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MILLER HOUSE and GARDEN TOUR OUTLINE 
Revised/edited 2019 & 2022 

GENERAL GUIDELINES  

Miller House and Garden guides are the most important factor in providing a positive experience to the 
visitor.  Successful touring requires that guides have adequate and accurate information and that they 
engage visitors’ interest and respond to their needs.  In addition, guides will help to ensure that tours 
are safe and well managed.  

As with Columbus architecture tours, the visitors’ experience begins at the Visitors Center.  Guides 
should take advantage of any opportunity to become acquainted with their guests, gauge their levels of 
interest and knowledge, and explain some of the guidelines of the experience.  By the time a tour group 
arrives at the Miller property, preliminaries can be out of the way and the time on site can concentrate 
more on interpretation.  

SECURITY In addition to imparting information, guides are also a first line of security while visitors are in 
the house, with the ability to direct and oversee the movement of visitors.  Greater security comes with 
carefully directing each visitor group to stay together on the established tour path and not to touch or 
handle the objects on display or to try switches, handles, and doors. 

Guides will lead groups through the house and should explain the movements as the tour proceeds.  
Each guide should be aware of his or her position in relation to the group and to the direction the group 
will move when walking to the next tour stop. 

Security staff will assist at any time when you or he/she feels such assistance is needed. 

FOOD and DRINK Tour visitors may not bring food or beverages into the Miller House. 

HANDLING MUSEUM OBJECTS Objects in the house are part of the museum’s collections, and neither 
guides nor visitors should touch them or sit on furniture.  Should someone sit on the furniture, gently 
ask them to use one of the portable stools if they need to be seated.  Also, note that the marble walls 
are porous and very susceptible to staining; avoid touching or rubbing the marble.  

RESTROOMS Visitors are encouraged to use the restrooms at the Visitors Center during tour check-in by 
the tour desk or first floor staff.  There are no public restroom facilities at the Miller House.  Should a 
visitor have need of a restroom while at the property, notify security staff who will assist them to the 
bathroom in the former guest area (southeast corner of the house) now the staff office.   

PHOTOGRAPHY Limited still photography on general tours is permitted, within certain constraints. 

Flash photography, tripods, and other photographic equipment are not permitted. Exterior photography 
is allowed at any time and interior photography is permitted only when the tour is in the main living 
area.  In 2018, the museum expanded photography on general tours to the current policy.  Certain 
special tours permit photography within broader prescribed limits. Please see the current photography 
policy for more detailed information and instruction. 
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COATS and BAGS Space in the house is limited, and group movement can be complicated by large bags 
and heavy coats, which can also endanger objects on display.  The coat closet opposite the powder room 
is available for storing such items while visitors are in the house.  There are no individual or lockable 
storage compartments.  Security staff is generally available to help hang coats in cold weather.  

COMFORT SEATING A limited amount of portable seating is available for those who may become 
fatigued or have trouble in standing for longer periods.  The folding stools are designed with a weight 
limit of 286 pounds.  Please remind visitors to be careful using the stools, as they can present a hazard 
to others or to collections.  

TERRAZZO TERRACES Please be aware that the terrazzo terraces surrounding the house are extremely 
treacherous when wet.  Advise visitors of this any time conditions are damp or wet at the entrance and 
carport.   

INTERPRETATION  

Central Interpretive Theme  

Incorporating the work of Eero Saarinen, Dan Kiley, and Alexander Girard, the Miller House and Garden 
reflects important modernist design sensibilities in its architecture, interiors, and landscape.  Built for J. 
Irwin Miller, Xenia S. Miller, and their family, the property’s history is closely linked with the histories of 
the Columbus area and of American industry and commerce in the twentieth century.  

Condition and Contents  

The property is presented very much in the condition that the museum received it.  We present it more 
as a preservation than as a restoration, having chosen not to return the house or garden to its 
appearance at a previous period in time.  

Personal property in the Millers’ estate was subject to division among the heirs, and the major works of 
art were sold at auction.  While much material has left the house, the core group of significant objects – 
part of the gift from the family – remains to convey the design intent.  Objects displayed in the house 
were all family property.  Newfields, formerly the IMA, may at any time choose to acquire select objects 
to take the place of items no longer in the collection or whose location would put them at too great a 
risk.  The terrace furniture group is an example of possible use of replacements.  

