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ABSTRACT
This series of photographs serves as an expression of my personal search and
longing for a sense of at homeness in varied garden landscapes across the United States.
My interest in photographing gardens is derived from personal history in family gardens
and grew in my frequent visits to the South Carolina Botanical Garden. The Botanical
Garden was central in my life during the first year of the COVID-19 pandemic, and it
was there that I found an interest in how a shared public space could offer us a place for
privacy and reflection. My photographs bear witness to the spaces and moments in
gardens that cultivate these experiences.
The photographs trace the journey I began in Clemson, and the route I traveled as
I sought out garden landscapes in major cities and rural areas across the country. These
photographs represent iconic and overlooked spaces, and seemingly permanent and
ephemeral moments that evoke a sense of longing and search for at homeness in public
green spaces. My photographs are personal and expressive, and I use beauty through
color and form to captivate and induce reverie. I use photography to magnify and create
tensions within and across spaces, and to both preserve a moment or space and to express
the feeling of a moment or space. While focusing on my own specific story and
perception of being at home in a public space, I am also inviting others to rethink the role
of gardens in their own life, including how they see, live, and move through these spaces.
By fostering further questioning and awareness through my photographs, we may
increase our concern and care for our precious green spaces, both cultivated and wild.
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PREFACE
ORIGIN STORY
I come from a family of animal lovers and gardeners. My maternal greatgrandfather, for example, kept wild crows and praying mantes as pets, and my maternal
grandparents had a backyard swimming pool where, during certain years, we couldn’t
swim because ducks took refuge there. One of my uncles kept countless domesticated and
exotic animals inside his Los Angeles apartment, and my paternal grandfather had an
impressive backyard garden cultivating hundreds of roses. He passed away a few years
ago and was found in his garden, lying amongst his roses.
Mom was a floral designer for much of my childhood, later inspiring me to follow
the same career path while in college. When I was young, she would often bring me to
the shop, tucking me under the design tables while she worked. I have distinct memories
hiding beneath these tables, flower debris cascading down all around me, bright and
green. Occasionally, I would emerge from my table den to rummage through the garbage
can to rescue bruised flower heads deemed unworthy for a floral arrangement. No other
place smells like the inside of a flower shop, a combination of potting soil and juicy
fresh-cut stalks, refrigeration and floral foam, nauseatingly sweet oriental lilies alongside
putrefied stems steeped in week-old murky tap water, and yesterday’s greasy fast-food
take-out that might still be lingering on a counter. It’s distinctive and homey to me.
Dad owned a garden landscaping business for nearly twenty years where he
designed and maintained both small and large private estates, as well as caring for the
gardens and yard spaces of my childhood home and those of our relatives. Like Mom, he
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would often bring me along to maintain yards. He would mow lawns and prune flowers,
while I could be found running across the freshly cut grass, collecting snails (this was real
work), or dancing through the sprinklers. Together, my parents created lush backyard
gardens for my three sisters and I to play in and explore. They foraged in the local
mountains and coastlines collecting rocks and seashells, moss and branches, and would
salvage materials from abandoned barns to construct and embellish their backyard oasis.
Their approach to garden and landscape design was to create the illusion of something
wild and natural, their own private suburban sanctuary.
My childhood home was ordinary in some respects and extraordinary in others.
We had forest green carpet and black-and-white kitchen tile, leftovers from the 1980s.
We kept wild lizards and salamanders as pets, and rabbits and guinea pigs that we would
let run freely around the yard, catching them at dusk. On the weekends we would sleep in
the backyard, bare under the stars, and wake up to possums snuggled up to us on our
sleeping bags. I considered these creatures–the domesticated and the wild ones–my
friends.
We lived near a cul-de-sac where the yards merged with a public green belt, a
narrow stretch of lawn for the neighborhood's use. It was here that I experienced freedom
for the first time, and here that I sought refuge in times of need. On days I wanted to be
alone, I would go to the green belt to wander. There were specific trees and bushes which
were my markers in this real and imaginary landscape. I familiarized myself with all the
plants, learning their names, observing every branch line and contour, and who lived in
them. One special bush had a hollowed interior space, perhaps an animal’s den. I would
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climb inside, lie down, and just be. And it was here, cradled inside this bush, I came to
dream.
Eventually, Dad sold his landscaping business and began a career working as a
city park ranger, later becoming the park host, which required us to live on-site in the
park. This park, with its faded playgrounds and animal-shaped spring riders, old growth
trees and drought-stricken grass, the central pond and one little rowboat, and the
intersecting riverbed, would all become important landscapes of my youth. Human
geographers describe the spaces that form special bonds between children as they
mature—be they the home or neighborhood, gardens or forests, cities or countryside, and
so on—as “primal landscapes” (Gayton). These childhood or imprinted landscapes are
often associated with sites of exploration and home, becoming references that we may
compare and interpret future landscapes. I consider family gardens, strangers’ yards,
flower shops, and public parks as some of my primal landscapes. These places cultivated
my interest and affection for gardens and other green spaces, alongside the botanical and
architectural elements that construct them, and the humans and animals that visit and
inhabit within. And as I’ve grown up, I’ve come to identify gardens and parks as
sanctuary spaces, as places of nostalgia and reminders of home, long after these
childhood homes had been emptied and moved out of, moved into and replaced by, or
torn down and disappeared.

