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Generalife Garden above Granada, -Spain and Entsu-ji Garden outsitde Kyoto,

Japan, will be examined in order to discuss the approach tor nature in tvwo

general categories:l . the ércpitectural -garden and the landScape garden.

°

The manipulation of the interior elements, rocks . Plants and water in

v . ,
v L4 /

these two gardens indicate two different views of the relationship of

- )\mjty to nature. The relationship of the host cities t;o%xe gardens .

. as 1 as the ‘architecture of the connecting buildings to the gardens-

i

.Play a COrrplerrthéry and supporting role for the éeparatenqss of

humanity and nature in” the architectural garden and the integration of

N
humanity and nature in' the fandscape garden. ,\\\
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Francisco Preito-Moreno,
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Los Jardines de Granada, p. 82.

~yiii -

PEe

Poor Copy

‘(OP1E DE QUALITEE INFERIEURE

i



-

-

9

e ...,. wCs _MN } x
4 5 M d LY%IN

A.ﬁ‘.‘.‘lﬂ I

)
al with’

N

.o~

. flastoncs

)

Present disposition of the Patie of the Can

view of the Northeryr Pavillion

Hh _ongy g
4L kY

(New Yo{'

A History of Garden Art

6)! po 159-

Luise Gothein,
196

le

Mar

Hacker Art Books,

Copy

Poor

(OPIE. DE'\QUALITEE INFERIEURE

'

|

i




e s e TR

~
+ ' 9
- A
‘ . v o
. ! —y
i N
< t.
- . B o . -
©
f
‘ o - .
\ Ct ‘ . -
! s ¥ & . .
]\ * l
\ :
1 X ‘
.
- \‘
i o a
\

\
2
! ' . .
\

¥
. Fig: 7:" Plan of the Jardin Nuevo which corresponds to the origimal

: Ty

Cipres recortado - trimmed cypress -
naranjo — orange magnolio - magnolia®
adelfa - oleander parra - grapevine .
. rose trepador - climbing roses ; y " /
laurel - laurel. . ' /
»mSource: Francisco Preito-Moreno, p. 122. ' L
s, e
. ' v t
i L]
1 .i
]
Vo F} ’ s
.z .
l 1
/ e ~ -
' ‘e .
’ f . %
N
&
4
|
// * ‘-x - ! 4 -
! . . i

orm of the Patio of the Canal. The choice pf plants

reflects the most recent discoveries of Islamic Spanish
gardens. : ;




-

T i M ’ .
. T—— e — . - .
| ! S ) wi
.
.. T — =
- o . -
- - . . | , | | ‘ | . m
. ‘ - L 2
N . iy * ot
» - . - a . & “ _ . E
r‘ u - ' = - PR T;
; . . - . . 1- =
. . . - o p -
27 . I3 . B N . . 10
) B T . ey . AT, B Zw
, : e c w89
. - - . B ', ~ PP - . S IR i A . —-WA._
4 o 3 T a.
| = ‘ = S 2 ~ine e ; &WVH "Gt - b b . > 5 3 3 e e, 5 ﬂ“? > oy tors .
. ke h G St . 3
h 1 .u 7, y W Mﬁ A 1 s f T A R 2 o
= = 25 : : ) ¥ . . .
.... . G .um,_. o " L m Co ) I R vm L l PR -
) - i y k. J N .
. K X [ ) %) > o . iz s : u p .
. B ) > u_ 1 W : Jg A J : . :
: q %w,_ \,.ﬁ HANE K 7 , & Y t %u &w ¥ Co T .
.—\ N s ! 3 M 1 ~ m . .
3 q 0 . ~
s2 e i ) . .
i r : ;
2 i .
. Fo M ) M 1Y 1Y A . N )
5
. s s st .
3 ’ 1 ; B
4
~
R . .
N
R ‘
3o —
3 b
*
2 .
3
*
i s
b1 .\\\.
3
s
H
m‘

»e

L3
t

P L
«



7

T \ I/ . o
s . A ) s
Fig. 8: The Generalife Canal and South’ Pavilliéqg, - . )
Source: Oleg Grebas, The Alhambra (Cambridge, Massachusetts:
\ Harvard University Press, 1978), p. 58. a -
J ' , \
. \
i
. i
. N ! .
o - xi = . ) ‘ ’
. !
'S . : -
o TR i |
[

1

Poor CopY |
l (OPIE DE QUALITEE! INFERIEUR

E




’ - {
»>
' §
c .
1
. N ’
LR ' .
. . . Tig. 9: Original plasterwork from the central
erador of the Patlo of the ,Canal .
‘ N . : DY/ R g .J—- o
o . . i s i ; : * _‘::::\, .l
; ' ST R ase e ’\{ R
o - ; e ) & Ol TREy ToT -
4] <J 1 - .
i o i ' )
L] Q’
} - .
£
’ f + N
*
- \ N

‘Tile 'and Plaster work from the Northern .- '
Pavillion

¢

' . . Source: ' L. .Torres Balbas, "Les monumentos cardinales

o .~ de Espana VII," La Alhambra y el Generalife
o . . (Madnd Editorial Plus Ultra, 1953), p. 145

;

T4 Ly N Ibld-q P. - ' . - )
T - xii - ] ' )
| ' ) - " poor Copy
i S : T e S CoP1E DE: QUALITEE INFBRIEURE

. 4w 0
N



. 4 ¢ SN
t L a3 LRSS T
R N A Y L LSS N O
Fig. 11 Six-éxaiplés Of tile work from the Alhambra Yoo
. Géneralife compourds . o -
- Source: Desmond Steward and others, The Alhambra: A History of

Islamic Spain (New York: Newsweek, 1977), pp. 15, 83,
9" 0 ? ; arld 73' ’ A ’ A '

- xiii -



-

Source: - Francisco Preito-Mopeno, Los Jardines de Granada, p.‘-116;.
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Fig. 15:,
sSource:
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-View from the outside gallery of the Northern Pavillion

Desmond Steward and others, The Alhambra- A History of
Islamic Spain, p. 132.
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Fig, 16:

Plars of two typical Andalisian homes, enclosed gardens
each of ‘which have at their centres a circle or reqular
polygon, which represent God or Paradise. .

