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Barbara Stauffacher
Solomon

There is no line where
the landscape stops and
the architecture begins.
People move through
wall of green and glass
as easily as they see

the two with the same
glance.

I have made much of
green rectangles in

my drawings and land-
scapes. They are para-
gon, paradigm, panacea
and paradise. Materials
change. Scale changes.
Here the rectangles are
lavender. Order is in the
furrows of the fields as
it is in the plans of the
houses. Order is orien-
tation and cultivation:
enclosure makes a land-
scape into a paradise;
magic is where illusion

is reality and opposites
merge. A greenhouse is

a garden. A cypress wall
is architecture. A roof-
less room is a garden.
Within a wisteria arcade
there is architecture.

This project has two
sites. If the drawing,
which happens to
denote ideas about
landscapes and build-
ings,is an end in itself,
the site is the five 12-by-
9-inch pieces of paper.
If the drawing, denoting
a garden with three
buildings, is intended to
be built, the site is a
piece of land bordering
a slough of the Petaluma
River where it divides
Marin from Sonoma

County as it enters San
Francisco Bay.

2 Fields + 3 Houses =
A Landscape

Drawing No. 1

The south elevation

(1 inch = 100 feet) of
three structures: two
boathouses and a green-
house/dwelling fronted
by two flower fields of
Spanish lavender
(Lavandula stoechas).
Alap pool segments

the fields. Meadows,
reseeded and luxuriant
with California poppies
(Eschscholzia califor-
nica), extend to the
boathouses and connect
the man-made garden
with the meadows and
hills beyond. A triple
arbor of wisteria (W,
sinensis) enclo the
site to the west; a wall
of Monterey cypress
(Cupressus macro-
carpa) with seven door-
ways screens the project
from the road. Four tall
palms (Washingtonia)
announce the

entrances, The eastern
view opens to natural
grasslands and
marshes. Vines (Ros-
marinus officinalis
“Prostratus,” Lantana
montevidensis,
Coprosma kirkii, and
Cenothus gloriosus)
drip from urns, roof-
decks and greenwalls.
The nothern elevations
abut the slough.

Drawing No. 2

The west houseboat and
portico of the green-
house/dwelling (Vs inch
= 1 foot).

Drawing No. 3

Partial plan of the com-
plex (Linch = 100 feet).
Elevation (Vs inch = 1
foot).

Drawing No. 4

The east boathouse and

the portico of the green-
house/dwelling (Vs inch

= | foot).

Drawing No. 5

The poppy meadow
enclosed by the triple
arbor partially emerges
in a boscage of blue
Italian cypress (C.s.
“Glauca’), olives (Olea
europaea), and euca-
lyptus (E. polyanthe-
mos), the cypress wall
and the lavender field.
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Teresita Falcon
Juan Antonio Bueno

As a common theme for
the exhibition, we were
asked to address the
flower. Its presence in
the garden affects us in
both a sensual and a
symbolic manner. We
sense its color, texture
and scent. But we also
recognize its metaphori-
‘al message of life, mor-
tality and rebirth. Its
radiant present remem-
bers the past and fore-
tells the future. Its lan-
guage is that of the
landscape. Its color is
that of life.

The Landscape/These
Gardens

These gardens empha-
size the sensual pres-
ence and symbolic
meaning of the land-
scape. The colors of the
tropics, the rising of the
sun, the eyeling of the
tides, the falling of
night, the changes of the
weather—all are cele-
brated. The gardens
also mark the transi-
tions {rom house to
landscape, and from
land to water and wind.

On the water thereis a
parterre of sun-bloom-
ing flowers wedged in

a V-shaped ensemble
that aligns with the
summer and winter
solstices on the horizon.
The receding tide
reveals a nautical pat-
tern in the lagoon and
around the flower par-
terre. A sculptureof
light-columns beams

A Language of Color
guag

during the night. fog
and {requent rain of
South Florida.