After the division of property, museum staff made minor changes and rearrangements to eliminate 
obvious gaps in the rooms and on the shelves.  In a few cases, object placements have changed to 
accommodate visitor movement through the house.  

There are a few minor changes to note:  the museum removed a brass handrail that had been installed 
along the steps into the conversation pit to aid the Miller in their later years.  

A small group of paintings and graphics owned by the Millers and previously in storage now hangs in the 
house.  

Outdoors, the raised plinth upon which rested the Henry Moore figure on the north allée plaza has been 
replaced with stone equal in height to the plaza surface.   
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ENTRANCE AND MAIN LIVING AREA:  Primary tour stop.  

This area will allow the interpreter to explore and discuss most of the house’s key architectural and 
design themes.  Tours will likely spend more time in this spot than any other single location.    

PLEASE NOTE THE VALUE OF QUIET TIME Many persons, seeing the property for the first time, may 
want time simply to see and respond silently to the space.  Allow guests to form their impressions for a 
few moments before beginning to speak; introduce that time by saying something like the following: “I’ll 
allow you a few moments to look at this space before we begin to talk about it.”  

Main Living Area  

The central portion of the house contains its main living area, which flows into other significant rooms 
and outward onto the encircling terrace, with views to the landscape beyond.  Non-public functions 
occupy the corners of the plan:  employee bedroom/guest bedroom (southeast); children’s area 
(southwest); master suite (northwest); kitchen and service area (northeast).  The overall footprint of the 
house is approximately 8,000 sq. ft. (excluding terraces).  The square footage measurement is 7,678 sq. 
ft.  

Storage Wall  

This feature provides a modular and flexible space for storage and display, including television and 
phonograph equipment.  It is related to concepts in George Nelson’s Tomorrow’s House (1945).  With its 
back to the carport, the 50-foot storage wall occupies the only such area that would not block a 
potential landscape view.  Along with the conversation pit, the storage wall was one of two main centers 
of intense visual interest in an interior otherwise dominated by large, relatively colorless expanses of 
marble, plaster, and travertine.  

Along with books, the storage wall provided for display of a changing selection of decorative items and 
works of art, adding texture and color to this feature.  House and Garden’s 1959 feature on the house 
referred to the storage wall as a “3-dimensional mural.”  

Fireplace and Screen  

The screen provides privacy from the view at the entrance; the fireplace is a purely sculptural form, 
entirely freestanding.  Positioned this way, it breaks with the traditional role of the fireplace as a room’s 
primary architectural visual focus framed by an elaborate mantel.  The concept for the fireplace and 
screen went through many revisions that combined them in a single element, some biomorphic in 
character.    

A traditional fireplace and chimney constitute a masonry structure that must be supported from 
beneath.  The “floating” quality of this fireplace is another departure from our expectations. 

Note that the fireplace and bathroom of Philip Johnson’s Glass House (1949) also occupy a cylindrical 
volume.  
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Conversation Pit  

This lounge or conversation pit provides seating without the clutter of furniture; intimacy and enclosure 
without walls; color and soft upholstery in an interior of pale colors and cool, hard surfaces.  The 
conversation pit also allows greater openness to the view through the west terrace doors.    

The conversation pit is related to earlier built-in seating such as the inglenooks of late 19th-century and 
Arts and Crafts houses, and more directly to Saarinen-Eames designs at the Entenza House (Case Study 
House #9 at Pacific Palisades, California, 1945-1949), and to a feature  at Saarinen’s Emma Hartman 
Noyes House (1954-1958) at Vassar College (dubbed the “passion pit” by students).  As it was furnished 
at the Miller House, it is also related to late 19th-century “Turkish corners” through its lavish use of 
cushions and “exotic” textile furnishings.  Seasonal rotations of textiles made the pit a focus of 
decorative change and activity, applying a very old housekeeping tradition to a modern setting.    

For the original group of pillows, Girard chose a wide variety of fabrics for both the summer and winter 
treatments.  Many of these are still in the collection, but others were added to the group over the years.  
Textiles from many countries and cultures are used in the pit pillows, including India and Latin America, 
as well as designs by Jack Lenor Larsen and Alexander Girard.  