—

Islamic Spain, p. 63.
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View of the Alhambra from the uppet gallery of the~

Upper Mirador of Generalife.

L., Torres Balbas, "Les Monumentos Cardinales de
Espana VII," p. 150. -
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Fig. 21:

Source:

View of e Albaicin from ‘the upper Gallery of the PatJ.o

of the Canal.
Upper Gallery with the Alhamira in the Background

L, qorres. Balbas, "Les Monumentos card:males de -

Espana VII," PP. 149 143,
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Fig, 22: MNorthern Pailli‘gn‘
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of the Patio of the Canal-
Interior of the Northern Pavillion
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L. Torres ‘Balhas, 'fIIes Monumentos cardinales de
- Fspana VII," pp. 145, l47.
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' Fig. 24: Eighteenth Century woodcut of the \Entsu~ji Compound

Source: Mitchell Bring and Josse Wayembergh, ﬁzp_anese*Gardens:
Design and Meaning (New YorK: McGraw-Hill Company,
1981], pp. I104-105. '
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Fig, 26:
Fig. 27:
"Pig. 28:

¢

Source:
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View from inside the Temple (Fig. 9.6 on the preceding
map) . ¢ o

Viéw of the northeast corner (Fig.,9.7 on the pre—
ceding map),

Closeup of the clipped hedges complementing the rock -
formations (Fig, 9.8 on the preceding map) .

Mitchell Bring and igsse ‘WayembErgh', Japanése Gardens:

Design and Meaning, p. 112. ¢
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Fig. 31: The altar building (9.11 on the map)

Source:, Mitchell Bring and Josse Wayembergh,
Japanese -Gardens: Design and Meaning,
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7ig. 32: Sectitnal view of the Entsu-ji Compound. :
. f%ource: 'Mitchell Bring and Josse Wayembefgh, Japangse Gardens:

. Design gmd Meaning, pp. 108-109. -
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Fig. 33: i\erial. plan of the land surrounding‘E:ntsu-ﬁ:'Ll.
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Source: Mitchell Bring and Josse Wayembergh, Japanese Gardens:
'\ Design and Meaning, P. 107: : ’
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Fig, 35 and Fig. 36:

Source:

o

Centre and Centre-rlght view of Entéu—jl from

the Viewing Platform.

Postcargls from the Japanese Tourist Centre. . ’
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Fig. 37: Centre Left View of the Entsu-ji Garden,
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Fi@. 40: Entsu~-ji in the winter.’

Source: Postcard from the Japanese Tourist Centre.
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Entrance Gate to Entsu-ji.Temple.

Postcard from the Jap

1

anese Tourist Centre. -

Fig. 41:
Source: |
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Fg. 44: Entrance way in SPring, g. 45: . side and Back view of

. ‘the Tefrple Building, : '
Source: Postcards from t.he Japanese ’Iburlst Centre. : g
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Source: Katusuo Saito and Sadaji Wada, Magic of Trees and Stones,
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“ Archiag? Stons,

¢ Reoumbent Oz " Stone.

. V' Combination of

Combination of ' Combination of * Flat ” S;o‘ '
 Low Vertical” Sionb “ Low Vﬂlw" Stewe and and “* Rm":{—“‘ Oz S!o:
r end " Flat! Stone “Arched ' Stons. . D
14 1 ' 1

C"}Lm.alwn of * Stetue’ Stons
and** Redumbont Qx '’ Sione.

Cambination of " Statue ¥ Siony

Combination of ' Arched ' Stons
and * Low Vertical "’ Stone.

and ‘“ Recumbesnt Ox "' Stone.

Fig, 50: - Five Stone Radicals and Their Combinations.

‘Source: Josmh Conddory Landscape Gardening in Japan (New. Yor}{
+ Dover Publications, Inc., 1964), Platel -
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'Fig. 51:7.Spiritual Level Symbolism: Lines of the Karii.
Source: Katusuo Saito:and Sadaji Wada, Magic of Trees and Stones,
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the capital of the T'ang dynasty,
< N

the model -for Kyoto.

Mitchell Bring and Josse Wayembergh, Japanese Gardens

‘Meaning, p.

Source
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Kyoto in the Middle Ages.
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R. A. B. Ponsoby-Fane, Kyoto, Its Hlstory and Vic1551tudes
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CHAPTER I
INTRODUCTION

Double Authority in Two Garden Expressions,
the Archltectural and ,Landscape Gargdens

od .. o

~4

+

A garden is not nature. A garden illustrates the effect of }}umanl
N > . .
energy on. the materials and forces Of nature. A garden is an exercise
in contradictionsv. It 1llustrates the supremacy of nature; no garden,
however well c0nst.ru<5ted, no matte'rohow well kept, can maintair; the J
stasis of human desién. Chan@ in light, temperat;uré and rain provoke
invisible changes in the cellular structure of the plants, which in
turn provoke bar.ely perceptible growth and movement.. ”I'hése Jsmall.
changes are constam‘:ly accumulating, producing new configurations. in |
the gardén. On a larger scale, wiﬁds, earthquakes, and changing water
tables can alter or destroy a garden with the same finality as a con-
quering army. ' It is tﬁhe aspect of change that renders the garden an -
exciting expression, because it creates a ténsignl between natural and
humar{ forces. R |

The very existence of a garden is witriess to the temporary

supremacy Of humari design. To piot the garden, the gardener mast °*

delineate the site from land bearing agriculture or architecture or

<

a

lI have chosen not to use or accept the words "man" or "mankm "
as synonyms for "humanity." These are a manifestation of sexism. Like~
wise, I do not presume, or accept that others presume, that the gardener
i% always masculine, henc;e I use the model "her/his" or "he/she.™ What
these compdinds lose in’ brev1ty, they gain in clarity. .