The seaside site has
three entrances facing
west., One entry leads to
the house with its patio
of palms and pergola.
The other two offer
waterfront and tower
access to friends and
neighbors through per-
golas and palm allées
that mark the limits of
the site,

The water-edge ensem-
ble ineludes a grass
parterre and a clipped
bosque as counterpoints
to the parterre on
water. There is also a
swimming pool bound
by lawns and pergolas.

Next to the lagoon are
two lawns. One is punc-
tuated by a palm court,
The other contains four
palms connected by
light-columns to their
equivalent of a pergola
by the pool.

Our Work

The emphasis of our
work is the expression
of the garden as shelter
affording both freedom
and protection: as tran-
sition connecting the
house to the landscape;
as synthesis responding
to the indigenous land-
scape, contextual form
and cultural traditions;
and as manifestation

of memory and

imagination.
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Svery age has its gods
and heroes, icons that
demarcate and exem-
plify the limits of our
culture. The ancients
worshipped the gods of
Olympus, built temples
to them and engaged in
rites celebrating their
power. Modern man
worships the gods of our
time: athletes. We build
arenas— “gardens” —
where these people
demonstrate their oth-
erworldly athletic tal-
ents for the delight and
entertainment of the
masses.

The erowds faithfully
come to see these con-
temporary gods. They
are worshipful and
watchful, and carry
placards and banners
showing their devotion
to one man in particu-
lar—Magic. Magic, a
basketball player. is a
god of the court, a wiz-
ard of whooshes, a man
who—with superhuman
grace— always turns in
a remarkable athletic
performance. Magic is a
high priest of a popular
culture, a mythological
figure worshipped by an
adoring public, the
earthly epitome of all
things Magic.

The worshippers cele-
brate his power and
majesty ritualistically

at each contest, sipping
the golden nectar of
Schlitz and Schaefer and
working themselves into
a Dionysian frenzy.
They chant and scream
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Lee Weintraub
John di Domenico

until they drop
exhausted into their
seats, and occasionally
they fall to the floor in a
stupor, unconscious.

After this unearthly
scene, Magic retreats
to his mountaintop to
another garden—an
earthly garden of
unearthly pleasures
harboring the restora-
tive powers that only
green grass, trees and
water can provide. This
garden—{or a child of
the city—is about an
hour and a half by
Porsche from the glim-
mering, shimmering
metropolis. Here Magic
is restored and revivi-
fied. Here he practices
his otherworldly tal-
ents, unwinding away
from the hurly-burly of
his public life. He
allows the restorative
powers of the special
garden to wash over him
while he wiles away the
hours in his Jacuzzi,
shoots hoops on the
mountaintop and finds
release in the lush coun-
tryside around him.

The Site: A series of
ascending pastures in
the horse breeding
country of Columbia
County in New York
State, flanked on both
sides by a mature hard-
wood forest of oaks (sig-
nifying strength) and
sugar maples (for color
and sweetness). The
topography is charae-
terized by a 10 percent
change in grade, with a

A Mythological Garden

100 foot change in eleva-
tion sloping upward to a
mountaintop. This peak
commands views to the
south and east and on a
clear day, the spires of
the great metropolis,
home of the other Gar-
dens where Magic reigns
—-Madison Square and
Boston— are visible 150
miles away.

This is a landscape of
contrasts. A path leads
from one pasture
through another, reach-
ing a gate where one
enters the final pasture
in the sequence. The
temple complex comes
into view about 1,000
feet away, perched
above on the mountain-
side and framed by the
forest. Inside the gate
the path changes direc-
tion, veering into the
woodland and out of
sight of the temples.
Then only the paths and
the dappled darvkness of
the forest are visible,
pierced by bursts of
sunlight. At the forest
edge, the temples come
into view again, glisten-
ing white and serene
against the green of the
meadow.

The sojourner enters
the sacred precinct of
leisure, where a recep-
tion area with a hot tub
and swimming pool cul-
minates at a statue of
Nike, the God of Sneak-
ers. The garden land-
scape is ordered by
architectonic features
— pavilions, canopies,

trellises—to forma
unified composition.
Priestlike, Magic rou-
tinely ascends the hill to
the main area of wor-
ship. the baskethall
court, surrounded by
an open temple struc-
ture. The pediments
anchor hackboards on
the north and south
ends.