Foliage plants and fresh flowers were important in the house’s decoration from the time the Millers 
moved in, and many were placed around the edges of the conversation pit.  Plants and fresh flowers, 
both cut and potted, were produced in the greenhouse complex of the Irwin House in downtown 
Columbus and were delivered to the Miller home two to three times per week.  

Dining Table  

Although the tour will pass close to the dining table later in the tour, it will be much easier to discuss it’s 
design while in the main living area.  (See information on p. 8.)  

Steel Columns  

Sixteen cruciform steel columns provide structural support and mark the crossing points of the skylight 
system.  Interior wall placement generally reflects the columns’ positions, but walls are not load-bearing 
and so do not follow the column grid exactly, allowing for greater spatial flexibility in the interior.  The 
cruciform column section echoes that of the column design for Mies van der Rohe’s 1929 Barcelona 
Pavilion.  Note that the Barcelona Pavilion columns were at right angles to the walls, while the Miller 
House columns are turned 45˚ from the orthogonal.  

Skylight System  

Note the sense of soft, even light throughout interiors without extensive artificial lighting, even in areas 
farthest from windows.  Upon entering the house, the darkness of the receding slate walls and the 
shadow of the overhanging eaves give way to an interior filled with light, a delightful inversion of the 
ordinary experience of entering a building.  The brightness of the interior reduces the clutter of lamps 
and wires; external skylights illuminate exterior wall surfaces and terraces and reduce the darkening 
effect that would otherwise result from the deep overhang of the eaves.  Ceiling panels appear to float 
unsupported by adjacent walls. At the roof level, the skylights are covered with peaked textured glass 
“roofs” that were whitewashed or painted in the spring to reduce heat gain, a technique common for 
greenhouses.  The interior or laylight glass is also textured, though more finely than that used on the 
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roof.  Because of the need to remove and handle the glass for cleaning, many pieces have been broken 
and replaced over the years, resulting in slight variations in the pattern of the texture.  

Many of Saarinen’s buildings, such as the Kresge Chapel at MIT (1950-1955) and North Christian Church, 
demonstrate his interest in dramatic or mysterious lighting effects, often incorporating hidden light 
sources.  Mrs. Miller was keen to have a home with abundant natural light, and the skylight system was 
Saarinen’s answer to this requirement.  

[The skylight system greatly increases the need for joints and flashings on the roof, and thus the number 
of possible failure points.  The roof demands constant maintenance and minor leaks were and continue 
to be and ongoing concern.] 

Surface Continuity and Spatial Flow  

Continuity of floor, wall, and ceiling surfaces between interior and exterior spaces in combination with 
large glass panels heightens the perception and experience of uninterrupted, flowing space.  These 
effects are similar to those of van der Rohe’s Barcelona Pavilion (1929) and were employed in many 
Modernist buildings.  

Elements of Interior Decoration and Ornament  

The interiors of the house, particularly the main living area, feature many items from non-Western and 
“folk” cultures, a special interest of Girard, who donated a large personal collection of folk material to 
The Museum of International Folk Art in Santa Fe, New Mexico.  This relates to the late 19th-century 
interest in historical and exotic cultures, and the arts and crafts movement’s interest in the “authentic” 
products of certain cultures.  Girard is sometimes regarded as “neo-Victorian” because of his eclecticism 
and love of ornament, which was not characteristic of all modernist interiors.  Girard and the Millers 
also freely used European antiques.  Note Girard touches and influences:  the brass table bases, the 
“tower” or dollhouse, vivid textile colors, etc.   

Curtains  

The curtains presently in the house include some that date to original furnishing (dining room interior), 
but many have been replaced over time.  The original scheme included textiles designed by Jack Lenor 
Larsen and Alexander Girard.  Curtains provide a means to close off some interior spaces, such as the 
den and the dining room, while at the outer perimeter they both mediate light and protect privacy.  
Some of the curtains (mostly the very large ones) operated by means of a motorized system activated by 
wall switches.  

Art Collection  

Beginning in the late 1960s, the Millers began to acquire significant works of art that, as a group, would 
grow to have a significant impact on the interiors’ appearance.  The early effect of largely unadorned 
marble walls in the main living area eventually gave way to a gallery-like density of paintings that 
changed the original visual balance of the space.  The collection included works by Monet, Matisse, 
Bonnard, Chagall, Picasso, Kandinsky, and Pissarro; most of the art collection, including the major 
sculptures from the garden, were sold at Christie’s in London in June 2008.  
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Storage Wall/Den/Piano/Swimming Pool  

As visitors pass near the storage wall, they will naturally slow to look at the books and objects more 
closely.  Allow the group to gather here before beginning the route through the corner blocks the house.  
Remind visitors that you will lead them through these areas with information on what they will see as 
they pass.  

