
SUMMARY 

 

The dissertation “Industrial iconography in relation to ecological ideology in 

painting” presents the artist’s intrinsic personal interests. There is a strong connection 

between the theme, argumentation and conclusions of the dissertation and the artist’s physical 

work transposed with the help of painting. The concept of the paintings created over the last 

five years in found in the contents of the dissertation. We can affirm that the artist’s material 

medium has a solid theoretical basis, reflected upon and completed in this doctoral thesis. 

 In this present work, landscape is analyzed from many perspectives. Being a theme 

so widespread in the world of art, landscape has a solid, rich and diverse history. Therefore, 

this has been investigated through the filter of art history from which it was taken. The 

horizon of art history closely linked to landscape leads us to the romantic current of the end 

of the 18th century and the beginning of 19th century. For the most part, this period 

experienced a moment of maximum explosion due to vehement opposition against the 

Industrial Revolution. The response lay in creating works in which the natural landscape was 

set in a place of honor and given great importance. However, like the Pre-Romantics, 

landscape remained a pretext in expressing some of the artist’s feelings and experiences. 

“Romanticism does not consist in choosing the themes, nor in faithfully displaying the truth, 

but in the way of perception”1, says Jean Baudelaire. In other words, artists that want to 

transpose nature and nothing else, practically, must suppress their personality. One of the 

finite human purposes is to think, ponder and express feelings. And the method of 

transposing the landscape as a pretext, as a way of expressing feelings, demonstrates this 

aspect of human beings. 

If we choose to visit an art museum or to shuffle through an album of this kind, we 

can easily observe an evolution of landscape in art history. In the beginning, it was used as a 

background for great historical scenes played out in painting. From its position as an 

auxiliary, secondary element, landscape became a motif which counted more and more in 

painting, when it began to gain status from the romantic period, that of a pretext for 

expressing the internal mood or atmosphere that the artist desired to transmit as the message 

of the painting. Landscape, in its own right, became the star of visual arts. In this present 

work, multiple papers have been accounted for and considered in which landscape represents 

the main content of the picture. It was the main element which evoked the artist’s creative 

ideologies in the moment of image deepening. The term “self-standing landscape” 2 refers to 
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the fact that nature is the main heroine of a picture’s contents. “The self-standing landscape” 

represents a phenomenon in painting, but only in certain historical periods. It is more evident 

or more subtle, depending on the stylistic attitudes of each age. This term mentioned 

previously does not refer to the work in which the landscape is just a simple background, or a 

simple artist’s attempt to finalize a work that has as its main theme the portrait or the 

religious and historical scenes. “Self-standing landscape” does not refer to the kinds of works 

in which landscape is presented as a subtheme or as an auxiliary element for the entire 

compositional of the artwork. However, it should be mentioned that there is also a gray area 

in this terminological delimitation. The most eloquent examples of this situation are found in 

Poussin’s creations. We know that the majority of his works are linked to historical stories in 

which the landscape is not simply an element accompanying the other main elements. It is a 

form of expression that stays at the same level as the human figures painted by Poussin. 

Sometimes greater attention is paid to the landscape than to the human figures, which could 

have been used to lead the viewer to a historical event or scene. We can say that the term 

“self-standing landscape” is linked to the intensity with which the author of the artistic work 

wants to use the landscape to express a state, a situation or a message, the latter, depending 

on the historical period which the work of art represented. 

Another important moment in art history related to landscape was the emergence of 

the term “landscaping” which first appeared in painting in the 15th century in the North Sea 

area as a way to approach reality, and as conventional form of painting in the Mediterranean 

area. In the 19th century, the notion of “landscaping” was associated with the art of gardening, 

a frequent concern of that era, with Western gardens being more artificial compared to 

Oriental ones. Now, the concept has almost disappeared from painting, and the expression 

“scientific landscape” is more and more common. There are three scientific disciplines that 

have landscape as their main subject: landscape ecology, landscape architecture, which has an 

artistic character and is practiced at the scale of personal residences or urban districts, and 

landscape geography, where the geographic landscape is seen as a complex reality in which 

man interacts with his living environment.   

One of the essential features of landscape that this paper has considered is that 

landscape, in essence, is a subjective perception of the viewer. For example, the forest in a 

Renaissance painting suggests a place of refuge, a place where the viewer sinks in as in a 

familiar environment, and this is seen in the fact that the artist respects reality through colors. 