~
In summer of 2020 I moved from the West Coast of California to the American
South for graduate school. While I had lived far from home before, the restrictions and
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guidelines posed by the COVID-19 pandemic made acclimating to a new environment
difficult. Amidst the myriad challenges it imposed, it prompted me to reevaluate my
private domestic space in relation to shared public space. I considered where I had been
living prior to my recent relocation in relation to my new temporary home. I thought of
my family home back in California, in addition to the many childhood homes and
different living situations I found myself in over the years. Through this process, I
realized I was longing for something I lost and never fully understood. I longed for a
sense of home and of place, and to cope with this longing I began to visit the local South
Carolina Botanical Garden.
This series of photographs serves as an expression of my personal search and
longing for a sense of at homeness in varied garden landscapes across the United States.
My interests in photographing gardens are derived from personal history in family
gardens and grew in my frequent visits to the South Carolina Botanical Garden (SCBG).
The Botanical Garden was central in my life during the first year of the COVID-19
pandemic, and it was there that I found an interest in how a shared public space could
offer us a place for privacy and reflection. The gardens I visited were often situated in
densely populated areas where people live and work, and commonly designated as a
tourist attraction. A garden may be bustling with people throughout the day, but still
allow a person to feel solitude, liberation, and be undisturbed by other people, such as I
felt as a child in my neighborhood green belt. My photographs bear witness to the spaces
and moments in gardens that cultivate these experiences.
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The photographs trace the journey I began in Clemson, and the route I traveled as
I sought out garden landscapes in major cities and rural areas across the country. These
photographs represent iconic and overlooked spaces, and seemingly permanent and
ephemeral moments that evoke a sense of longing and search for at homeness in public
green spaces. My photographs are personal and expressive, and I use beauty through
color and form to captivate and induce reverie. I use photography to magnify and create
tensions within and across spaces, and to both preserve a moment or space and to express
the feeling of a moment or space. As the photographer Robert Adams suggests, when
considered together, geography, autobiography, and metaphor “strengthen each other and
reinforce what we all work to keep intact–an affection for life.” While focusing on my
own specific story and perception of being at home in a public space, I am also inviting
others to rethink the role of gardens in their own life, including how they see, live, and
move through these spaces. By fostering further questioning and awareness through my
photographs, we may increase our concern and care for our precious green spaces, both
cultivated and wild.
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CHAPTER ONE
ON GARDENS & AT HOMENESS
At its most basic, a garden is a plot of cultivated earth. By dictionary definition, a
garden is a “a plot of ground where herbs, fruits, flowers, or vegetables are cultivated; a
rich well-cultivated region; a container (such as a window box) planted with usually a
variety of small plants; a public recreation area or park usually ornamented with plants
and trees; an open-air eating or drinking place: a large hall for public entertainment”
(Merriam-Webster). Etymologically, the word garden is derived from the Old High
German word “garte”, meaning “that which is enclosed or protected by a fence or
border.” Interestingly, the word “paradise” has the same meaning which originates from
the early Iranian words “pairi” (enclose, surround) and “daeza” (wall). Thus, “paradise is
first of all a place or site surrounded by a wall, but also the enclosure of a particularly
sacred place”–such as the Garden of Eden–a garden of bliss (Ammann). This definition
resonates with me the most. Coincidentally, this is also what any photographer sees when
looking through a viewfinder: a walled enclosure.
There is vast literature on how gardens, as cultivated areas of land, have
historically been defined and designed. There are formal gardens, perfectly manicured
and with distinct boundaries, and there are overgrown, wildly romantic gardens that
seemingly maintain themselves and follow their own rules. Though what constitutes a
garden is highly variable and debatable, what unites these distant places is the special
meanings given to them through various actions and rituals of habitation. As the
landscape architect and writer William Turnbull Jr. argues, nature’s places become
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gardens “where the streams and trees and flowers of the fields, and the rocks of the
mountains, have been collected, or remembered, and ordered into extensions of ourselves
onto the face of the earth” and, furthermore, “only when shaped by our actions and
engaged with our dreams.”
Turnbull’s view that gardens are “extensions of ourselves” resonates with my
family history and series of photographs. Being in the SCBG as an adult, I was reminded
of similar spaces and landscapes of my childhood such as my family’s home gardens, my
experiences living in public parks, and the neighborhood green belt, all of which were
sources of privacy, comfort, freedom, and endless fascination. With travel restrictions
imposed by COVID-19 and being geographically very far away from my family home,
the SCBG became a sanctuary space for me, a place that made me feel at home. The
phrase “at home” became an area of interest in my research and photography; in
particular, how feelings of at homeness and private personal space are experienced in
non-traditional home settings, such as public gardens and other green
spaces. Furthermore, to be at home can take many forms and meanings. It may determine
a specific location, such as to be physically present at a private residence, as well as
describe a particular feeling a more unexpected place may provide to an individual. In his
article titled “Nobody is Home” published in late 2016, British author Charles Leadbeater
writes:
“Home is where the heart is, and there is no place like home,
yet a sense of being at home can come from many sources.
Home can be a place of residence, where you go back to after
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work. It can mean the place you come from: where you grew
up, and to which you return in your memories and for
important family rituals. Feeling at home can come from an
activity in which you feel at ease, in flow, in a landscape
that’s familiar and uplifting. Doing satisfying work can evoke
a sense of home, as can being with friends or walking along a
beach with someone you love…”
Recalling my personal experiences in familiar garden landscapes, I traveled
across the United States photographing and seeking a personal sense of at homeness in
gardens and parks. My definition of a garden ranges from shimmering glass greenhouses
of great institutions to small flower beds and clusters of rocks found in sweeping public
spaces, to strangers’ untended side yards. Most are open to the public, some are World
Heritage Sites, and still others may be found in private domestic spaces. As mentioned,
some of these gardens are perfectly groomed and formal, meanwhile others appear
unharnessed by the human hand, and seem close to forgotten. I treat this written thesis
manuscript in similar ways: chapters offer points of focus, but often overgrow their
peripheries with extra details, stories, and histories though out of an act of remembrance
and discovery.
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CHAPTER TWO
ON PHOTOGRAPHS & EXPRESSION
“Sometimes the most poignant qualities of a site come not from what is actually there,
but from what is connected to it, through time and space, by our recollections and
hopes.”
(William Turnbull Jr.)

ON PLACE & SEQUENCING
This photography project led me up the east coast to secluded lobstering villages in
mid-coast Maine and across to the west coast of California, my birthplace and where my
family lives. I visited and photographed gardens chosen for their historical, cultural, or
personal significance. Some places I had visited before, others I was experiencing for the
first time. The photographs are from the South Carolina Botanical Garden, from Central
Park, Liz Christy Garden, Narrows Botanical Garden, Buffalo & Erie County Botanical
Gardens in New York, from Boston Common and Boston Public Garden in
Massachusetts, from Coastal Maine Botanical Gardens, from Frederik Meijer Gardens &
Sculpture Park in Michigan, from Portland’s International Rose Test Garden in Oregon,
and from several anonymous residential home gardens discovered along my travels,
including my family’s home garden in California. Recalling my personal experiences in
familiar garden landscapes, these photographs represent iconic and overlooked spaces,
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and seemingly permanent and ephemeral moments that evoke my sense of longing and
search for at homeness in public green spaces.
Use of image sequencing and groups is an important concept for my series, and my
images are grouped according to garden site or geographic region. Beginning with my
California image group, the sequence transitions following my geographic route and
personal journey, as closely as possible, as I sought feelings of at homeness through
American gardens. Picture groups include California, South Carolina, New York,
Massachusetts, Maine, Michigan, and Oregon. The concept of image sequencing was
developed in the 1920s by artist and Bauhaus professor László Moholy-Nagy and
continues to play a prominent role in photography. Its influence is demonstrated in the
work of contemporary artists like Wim Wenders’ road films and photography that follow
nomadic journeys, and Nathan Lyons who presented his photographs as groups whose
meaning as a series was greater than its individual parts. I, too, see my photographs
functioning as a group whose meaning as a series is greater than its individual parts.
Throughout my study of garden history, I discovered that as garden and landscape
design evolved it became increasingly more sophisticated and thoughtful. Elaborate
pathways or “walks” became prominent features, sometimes designed to not only guide
you through the space, but to reveal mythological stories or popular folktales often read
through statuary. This device marked an importance in garden design history as it
emphasized these places as spaces to be moved through and experienced rather than just
looked at. Thus, in addition to my photographs being grouped according to garden site or
geographic region, they are also arranged along “walks” through the exhibition space, the
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existing gallery walls arranged to both enclose and guide one along. This operates to
guide viewers along my geographic journey, experiencing the photographs as a series of
compositions that flow into each other, as well as mimic garden and landscape design
conventions.
While visiting and photographing different gardens first-hand, the walking
experience became not only a requirement, but an opportunity for further exploration in
what and how I saw, further translating into how I composed and ultimately displayed my
imagery. Important moments of discovery were found through encounters with small
creatures or catching the glimpse of someone from afar, while overlooked spaces and
ephemeral moments dissolve in and out of focus. In Figure #9, a young woman is viewed
strolling along the Lagoon. She is both the center of the sequence of images and of the
exhibition space. This refers to garden designs where “walks” or pathways were designed
to lead visitors to a central location, most often a pond. While my series of photographs
recall garden spaces and experiences of my childhood, they also highlight a historical
garden experience. Thus, my project presents the garden landscape as both a visual and
spatial experience in which I ruminate on my personal journey and search for at
homeness, meanwhile meditating on the act of looking and walking.