Piano  

Note Mr. Miller’s lifelong interest in music and performance; Mr. Miller was an accomplished amateur 
violinist who owned two important violins at the time of his death:  a Guarnerius (Joseph Guarneri del 
Gesu, dated Cremona 1743) and a Stradivarius (Antonio Stradivari “Titian,” dated Cremona 1715).  Both 
have been sold. He also owned a Walter Dorwin Teague Steinway piano which he ordered in a custom 
size just slightly larger than a standard baby grand. Teague designed the 100th anniversary Steinway.  

Den  

Opposite the sofa in the den are a phonograph and television, both away from main living area and 
hidden when not in use.  

Note the highly personal aspects of Girard’s design for the den rug, incorporating symbols related to 
family associations and interests, businesses, etc.  The rug is colorful, playful, and geometric, an 
outstanding example of Girard’s brand of modernism.  The Girard rug replaced an earlier Bessarabian 
rug, which is no longer in the collection.  

Swimming Pool  

Note location of swimming pool at the end of the house that contains the children’s rooms; though part 
of the original scheme for the property, the pool was not installed until 1963 owing to Mrs. Miller’s 
concerns about the children’s safety.  

GUEST AND EMPLOYEE’S ROOMS  

[The house was planned with a single bed-sitting room for an employee, which was later (in late 1978 
and early 1979) combined with an adjacent guest room to create a larger guest suite.  This small 
employee area reflects the changing size and role of domestic service staffs after World War II, when 
smaller staffs with fewer live-in employees were the rule.] 

[The configuration of the employee area retained a separate entrance for the employee via a door in the 
southwest corner of the car port.  This maintained a degree of privacy, as well as social distinction, for 
both family and employee.] 

[NOTE:  Museum support functions occupy this space.  This space was selected for staff needs because it 
is the most altered from the original configuration. These rooms are closed and not available to view 
and there is not much reason to cover them on the tour.] 
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CHILDREN’S AREA  Primary tour stop  

As visitors proceed from the den into the play room, they will pass through a corridor with doorways on 
the right into a linen closet and boys’ bathroom on the right.  On the left, a doorway opens into the 
boys’ bedroom.  

The children’s area contains one bedroom for the family’s two boys and small, individual bedrooms for 
each of the three girls, along with a much larger common area for play, work, and study; family history 
relates that Saarinen presented this idea to the Millers as a “typical arrangement of children’s rooms in 
Finland.”  Note that the girls’ rooms along the west wall have individually color coordinated rugs and 
curtains.  The same colors marked the linens and towels for each girl.  

This space provides an appropriate place to emphasize that this house was built to accommodate a lively 
family with five children ages ranging from 14 years and 1 year old. 

The following information is provided for historic context. Out of respect for family privacy Miller 
House guides will not share specific personal family details. 
Margaret Irwin Miller, b. 1943; Catherine Gibbs Miller, b. 1946; Elizabeth Anne Garr Miller, b. 1948;  
Hugh Thomas Miller II, b. 1951; William Irwin Miller, b. 1956  

The tour has already noted that music was important to the family. The children’s play room contained 
an upright piano that the children used to practice their lessons.    

The Miller children have noted that this location left them unable to venture out unseen to get a snack 
during an “adult party,” one drawback to the house’s design.   

The counter on the east side of the room, originally continuous, was later reconfigured to make a desk 
for Mrs. Miller.  

Passage to the Master Suite  

When the group is ready to move from the children’s area, it will pass behind the conversation pit on 
the way to the master suite.  

Doll House or Tower  

As the tour passes from the children’s area to the master suite, it will pass behind the conversation pit, 
allowing for a close view of what was called the “doll house” or the “tower,” a three-story miniature 
house that presents a playful view of the Miller family as they might appear in a stage set of Girard’s 
design.  One can see, for example, a figure representing Mr. Miller playing a violin.  The doll house and 
the den rug are perhaps the best examples of Girard’s ability to embody in his designs both whimsical 
charm and the personalities of his clients.  Invoices in the archives show that Girard was in the process 
of building and assembling the tower from May of 1958 until February of 1959.   