2 »
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the natural landscape, thus deciding itsplace, form and extent. The

e site of the garden is prepared by human manipulation--of natural'

* materials: plants, water and recks. All of these may be brought into .

-

play, or any of them{may be eliminated. For each there is a wide” ‘range

-
i

of manlpulatlon. Plants may be presented in a natural formatlon in a
v '. .natural habitat, or be traneplani:ed} crosshtred, trained into new con- )
. ) ! figurations or integrated with a‘rtif'ic.ial‘ elements (gilded trees,»dr
' " blue hydrangeas) . Gardens may incorporate existing water formations
such as ‘streanms, lakes and pOnds, or '“thease ruay be artificialli/ produced
— to appear natural, or to appear constructed (canals, pools, f0untams |
" and jets). The exlstmg rock formations may be the point of departure,
or rocks from‘anqther localé may be introduced‘. The gardener may pre—
y sent these rocks in their new se.ttinq as he/ she found them,‘or they may
be kroken, “cut orlpollshed " The garden is constructed once the cor;-
e flguratlons of plant, waber and rock elements have been coordlnated .
', with'the site, but unlike most works of thé/ visual artg\, it requlres
enorn’(;us upkeep. Water supplies must be maintained, plants nurtured,
plants trmmed weeds eliminated and deﬁ"nr“is removed. Each of these
activities requlres choice. The conceptlon of a garden goes beyOnd one |
R gardener S des.lgn, rmost gardens are created by a number of gardengrs,
and certalnly they are mamtamed constantly by‘ new generatlons of ¢
gardeners. This raises the question: Accordlng to'what plan is the
garden creatfed and maintained'l? ' . ' “ o .
- ¢ Certainly in terms of earthquakes and conquerlng arnues there is
llttie fo be done, but faced with the cOn,stant and /Sentl‘e Jpowers of
‘ nature‘to change and'the',human power toO perCelve\and adjust, (‘the

1

gardener ‘has ‘to produce a plan to aid subsequent gardeners' as ‘they face




LT3 . E\
«)' , . . )
the major and minor cholces for Tintenance ‘
’ F

Writers on gardens have proposed two: apprOaches to the questlo'; of
choice for the Creatlon and maintenance of the garden. The one is to

produce a simple, geanetrlcal, anws'ymnetncal plan

1\

.
>

The mind of mtellectual man, for instance, has always responded
to ‘the tranquility and assurance of certain geometrical forms
such as the square and circle.

1

- -

The circle, squere or any other simple two—dﬁkrensional Ifom} must sit on -
a plane, 80 the slte is leveled. Of the construction elements in a

garden, r0cks and related materials, stones, brleS, ceramic tlles con-
S

. crete are less epherreral than plants and water so these are used to

deflne the plan with walls, walks, a.ndQCOntaJ.n plant and water. elenem:s

w1th borders, parterres, plapnt tubs, canals, pools and fOuntams They

‘)

cannot gquarantee the stasis of the design fut they can restrict the

,"range of changes. Althbugh these,gardens have been called fqnnai or

classiicial ga.fdens, JAin this essay, .l will use the term archatectural -
gardens tecause it tells us something about the materials used for the

plan, something about the approach for creating the plan and something

about the goal of the plan which is a similar stability as found in
2 - . & ‘ 1

-architecture. oA

The other choice for the gardener is to incorporate chande '

into the design. The tangible and visibee aspects of nature are the

3
1]

) f
¢ f , P
. * '
. v 1
‘ -
R .

1Geoffrey and Suzanne Jellicoe, The Landscape of Man: Shaping
the Environment From Prehistory to the Present Day (LOndorx. Thames
and Hudson, 1975), P. 7. . -

o ' . £

2Although arcmtecture is the direct organlzatlon of three—)

s dimensional space, the- term archltectural garden refers to the-
inpos1tion of ‘a two~dimensional plan usmg archltectural materials
on three-dimensional space. _

\
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points of departure for thlS garden, \they are studled, entered,. assimi-

lated and flnally presented in the garden. b

Nature, in tlme, was handled as an art theme, the garden being °
subjected tO the same laws Of design, including rhythm, scale,.
harmonig, balance, proportion, unity, and emphasis. Sometimes
‘the garden treatment included, abridgement, stylization and sym~
bolism. But always in the garden layouts, man's handiwork
remains subordinate to the theme of naifure, this is exactly
opp051te to the Medlterranean pattern

A.descrlptlon. of the aspects of this garden is similar to a

ing organization of,space. This garden may.be called a romantic garden,

but in this essay 1 will refer to it as th?landscape garden
v The dlfferences between the archltectural qarden and the landscape

2
garden represent a 11rbtor1cal develcpment in garden art. GlullO Argan,

(a small vegetable, fruit and herb garden) .. The utllltarlan kltchen

garden necessitated the specialization of plant species through crossi—'
¢ ' ' ~

‘breeding, grafting and transplanting. The physical structures of the

kitchen garden were-based on such qonsideratiOns as the availability of -

light, the distribution of water and the desire for an appearance of e

of alternating rows of plants. The garden was protected by a’wall or
Coe . \ \ CoL

‘ . ) e
With increased wealth! the utilitarian aspects of theg kitchen

¢

.