In this temple, high
above the treetops and
overlooking the pristine
green pastures, the
earthbound Magie
‘aults into the air—
majestic and masterful
-—intoxicated by the
beauty of this very spe-
cial garden. Here, the
master athlete and the
garden where he plays
mesh and become one
and the same— Magic—
a culmination of man’s
striving for human ath-
letic perfection,
matched in the lushness
and perfection of this
garden suitable for a
god.
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One’s vision of the world
is a part of the feeling
behind — and the sub-
ject of —much of one’s
work. This garden
expresses my deep
affection for the Illinois
landscape. As expressed
in this garden, the

vision originates in the
rural Middle West. The
garden reflects my
preoccupation with the
visual qualities of these
places, and my attempt
to confirm and reveal
them to others. Its crea-
tion has required a con-
scious acknowledgement
of the importance and
power of both past and
current experience,

Living in the Middle
West and experiencing
its particular light, the
expanse of sky and hori-
zon, and the effect of
sunset on the flat plane
of farm lands — these
have been particularly
powerful components of
my visual sense. During
the summer, impres-
sions of changing field
patterns have provided
experience in spacious-
ness, incised pattern
and exploration. Such
experiences have
enhanced my visual
sense of the power and
friendliness of this dis-
tinctive landscape.

The goal of the East
Central Illinois garden
is to recreate the
extreme flatness of the
landscape— the strong
horizon, the essentially
open and treeless
terrain, the tension
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Terence Harkness

between the crispness of
edge and the warping of
the land plane. The sky
acts as an important
backdrop for changing
light and objects seen
against it. This setting
and the garden in which
it is replicated display
dramatic

seasonal
change at planting, har-
vest and in the stark-
ness of winter. This is
the eye-level carving of
grain fields by machine;
the asymmetrical slicing
of edge, field and dis-
tance by huge tractors,
plows and combines;
field lines changing and
disappearing on the
horizon in late October
light; the visual tension
between the empty, har-
vested field of soybeans
and the unpicked field
of corn. The patterns
are seldom symmetri-
cal, but all are con-
tained in the Jefferson-
ian square-mile grid.

Across this regular/
irregular pattern, the
eye continually tracks
along the field, road and
ditch. The eye either
follows the field line to
the horizon, or it jumps
from field line to field
line to the horizon.
Although the eye seeks
built structures for
scale, orientation and
distance, the cumulative
visual sense is of the
entire scene’s profound
openness. This visual
experience requires
movement or shifting of
viewpoint and direction
to reveal the changing
variety of pattern.

An East Central Illinois
Garden:
A Regional Garden

There are other impor-
tant qualities present in
the landscape of East
Central Hlinois: The
richness and detail of
winter trees, for exam-
ple, seen against the
sky. Ground fog of late
fall shrouds the inter-
mittent lines of hedge-
rows. The aspect of age
and its effects are
revealed in trees and
structures: the visual
quality of growth origi-
nally controlled and
confined, but now aging
or escaping.

Another profound qual-
ity of the region is the
directness and economy
of its people, and its dis-
tinctive places and their
materials. There is a
congruence between the
landscape and the inde-
pendent, practical
farmers who live there.
The unadorned quality
of plain concrete, metal
grain bins and white
clapboard siding be-
speak an austerity and
functional practicality
that is visually direct
and uncompromising
—utilitarian in its
economy, austere in

its directness.

_— ,
This garden’s purpos

to reflect these character-
istics as a visible, built
expression, to be experi-
enced through time, sea-
sons and changing light. A
change of climate such as
the dusting and drifting
of dry snow should reveal
the region’s winds and the
variability of the conti-
nental climate, The tem-

porary flooding of the
front lawn during and
after a summer storm
should invite barefoot
wading. The garden
focuses on and celebrates
the landscape; it should
demonstrate the power
and qualities of this
unique place. The design
sources for this garden
are in the landscape itself.
The garden and the land-
scape are inseparable.
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Eudoxia is guided by

my conviction that land-
scape design is both
pevsonally expre
and socially motivated.
I believe that any design
idea requires an inter-

sive

pretation of its formal
precedents and natu-
ral processes, whether
or not these are explicit
in the final design.
[nspiration for imagery
arises {rom these and
other, unsuspected
sources—dreams,
fleeting thoughts,
memories.