~

11

ON PERCEPTION
“What is the hardest thing of all? That which seems easiest: to use your eyes to see what
lies in front of them.”
(Johann Wolfgang von Goethe)
“The only true voyage…would be not to visit strange lands but to possess other eyes, to
see the universe through the eyes of another, of a hundred others, to see the hundred
universes that each of them sees, that each of them is.”
(Marcel Proust)
The garden as a subject in photography has a long history, beginning with some
of the earliest photographic processes of the nineteenth and twentieth centuries when
photography made its entrance as a new art form. When these early photographers were
first experimenting with their materials, their photographic processes required
photosensitive surfaces to be fresh or wet, requiring practitioners to work close to their
darkrooms and great sources of light. This led many to work between the interior of their
homes and their surrounding yards or gardens. While this situation fulfilled technical and
practical needs, it also provided a plethora of subject matter to explore within the garden
landscape.
William Henry Fox Talbot, a photography pioneer during the 19th century, first
experimented with light-sensitive silver salts by recording the details of plant species on
treated paper. Published in 1844, Talbot’s widely influential book, The Pencil of Nature,
describes the history and chemical principles of his invention–the calotype photographic
process. Talbot’s book was filled with his own calotype prints accompanied by
descriptions where he proposed the many uses of photography. Talbot believed in the
potential and power of his invention and photography in general, as both an instructional
tool and as a new art medium for creative expression.
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Joining the Greek words kalos and tupos, or “beautiful impression,” calotype
images are fuzzy, grainy, and low contrast. The calotype printing process enabled one to
produce multiple prints, making it a suitable process for myriad commercial purposes
where reproducibility was important. Contemporaneous to calotypes were daguerreotypes
which were, in contrast, images made on a mirror-like sheet of silver polished copper.
Unlike calotypes, the daguerreotype photographic process produces intensely clear and
sharp images, ideal for portraits and commercial purposes. However, the process resulted
in unique images that could not be reproduced. While Talbot aimed to perfect his image
quality, the calotype aesthetic found popularity amongst photographers who desired
something beyond the commercial image where clarity was important.
This includes the 19th century photographer Julia Margaret Cameron who
produced albumen prints from wet collodion glass negatives. This equally popular
photography process required a glass plate to be coated with photosensitive chemicals in
a darkroom and then exposed in the camera while still wet. Afterwards, the glass negative
was returned to the darkroom for further developing and washing, and final prints were
made by placing the glass negative directly on sensitized photographic paper and exposed
in direct sunlight. It is a laborious and delicate process, chemically and time sensitive,
and therefore subject to many mistakes. Cameron was a devoted and experimental
learner, and she became widely recognized for her intentional use of soft-focus and
unrefined images. Though her photographs were often dismissed as amateur or lacking
technical competence, Cameron’s manipulated photographs emphasized her subjective
vision. Her efforts helped pave the way towards photography’s elevation as a fine art
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medium in conjunction with later photography movements, such as Photo-Secession of
the early 20th century.
At Home in the Garden is a celebration of analog, color film photography and my
images rejoice in the oscillation between sharp focus, and blurry or out-of-focus imagery.
The coupling of these two visual techniques is the result of my method of photographing
in the field and is emblematic of my travels and recollection of past experiences. In
addition, my visual techniques serve both visual and conceptual interests, including
themes of time and space, memory, and how we may view and experience nature.
To produce my images, I used a Mamiya RB67 medium-format camera with
several attachments, including a detachable handle and a prism viewfinder, adding to its
already relatively large size and heavy weight. I wanted to use a medium-format camera
to capture as much detail as possible, granting me the ability to print my photographs at a
larger scale, if desired; therefore, my 35 mm camera would not be sufficient. My visits at
each site were often for short amounts of time–usually just one day or two, sometimes
just a few hours–so it was important that I remain mobile and active in the spaces I
photographed. Despite the Mamiya’s cumbersomeness, I eschewed a tripod and
photographed with the camera hand-held. This decision often forced me to use a fast
shutter speed and fully open aperture which, in turn, resulted in a shallow depth of field,
giving a soft focus or blurriness in areas of certain images–a welcomed and encouraged
visual effect. This effect is demonstrated in Figure #1 and #2 from California, as well as
several of my images captured in South Carolina. Such images include Figure #5 which
depicts an illuminated spider’s web amongst trees, and Figure #3 and Figure #4 where
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structures are viewed tucked around paths and overgrown plants. Images made with a
shallow depth of field give a deeper sense of space, even if it is indistinct, creating a more
immersive visual experience, such as my images captured in California and South
Carolina previously mentioned. For example, in Figure #2, there is an implied narrative
and a sense of time and place which the viewer may enter, and thus enter a moment or
memory associated with it.
Other images included in my series have more overall focus and clarity, which, in
contrast to blurred imagery, operates visually and conceptually in different ways. Images
with greater depth of field and, therefore, more focus and clarity, appear almost flat, and
more immediate to one’s gaze. In my photographs (Figure #29 and Figure #30) captured
in Portland, Oregon, for example, the scenes appear to be happening all at once right
before you, a hereness compressed and immortalized through the photograph itself. These
photographs are representations of moments I felt should not go unnoticed, and therefore
have preserved them through the photograph itself. My decision to photograph with my
camera hand-held, therefore, has two-fold value: to serve both a practical and mobile
mode of working and provide a desired visual aesthetic supportive of my conceptual
interests.
Referencing a moment that was at once present, captured, and eventually passed,
never to be experienced again except when revisited in a photographic image in the
present (or again in the future), photographs serve as a testament to our human perception
of time. Within this cohabitation of past, present, and future, I use photography as an
instrument for rehearsing both permanence and impermanence: where a moment is frozen
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in time and transfixed into a physical object-image, meanwhile echoing that time cannot
hold still, it is inevitably and irretrievably lost. In Camera Lucida, Roland Barthes
recognizes that “the photograph does not call up the past” and its purpose is not “to
restore what has been abolished,” but rather to affirm what it refers to, a moment in time,
has “indeed existed” (Barthes, 82). My photographs bear witness to the spaces and
moments in gardens that cultivate these experiences, and my use of depth of field signals
this transcendence of the past on the present.
In addition to concepts of time and space, I find an intriguing similarity between
how the blurring of space functions to how our memory operates, where regions of an
image are fuzzy or unclear, and others are sharp and focused. This shift in focus refers to
my personal memories and experiences of similar garden landscapes experienced in
childhood and connects me to these new landscapes in the present. The blurriness,
coupled with chameleon light and vibrant colors, oscillates between an atmosphere of
reverie or solitude, as well as being disorienting and, at times, overwhelming. This
evocation represents the instability or fragmentation of time, space, and memory, and
echoes my longing for a sense of at homeness in these distant places during the COVID19 pandemic disruption.