The same forest, however, filtered through the expressionist style, appears as a space for 

breakage and shouting, inducing the viewer into a state of tension, alienation, and perception 

of the chaos, created through contrasting combinations of strong colors, applied in thick 



brushstrokes. This same reality, therefore, is subject to different representations, depending 

on the factors and the methods involved in the representations that have received the name of 

“landscape”. 

Lucian Drăguţ3 states that landscape is “the visual projection of the psychological 

relationships that man has with the place in which he lives”. Therefore, it is a way of 

perceiving a territory or observing its characteristics; it is “an expanse of land that that can be 

seen from only one point of view” 4 . The French geographer Brunet Roger 5  notes that 

“landscape is, therefore, an emergence and a representation: an arrangement of visible 

objects, perceived by the subject through his own filters and purposes”. Although certain 

elements of landscape may not be subject to the direct intervention of man, these cannot be 

contained in the concept of landscape without the viewer’s contemplative action. The specific 

look of a landscape is defined by the way in which the unchangeable elements of the natural 

world are combined with the elements introduced by man.  

The phrase “industrial landscape” in the title, shows a compromise at the semantic 

and symbolic level. Industrial landscape expresses the link between the artificial and the 

natural, between elements shaped by man and elements shaped by the Demiurge. Perhaps 

sometimes there is no link, but only a joining of two object categories in a contemporary 

context. This phrase, practically, has an impossible task, namely to reconcile the natural with 

the artificial, environmentalists with progressives, humanists with liberals, conservatives with 

democrats, academics with capitalists, clean air with pollution, the old with the new, and 

sometimes the beautiful with the ugly. The concept of industrial landscape finds a 

compromise with the tendency of Modernism to renounce the past and strictly promote and 

love the new. This concept is basically an arbitrator in the attempt to resolve the litigation 

between tradition and history with Modernism. However, we must pay attention to the fact 

that the industrial landscape is looking for a compromise between Modernism and 

Classicism, but this does not mean that if we make use of compromises, we compromise. As 

in Aesop’s fable about language, compromise can represent, at the same time, the best and 

the worst thing; compromise has limits. The intention is to create and not to come out of a 

situation with clean hands. 

“Modern man decisively turns his back on the scenes that have enchanted him for 

ages”6 (Garnier, J., 1972). If we look only at the words’ etymology and the basic meaning of 

the expression, we realize that the idea of industrial landscape does not express modern 

                                                           
3 Drăguţ, L., (2000),  Geografia peisajului, Published by Presa Universitară Clujeană, 2000, Cluj-Napoca. 
4 Same as footnote 10. 
5 Brunet, R., (1992), Les mots de la geographie  RECLUS  La Documentation Fracaise. 
6 Garnier, J., (1972), Eseuri asupra picturii contemporane, Published by Meridiane, Bucuresti, pg. 211. 



man’s tendency to throw out the window “the scenes that have enchanted him for ages”7, 

only for the sake of the new and innovative. If we only talk about landscape, its simple 

utterance leads us to art history, whether recent or not, but a history that doesn’t amount to 

much for postmodern art, or better said, for contemporary art. If we discuss industrial 

landscape, from its literal form, we automatically realize that this concept has a difficult task 

in the postmodern context that we are in. We are talking here about two terms that are put in 

antithesis: landscape, which wants to express something classic, linked to art’s old side, and 

industry, which is linked to the modern side of the society. These are two antagonist terms, 

but still this expression, if we consider landscape from art history’s perspective as a natural 

and biological element, shows that the natural and the artificial can be merged together, and 

are joined together in this one single expression.  

Throughout history, landscape has gained many valences and symbols. The meaning 

of aesthetics itself has travelled sinuous paths, from a simple panorama imitation or 

representation, to natural or urban images, to an iconography that is soaked with symbols and 

messages openly addressed to the viewer. The concept of industrial landscape is intended to 

be a relevant item, whose main characteristic is to anchor the symbolic substrate in reality.     

It is difficult for a piece of art to remain standing in art’s contemporaneity without 

expressing a message and without being relevant. This can only be achieved by creating 

references to the present context, and at the same time, constantly trying to get rid of and to 

distance the piece of art from the danger of anachronism.   

Industrial landscape is a concept which speaks very clearly about the world we live in, 

and about the images and turmoil of modern society. Just as Vermer’s two landscapes, 

entitled View of Delft, were relevant at the time, but today take on a documentary character, 

industrial landscape also represents, for the present context, an image of today’s society, 

which in the future, even the very distant one, may have the same type of documentary 

character.  