\‘\‘

Dorralne Kuck, The World of the Japanese Garden E‘rom Chinese *

,Origins the’ Modern Landscape Garden (New York: Walter/Weatherhill,

1968): p. 68.
2Elncyclop_edla of World Art, 1959 ed s S.v. "Landscape Architec- "
ture," by Giulic Argan. " | - N o
r -

‘des;criptiOn of most landscapées, asymmetric¢al, non—geometric with a flow- .

" traces the formation of the archltectural garden from the kltchen garden»

.all-over abundance, hence the garden was divided into geometric sections

°
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garden could be reduced or eliminated, thus the architectural darden

_made’its appearance in the early civilization of Faypt, China-and

- ' , . (i\g/

L)

N \ . . ’ .
" Mesapotamia. Argan mentions two mte‘rcomected aspects of the archi-

tectural garden, "It is known that in ancient tmes there was a direct g

relation between gardens and certain agrestral and domestic cults."l ‘

This, he says’, is the basis of the terrestrial paradise myth.

... 1'homme a aumé créer non loin du lui, par le dessin
1'architecture ou tout autre moyen, un petit ronde qui
fut le répligque du grand, qui en reproduise tous les
éléments, symboles et legons qu'il contient. In outre a
une action bé&néfique sur ce microcosme correspond la meme
"action sur le macrocosme. Celui-la est donc'une maniére, - ‘
une des seules, d'agir sur celui—cié d'irfléchir sa marche ‘

. pour le plus.grand bien de 1'homme.

The other aspect is socidlogical; the garden was "associated with-

'8 further -concept wherein its enjoyment was not vouchsafed to all men

but was granted only to the educated and sensitive, an élite easily

identified as the more cultured and wealthier social \strata."3 With '

variations, this was the main mode for gardens for centuries.

oo

Although on an immediate v1sual level the landscape gardeq mlqht
«

appear to be the offspring of royal parks its basic Proposal is
dlfferent. A p'ark is’ a tract of land ‘set aside; sculptures, foundations,
walls and walks may be added but the human desian elements and the

natural elements remam separate and discrete. The landscape garden

-

like the architectural garden attempts to coordinate the human and natural —

[ —

o

eléments into a single design approach. { s

LMpid,

2Gerard Barriére, "L'emotion qui peut donner un arpent de terre
quand on sait ce que sanlfle un jardin au:Japon,” Connaisance des
ﬂ.ﬂ;ts (Paris: Sociéts d' Etudes et de Publlcatlons artlsthue, 1974) P
p' 63{ . N ! . ’ ' + '

- 3Giulio Argan, op.-cif. - . | S

' e L e -

- . N ‘
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The landecape garden as a distinct approach to garden making was

‘developed in Japan during the fifteenth century, based on Chinese Taoist *

and Japanese Esoteric Buddhist gardens, These two garden types were

man'dalisticl ich is to say that the élements in the garden were sym-

‘bolic and se as a link hetween the microcosm and the macrocosm. The

development of the landscape garden corresponded to Xhe aécendancy of.

Zen Buddhlst thought that rejected this mandalistic a groach to de51gn

Hmnanlty was cQunselled to seek no farther than the natural elexrents of

s

-the environment for spiritual truths. ’ . V|

In BEurope a parallel even 1f different and later, development
occurred. “The landscape garden was deve10ped due to naturallsm,

\
characteristic of the age of Enlightenment .,tOgether with a growmg

acquaintance of the’Oriental landscape architecture.” Argan continuess:

"Man was no longer trying to 'educate' nature accordlng to the preCepts\

of his own reason and sentiment rather nature, wthh in its prmeval

state.was assmred to posSess 1nherently all values of beauty and good-
w2

]

ness ... was .now educatlnq man .
' Whlle one might argue that the differences, between the archltec-
tural and landscape gardens is one of degrees of manipulation, I would:

like to propose that the deciding factor that distinguishes the two

.garden types is a difference in the gardener's view'of the relatiénship

of hu'manity to nature. - 2 B
o ! S . —

Y . - . I

. ~,

o0

l"The mandala’ is basically a representatmn of the U.nlverse, a

.consecrated area that serves as a receptacle for' the gods and as .a.

collection point of universal forces." Thé New Encyclopaédia
Britannica, 1978 ed., s.v. Mandala. o \ .

2554, o A oo
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. 5 .
There are differences between the architectural gardens of Islam,

Tao and Esoteric Buddhist, yet these were all attempts to 1ink humanity |

, tDtl'E COoSsnos . . ‘ oS

Although there are differences between the landscape gardens in

Bngland {(products of the E:nllghtenn‘ent and Romantlc moverents) and the
landscape gardens of Japan fproducts of Zen Buddhism) they both are wit-
nesses to attempte to integrate hunanity to nature. -
| Where the architeetural garden seeks a,.,link to the cogxnos,\l(tli_v1ne :

order), nature is seen as a raw.material. Nature is certainly‘sttx\ciied

and 'examined to find order on a miniature or microscopic'as proof of

 divine order and not as a source ‘for a plan. The ‘order. . in the archi-

tectural garden is born by the architectural elements, sjmple forms

are created for smple rellglOU.S truths. The authorlty for tbese forms
or design is humanity. | Humanlty .is separate from nature.

= In the landscape garden, humanlty seeks integration Wlth nature,
nature is the source and model. - Nature is the constant for change in

the garden ‘and nature is the authority the gardener turns t:o,l

* 4 s N v T

-

i 1When I use the term 'naturdl authority) I use. authorltj( in the

‘ sense of , 'that to which, or one to whom, reference may be made in

support of any fact, Opinion, action,-etc.'. . The New Webster's .