~
ON SCALE, PERSPECTIVE, FRAMING
Understanding how variable gardens can be allowed me to approach my
landscapes and concepts of interest with an open mind and to photograph them
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accordingly. This is evident in my decision to photograph both public gardens, like the
South Carolina Botanical Garden, Portland’s International Rose Test Garden, and
Boston’s Public Garden, to name a few, and my decision to photograph private domestic
gardens. Private gardens include my family home garden (Figures #1, #2) and
anonymous home gardens (Figures #10, #11), the latter of which I walked by and
photographed in passing while exploring Cape Cod. This variability in how gardens may
be defined further translates into my use of perspective, which includes cropped, intimate
close-ups to more expansive, public views, such as in my pairing of photographs captured
in the Boston Public Garden, Figure #7 and Figure #8. This shift in perspective is not
only used as a conceptual tool to emphasize the variable ways in which gardens are
defined, but also how they are experienced. My aim, again, is to immerse viewers in the
act of walking and looking, and I often highlight overlooked elements or moments of
beauty along this journey.
In his series titled Dandelion Room, the New Objective photographer Thomas
Struth produced photographs following a similar approach, where he paired images of
expansive landscapes alongside close-ups of flowers and plants found within them. For
his project, Struth was asked to make photographs for patients’ rooms in a new wing of a
private hospital near Zurich, so Struth responded by concentrating his lens on images of
local landscapes and colorful flowers as “an analogy to the condition of illness in which
one part of the body that we are usually not so aware of becomes the centre of attention.”
Often, there are close-up portraits of single, isolated flowers. While I do include
sequential images of close-up botanical imagery alongside wider landscapes, I highlight
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individual flowers through a different approach. In contrast to Struth’s isolated flower
portraits, I photograph large clusters of flowers, and through more careful observation of
these photographs, there is often a central bloom in focus wavering proudly amidst the
group. In these images, exuberant blooms and foliage dance into swaths of color and
light, a metaphor for how the space or moment depicted may invoke feelings of liberation
and delight. In addition to flowers, I also often photographed animals in isolation and
suspended amidst obscured garden landscapes, such as the duck in Figure #6 captured in
South Carolina. These moments may dislocate the viewer into unfamiliar territory or
evoke feelings of isolation, a representation of the feeling I experienced while traveling
and searching for at homeness in gardens. In my photographs of both flowers and
animals, the resulting effect signals a more subjective orientation and contrasts with
Struth’s systematic approach where there are primary objects, flowers, given solitary
attention.
Throughout my series, I often photograph from unconventional vantage points,
composing and capturing from ground level or through foliage, for example, such as in
Figure #1 or Figure #2 from my family home garden in California. This creates a more
immersive experience, in addition to shifting viewers’ orientation to the perspective of
the plants or animals that inhabit these spaces, the latter of which can be viewed in the
illuminated spiders web in Figure #5 or the duck in Figure #6 both from South Carolina.
The immediacy is also reminiscent of my childhood days exploring familial gardens and
parks where I would climb into plants to seek comfort. Photographs featuring children,
including Figure #2 and Figure #16, are suggestive of the primal landscapes that may
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shape a child’s identity and relationship to a place, including varied garden landscapes.
This led me to photograph my own family members, as I understand how important these
outdoor spaces are for my loved ones, just as they were for me.
In the context of landscape, photography offers a more or less accurate
documentation of a place. It can offer a record of something tangible or some locatable
place, but it can also point towards something unnoticed, elusive, or imaginary. In
response to the series Aila by Japanese photographer Rinko Kawauchi, Pedro Vincente
for Next Level writes, “she uses photography to reveal, to make visible what was, before,
invisible.” Kawauchi’s Aila photography series, which explores themes of life and death,
sometimes literally brings forth what was once invisible–an animal’s head at birth, a
reflection on water, or a wave crashing onto the shore. Composed of seemingly disparate
images, Kawauchi’s oeuvre is united thematically, and she elevates ordinary, brief, and
fragmented moments of everyday life.
Like Kawauchi’s Aila series, I seek out and photograph ephemeral moments and
encounters in gardens that I feel should not go unnoticed, thereby elevating the small and
the overlooked. I build upon this idea by further emphasizing the space in which I
photograph. For example, I use surrounding elements in the landscape to frame and
enclose these overlooked aspects of gardens, like the way a camera viewfinder
encapsulates a scene, or how garden walls mark the boundaries of a place. This further
operates to immerse viewers into my perspective of walking through these landscapes
and highlight how often unnoticed elements shape our experiences of gardens. Most
plants–especially ones that are quiescent, green, or simply a mass of color and otherwise
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indistinguishable from their neighbors–are often hardly noticed. Plant blindness is
defined as “the inability to see or notice the plants in one's own environment, leading to
the inability to recognize the importance of plants in the biosphere and in human affairs”
(Allen). Coined in 1998 by biologists James H. Wandersee and Elisabeth E. Schussler,
this blindness is inherent to the ways that humans process visual information. Every
second, human eyes generate millions of bits of information, but our brains can only
extract and process a tiny percentage of this information. Figures #8, #15, and #27 are a
few moments when I fought against this blindness.
Overlooked plants converse with overlooked house-like structures, such as in
Figures #3, #4, and #11. The various structures depicted in these photographs are
reminiscent of houses or dwellings, some perhaps even serving as a small creature’s
home. This reminds me of my childhood desire to be cradled inside nature’s arms and
surrounded by lush foliage and blooms, and near the small creatures who I called my
friends. These dwellings are found in disrepair, with roof shingles falling off,
disintegrating spiders’ webs illuminated in the light, and hoop houses overcome by
surrounding plants. There are no people present, but their presence is summoned through
human constructions or in the absence of their maintenance. My emphasis on spaces that
feel familiar yet forgotten are a representation of my personal search and longing for a
sense of at homeness. Through my use of photography, I give shape to a space or a
moment, and it is through my photographs that I attempt to fill in the spaces that felt
empty before, elevating them into greater significance. Through obscurity and
fragmentation of space by way of compositional choices (depth of field, perspective,
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cropping), my imagery allows for others to supplant their own ideas and memories of the
place depicted.
While walking through a neighborhood in Cape Cod, I came across a lovely,
Marian blue bench. As I stopped to admire this bench, it was just by chance that as I
looked up the surrounding foliage and tree branches intersected and weaved, like the
leaves of a camera aperture, forming an ocular view into a neighboring garden where a
Madonna statuette was hidden from view, mirroring the Marian blue bench in the
foreground, (see Figure #11). Through orchestration of color and form, attention to
movement and pattern, my photographs make plain the beauty in what tends to go
overlooked. Like Struth’s intimate portraits of blooming flowers and plants in his
Dandelion Room series, the result is that “what we see is no longer the sunflower which
is depicted, but the sensation of some chance, unique apparition” (Schwarz, 16). When
looking at my photographs, my hope is that viewers may recognize the chance encounters
we have in our immediate surroundings and with the natural world, and to consider how
these encounters mobilize further inquiries and actions. Each day, according to the USDA
Forest Service, an estimated 6,000 acres of open space1 are converted to other uses to
expanding urban and suburban areas within the United States. This expansion often
results in the loss of forests, grasslands, and other natural areas like gardens and parks.
Therefore, my hope is that when looking at my photographs, viewers may become more
1