View to the West  

While passing to the master suite, visitors will have a good opportunity to look at the view to the west, 
particularly in bad weather or during the winter when it may be difficult to be outdoors for 
interpretation.  This is the moment to discuss briefly some aspects of the garden.    
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The Miller family frequently used the terrace just outside the conversation pit as an outdoor seating 
area; chairs from the Eames Aluminum Group were usually part of the furnishings, along with other 
chairs and tables.  Note that the Aluminum Group was developed in response to the Millers’ need for 
outdoor furniture.  

[The pool in the west terrace is lined with black Italian glass.  Originally, there were water jets in the 
overhang above the pool, but these were later taken out of use and covered over, probably because 
they froze in winter.] 

An important aspect of the property’s design is the mystery and spatial ambiguity that come from not 
being able to see the relationship between the house’s floor level and the level of the west lawn 
outside.  The house and its immediately surrounding area appear to float above the lawn. 

 

MASTER SUITE:  Primary tour stop.  

This area, with its group of many small rooms, demonstrates Saarinen’s great care in working out the 
interplay of architectural structure and program.  For example, the skylight system illuminates the 
bathroom and Mrs. Miller’s dressing room, while the bed is located away from the skylight.  

The master suite offers another more private perspective on the garden views to the west and north.  

A breakfast table was often placed outdoors on the terrace near the master bedroom.  

Note that a phonograph and television were concealed behind folding panels on the fireplace wall.  The 
grid on the outside of the panels facilitated the hanging of pictures, which could be moved easily from 
one location to another.  

Individual items on this wall make excellent material illustrations for discussing aspects of the Millers’ 
lives and interests.   These include the Hogarth engraving titled “The Enraged Musician,” the needlework 
Bailliol coat of arms, the printing plate of Mr. Miller’s portrait for Esquire, and the poem for Xenia Miller.  

The master suite area may be a good location to discuss Mr. Miller’s interest in religion and social 
justice.  

 First lay person to be president of the National Council of Churches.  
 Assisted with organizing civil rights march on Washington in 1963.    
 In the 1970s, withdrew Cummins from South Africa, where the firm enjoyed 20% of the market for 

diesel engines, in protest of apartheid.   
 Late in life he publicly supported domestic partner benefits at Cummins.  

 

[Opening from the passage between the master suite and the dining room is a storage room that the 
Millers used for the safekeeping of silver and jewelry.] NOTE:  The storage room is locked and never 
available to view. Please do not cover it on your tour.  
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Passage to the Kitchen and Service Block  

Moving behind the dining table, visitors will make their way to the kitchen and service block of the 
house.  The space is constrained, so the size of the group may make it difficult to use this space for any 
lengthy discussion.  

DINING AREA  

[Note that it will be easier to discuss some details of this area at the beginning of the tour where there is 
more space for visitors to stand.]  

At the time the house was built, Columbus was without notable restaurants, hotels, or clubs.  Mr. 
Miller’s need to be able to provide sophisticated entertaining as he was working to build Cummins into a 
major corporation informed the program for the house.    

Because of this connection, the dining area may be an appropriate location to discuss briefly Cummins 
Engine Company history.  

The dining area features a fixed-position table with a terrazzo base and a marble top plumbed for a 
central fountain feature; orchids were a favorite of Mrs. Miller and often arranged as cut flowers in the 
fountain.  The underside of table is lighted.    

The Saarinen pedestal chairs presently in use (Pedestal series, 1954-1957) replaced earlier Eames 
designed-chairs, eliminating the dense cluster of legs around the table.  The table itself presages the 
Pedestal series.  

Mrs. Miller owned a great variety of tableware, linens, and ornaments for entertaining, most in groups 
of 12.  There were sets of tableware in a wide range of colors and styles, formal and informal, along with 
drinking glasses and accessories to permit almost endless possibilities for tabletop displays.  

The glass panels behind the dining table slide completely into a wall pocket on the window’s west side, 
opening the full width of the dining room to the terrace.  The terrazzo terraces afforded an easy indoor-
outdoor lifestyle, and the Millers often took meals in their outdoor dining area and kept furniture on the 
terrace for that purpose during the months that weather permitted.    

