreground directs the eye of the viewer across a stretch of vividly colored water 

toward a low-lying island that rests beneath the sun in the background. The separation of 

foreground and background strengthens the opposition of the two and creates a narrative 

structure similar to Peter Doig’s 100 Years Ago. The structure and compositional 

orientation of the house within the scene suggests that the house has its “eye” on the 

natural land in the distance. In the background, the gaze is reciprocated by nature as the 

bright, smoldering sun sits protectively above the island, watching back.  

 In Reach (figure 18), a geometric landform takes a central position in the 

composition. Above the island, clouds take form in a shape suggestive of a figure. What 

appears to mimic an arm reaches out over the island. At the tip of this arm, in the center 

of the composition, brush marks fall and fade ambiguously, reminiscent of the limp hands 

in Mangrove Hands, implying an impossible desire of nature to interject. Like the 

seedpods in Mangrove Hands and the sun in Eye in the Sky, the cloud in Reach is 

personified, aligning the viewer with nature. 
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VI. Conclusion 

 

 In her book Nature and Culture, art historian Barbara Novak elaborates on the 

conventions of 19th century landscape painting that symbolized cultural ideals projected 

on nature. She emphasizes that "new projections on nature augmented the American's 

sense of his own unique nature, his unique opportunity, and could indeed foster a sense of 

destiny which, when it served to rationalize questionable acts with elevated thoughts, 

could have a darker side," (Novak, 6). Here, she hints at the function of nineteenth 

century landscape painting as a culprit of cultural idealization that influenced cultivation 

of land during manifest destiny. At the same time, similarly idealized depictions of the 

south contributed to the eventual transformation of the Florida landscape. 

 This body of work subverts the formulaic treatment of landscape painting through 

strategic interplay of representational and abstract formal qualities that draw from 19th 

century representation as well as the abstract conventions of Charles Burchfield. The 

altered realities and overt artificiality of the work are similar to the works of 

contemporary artists Peter Doig and Laura Owens. By emphasizing the flexibility of 

representation in painting, my work undermines the non-realities that can be created in 

the painting process and evokes a tension that parallels issues between artificiality and 

nature in the Florida Keys.  

 Generally representational compositions are rendered in abstract, graphic brush 

marks and non-naturalistic colors, swirling together or jaggedly interlocking to create 

fluid and geometric patterns that manipulate the atmosphere of a seemingly familiar 

scene, transporting the viewer to an imaginary reality. By altering conventional 
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representation of the Florida Keys landscape, idyllic conceptions of the region are broken 

down and ideas about the manipulation of our natural landscape are evoked. 
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Figure 1. Forest with Heron 

 

 
Figure 2. Sunset on the St. Johns River 
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Figure 3. Sunset in the Berkshire Hills 

 

 
Figure 4. Mount Washington 
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Figure 5. Cricket Chorus 

 

 
Figure 6. Heat Wave in the Swamp 
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Figure 7. Gasthof zur Muldentalsperr 

 

 
Figure 8. 100 Years Ago 
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Figure 9. Untitled 
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Visual works created for this thesis: 
 

 
Figure 10. Flow 

 

 
Figure 11. Ocean 

 



 26 

 
Figure 12. Wave 

 

 
Figure 13. Natural World 
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Figure 14. Geometric Geography 

 

 
Figure 15. Geometric Geography (detail) 
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Figure 16. Mangrove Hands 

 

 
Figure 17. Eye in the Sky 
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Figure 18. Reach 
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