Open space includes all unbuilt areas, whether publicly or privately owned, protected or unprotected.
Open space lands include forests and grasslands, farms and ranches, streams and rivers, and parks. They
provide ecosystem services, support agricultural and forest production, and offer opportunities for
recreation. However, open space is being lost to other land uses at an alarming rate.
https://www.fs.usda.gov/science-technology/loss-of-open-space
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aware of themselves and their place in the world, which may then translate into greater
environmental concerns for our shared public green spaces, both cultivated and wild.

~
HOW WE VIEW & EXPERIENCE NATURE
In the opening lines of her text On Beauty, Elaine Scarry writes, “What is the felt
experience of cognition at the moment one stands in the presence of a beautiful boy or
flower or bird? It seems to incite, even to require, the act of replication. Wittgenstein
says that when the eye sees something beautiful, the hand wants to draw it.” As a small
child, watching my parents collect and build our backyard gardens and my mother
compose floral arrangements and bouquets, I became enamored with how one used
nature’s elements to share beauty and express oneself. Like a floral designer arranging a
bouquet, in my photographs I carefully orchestrate color, form, movement, and pattern
to challenge viewers to see beauty in what tends to go overlooked. My diverse
approaches to composing scenes and use of perspective further point towards the
variable ways in which gardens have historically been defined and admired.
Gardens and parks are designed landscapes, ordered arrangements that are
interpretations or even idealizations of nature or wilderness. In the history of garden and
landscape design, Italian picturesque paintings served as inspiration for what 18th
century designers like Lancelot “Capability” Brown believed nature should look like. The
theory of the picturesque–a word of Italian origin meaning “the point of view essentially
of a painter”–was elaborated in literature and landscape painting of the 18th and 19th
centuries as a form of wild beauty, but one that is nevertheless constructed and idealized
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(Bate). As conceptions of the picturesque emerged in landscape paintings, such as in the
work of John Constable, they became reference points for garden designers, posing a
recursive relationship where the painting was the referent for the gardeners and not nature
itself. Like the real place gardens may refer to, concepts of nature or wilderness are
complex and never static; they are alive and constantly shifting. They are both
historically and culturally specific, varying widely in interpretation from one culture to
another, in different places and during different times. Approaches to garden and
landscape design are no different: they reflect a culture, what a group of people think and
value, and the way people in a particular time and place experience and understand
nature. For example, Lancelot “Capability” Brown, was the most influential landscape
designer in the history of the western world, and his “landscape park” design became
associated with the growth of democracy (Chisholm).
Different approaches to garden design are seen throughout my series of images.
My photographs of the Boston Public Garden (Figure #7, #8, #9), for example, reflect
order and perfection, such as in the manicured bushes and rows of spring blooming
tulips, or in the freshly groomed grass where walking upon is prohibited. This approach
to garden design stands in stark contrast to Coastal Maine’s Botanical Gardens where in
Figure #27 a cluster of glowing white anemones, or wind flowers, billow in the
understory of a woodland designed to appear wild. Native to Europe, Anemone
nemerosa “Vestal” are a wood anemone, “vestal” distinguishing it as “white anemonecentered,” a nursery cultivar. In my photograph, light dapples through the surrounding
woodland, a subtle mimicry of the human-cultivated vestals below. Domestic gardens
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found in residential areas reflect a similar mentality, such as in Figure #2 and Figure #10
where flowers and grasses are left untended and reliant on seasonal changes. These
gardens remain, however, human-cultivated masterpieces.
While photographing in New York City, I was confronted with the tension
between the natural lushness of Central Park and the surrounding metropolis. A deeper
look at the sites I photograph, especially in New York, reveal a combination of the wild
and the domesticated or human-cultivated, a tension that disrupts not only what we see,
but how we see. This concept becomes apparent in Figure #23 where lush green foliage
presses upon the chemical-residue-stained glass walls, emphasizing the boundary
between interior and exterior of a greenhouse. Thus, the green foliage is true wild nature
growing outside of the greenhouse walls.
This photograph may be viewed in conversation with my photographs of small
animals which reappear as protagonists in the garden landscape, such as the camouflaged
bird in Figure #17, the squirrel featured in Figure #21, or the group of koi fish in Figure
#24. Animals have always been a constant in my life, and some of the most important life
lessons I have learned have been through relationships or moments experienced with
animals. I am moved by their resourcefulness and resilience, their honesty and
exuberance. In 2021, The Independent published new research by the World Wide Fund
for Nature (WWF) stating that “destructive human activities on nature have contributed
to 68 percent decline in mammals, birds, amphibians, reptiles and fish between 1970 and
2016.” In my series of photographs, ideas about home and places that may make us feel
at home like gardens are central, but also directly relate to how we may think about our
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shared home, the Earth, and broader ecological concerns. My photographs elevate
nature’s gardeners, the small and the overlooked–including birds, fish, squirrels, even
insects–emphasizing the markings of their home territory, how they experience space and
in return intersect with ours.
For example, birds claim space acoustically, marking the limits of their territory
through the sounds of their call. Migratory birds, like geese, will rely on visual landmarks
to complete their annual journeys, shifting between distant landscapes seeking seasonal
refuge to breed and raise new goslings, such as in Figure #26. Birds appear throughout
my series, each inhabiting a different spatial plane: a bird stands near a rock outcropping
contemplating the vista before him in Figure #17, a pigeon takes flight mid-shutter
release in Figure #20, and a duck is engulfed by darkness by the depths below and above
in Figure #6. Domesticated ducks do not fly well and are, therefore, often restricted to
one geographic area. Their spatial limitations are further made evident in the bounded
gardens of which they often occupy.
Squirrels are constantly on the move, traveling between numerous trees,
backyards, and other spaces. It is, therefore, common for squirrels to build multiple nests
located near their primary home. These second and third homes may be used for a variety
of purposes, including hiding from predators, for food storage, or even just as a
temporary resting place amidst their daily activities. In Figure #21, a squirrel is viewed
nibbling and collecting flower petals, perhaps to bring back to one of his home nests.
Fish have a variety of mechanisms for finding their primary home territory after
swimming astray. This includes the reliance on the position of the sun or visual
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landmarks as beacons for orientation, in addition to olfaction allowing fish to even smell
their way back home. In Figure #24 a group of Koi fish swirl like calligraphy beneath the
water's surface amidst a rocky habitat. Koi fish, which are a domestic variant of the Amur
carp fish native to regions of Asia, don’t have a natural habitat, and are an invasive
species in the American wilderness. Their presence in constructed habitats, like gardens,
signal the interventions of humans with nature.
My photographs of these gardens represent not only how we shape the greater
landscapes in which they are found, but how it insistently shapes us in return. For
example, in Figure #17 captured in New York’s Central Park, the dissolving skyscrapers
peeking through the bright backdrop are subtle reminders that the bird, along with the
body of water and trees before it, are part of a constructed landscape intended to mimic a
natural and wild woodland. Even the skyscrapers may be viewed as natural rock cliff
faces to the local birds. Designed by Frederick Law Olmstead and Calvert Vaux, New
York’s Central Park is a product of picturesque romanticism and a response to
industrialization and urban sprawl. The designer’s intentions included creating a space
that made visitors feel that they had left the city and were immersed in the countryside.
The original park, for example, had a sheep pasture and barn (now the popular picnicking
spot “Sheep Meadow” and the restaurant Tavern on the Green), a nature preserve called
“The Ramble,” and a dairy for urban mothers to buy fresh milk (Zhang). Through
composition and sequencing, my photographs point towards the increasingly blurred
boundaries between the domestic and the wild, qualities inherent to all garden landscapes
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where humans have intervened and sought control over the local geography and
wilderness.