Architecture and
landscape architec-
ture share the task of
making functional and
memorable places. Yet
landscapes are open to
the sky. Without a dif-
ferentiation between
inside and out, a land-
scape must be judged in
spatial and sculptural
terms. Indeed, this
paradox is ubiquitous
to the field and is a cen-
tral concern explored
in this project.

The name Fudoxia

is taken from ltalo
Calvino’s Invisible
Cities, which, in its
vision of the city,
prompted this proposal.
[ was particularly taken
with the following
passage:

“An oracle was ques-
tioned about the myste-
rious bond between two
objects so dissimilar as
the carpet and the city.
One of the two objects—
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Michael R. Van

Valkenburgh

the oracle replied—has
the form the gods gave
the starry sky and the
orbits in which the
worlds revolve; the
other is an approximate
reflection, like every
human creation.”

The garden proposed
here is a rich, woven,
dense landscape like
Calvino’s imaginary
sarpet that captures a
city’s essence. Cali-
brated in its forms,
exacting in its intent,
Sudoxia is not a scenic
landseape but a scenog-
raphy for contemporary

life.

This garden is intended
for an urban, corporate
headquarters and is
located between a pair
of new, three-story build-
ings. The garden cuts
through an entire city
block with street front-
age at the north and
south ends. It provides
ceremonial entrances
and places for meeting
and contemplation, and
is open to the public.

Eudoxia’s composition
is in the spirit of early
20th century modern-
ists: abstracted geomet-
ric forms and spaces are
linked by a hroken axis
and are balanced by
proportion rather than
symmetry. Influences
include Cubism and the
paintings of Moholy-
Nagy. The hedge com-
position departs from
the machine aesthetic
of the modernists in the

[Ludoxia: A New
Civie Landscape

organicism of its mate-
rials and reliance on the
seasonally changing
color matrix of a palette
of deciduous plants.
Hedges derive from the
tyvpology of planted
forms by Lutyens and
Jekyll and from Vita
Sackville-West’s Sis-
singhurst, Embodying a
new landscape type,
Fudoxia uses elements
of private gardens while
relating to the city in
scale and complexity.

The garden joins an
urban exterior to an
intimate interior.
Beginning at the south
end, an arc of trees
hows over the sidewalk
edge to establish a land-
scape
entry. A twelve-foot
stucco screen wall, set
back from the sidewalk,

vlobate inviting

is reiterated in a paral-
lel evergreen hedge.
Windows in the wall and
hedge frame the land-
seape composition
within and two door-
ways frame the major
entry points.

The building entrances
are located at the street
ends under continuous,
double-story loggias
that extend the length of
the buildings at the east
and west sides, estab-
lishing covered passage-
ways from the buildings
and the garden. A laby-
rinth of corridors
formed by hedges offers
a series of pathways
between the two build-
ings. Users of the gar-

den may revise their
daily walks to inelude
different plant fra-
grances, colors and
densities. Kach hedge
is composed of one
plant species. Some
are evergreen, others
deciduous: some have
unpruned tops, others
have a finished surface.
A sixteen-foot-high,
circular purple beech
hedge is lodged asym-
metrically within the
composition and is
incised by lowering the
ground level five steps.
From the ground, it is
seen as a vanishing
ellipse. Viewed from
above, the hedge compo-
sition functions as a
large parterre. Along
each loggia, hedge
niches provide sites for
sculpture and offer
places for conversation
or rest.

Near the center of the
garden, isolated in a
narrow room, is a long,
-aised herbaceous bor-
der of blue-flowered
Siberian Iris. The image
is inspired by Rothko’s
paintings, but here the
tonality responds to
seasonal light rather
than the edge of the can-
‘as. In November the
withered brown foliage
tacitly anticipates the
stark beauty of winter.