. Encyclopedia Dictionary of the English Language, 1971 ed., S.v.

auEhorxty "In this sense nature or humanity as an authority is . o
passive, they may be referred to by the gardener depending on her/his
personal or cultural preferenoe o .‘ '
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- ' : Generalife, An Expression of Human Authority

X
In order to examine the dlfferences of landscape and’ archltectural

g‘ardens, and the 1nherent contradlctlons in each, I have chosen two
;epresentativ.e gardens. . The gardens of the Generalife ,Palace,l and |
specifically those of the Patio Of the Canal, will represent the
archjtectural gerden; The exact date of the construction of this small
cruxiform garden in Granada is not clear, but Arab records indicate

. that it was already in construction and partially finished by 1319. ‘
It is enclosed by two loggias cn the east and‘v(uest sides and by two
two-storied buildings on the north and south (see Figs. 3-6). At the
juiction of the two .canals there was originaliy a kiosque. The water
in the canals was still and constantly renewed.by _underwef;er pipes.
The plant life in the garden comprised remarkably scented or coloured

© . flowers, frult trees, vegetables or herbs. The vegetation was set

_ lower than the canals and paths. Although the garden is surrounded by

[y

\ a number’ of .- towers (mlradors) that glve a view over the Plains of
¥ Granada and onto the Alhambra and Albaicin, the garden is closed and
A interiot in neture (see Figs. 15, 17, 20 and 21). “The house is a
garden and the gardén is a house. The garden is' tounded and limited
. llke a-habitation with a blue cellmg" (see Flg. 16) The garden had

' 'a prlvate and a publlc entrance, one for the sultan and hls family and

v, !

1

e Generalife is a Spanish deformation Of the Arab "Jinnah al-
e T Arif," which is translated as "The Garden of the Architect" or "The

Noblest of Gardens." Oleg Grabar, The Alhambra (Cambridge,
. Massachusetts: Harvard UnlverSLty Press, 1978), P.. 209. ,

2Jesus‘ Bermudez Pareja "E1l Generallfe despues del Incend_io de

1958," Cuardernos.de la Alhambra, vol. 1 (Granada: Patronato de la
Alhampra Y Generallfe, 1965), p. 11. ) : L .

>
[
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th:l‘a other opening onto the cit'y.

‘ \O The present appearance of the Patio of) the Canal is a Christian

" def maicion of the original Tslamic construction; in particular the

plant and’ water elements. were changed. The transversal canal was - - .
reno\zed and water jets were, introduced in the long canals. The klosque

was ;\eplaced by a fountan‘.n.' The plant beds were ralsed and the présent

chpiéé of plants dees not reflect the utilitarian ‘aspect‘of the Ar_ab

garden.’ o o

My choice of an Islamlc garden to represent the architectural . .

- garden was hased on its tradition of over two thousand Years of the

1

same ba51c plan. ' Starting with the royal Persian garden, quatra-
partite garden (a squafe of outside walls, cruxiform canals or walks, ,
a polygon. centre and c1rcular pool or fountaln) gathered in tn.me, both
" religious’and- phllosophlcal meanmg.

Generalife is one of the few chehar bagh' (quatrapartite) gardens
to have survived foreign and internal attacks on the palaces and
' gardens‘ of the Islamic Empire. ' Generalife and his sister palace '
Alhambra were. cons:Ldered by con’;emporaneous Arab writers as tm jewels
mthecrownoftheemplre. o '

Even the damage done to the gardens of Generallfe is of mterest
‘I'he damage to the water elements lllustrates that the Chrlstlans under-
stood and condemed the metaphor of the still pools of the ‘garden as
the’ pools of an Islaniic paradise, thus a veritable testarrent to the
ini:ensity Of the i‘mage. Having flestroyea the offensive ’par:ts after the _
Reconquest, the Christians used the rubble as fill, which has been L
. reoovered by‘ archeologisté and has become a major source of inforr.nation.' ‘ \/ ;o

'
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- Entsu-ji, An Bxpres’sion of 'Natural Authority

To represent the landscape garden, I have chosen Entsu-ji garden .
near the village of Hataeda, Japan.l‘ This darden is also very small.
It consists of forty-five moss—covered stones. These rocks were
gathered from the sea and placed in 1rregular grouplngs broken up by
clumps’ of bushes A variety of bushes make up the low hedge that
surrounds the garden on three 51des. The mixture of species makes for
a more 'natural’ effec‘:t. This naturalness can be seen in the other
plant elements; the .f:all' Japanese‘cypress and cryptomeria bellind the,
hedge and the bamboo grove behind the trees. The trunks of the trees
are used to integrate the view Of Mt. Hiei into the garder. This
integration is called 's‘halikei' and means, literally, capturincj or
borrowing a view. The fourth (west)-side of the garden }s.bordered’by
the temple. It is from the viewing platform of the temple that the
garden is to be appreciated; the viewer does not normally enter the
garden. o

| Although water is not physically present ip the form of streams,
ponds or waterfalls, the placement of- the rocks *suggests-the movement,
of the water (see Figs 26-31). Entsu-ji has both a secular and l

religious tradition. The gardens were originally built as part of the

villa of the retired E}mperor Gomlzuno-O'm 1648, After changing hands, . ..

the villa was converted into a Buddhist temple in 1678.. Although it

was never completely prlvate, entrance to ‘the garden has always been,

1

' - IThe exact locatior of Entsu~ji is Hate-cho, Yamaishikura,

" Sakyo-ku Kyoto. Its full name is Daihizan Entsu-ji, -"an ablreviation
for one of the names of Kannon Bosatsu, patron goddess of mercy."
Mitchell Bring and Josse Wayembergh, Japanese Gardens: Design and’
Meaning (New York: McGraw-Hill Oonpany, 41981), p. 103.