~
Gardens exist in a liminal space between the domesticated and the wild, the
decorative and the utilitarian, inside and outside. Gardens may be enclosed, but they are
also rooted and extend down into the earth and soar upwards towards the sky, like how a
bird may buoy above and below the depths of a pond. Gardens are caught in the time
between the “what was” and the “next,” the familiar and the unknown, and are places of
transformation. Such transformations are manifested through the cycling of growth and
decay through the changing seasons. Furthermore, I find an intriguing similarity between
the liminality of gardens and that of analog film photography which presents us with
“what was” on the negative to the “next” in the photograph print.
In my photographs, figures appear transformed by the garden space. When
photographing people in different gardens, I recognized a shared experience between
them and myself: just like the SCBG provided me with a space to feel at ease, so did
these distant sites provide space for joy, reflection, and solitude in the people I
photographed. They appear alone and in contemplation or reverie within the surrounding
garden space, such as Figure #7 and Figure #8 both from Massachusetts, Figure #26 from
Maine, Figure #29 and Figure #30 both from Oregon and my final image group of the
sequence and exit of the gallery exhibition.
During the 1990s, the photographer Bruce Davidson worked in New York City’s
Central Park producing a collection of black-and-white photographs that capture the
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beloved green space as “a place of poetic encounter, a space in which epiphanies are
everywhere to be found, if one is patient—and observant” (Barlow Rogers). Seen through
the affectionate eye of Davidson (a New York transplant), images of young lovers, the
nesting spaces of animals and humans alike, trees and rocks, and various other encounters
and activities reveal the vibrancy and energies of Central Park. Even statues become
animated. Davidson’s work is best summarized by Elizabeth Barlow Rogers–a landscape
designer, preservationist and writer, founder of the Central Park Conservancy, and
President of the Foundation for Landscape Studies. She writes,
“One sees the effects of place upon the human psyche in the faces
and bodies of Davidson’s subjects. In their features and in their
poses we discern the effects of the park’s magic, how it induces
sometimes a meditative feeling, sometimes sensuality, sometimes
exuberance. The work seems to say, ‘Here, in this space, we are
more alive. Here our loneliness is made bearable. Here we are
more truly ourselves.’”
My intent was similar, and I wanted to capture something of these states of being.
I photographed women caught in reverie, the youthful and the elderly, lively florals and
lush foliage, and the small creatures (the true gardeners) that dwell in these spaces too.
By focusing on my own personal story and discovering shared qualities and experiences
with others–other people, other gardens–my photographs emphasize the garden as home
and refuge for a wide array of dwellers, of all species, ages, and backgrounds. Moreover,
my photographs point towards how these beloved green spaces serve as sanctuaries and
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continued to do so during the COVID-19 pandemic when my photographs were taken.
My photographs of women in different garden landscapes across the United States are, I
feel, a profound reminder of this. And like Bruce Davidson’s photographs of Central
Park, it is here in the spaces and places that I photograph, too, that we may feel more
alive, and long after COVID-19 has subsided. In gardens and in parks we may act as
visitors or tourists, but through my photographs I am interested in describing how we
may become inextricably intertwined with these landscapes, how they shape us, even as
we have shaped them.