This concept addressed in this thesis presents a utopian valence of industrial 

landscape. Thomas More approaches this situation linked to the city. He presents the city of 

Amaurote as being a perfect one. Outraged by popular turmoil and by the inequality and 

misery that reigned in England, More creates an ideal community in which people live in 

social and political equality, where the values of peace and tolerance are promoted. For 

Thomas More’s city, Utopia was an enclave, an isolated society, whose morals had not been 

affected by the influence of the institutions of the European continent. For one to understand 

these aspects of More’s writings, it is essential that his work be placed in the social context of 
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his time. It is clear that the 16th century in European was marked by a remarkable bloom of 

political philosophy, renewal of the arts, and sciences. The paradox that dominated this 

movement was that the object of criticism was the monarchic and feudal system in 

Renaissance England, yet at the same time, England was the island on which the author 

desired to see a new order established. It should be emphasized that the society described by 

More is similar to the model of communist society later imagined by Karl Marx. Therefore, 

this society guarantees the enclave’s citizens happiness, equality and absolute justice. The 

community relies on the abolition of private property and the establishment of common 

property, work being something compulsory for all its inhabitants, and the state being the one 

regulating production and consumption. More’s Utopia established a new direction in 

sociopolitical thinking at the time, with utopian socialism representing “a new element in the 

reflection of sociological history” 8. 

 The fundamental, truly revolutionary idea was about the importance of the fact that 

the state needed to become a state for the middle-class, but this could not be possible as long 

as social inequality reigned. Starting from this premise and based on this principle, More’s 

vision of society led to the founding of an edifying force in the development of utopian 

socialism. This showed that the state had a very special role in the conscious regulation of 

citizens’ lives, a role that resulted from the fact that society as a whole was conceived of as 

an economic unit. 

Utopia is also the vigorous testimony of the qualitative superiority of More’s 

humanism compared to age in which he lived. If bourgeois humanism, in political thinking, 

found the most faithful embodiment in Machiavelli’s era, it can be said that social humanism 

is in the germ stage in More’s work. If for Machiavelli, man can accomplish his goals only in 

opposition, in battle with society and other people, for Thomas More, man’s achievement is 

possible only on the basis of mankind’s happiness. 

According to Victor Hugo, Utopia is tomorrow’s truth. Therefore, the need to live in 

an ideal society where the inequalities between individuals and social disorders were 

nonexistent, dominated the thinking of philosophers since ancient times. What needs to be 

highlighted from utopian projects, however, is that which is at the core of the desire to create 

this utopia: people’s faith in a better world. To denounce the artificial nature of these 

projects, without considering people’s aspirations towards an ideal and their need to project 

themselves in a society characterized by a new social order, would mean to ignore human 

thinking itself. 
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At the same time, the present work addresses the other side of the conception about 

city and society. There are some examples in the forefront that show the bankruptcy of 

capitalist society. The Favelas in Brazil are an example approached as a case study which 

shows where the conception of liberalizing social and cultural differences can lead. 

Contemporary capitalist society has been carefully studied and it has been concluded that it 

suffers from some extremely noticeable errors, which leads us to the idea that this society is 

also incapable of achieving its main objectives and purposes, therefore becoming a utopian 

one.   

Another aspect of the present paper is the consideration of some tangents between the 

futuristic artistic current and the concept of industrial landscape considered today by the 

undersigned. First of all, it is about a form of expression and conception that is common to 

some extent. Futurism was adopted by European society, especially in Italy at the beginning 

of the 20th century. This artistic current was anchored in reality and tried to change the state 

of society. Truthfully speaking, it happened in a slightly brutal, exuberant way, in which 

other past or present forms were repudiated, criticized and shamed. “We want to destroy 

museums, libraries, academies of every kind and to combat moralism, feminism and any 

form of opportunistic and utilitarian cowardice” says Marinetti in his manifesto. It is very 

clear that his intention was that any idols that existed until then had to be changed: “we will 

sing the vibrant nocturnal fervor of arsenals and construction sites set on fire by the violence 

of electric light; the insatiable devouring train stations of snakes that smoke”. The same 

destructive anger directed against an ankylosing traditionalism can be observed. 

Another linking element between Marinetti’s manifesto and the concept of the 

undersigned work is the anthem dedicated to a mechanical, technological and modern 

universe. This seems to be reborn over the ashes of time and nature. “… the wide-brimmed 

locomotives that stumble upon themselves as huge horses harnessed in pipes, and the slippery 

flight of airplanes, whose propellers blast in the wind like a flag and seem to applaud like an 

enthusiastic crowd”. Although the accents are paradoxical in at least two ways: destructive 

and creative, nevertheless, an important aspect must be clarified: If we talk about the 

connection between industrial landscape and imagery of this type of futuristic concept of 

landscape, there is nevertheless a difference. The approach is the same in terms of the theme 

and leitmotifs. We observe modernity, the promotion of technology, industry, and technique. 