-
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and Stlll 1s restrlcted to festlval periods in the year.

P

My choice of a Japanese garden to represent the landscape garden

" is based on its long and rich tradltlon in that country, I reduced my ::'

cho:Lce to those that employed the 'Shakkei' technlque, as it 1llustrates ‘

a major conéern' of the landscape garden, that of .the mtegratlon of .
the garden with the envirOnment. Although numerous gardens employed

this technique, with the passage of tlme, the majorlty lost the very

view that orlglnally stmulated their composrtron Entsu-ji is one of

o

' The other main reason for Cl"DOSlng E‘ntsu-jl is that with the

passage of time the stones, orlglnally free of moss ard lrchen, now

3

. bear witness to the actlon of nature. As well the t.rees have grown

thicker and taller and have rendered the atimosphere of the Jarden nore

profound and serene. These changes illustrate the beauty of acceptance
. of nature s way J.n the landscape garden )

Thls essay will flrst cOns:Lder the basic mater1als1 llmltathI‘lS
and pOSSlbllltleS of nature's authorlty, and consequently how these
mfluence the gardener S awareness of space. Second, the rellglous
messages embodled in the gardens will be examlned The rest of this
essay lel present a portrait of the two gardens and a conparlson of |

"the approaches of the landscape and archltectural gardens to the

v

" concrete elements of garden des1gn. Thus the use of rocks, plants

and water will be discussed in both Entsu-ji and Generalife. The

“last two chapters will consider the relation of the connected buildings .

and the host cities to the gardens.

~

-~



- © CHAPTER II

POSSIBILITIES AND LIIVDZTATIONS OF NATURAL AUI'HORITY, \
" THE ENVIRCI\IIVIENT

Entsu—]l . ' . ~ ‘
Climate, Veggtatlon and Topography | N

Japan i‘; an archipelago dominated by three mein islar;ds; etarfihg
fro;ﬁ—gpproxmtely thJ.rty degrees latltude they stretch a dlstance of
about Cnhe thousand mlles to forty-five degrees latitude.: The widest
lateral range is small, ut the presence of a north-SOuth mountain. «

range makes, for'a radical .weather change from east to west. There is ,~"

as well, a steady change from north to south. The land is besically

humld with 1.5 metres of ralnfall on the average Tokyo which has an
average climate for Japan hasl about two hundred and fift,y dayskoff S
sunny veether. o

The scale of the land is small and varied. About one-eighth of
the land is arable. Most of the people live on the plains, espeCJ.ally
the Yamato Plain, where KyOto is situated. Th;Ls land is broken up by
short, broad, swiftly runhing rivers. As the environment is broken dp
into. hills and valleys‘ with"\l/erjy few large plains,‘ Gunter Mitschke
suggests that the Japla.ne‘se. hesitated to develop any gra.ndioee building
schemes, as they would undoubtedly break the flow of nature.

- Lacking wide open spaces; and living close together as they
do, the Japanese learned to make the most of small spaces.

. ' They were particularly ingenious in stretching visual space

- 12 -
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by ekagge'rating kinesthetié iﬁvolveme\en%. ‘Not only are their‘
gardens designed to be viewed with the eyes, but more than
the usual number ofe. muscular sensations are bullif' into the
experience of walking through a Japanese garden. :

\ The indigenous trees of Japan are oak, wild prune, wild vine,
sumach,, nzapie, birch and zelkov. Very early in the history of Japan
othe‘; trees were’ introdgced from China.

Kyoto, -1n terms of the rest of J\apan, is cooler and \iaetter than .the
Other major cities. The mountains that surround Kyotc; prodf;ce a less
temperate clJ:Jnate than that of coastal citfés' some thirty miles away.
They lock in the damp cold during the v;f;ntef and block out the cooling
wind; durin'g the'surmer The rivers that run down from them supply the
" city w1th its water source for ponds and garden rivers and waterfalls
that dz.mlnlsh sumer mugginess and heat. The mountains are also the
source of vegetation for t,he gardéﬁs. . The wet and cool climate caused
by the suryunding mountainso nurtures lush green vegetation, especi-
ally mosses. Mitchell Bring and Josse Wayembergh note that when the -
capital was transferred to Tokyo, .the attenpts to produce moss gardens
were disma‘l failures, because of the‘drier climate there.

Entéu-j“i is part of the second ring of Buddhist temples that
sirround Kyoto.2 The site of Entsu-ji, like the site of other temples
and i:‘r\perial villas was originally occupied by villas of a wealthy
court officiai and was buillt as a refixge from the city heat. 1In the
case Of Entsu-ji, it was donated 0 the Eperor Gomizumo—o', There

he constructed a tea house that was called Hataeda Palace. Later the

-~ .,

*  ‘Edward T. Hall, The Hidden Dimension (Garden City, New York: ,
Doubleday and Company, Inc., 1969), p. 51. Entsu-ji, like some other. Zen
gardens, is an exception to this rule. ,Only the circuitous walk up to
the garden corresponds to Hall's descnptlon, the garden proper cannot
be entered.