Note view to north garden:  this is an important view and may be the best location at which to discuss 
the Kiley landscape if for any reason the tour group is not going to go into the garden.  

 

KITCHEN, LAUNDRY AND SERVICE AREA  

The kitchen and service area continue the theme of requirements in a house intended for entertaining. 
Here Saarinen grouped service needs in a relatively small area:  mail delivery; trash collection, food 
storage, glass and china storage, basement access, laundry, cooking, informal dining, etc.    

Many of the appliances in the kitchen have been replaced over the years, though the original Thermador 
electric range remains.  The wall behind the range is covered in blue Italian glass tile.  The grey steel 
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cabinets were built by the St. Charles Manufacturing Company, named for the Illinois city in which it was 
founded in 1935.  As a side note, Mies van der Rohe used St. Charles cabinets in the Farnsworth House.  
The range of cabinets on the west wall was added later, causing a repositioning of the kitchen table and 
removal of a hanging light fixture.  The invoice for the new cabinets is dated 12/16/74, so it seems likely 
that they were installed early in 1975.  

The first hanging light fixture in the kitchen was a metal counterbalance lamp designed by Paavo Tynell; 
a blue and white Venini glass pendant fixture, purchased in 1963, later took its place.    

In addition to the visible appliances, the house features a walk-in cold room just east of the ovens on the 
south wall.  Acoustic tiles line the entrance to reduce the noise of the compressor.  

Decorative treatments in this area are largely consistent with those in other equivalent areas of the 
house; no significant hierarchy of finishes denotes a different social status for employees as was the 
case in most large houses built before World War II.  Marble and travertine serve as wall and floor 
surfaces, respectively, in the main living areas and those that open directly from it.  More modest 
laminate and plaster form the walls and terrazzo the floors of the corner spaces in the plan.  

TERRACES  

The encircling terrazzo terrace offered a variety of outdoor living and service areas whose uses often 
coincided with those of corresponding interior spaces:  

Northeast:  trash receptacles at kitchen.  

North:  dining area adjacent to dining room.  

Northwest:  breakfast table adjacent to master bedroom.  

West:  Seating area adjacent to main living room; note Eames aluminum group connection here.   

 

MILLER HOUSE EXTERIOR  

Saarinen’s design takes as its point of departure the style of international modernism, whose best 
known proponent was Ludwig Mies van der Rohe (1886-1969).  Like Mies’s iconic Barcelona Pavilion of 
1929, the Miller house features a flat roof with deeply overhanging eaves, cruciform columnar supports, 
walls that incorporate large expanses of glass and monumental stone slabs, flowing interior spaces, and 
floors, walls, and ceilings that extend those spaces seamlessly to generous, encircling exterior terraces.  
One major difference is the house’s greater sense of solidity and strength, which results from the 
prominence of the slate exterior walls and from the much heavier cornice that provides a strong 
horizontal emphasis to the design.  Another difference is the Miller House’s strong volumetric clarity; it 
is obviously a rectangular box without the Pavilion’s spatial ambiguity.  
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LANDSCAPE FEATURES  

The property encompasses approximately 13.5 acres that the Millers purchased in May of 1953 from 
Clyde Marr, whose family had owned the land since the time it was platted for sale by the U. S. 
government during the Monroe administration in the 1820s.  The purchase price for the land was 
$30,000.  

The Miller Garden is perhaps the most important modernist residential landscape in  

America.  Dan Kiley and his contemporaries Garrett Eckbo and James Rose all attended Harvard in the 
1930s and rejected the tenets of Beaux Arts design that then formed the core of the landscape 
architecture curriculum.  To them, the established historical references and hierarchical spatial concepts 
reflected social conditions and values, as well as epistemological constructs, that were no longer valid.  
Accordingly, Kiley’s garden on the approximately 13-acre site is strongly geometric in its order, but 
without conventional symmetry or reliance on fixed points of reference or paths of circulation that 
constrain the viewer’s experience according to a predetermined course.  It is largely concerned with 
shaping spaces and composing an interplay of volumes rather than with creating specific garden views 
or with orchestrating complex floral combinations or bloom sequences.  

Dan Kiley’s first visit to Columbus to discuss the commission is mentioned in what is probably his first 
letter to Mr. Miller (he addressed the letter to Mr. Charles Irwin Miller) dated June 18, 1955.  The letter 
discusses treatment of the perimeter with a “staggered hedge,” a “platform” around the house (the 
terrace), and the use of terrazzo both indoors and outdoors.   