These leitmotifs are common to both sides. The difference arises when it comes to the 

perspective from which this theme is viewed and used. In the imagery of industrial landscape, 

these leitmotifs are viewed with the purpose of being criticized and placed in a realistic light, 



while in the futuristic current, this theme is illustrated with the purpose of being seen with 

exuberance, from the point of view that is at least optimistic and treated as a savior. 

Another instance of landscape that was taken into consideration is that of landscape 

loaded with symbols or that of self-standing landscape as a symbol in itself. Panofsky, in one 

of his primary works,9 supports the double meaning of the symbolism in artwork that was 

considered symbolic in the Middle Ages and Renaissance. The artwork was more than an 

amalgam of well-thought out symbols, arranged or joined together to convey, veiled or more 

directly, a secret or ostentatious speech. Émile Mâle10 declares that medieval art has guided 

itself after a style of covering the surface with symbolic attributes and representations of 

some realistic surfaces. Medieval art, but also Renaissance art, had a double meaning, 

unspecified by Mâle. According to Panofsky, this double meaning consisted of a surplus of 

significance placed in the work in an unconscious way. The artist, therefore, was elaborating 

on an image in a conscious way with symbolic elements and meanings, but on top of that, 

also represented or gave birth to an image mirrored from the subconscious. In other words, 

the artistic spirit of the creator was at work. This meaning escapes from the creator’s 

conscience, as he expresses himself in an involuntary and sometimes uncontrolled manner. 

Signs have to do with the subconscious. It is obvious that an art historian coming from the 

background of iconography11 misses the second meaning supported by Panofsky. A well-

rounded art history, both iconographic and iconological, would have the ability to relate to 

these two meanings and to discover the artwork’s substrate hidden beneath the first layer of 

artificial significance. Artwork is, among other things, a testimony of the liberation of man’s 

self. In the case of the artist’s nature, the awareness and subconsciousness of his spontaneous 

acts are then represented in the symbolism of the image. These same aspects are also 

happening in a form of art, in painting, which represents landscape in the foreground. 

At the end of the 19th century, relatively simple aesthetic beliefs such as Realism, 

Naturalism, Symbolism and Impressionism had their groups of loyal followers. If we 

compare the next century, especially in its second half, we observe that this period becomes 

an extremely hectic one, a Tower of Babel from which doctrines like Dynamism, 

Constructivism, Intimism, Orphism, Parallelism, Purism, Surrealism, Neo Neo-

expressionism, and Futurism are born. Sometimes these “isms” and schisms led to deadlock, 

but sometimes also to significant achievements. When we approach the period of the 1950s to 

the 2000s, we need to consider numerous elements. Contemporary Art and Modern Art, as 
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well as the art from the past, needed to be understood in their proper context and through the 

artist’s perspective, the objectives he had, but also the framework of reference in which it has 

developed. The artist, today, may intend to delight or to irritate, to provoke or to urge, to 

unite or to rebuke, to comfort or to shock. He may, deliberately, create disorder, chaos, or 

order. Frequently, the creative act can replace the created work’s significance, a fact never 

encountered in the previous centuries. 

Architecture, in comparison to the other forms of art of the past six decades, is 

considered to be permeated with a sense of responsibility. In terms of style, a homogenization 

has been achieved, which giving it distinct journey compared to other forms of art. A 

building must “stand on its feet” and serve a useful purpose. Experimental architecture is 

possible, but in the end, only architecture characterized by healthy engineering discipline 

manages to spread. In regards to architecture’s condition, William Fleming says that 

“Today’s architect is no longer a mere ‘mason’; he became ‘an engineer of society’, a social 

philosopher, a poet and an idealist, as well as a constructor concerned with practice”. 12 

The requirements of urbanized society and society as a whole, as well as the existence 

of new building materials, were the building blocks which made architecture once again 

something relevant and necessary in contemporaneity and modernity. This new architectural 

style was later a subject of inspiration for the images of my own works. The concepts of the 

representative architects of the time were largely taken up also by me, especially for 

conveying the message of Organic Architecture. The leaders of the modern architectural 

generation that inspired my personal doctoral work, both at the imaging and conceptual level, 

include Frank Lloyd Wright, on one hand, and Walter Gropius and Le Corbusier on the other. 