2

See Figure 56.

g

R
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"emperor Reigen converted the tea house into a Buddhist nunnery for his
) . ]. <0 . ) . W
foster mother, Enko-in. R

égace Awareness

Before dealing with the Japanese garden's relationship to its
site, it is necessary to explore the Japanese sense of space. Although
-the Islamic sensibi'lity is different’ from that of the Buropean or.
American, at least th;a terms are the same. In the Japanese context,
space has a much different meaning. In the Wes_t\, space is the obverse
of a tangible object. A box from the outside is an object and from, the
inside is.space. This mechanical and desqripti\:e view is supported by |
physics and nlatrenwz;ti:cs, two disciplines that did not exist as such in
Japan. "I‘heimeanhng of space as suggested.by Gunter Nitschke ’is closer
to 'place’; it is 'a space continuum that includes the space around the
skin and the inside. In, other words, all that is involved is Scme-

7

thing being there. 1In that sense it is infinite, as it can continue on
. ’ ' ' ®

and on. This experiential space is called "Ma. n2

Nitschke defines
three stages of spatial awareness that existed in the rqots“o'rL Japanese
aesﬁhetic;s' and they continue to exist: apparent disorcier, geometric
.Order and sophisticated order.

Apparent disorder, where nature is the basis of all order and

. organization, is dictated by the formation of such things as water-

“Mfalls, riverbeds and ravines. This respect for natural formation has .

\ts roots in the same Shinto animism that explains the importance of

. g

l'I‘his may partly explain the lightness of the design of the
garden. More yocks, hushes and trees softened the garden design, and '
consequently made it easier tO allow moss to overgrow the rocks.
: %Gunther Nitschke, "Ma: The Japanese Sense of Place,"
Architectural besign, Vol: 36 (March 1966), pp. 116-156 passim.

~

&
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stones and rocks. This®is in direct contrast to the Tslamic attitude towards

site, which, although acutely aware of the potential of'a hill or ravine,
would adjust and mold the landscape so that the garden would be broken
into terraces, where each is a leveled plot. ‘

" The orders of houses and towns of the Jogon and Yayoi periods

(early historical periods) are examples of apparent disorder. This town

planning was called ‘arare’ which means haphazard or fortuitous. The

. Japanese associated the random placement of homes on the Yamato Plain

with fallen leaves, 'rakka', scattered beach shells, 'iso—gai' or '

scattered beans, ‘mama--maki’.l It is important to remember’ that there

~ 1is a distance constant between these homes, despite the apparent disorder.

N\

* The next. order is geometric order. It can be seen best in the
Japanese capital cities. The pyra}ru'd sbcial and political structure,

with the landless river people and peasant farmers as the base, the

&

meréhants, sa‘xjurai and nobles resting on this, and finaliy the Emperor
as god at the ;cbp, fzorfesgonds to the journey to the éenltre of the |
city. Thus ‘the landless pecple and farmers lived outside the city
limits, the. merchants were restricted to the eastern and western P
extremities, and the homes of the nobles surrounded ths: centre of ’the .
city, the .inperial palaces. Within the -imperial compound there
existed a similar hierarchy of rings of accessmlllty tp/t‘ﬁaenperor
Based on the Chinesg model, these citles were a conscmus reflectlon

of the cosmic order. The nucrocosm, by mitatmg the macrocosm, .

could then be acted upon. to change the greater sphere. As well, if -

che city could effectively duplicate the celestial order,\' it would

L\‘ :
itschke, "Ma, the Japanese Sense of Place,” p. 117,
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g;hen, by associatjon, run on the same- power source. The throne was then
. '\ ,
¢
related to the ntral nountam "the immobile pltJ
S

o

The- last order is SOphlStlcated order. It tfanscends the geo-

-7 )
"L metric ordet* which is a plan for a statlc and two—dimensional world.

- The basic tools of.:thigs order’ are grow::}h and change: The underst‘a\rxiihg
of gearetry'and t.he in» ltan of nature's ,@rkings are augmented by the

‘understarkiing of naté:‘s prj.nc.ipies'., The Japanese designef and the

Japanese vzev.er keep an’ inage of geometrlc order in their heads while

» . =

allow:.ng growth’and*change move creatlow and perceptioen, to forms that

~

s . : 1]
resemble unsophlstmaj:ed order. ' . R N
: g b ‘
) \) A S N
. ’Shin', ‘Gvo’ and 'so’ ' T
4 . * \ ( "
‘ Sophlstlcated ordexr recogm.ses the geometric and syrrmetrlcal

'Y ’
elé'ngnts in the growth patterns of nature and moves from there by
1 @

intuitior. t0 ‘greater- freedom. This development is centred on the
degrees of formaljsm: ‘shin‘, *gyo' and “so'. 1In 'shin', all .

' .elements are visible and the work is conpléte. All the' interior
1
elements are very delicately balanced, and there are no wild or
L)

dramatic spaces or moveirents. 'Gyo' and s0' jcan only be seen within

the framlng deVJ.ce of °slru.n When the Sakutel--kl,l a twelfth ‘century
L ad

trea\tme on gardening, reminds the viewer of the anc:.ent rules, it is

’

[
> ! . N ’

" lAuJourd hui, soavent l'évocatmn du jardin japcmais paralt lige.
aux créations des moinezy Zen, mais par la lecture approfordie du Sakutet
ki, l'orxr découvre que c'est plutdt par ],3 création de jardins suivant .
ces préceptes anciens que le Zen a trouvé au Japon 1'un de ses meilleurs
s moyerts d'expression. Sakutei-ki, a book of secrets for the construction
' of -gardens is the oldest complete volume on garden design, written
during the end of the twelfth century by Yoshitsune Gokyohoko, who
reworked certain elements of an earlier volume of 1040 by Yoshitsumag

. ’ Tachibana, Pierre Rambach and Suzan »Rambach, Sakutefi-ki au le lere
- secret des Jardins Japonais (Geneva: - bert Skira, 1973), p. 1% .« e
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referring to "shi_n' ‘Gyo; is less balanced and often' more symbolic;

objec@ or vmds[&an sit m for elements that are not in the de51gn

\

'So!-is called 'bold freedom' or unrestramed freedom', two names “that. %
shou.’{.d not be rtaken too literally in Western terms.