Entrance Drive  

The allée along the entrance drive features horse chestnut trees, which Mr. Miller would have seen in 
the European landscapes he visited during his time at Balliol College of Oxford University.  Horse 
chestnuts do not flourish in the Indiana climate, and are susceptible to a blight that causes their leaves 
to wither and fall early.  The Millers discussed this problem with Kiley as early as the 1970s but chose 
not to replace the trees.  The horse chestnuts originally alternated with blocks of arborvitae placed 
perpendicular to the drive, echoing the motif of encircling hedge.  As light conditions changed, yews 
(taxus), which can tolerate more shade, replaced the arborvitae.  Dan Kiley proposed taxus to replace 
the arborvitae between the horse chestnuts in 1973.  

In 2012, the IMA removed the horse chestnuts and replaced them in 2013 with yellow buckeye, a closely 
related tree native to the Midwest.  

Driveway Surface  

The surface of the drive was originally asphalt; it was replaced with the present pavers in 1970s.  The 
interlocking pavers were manufactured by A. Maulini & Co. of Geneva, Switzerland.  Mrs. Miller The 
Millers saw had seen the pavers while attending an exposition in Lausanne, Switzerland.  With the help 
of staff at Irwin Management, the Millers were able to learn the manufacturer and proceeded to have 
220 metric tons of pavers shipped to Columbus in October of 1972. Archived airbill is dated December 
1971.  
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Swimming Pool  

A pool was part of the original scheme for the property, though it was built slightly later (1963), as the 
family wanted to wait until all the children were old enough to use it safely; early sketches also show a 
cabaña.  The pool was completed before an encircling arborvitae hedge was installed.  

Perimeter Arborvitae Hedge  

The hedge’s staggered block configuration provided boundary definition that afforded both enclosure 
and openness.  The original configuration of hedge blocks was trapezoidal in section, allowing adequate 
light for growth.  The blocks are now taller and more rectangular in section, and the effect of openness 
is lost.  

East Lawn/ Orchards  

Two gridded blocks of apple trees referred to historical family orchard interests.  An open area in the 
center of the north block plays on the contrast of light and shade.  The void in the south block once 
featured a play court, which was later removed.  Some specimen trees, such as flowering cherries, have 
been lost from the east lawn area over time.  Within the entire composition, the apples, oaks, horse 
chestnuts, and yews define a variety of abstract volumes, solids and voids that are enlivened by 
different blossoms and foliage colors and textures.    

Greenhouse  

This early service structure converted in the early 1970s to an office for Mr. Miller.  The building 
contains a fireplace, bookshelf wall, kitchenette, bathroom, and an area for a conference table and 
seating.  

Service Drive  

This drive, which enters the property directly from Washington Street, allows access to the service 
quadrant of house (southeast) without crossing the main entrance drive, and is shielded from the 
entrance by a glass and steel screen whose configuration echoes that of the perimeter hedge.  In the 
original planning plan, espaliered fruit trees occupied the small beds in the alternating recesses of the 
driveway screen.  As the weeping beech grew, these areas became too shady for the trees.  

In contrast to the service drive, the main entrance drive enters the property from a secondary street, 
Highland Way.  The Miller’s house was the only property to have a street address on Highland Way.  In 
agreement with and in consideration of the neighborhood, we do not publish or mention street 
addresses. 

Podium  

Immediately adjacent to the terrazzo terrace, this planting bed extends the plane of the terrace, making 
an elegant transition from architecture to landscape, from hard surface to foliage texture.  Compare this 
with the transition from interior to exterior that is mediated by the continuous floor, wall, and ceiling 
surfaces at the major windows.   The podium’s original ground cover was liriope (lilyturf); some 
pyracantha (firethorn) were incorporated near the southwest corner.  Specimen trees planted within 
the podium or immediately adjacent to the house add distinctive accents.  Magnolias on the north and 
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south provide a burst of ravishing pink in early spring, while weeping beeches on the east and west, with 
their pendulous, trailing branches, offer a counterpoint to the hard rectilinearity of the architecture.   