~
ON LIGHT & COLOR
"The whole world, as we experience it visually, comes to us through the mystic realm of
color."
(Hans Hoffman)
One of the first things I noticed when we moved to Clemson, South Carolina was
the quality of light in the late afternoon and at dusk. Clemson resides in the foothills of
the Blue Ridge Mountains of Upstate South Carolina. When the sun sets over the
ridgeline, the final rays of sun filter through the atmosphere and tree foliage, casting the
foothills into a radiant and reverberating glow. I began traveling for this project during
the middle of spring and into the summer months. A transitional period of regrowth and
decay, during this time the Earth’s axis of rotation becomes tilted, known as the
“obliquity of the ecliptic,” increasing the amount and intensity of sunlight a site receives.
In my photographs, my use of color and light reflects this seasonal transition. My images
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are vibrant and colorful: flowers are in full bloom and luminous light reflects off fresh
leaves, animating the lively and serene spaces I experienced.
Different latitudes cast landscapes in different lights, producing different shadows
and highlights. The quality of sunlight, its intensity, how it filters through the atmosphere
and foliage, and its reflections off myriad surfaces, create rhythmic patterns which may
recall a place from memory, but will never be the same as another place. Just like the
light cascading over the Blue Ridge Mountains, qualities of atmosphere may color and
obscure sunlight in subtle ways. Sunlight or white light includes all the colors of the
visible spectrum–red, orange, yellow, green, blue, indigo, and violet–traveling at different
wavelengths. While traveling, light will bend, bounce, disperse, and scatter in various
directions as it encounters other particles present in the atmosphere. Rainbows, the
twinkling of stars, and even the blue color of the sky are results of numerous atmospheric
phenomena.
For many color photographers, post-editing often involves color-correction
through the tailoring of colors and tones using various tools with the end goal of not only
visually pleasant colors, but uniformity in palette. My editing approach involved taking
subtle liberties with colors to emphasize the different qualities of light and atmosphere
present at each site, allowing some colors to be overly saturated in some images while
more muted in others, such as in Figure #1 and Figure #19. All but two photographs in
this series boast some hue of green, and sequential images may boast a wide array of
hues–from emerald, to chartreuse, to celadon–such as in Figures #10, #21, and #27.
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Through my use of color, perspective, and how I control my depth of field, the
gardens become animated and immersive as they shift in and out of focus and are
illuminated in different light. During my travels, I captured some of my photographs in
the middle of the day, bright and sunny, whereas others were captured in the early
evening or at dusk. I worked in the shadows, where it was dank and cool, and out in the
open, the relentless sun above overwhelmingly hot. Some photographs were captured
under clear, sunny skies; meanwhile, others were captured in overcast conditions, skies
bruised by pollution, or before, during, and after rainfall. For example, in coastal Maine,
my photographs of garden spaces captured chameleon light of the afternoon as it filtered
through the foliage into cadenced patterns such as in Figure #27, and, like a wash of
watercolor, the sinuous budding branches fuse into a periwinkle sky in Figure #28.
Meanwhile, tulips with their waxy leaves, appear aglow after a rain shower back in
Brooklyn (Figure #22), early evening light bathes a cottage like an incoming tide walking
in Cape Cod (Figure #12), and zinnias recede into indistinctness as night descends upon
my family home garden in California (Figure #1).
In addition to referencing historical garden design conventions through walks
leading to a specific photograph (Figure #9) at the center of the gallery, it was my intent
to cradle my viewers in ribbons and swaths of color, light, and foliage. This visual and
spatial experience is reminiscent of my childhood days climbing into plants to seek
comfort, but it also functions to re-create a moment of serenity and beauty for my
viewers. At the center of the gallery, viewers stand at the center of my garden, a garden
of photographs. Constructed and controlled by me, it is a wild garden that defies strict
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boundaries, evident in how I both define a garden and represent them. Before you arrive,
there are cities and country-sides to be navigated and sweeping public spaces and
intimate neighborhoods where gardens are to be discovered. Along its walks there are
vistas to be seen such as in Figure #17 from Central Park, and woodlands to explore such
as in Figure #5 from South Carolina. There are also chance encounters to be met with
small creatures, blooms, and the falling of light, such as with the duck in Figure #6 from
South Carolina, proud blooms in Figure #8 from Massachusetts, or in Figure #28 from
Maine. These moments of beauty are central to how we may learn to view and experience
nature. Iris Murdoch described it as an “un-selfing,” Simone Weil a “radical decentering,” and Elaine Scarry as an “opiated adjacency.” It is between the tension of bliss
and a feeling of marginalization, as Scarry argues, that makes us “happy to be there” and
“prepares us for performing justices in the world” through acts of creation or replication.
For me, I see this as through the cultivation or preservation of gardens, or visual art like
photography.
Through my orchestration of color and light, form and movement, my
photographs make plain the beauty in what tends to go overlooked. Beauty may be
experienced in my photographs through how I preserve a moment in time, such as in
Figure #9 from the Boston Public Garden or in how an animal, like a duck, looks back at
you, such as in Figure #6 in South Carolina. Or it may be in how I preserve the feeling of
a moment such as in Figure #27 or Figure #28 from coastal Maine. Working within the
limitations posed by weather conditions, quality of light, time restraints, and quirks of
analog film photography contribute to my imagery’s allure and yields conceptual
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significance. Qualities of light and weather influence one’s experience of a place greatly,
altering one’s perception visually and emotionally. Simultaneously, some spaces or
places may carry feelings of pleasure and fear, joy and disappointment, sadness and
wonder, and not always exclusively from each other. Color functions this way too.
During the first year I lived in South Carolina, every wall of my house was painted a
dark, oppressive gray. Upon my return from this photography trip, I painted every room
an uplifting, creamy shade of white–the color of sunlight. My post-editing, colorcorrecting techniques aim to highlight the unique qualities of light, express my personal
experience of each place during the brief time I visited, and ignite a personal recollection
or feeling in other viewers. And just like different latitudes cast landscapes in different
light, photographs of places can never look quite the same as they do in real life and inperson.
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CHAPTER THREE
OTHER CONTEMPORARY CONTEXTS
There are myriad different artists that my photography draws upon, including not
only other photographers like Wim Wenders, Rinko Kawauchi, Bruce Davidson, and
Nathan Lyons, but even garden and landscape designers. Thomas Jefferson believed that
landscape design belonged alongside the fine art forms of his era, aligning it with
“painting, sculpture, architecture, music, and poetry” (Chisholm). Arranged landscapes
are a further reflection of the historical or cultural moment, and how the designers
themselves intersected with the ideals and values of their time. Roberto Burle Marx, a
contemporary garden designer, states, “A garden is the result of an arrangement of
natural materials according to aesthetic laws; interwoven throughout are the artist's
outlook on life, his past experience, his affections, his attempts, his mistakes, and his
successes.” This approach to garden design resonates with how I approach my garden
photography where I activate personal histories to invoke a range of associations for
others.
Throughout history and including the last century, gardens have been established
in response to or provided in times of desperate societal need, shaping both national and
global thinking. This is especially true for American gardens. For example, Central Park
was developed in response to the outpouring of immigrants into the city following the
German revolution and Irish potato famine. During World War I and II, over 20 million
victory or war gardens sprouted all over the United States in addition to many other
countries. Encouraged by the government, these gardens were primarily food producing
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gardens planted at private residences and public parks to reduce pressure on the public
food supply, but also as a morale booster where civilians could feel they were
contributing to the war efforts. In addition, New York’s High Line, a public green space
situated on nonfunctioning train tracks, was developed and built in the years following
the 9/11 terrorist attacks in 2001. Even the original train tracks of which this site occupies
was built during the Great Depression, an indication of yet another response to societal
need and pressure. It is not surprising, then, that over the last two years following the
onset of the COVID-19 pandemic, the sites I visited and photographed provided refuge,
renewal, and reward to those who visited and dwelled within their spaces. And my
photographs, as physical evidence that reference first-hand experiences, are a testament
to that.
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CHAPTER FOUR
CONCLUSION
Photography requires a hyper awareness, demanding you to always be looking for
a light, a gesture, or a moment to capture. Sometimes it forces you to make decisions
quickly and with a high level of accuracy. Evening light, for example, can change in
seconds, casting what once appeared to glow in dramatic highlights into complete
darkness. Other times it may require you to slow down, be even more methodical, and
wait with patience. While these may require highly controlled approaches, serendipitous
situations do arise with brief windows of opportunity to act spontaneously or
haphazardly, and photograph. Close observation and embracing these moments are at the
core of my photography practice. Ultimately, photography is a tool for viewing and
framing one’s surroundings. Like the gardens I photographed, I use photography as an
extension of myself to offer ways of seeing gardens and feelings of at homeness from a
highly personal perspective.
In this series I have arranged a bouquet of rich, color photographs, from the
vantage of my peripatetic camera-eye. These photographs represent iconic and
overlooked spaces, and seemingly permanent and ephemeral moments that evoke a sense
of longing and search for at homeness in public green spaces. Imagery of vibrant
botanicals abound, their stems and blooms wavering in exuberance. Meanwhile, other
images, such as those featuring isolated figures, depict a quietness of contemplation and
reverie. In some images, spaces are saturated with light as if to expose something
invisible and viewed with a shallow depth of field, creating blurry and out-of-focus
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imagery, making them feel more expressive and evocative. The landscape then becomes a
kaleidoscope of color, imbricating and transforming, much like the liminal spaces that I
depict in gardens. These visual techniques are the result of my method of photographing
in the field, in addition to serving both visual and conceptual interests including themes
of time and space, memory, and how we may view and experience nature. By leaving
some areas of an image very sharp and clear while abstracting others, it both guides and
obscures the viewer’s perception of the setting before them, making the garden space at
once familiar and fictitious. By constantly shifting between different ways of feeling and
of seeing, my photographs signal different points of liminality which is echoed in garden
landscape design and in the photographic medium. Moreover, through these
manipulations, I introduce an ambiguity, thus allowing viewers to make new associations
and supplant their own ideas and memories into the spaces that constitute gardens.
During the last two years, I experienced the tension between the desire to have a
connection with the world and the desire to withdraw from it. This caused me to seek out
a place, the South Carolina Botanical Garden, that made me feel at home, safe, liberated,
and less alone. What started at the local SCBG transitioned into a wider project across the
United States, a personal journey that had me wrestling with memories and spaces of my
childhood and how I coped in the present, creating photographs that somehow, in
however grand or minute way, may resonate with someone else. This might be found in
the first signs of spring in budding branches and blooms or how light dapples through the
trees. Or it might be found in catching the glimpse of a person’s expression standing in
the distance or how an animal may look back at you. My hope is that the glimpse of one
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of these moments may facilitate a new sensitivity for how others see and move through
different living environments, whether it be the local botanical garden or forest, the
countryside or the city, neighborhood or private home. Through my employment of
photography, I expose the importance of attentiveness and habits of perception, and the
importance of seeing and of being seen. At last, my photographs are affirmation of
bearing witness to the world in a particular way during a particular moment in time.
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FIGURES