They are the heads of the two opposing schools of thought on architectural thinking. Wright 

speaks in romantic terms about man’s connection with nature. In this regard he developed the 

concept of Organic Architecture. On the other side of the barricade are Gropius and Le 

Corbusier, the proponents of International Style, who place emphasis on buildings dedicated 

to the post-industrial era. 

The guiding principle in naturalist architects’ work was: “form follows function”. The 

new perspective that they brought in consisted of a reassessment of architectonical forms. 

Human activities had to be put at the forefront during project planning, therefore, it was 

necessary to reexamine the methods up to that point with regards to materials or purposes in 

architecture. Frank Lloyd Wright was a disciple of Sullivan’s. Both he and the other 

architects identified International Style accepted the principle that the project need to be 

modified according to the materials used. These architects drew attention to some buildings 
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that were inconclusive and irrelevant with the purpose they had in mind. For example, it was 

considered absurd that some train stations resembled Roman Baths, administrative buildings 

had Renaissance aspects, banks had influences from Doric temples, some buildings looked 

like those from the Tudor era, and some churches had a gothic appearance. Architectural 

design’s main principle and criteria is no longer the way it looks, but its functionality. 

Fallingwater, designed by Wright for Edgar J. Kaufman in Bear Run, Pennsylvania, 

is a representative example of combining modern reinforced concrete materials with nature. 

This building comes very close to Wright’s ideal in which a dwelling or office space is 

integrated with the natural surroundings. Through this architectural design he demonstrates 

that the penetration of the artificial into the natural, or in nature, for the fulfillment of human 

comfort, can be executed without damage to the ecosystem and without the degradation of 

nature. 

Le Corbusier and Walter Gropius are the proponents of the opposite style of thinking 

on architecture. International Style has been clarified with defining characteristics: in 

Germany through the work of Gropius and Mies van der Rohe, and in France through the 

work of Le Conbusier. The turning point could be considered to be when Gropius was asked 

to reorganize a German arts school during the interwar period. He named it Bauhaus, 

translated as “School of Building”, and gave it the usefulness of a design school with the 

emphasis placed on the study of materials and new technologies in construction. He managed 

to gather all the offices, workshops, studios and the teachers’ homes into one single 

conglomerate of cubes that were joined together and harmonized with each other. Compared 

to Wright, who advocated proximity to nature, Le Corbusier saw the houses as “living 

machines”13. Elements like spheres, cubes, cones, cylinders, and pyramids, in his thinking, 

were the great primary shapes that revealed themselves to man in the sunlight and shadow. 

While Wright’s buildings express a state of harmony with nature, the ones built by Le 

Corbusier rise on pillars, affirming the independence of mankind. With a high dose of irony, 

the romantic Wright called Le Corbusier’s buildings “boxes on stilts”. 

 Modern Architecture from the 20th century, known today as Modernism, is a 

European creation from the 1920s-1930s led by the German school, Bauhaus. The premises 

of Modernism, such as technological advance, exchanges in social and political thought, and 

the taste of the elites in art and architecture, are found in the art of Avant-gardes. After World 

War II, modern and functionalist art find their widespread applicability in the reconstruction 
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of devastated areas, but also in the accelerated and artificial construction of new cities. 

Functionalism can offer some useful tools for architecture, but only up to a certain point. 

History has demonstrated that in the case of housing, strong uniformity using only the most 

economical solutions possible regarding the space, leads people’s refusal to accept these 

homes, leading to the collapse of their real estate value. The home is redeemed the moment it 

is fashioned in a timely and inspired way within the natural environment. A sure and solid 

path for today’s architecture is the revival of interest in harnessing traditions and the role that 

architecture’s philosophy has in the development of projects and buildings. This will avoid 

the trap of ephemeral models and consumerism. If the most visible common denominator of 

Avant-garde thought, and therefore of Avant-garde architecture, was often contemptuous and 

furious criticism directed to traditional society and academics, today we observe that the 

Avant-garde architecture of that time has transformed itself from the victimizer to the 

victimized. Due to the brutalization of our environment, almost megalomaniacal projects that 

have standardized people’s lives, and urban agglomerations that have become unsustainable 

for living, in time, Modern Architecture reassesses its concepts and directions in such a 

manner that the natural environment is not to be disturbed, and both the efficiency and the 

aesthetic potential of a building must be exploited to the fullest. 