North Garden  

This feature was among the last to be finalized in Kiley’s design, and was originally planted with redbuds, 
with two rectangular beds of ferns and columbine beneath.  It was redesigned in 1986 by Jack Curtis & 
Associates of Monroe, Connecticut, at which time crabapples replaced the redbuds and the current grid 
of groundcover squares was installed.  Some specimen trees in the adjacent lawn area are now lost, as 
are some small, low hedges that were part of Kiley’s original scheme. The fountain is fashioned from an 
object that the Millers purchased while on a trip to Rome in 1957; in a letter to Alexander  

Girard Mr. Miller referred to it as a “Second Century Roman alabaster bowl” that he and Mrs. Miller 
purchased to “add to our house some reminders of classical Rome.”   

On the east side of the north garden is a folding clothes drying rack, which is screened from the rest of 
the garden by a glass and steel screen similar to the one that divides the main entrance drive from the 
service drive.    

Allée  

Probably the best known feature of the garden, the allée is also an outstanding example of Kiley’s 
application of a of classical landscape feature in a manner that rejects its conventional use and re-
imagines its purpose.  Typically, an allée or vista frames a specific view or object from a position at it 
opposite end calculated to provide the greatest drama and grandeur.   Here, the viewer is led to the 
center of the allée from the terrace, and the trees serve more as an element delineating the more 
intensively designed area of the garden near the house, separating it from the expansive west lawn 
beyond.  Kiley noted that one of its purposes was to “protect the living areas from sun and wind.” (Dan 
Kiley: Complete Works, p. 24) The works of sculpture that served as visual anchors at either end of the 
allée came later, in the 1970s, but even with these termini in place the experience of the space was 
more ambiguous than in a traditionally executed allée.  

The present group of honey locusts constitutes the second complete replacement of this feature, the 
more recent replacement having been made in the spring of 2008.  The ground is covered in crushed 
granite, replacing earlier crushed limestone, which altered soil pH.  

Sculpture Base  

After the Miller family acquired the Henry Moore (1989-1986) sculpture Draped  

Reclining Woman (which they nicknamed “Henrietta”) in early 1971, they reconfigured the plaza at the 
north end of the allée with a limestone structure to display the figure.  Early plans and correspondence 
suggest that Girard, Kiley, and the Millers considered this as a potential future location for a fountain, a 
pavilion, or a work of sculpture, and Kevin Roche designed a large pavilion as an orangerie for the 
location in the late 1960s.  Kiley called for the space to be planted in alternating bands of turf and clover 
aligned with the axis of the allée, and documents in the IMA archives suggest that Maschmeyer’s 
nursery, which served as the landscape contractor, executed this plan, though it is not known how long 
the “turf stripes” remained.   Prior to the installation of the Moore sculpture, the surface of the area was 
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covered in crushed stone and a terrazzo bench was placed at its south end perpendicular to the axis of 
the allée.  The museum returned the bench to its former location.  

Allée south terrace:  Kiley’s early plan for this space included a rectangular fountain pool and a grid of 
square pavers and bedding areas, and a variety of plants have been used here over the years.  The 
terrace has also featured various works of sculpture, including Fifth Position, a figure of a female dancer 
by Sylvia Shaw Judson (1897-1978, daughter of architect Howard Van Doren Shaw), and a bronze sundial 
by Henry Moore.  The upright stone slab behind the fountain supported a bronze bas relief titled  
Homme à la guitar by Lithuanian sculptor Jacques Lipchitz (1891-1973), which the Millers installed in 
1977.  

Staircase and maple allée:  These features express the southern boundary of the property and extend 
the linear elements of Kiley’s design into the more distant landscape.  The red maple trees replaced the 
original London plane trees, which did not thrive there.  The extremely short rise of the staircase steps 
allows its overall length to be greater, making its slope echo that of the embankment, and allowing it to 
have a more linear effect than would be the case were the steps of conventional configuration.  

West lawn:  This large expanse of turf sweeps away to an irregular fringe of trees on the east side of the 
Flatrock River, providing a dramatic contrast in openness and elevation to the more intensively designed 
and heavily planted upper garden area near the house.  It is also a reminder of the site’s natural river 
bluff topography, which Kiley shaped into a perfectly regular embankment.   

River Edge:   Between the end of the west lawn and the river, Kiley proposed to the Millers a system of 
meandering paths in a more naturalistic setting to include works of sculpture.  This was never built, but 
the area did receive plantings of spring bulbs.  