1. Darci’s Zinnias, The Family Home Garden, Santa Maria,
California
Archival inkjet print
20 x 16”
2022
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2. Twilight, The Family Home Garden, Santa Maria, California
Archival inkjet print
30 x 24”
2022
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3. Hoop House, Good Bones, South Carolina Botanical Garden,
Clemson, South Carolina
Archival inkjet print
20 x 16”
2022
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4. The Warren, South Carolina Botanical Garden, Clemson,
South Carolina
Archival inkjet print
20 x 16”
2022
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5. Gossamer, South Carolina Botanical Garden, Clemson,
South Carolina
Archival inkjet print
30 x 24”
2022
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6. Hold Time, South Carolina Botanical Garden, Clemson,
South Carolina
Archival inkjet print
20 x 20”
2022

44

7. Girl with the Face Mask, Public Garden, Boston,
Massachusetts
Archival inkjet print
20 x 16”
2022
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8. Parrot Tulips, Public Garden, Boston, Massachusetts
Archival inkjet print
30 x 30”
2022
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9. Girl in the Red Sweater, Public Garden, Boston,
Massachusetts
Archival inkjet print
30 x 30”
2022

47

10. Home & Garden, Provincetown, Cape Cod, Massachusetts
Archival inkjet print
30 x 24”
2022

48

11. Sanctuary, Provincetown, Cape Cod, Massachusetts
Archival inkjet print
30 x 24”
2022

49

12. Tidal Light, Provincetown, Cape Cod, Massachusetts
Archival inkjet print
20 x 16”
2022
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13. Looking, Provincetown, Cape Cod, Massachusetts
Archival inkjet print
30 x 24”
2022
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14. Window Garden, Provincetown, Cape Cod, Massachusetts
Archival inkjet print
20 x 16”
2022

52

15. Signs of Spring, Liz Christy Botanical Garden, New York
City, New York
Archival inkjet print
20 x 16”
2022
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16. Boy on Bicycle, Narrows Botanical Gardens, Brooklyn,
New York
Archival inkjet print
20 x 16”
2022
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17. Dweller on the Threshold, Central Park, New York City,
New York
Archival inkjet print
20 x 16”
2022
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18. En Route, Liz Christy Botanical Garden, New York City,
New York
Archival inkjet print
20 x 16”
2022
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19. Embrace, Central Park, New York City, New York
Archival inkjet print
20 x 20”
2022
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20. In Flight, Central Park, New York City, New York
Archival inkjet print
20 x 20”
2022
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21. Hear the Grass Grow and the Squirrel’s Heart Beat, Narrows
Botanical Gardens, Brooklyn, New York
Archival inkjet print
20 x 20”
2022

59

22. After Rain Aglow, Narrows Botanical Gardens, Brooklyn,
New York
Archival inkjet print
20 x 20”
2022

60

23. Inside/Outside, Buffalo & Erie County Botanical Gardens,
Buffalo, New York
Archival inkjet print
20 x 23”
2022

61

24. Swimming, Reflecting, Frederik Meijer Sculpture & Garden
Park, Grand Rapids, Michigan
Archival inkjet print
20 x 16”
2022
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25. Floating, Frederik Meijer Sculpture & Garden Park, Grand
Rapids, Michigan
Archival inkjet print
20 x 20”
2022
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26. Pam & Her Geese, Brunswick, Maine
Archival inkjet print
20 x 23”
2022
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27. Wind Flowers, Coastal Maine Botanical Gardens, Boothbay,
Maine
Archival inkjet print
30 x 24”
2022
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28. A Pink Moment, Coastal Maine Botanical Gardens,
Boothbay, Maine
Archival inkjet print
30 x 30”
2022
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29. Woman in the Polka Dot Skirt, International Rose Test Garden,
Portland, Oregon
Archival inkjet print
20 x 23”
2022
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30. Girl with the Balloons, International Rose Test Garden,
Portland, Oregon
Archival inkjet print
20 x 16”
2022
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