Beyond the flower bor-
der, pressed deep into
the earth, is a court of
stone and water. Eleven
water trays, filmed with
water and separated by
paths, are cut into the



center. Each tray emp-
ties into a main pool

at the base of a gently
curved, twenty-five-
foot-high wall of rock,
bound at each side by
cut stone pillars. Water
pipes—Ilike those found
in cleft rock springs—
pierce the wall at the
top, pouring water in
summer and accumulat-
ingice in winter. The
ice and water wall is
shadowed and quiet,
separated from the
city’s noise. It is a room
for the sounds of water
and the fragrance of
moisture. The north-
facing water-wall
reflects the color of the
sky and prevents the
warming rays of the
winter sun from dis-
turbing the thick, blue
ice. The north wallis a
twenty-foot hemlock
hedge.

Access to the water
court from the south is
provided by a pair of
partially walled stairs.
Beneath them, recessed
sitting chambers offer
secluded vantage points.
From the north, a stair-
way directly descends
the geometrically ter-
raced slope through a
grove of columnar ever-
greens that heightens
one’s sense of vertical
change.
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Throughout the garden,
moveable wooden lawn
furniture can be pulled
into areas of sun, or
into pools of shady
solitude.
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Steven R. Krog

“Burial in a sacred
grove is an ancient
privilege.”

Paul Shepard

Oh, don’t talk to me
about gardens and spa-
tial poetics, 4 la
recherche du temps
perdu and paradise.
The only paradise, as
Richard Ellman says, is
the one that has been
lost. Who do you know
who has made it all the
way to Within a Bud-
ding Grove?

Where I grew up we had
the “Old Back Road.”
You got to The Road (a
foreign-country-in-the-
suburbs complete with
abandoned farmhouse,
snakes and an occa-
sional drifier sleeping
off a drunk) by travers-
ing a hundred yards of
terrifying and exhila-
rating forest. Who can
say if any Road adven-
ture has been manifest
in my work, but I some-
times wonder if my can
of buried pennies ever
became some other kid’s
miraculous discovery.

A friend who lives in a
Korean Buddhist mon-
astery writes, “There
aren’t any gardens in
America anymore.” And
I think I agree with
him, at least in the
sense of garden-as-par-
adise. It wouldn’t be so
verbalized, but every-
one seems to believe
that they can/should/
must make use of some-
body else’s paradise as
their own.

Going Somewhere?

Yeah, it’s a sign of the
times that most design-
ers don’t perceive the
signs of the times (or
are unable to make use
of this perception if
they do). But since when
is that new? Lacking
viston or insight or
courage, steal somebody
else’s. However, one per-
son’s vision is another’s
vertigo; insight—
insanity; and courage,
well, call me collect if
you find any. One thing
1 do know, it doesn’t
spring parthenogeneti-
cally from freestanding
walls painted primary
colors.

Yes, today’s predica-
ment is a bit more per-
plexing than Venturi’s
in ’66. We can’t shock
anyone anymore. Even
Hilton Kramer knows:
“That the culture
(Picasso) set out to
attack and transform
proved to be more resil-
ient in its response to
this assault than anyone
at the time had reason
to expect; that it showed
itself capable of absorb-
ing such assaults and
profitting from them
—this, I should have
thought, would now, in
the next to last decade
of the twentieth cen-
tury, have become an
acknowledged datum of
eritical intelligence.”
No, we may not be able
to shock them anymore,
but the audience dou-
ble-dares us to try, and
then books the place for
the Debutante Ball.
What is a designer to
do?

But maybe I'm wrong.
Maybe Bob did his job
too well. Maybe design-
ers are too perceptive.
If Barthes is right that
what distinguishes so-
called advanced socie-
ties from those of the
past is that they con-
sume images rather
than beliefs, then all
those purloined pillars
are just what the public
ordered.

In such light, this proj-
ect—a private cemetery
—flies in the face of the
contemporary. For what
aspect of human experi-
ence is more saturated
with notorious and
blindly-held beliefs
than death? You might
say that this garden
offers the opportunity
to employ one’s beliefs
or to have their absence
exposed.