The majority of our information is contained in images. There is a similarity between 

American art from the 1950’s to the 1980’s, and my personal works, that is not to be 

neglected. It is about the unusual atmosphere of works, perspectives on work, as well as the 

topics addressed and the concepts presented through painting. 

The period between the two World Wars was a hectic and troubled period for 

American art. America’s optimism from before the first World War, a state which was 

projected also in art, had passed. The war, but also the intellectual group that left as 

volunteers for the European front, and their return, made America face a new reality. The 

economic crisis of the ‘30s, but also the removal of authenticity of an immaculate world 

invaded by technology and business, were two elements of influence for art in the coming 

decades. Gradually, painting distanced itself from rural values, from the “Hudson River 

School” which wanted to find traditional American values in rural life. A logical tension 

appears in the works of Thomas Benton, such as Persephone from 1939, or Ben Shahn with 

Sacco and Vanzetti from 1967. This state was very far from the idyllic nature of the end of 

the 19th century when the rural world was considered a “deposit of beauty about to be lost in 

vain” 14. 
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The art of “New York School”, was surrounded not only by European influences, 

after which this phenomenon was later called “internationalization”. It also had other internal 

influences, such as “The Nord-West Pacific School”. This school had developed in Portland 

and Seattle but was later discovered by the New York artists. The lonely characters of 

Clayton S. Prince, and the human perspective that said that all people are equal of Mark 

Tobey, were the elements that influenced the artists of New York in the new wave of that 

time. In addition to these elements of influence, there is also a certain mystical realism in the 

Taoist sphere, the realistic rigor of Kenneth Callahan’s paintings, and Philip Guston’s 

compositions of Renaissance origin. From this school, Callahan did the most to influence the 

tendency of the young generation of artists from New York to return towards identifiable 

objects. Some of the great artists of the school realized that Abstractionism had the possibly 

of reaching a mannerist impasse in which the combinations of shapes, compositions and color 

arrangements alternate in the artists’ canvas. 

As a result, Richard Diebenkorn, David Park and other painters, turned from pictorial 

lyrism, once accessed by American painters. This lyrism was heading towards a confusion 

which would make the perception of the real objects on the canvas more readable. In the 6th 

decade, Robert Rauschenberg tried to give an answer to the complex problems raised by the 

young generation towards abstractionism. The majority of them challenged the need to define 

the function of art that was no longer visible and relevant in a world in which the horrors of 

the war had not yet been healed and where technology was suffocating the old values and 

even the significance of man in the world. Rauschenberg tries to respond to this new problem 

by returning to the object. There are similarities between him and Marchel Duchamp, who at 

some point, believed that he can oppose the dissolution of form in postimpressionism through 

the aesthetic of the “ready-made” work. The forerunners of this new way of thinking were 

considered Stuart Davis, with his painting which represented a bottle of Odol and a pack of 

Lucky Strike cigarettes, and then Willem de Kooning, with the portraits of Marilyn Monroe. 

Rauschenberg uses the collage technique by which he alternates on canvas, interventions of 

photographs cut out from newspapers, posters, metal objects, wood, cloth and other elements 

which were scattered on the surface of the canvas. His artwork, at that time, contained no 

hidden message. He, practically, transposed the style and the order of the contemporary 

world. However, the artist drew attention to a dilemma: the fact that he detached certain 

objects that had a functionality in that context, and placed them in another context, made 

them lose the functionality for which they were created. Art comprises a dimension not only 

aesthetic and sellable, but also a socially involved one. The newspapers fragments were no 



longer inserted on the canvas randomly, but they were first selected, thought through, and 

then used to create a composition.  

We get to the conclusion that throughout history, landscape has gained many valences 

and symbols. Aesthetics, in its own significance, has traveled more or less sinuous paths, 

from a simple imitation or representation of a panorama of natural or urban images, to an 

iconography soaked in symbols and messages openly addressed to the viewer. The concept of 

industrial landscape is intended to be a relevant topic, whose main characteristic is to anchor 

the symbolic substrate in reality.  

It is difficult for a work of art to remain standing in art’s contemporaneity without 

expressing a message and without being relevant. This can only be achieved by creating 

references to the present context, and at the same time constantly trying to get rid of the 

danger of anachronism.  

Industrial landscape is a concept that speaks very clearly and plainly about the world 

in which we live, and about the images and troubles of today’s society. As numerous works 

of art have then become true documentary images of that time, likewise, industrial landscape 

has the capacity to become, in a short time, a true documentary amalgam for the next 

generations.  