You’ll want to know that
Valanakis’s Oedipus was
researched and that the
labyrinth is of Pima ori-
gin. Sure, at one time or
another we've all cov-
eted the artist’s secret
code. But don’t express
intentions compromise
your response? Perhaps
we need to decide if
Duchamp was right
when he said that the
most important thing
about a painting is its
title,

The cubes are clipped
horsechestnuts; the
pavilions trained and
clipped yews.
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Pamela Burton
Katherine Spitz

This garden in the
mountains above
Malibu is a retreat for
scientists, theologians
and convicts. Each per-
sonality is intended

to represent a different
aspect of the human
psyche: the empirical,
the spiritual and the
irrational.

Hydrotopia is a sym-
bolic journey into the
subconscious using
water as the primary
metaphor. Water runs
throughout the site and
"an be regarded as a
stream of conscious-
ness. [t symbolizes the
differences in the reali-
ties we face—pathos
and ethos, rational and
irrational, sacred and
profane, desire and
death, moral and im-
moral, real and surreal.
Water acts as the clari-
fier and the purifier;

it unifies as it distin-
guishes parts of our
existence. Water is col-
lected at various points:
some planned by humans;
some ordained by nature.
It is expressed in var-
ious states and its forms
include water steps,
troughs, chadars, well
water, a boiler, a reser-
voir, a pool, a stream, a
creek, a spiral fountain,
a water wall.

The mountain is sym-
bolic of alchemy; it is a
very risky place. Fire or
the absence of water is a
necessary ingredient.
For some plants, fire is
needed to germinate
seed pods.

The diagram of this
mountain retreat is suc-

Hydrotopia

cinctly described as an
isolated circle that is
penetrated solely by a
funicular, the only
method of entry which
brings one to the com-
pound’s major area.

At the center of this
glorious circle is the
ossarium, the sum of
past lives and a place
where the past is stored.
Located on the steepest
of slopes and covered
with impenetrable
brambles and tangles of
the meanest chaparral,
it remains permanently
fixed in our memory.
The scriptorium library
tower, center for knowl-
edge and the exchange
of ideas, is crowned by

a satellite dish with a
radio-transmitting
device. The base of the
building is marked by a
plinth of topiary which
encloses outdoor read-
ing rooms used by the
scholars, theologians
and scientists. The con-
victs maintain, prune
and feed the experimen-
tal orchard and vine-
covered pergola located
just outside these read-
ing rooms. Below, on
other curved terraces,
new native hybrids are
cultivated. Water slith-
ers down the curved ter-
race wall and emerges
from a spiral fountain,

An allegorical garden,
Hydrotopia functions
as a refuge or retreat

in which confrontation
and discovery are
achieved by synthesiz-
ing symbolic elements.
Yet while the underlying

theme is the journey
into the subconscious,
the garden’s imagery

is superimposed with
unrelated, disparate
elements. Scattered ref-
erences in this garden
cannot always be recon-
ciled with one another.

Hydrotopia should be
viewed as a series of
suggestive fragments
that can be brought
together as a whole only
by those who walk its
ritual paths. The gar-
den invites this cir-
cumambulation, for in
areal sense thereis no
destination other than
exploration and self-
discovery through
interlocking but not
cohesive visual
metaphors.

The French psycho-
analyst Jacques Lacan
has observed that “Dis-
continuity, then, is the
essential form in which
the unconscious first
appearstousasa
phenomenon . . . dis-
continuity in which
something is manifested
as vacillation.” The
discontinuity of Hydro-
topia mirrors the vacil-
lation within ourselves.
The garden’s denizens
represent different

and fundamentally con-
tradictory aspects of
the human mind. In
Hydrotopia, landscape
becomes something
more than a pretty gar-
den; it functions like a
language, uncovering
through its discontinui-
ties deeper meanings
within the mind.
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Having the luxury of
choosing any client,
program and site for
this exhibition, we
tackled the design of a
place for peace. We
posed the question:
What environment
would make people con-
front the danger of
nuclear war—and help
them act to stop it?

We found a model for
the kind of action we
envisioned in Elisabeth
Kubler-Ross’s “stages of
grieving” experienced
by terminally ill
patients. Going through
the four stages enables
the patients to deal with
the reality of their con-
dition and take action to
help themselves. The
stages include shock
and disbelief when
learning of their condi-
tion; numbness and
depression at its ramifi-
cations; expression of
anger and fear; and,
finally, action to alter
the condition.

Are we not all termi-
nally ill unless we take
action to stop the threat
of nuclear annihilation?
Yet we numb ourselves
to its possibility. Recon-
structing the stages of
grieving may be one way
to move us from denial
to action.

As designers, we hoped
that by representing
physically each stage
within a continuum, we
could simulate the psy-
chological sequence
experienced by the
grieving individual. We
regarded each stage as a
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place along a path, cre-
ating a journey that
would lead the individ-
ual to understanding
and expression, and
thus to action. We new
had a program. The
question then became:
What physical form
should such a program
take?

Gardens [-I1I, not
depicted here, were a
set of early explorations
of our purpose. Garden
[ was a literal stroll
garden in which pro-
grammed exhibition
spaces were set along a
path. Not satisfied, we
created Garden II, with
symbolic architectural
forms that resonated
feelings about nuclear
annihilation, set within
a perfected natural
landscape. Feeling that
we needed a closer inte-
gration of form and
content, we designed
Garden 111, placing the
symbolic architectural
elements within an
urban context; the gar-
den journey would take
place within a solid
block of concrete.

Garden IV, the latest
variation, is composed
of a system of voids and
spaces created by carv-
ing away at found
places: a park and an
underground subway
and shopping area. Qur
principle now was the
integration of form,
content and context. In
fact, Garden IV became
its own context: indis-
tinguishable from and
continuous with its
ordinary, everyday

Places for Peace:

Garden IV

urban environment in
a manner that we
intended to be disturb-
ing and unnerving.

To make Garden IV, we
assume that a benevo-
Ient developer has
donated a 120-by-120-
foot cube of under-
ground shopping mall
space and park land
above it for a “place

for peace.” Located
between two depart-
ment stores and a park-
ing garage, the area is
accessible directly from
the adjacent subway
station. Long tunnels
of raw concrete incline
upward to a cone 60 feet
in diameter; one is now
at the midpoint of the
cube. Fifty feet high
with a 15-foot oculus
skewed to the north and
west, the interior walls
of the cone, coated in
gold, trigger associa-
tions with a temple,
shelter, missile, infer-
tile womb. Gas-fed
flames are released
through cracks in its

walls and in the tunnels.

After experiencing the
constriction of the tun-
nels, one welcomes the
grand scale of the cone,
yet is shocked and awe-
struck by the flaming
gold “inferno” it con-
tains. Is this what it will

be like. . .?

Exiting the cone by
another long tunnel,
one has time to con-
template. Feeling
numb, impotent und
depressed, one emerges
from the underground
through a wrought-iron
cage terminating at a

one-way turnstile in the
city park above. One
stops to regain one's
hearings: the black-
ened exterior of the
cone looms to the right,
and is partially sub-
merged in the grassy
parkland at an omi-
nous, strange angle. A
path cuts past obliquely.
This part of the park
resembles the rest, with
its open, grassy areas
alternated with shady
stands of trees. Yet one
senses something unset-
tling here: the outline
of the cube below
ground is marked in the
parkland above by a one
percent tilt to the east.
It is submerged six to
eighteen inches below
its surrounds, thereby
set apart, made sacred,
sunken.

Departing by the turn-
stile, one faces a large,
eylindrical, bronze
bell suspended above a
shaft in the ground.
Stepping up on a plat-
form, one pulls the
wooden striking log,
horizontally suspended
from a crosshar, and
rams the bell. Effort is
required; expression
is achieved. When
struck, the massive
bell’s reverberations
are heard through the
shaft in the mall and
subway below and,
above, in the park and
throughout the city.
Perhaps ultimately,
through individual and
collective actions, this
audible beacon of dis-
tress and imploration
will reverberate
throughout the world.
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“The real gardens do
not last long—but it is
only through them that
the knowledge can be
truly learnt and people
can come to see what a
garden truly is.”
Abu-lIshak Chishti

Throughout history. the
garden has always been
seen to represent man’s
view of his universe. It
has functioned as a rec-
reation of heaven on
earth and has embodied
his perceptions of the
universe and how it is
related to a specific
reality on earth. My
garden is related specif-
ically to Persian mysti

cism in garden de

In Persia gardens are
considered sacred and
are thought to embody a
mystical interpretation
of creation. The entire
garden and its vegeta-
tion functions as a con-
tinuous symbol of life
and death.

The Sufis. a Persian
mystical sect, used
images of the garden as
analogies or parables in
their religious writings.
The garden for them
became a place of tran-
scendence; a symbolic
journey for those who
were on the path to
divine knowledge.

My garden is encased in
a medieval triptych.
The wooden frames,
like garden walls, are
metaphors of the body
as shelter for the soul;
the green oasis within,
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The triptych doors,

gates of paradise, are

open only to those seek-
ing divine knowledge.
The second triptych
contains perspective
Hllustrations which
define certain impor-

tant places in the gar-

den. These illustrations
are set above a lower
compartment which has
a series of seven minia-
ture pull-outs, each
illustrating an aspect of
creating a Persian gar-
den. Each is intended to
be an individual story.

This garden, located in
north central Florida,
was designed for my own
use. At the very center
of the garden a fountain
with a single jet of water
symbolizes the origin of
life and the center of the
universe. At the base of
the fountain are four
channels, representing
the four rivers of para-
dise and the four cor-
ners of the world. The
visitor enters from the
south through a solid
wood door in a blank,
concrete wall.

Inside, the garden in the
simple gravel and stone
space evokes the desert,
At this point thereis a
choice: one can proceed
straight to the center of
the garden through a
series of eight allegori-
ral gates and chambers,
or take a circuitous
path that travels slowly
towards the center. At
each of the gates is a
terrace with a different

The Garden of the Rose
A Celestial Garden

type of flower, repre-
senting the eight ter-
races of paradise as
described in the Koran,
A series of trellises lin-
ing the pathway is cov-
ered with flowering
vines, radiating out
from the center of the
garden and dissipating
into smaller sections the
further one moves from
the center—analogous to
the image of the onion
used ip Sufi mysticism
to represent the differ-
ent stages one must pass
through on the journey
to divine knowledge.

The eight cypress trees
and eight orange trees
along the allegorical
path symbolize eternity
and fertility. On the
other side of this path,
four hedges situated in
the path of the prevail-
ing winds serve as

“breezeways” or “wind
funnels” and direct the
winds over a planted
area of low-growing
flowers and into the cen-
ter of the garden, filling
it with sweet aromas. At
the central fountain
channels break off to
the east and to the west,
A pool at the eastern
end reflects the moon
and the stars, symboli-
:ally connecting heaven
and earth. At the west-

ern end a square foun-
tain in a sacred grove of
trees is framed by an
elevated pavilion facing
the central part of the
garden. Two arbors
flank the central foun-
tain, reminding one
that the arbor was the

first structure to inte-
grate architecture and
landscape. Behind the
central fountain stands
the tree of life.

In the lower compart-
ment of the triptych
are two chambers with
whirling dervishes. The
dervishes are used here
as an allegory of the
garden, following the
Sufi belief that when
they twirl they become
the center of their own
self-perpetuated uni-
verse. In the center of
this lower compartment
is the rose, seen by Per-
sian mystics as the most
genuine symbol of true
knowledge.

The garden is an
attempt Lo reintegrate
lost concepts of the
itual in garden de

spir-

ign
and to combine ele-
ments of the beautiful
with an individual
microclimate. By study-
ing the mysticism of the
Persian garden, we can
produce new ecosystems
which may achieve a
better balance between
man and nature.
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