:The 'so' garden st recall the pattern;of the 'shin' garden, at
least in the viewer'e mind. Tt is a cat’ and mouse game for contempla-
tion: not pushed enough, there is no nﬁterial for the exercise and
pushed too far, ﬂc is rendered meanmgless. The examples of sophlse: a

ticated order, ™~ 4 T Vs ,
7 : .

do not completely exclude’ geometry, &ey build upon it, use it -  «

when appropriate, transcend it when no longer adequate. This

leads tO a sense of beauty dependent on accident and incomplete-

ness as found in nature. TheYe is no longer an obvious unity

of form, but a unity of attitude that makes certain categories -

of humanly conceived dynamui and changlng structures, analogous

to those visible in nature.

) ¢ ! ‘ ' . K}
The 'Landscape and Its P’resentation in. Painting and Gardens '

7

A
: Befo"re spec1f1cally dlscussmg Entsu—]J. and its relat10nshlp to

its sitey the concepts of landscape pamtmg must be mtrod@d and
situ'ated in terms o\f 1 ape design. . ‘::'J )
* MJch of Zen Buddhist phnlosophy concerning landscape design

orlgmated in the ‘aesthetics of the sumi | pamtmg. 'These pamtmgs‘ .
" were sinple black and white ink drawings that hore a gﬁieat clalli—
graphic contentA. Theemphams wa’é asmfﬁuch on the form Qrawh“as the -
space that surrounded 1t If that space was not "in ~if;s‘en‘tirety
activated, then the painting had.failed. | Liké scroll painting, sumi
painting was not an a’ttempt to describe a whole landscape or /

A | \ K ~ Do .

AN
y -

1Ne1tschke, ,"Ma \’I‘ne Japanese Sense of Pla¢e," p. l3l
\/ N . "\ »
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event,, cloudy parts were placed between the objects not to- g‘ﬂe a sense

of something h_l.dden, but to- balance form and non—form. ThlS technlque, .

called un-en', ’FlOuds and smoke, was a poetic evocation of space -~ The'

' :unportance lle{ in the feellngs that rise up in thé VLeWer. It is

important to keep seeing the %{_‘d ‘not as a lack m the garden or

g

palntmg, but an mtegral part of a whole, where_form mterrelated,to

non-form beccmes ‘the arena for flux and_ transforn'vatiOn
& - N
!

Surmi. pamtlng is important in that it 1ntroduced the v01d as an .
L

’ mtegral part of desu;’h m -the 'gyo' and 'so' levels of v1sual organ-'

ization. As- well, sumi painting began tO present the problems related
to the 'connection of the foreground and the background. Zen garden
design like sumi painting holds a balance Fetween reproduction of, the
.l'andscape and the use of void to‘evoke the essence ofj tbe surrounding ‘

nature. What to present, and what not’ to present of the actual land-

H

‘scape, is the basic concern of borrowed scenery

The technjque of borrowed scenery began in the Muromachi per‘iod

‘(sixteenth century) andwas thoroughly developed by the end of the

seventeenth century Masao Hayakawa suggests that the JapaneSe weros
influenced by a Chmese book called an-yeh by Ll Chl—cheng,
which four technlques are discussed: borrowmg dJ.stant scenery, -

nearby,scenery, and borrowmg from hlgh and: from low. It 1s

s
4

R lAlan Watts siiggests that sumJ. painting is an attempt to portray
realistically a landscape, that Japan is a country of rOllJ.ng sea fogs
and mists rising up.from the valleys which are locked in by the
mountains, 50 that the landscape is literally full of voids. The Way

‘of Zen (Now York: , Vintage Books, 1957), pP. 178-179.

2Masao Hayakawa, The Garden Art of Japan (New York Weatherhill/
He:Lbonsha, 1973), p 140. \ .

v
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‘lim;/)ortalnt o point out that the Chinese had rore m comon wi_th' the .
Islamic cultures than they did with Japan in their choice of .scenery and
"’ ‘approach to nature. Their- tastes leaned unquestionably to the ex_otie

and picturesque, ahd the ideas eontaihed in the book are malnly con- |

* cerned "Wwith rendering most dramat‘ic any pa.rtic':ularl vi’ev%. ‘It is smewhad
doubtful how important thie hook‘ really was to the‘,devefopment of , -
Japa‘nese gardensgcertéin,ly, though, ‘i‘t’prOVided the Japanese with a |

‘vocabulary. a

*‘N/, \ Borrowed Scenery: ‘Shakkei' ' . f N
Q'Shakkeil' or borrowed scenery if concerned with 'ihedo'uri\' c_af)-‘ ‘
turing ,'alive‘ a landscape, ‘where there are 'distant views incorpora-ted‘\
lnto the garden settmg/ ! | |
/ L
There are, cordmg to Teiji Itoh, four essentlals to constn.tute
a shakkel garden "The first of th:se essentlals is that the garden be
) w1th1n the prem;ses of a bulldlng or a COmplex of bulldlnge 2 A com-
pletely enclosed ‘shakkei' garden is rather ﬁhlikely, though. Any Qa.rden
style may use the 'shakkei’ technique, those that depend on a single
pomt of view and a static viewer, and those that are called strollmg
qardens. The one‘garden type that would never uee the shakkel teeh—
nique is‘ a tea garden,' mainly because shakkei draws the viewer out of
the immediate surroundings and away from the intense concentréati:oh of

the actual’ garden and the ritual to which they are assmtmg It is

the architectural element that makes the view more than ]ust a view.

f .

v

]TEJ.Ji Itoh, Space and Illusion in the Jajpanese Garden (New York:
Weatrerhlll/’l‘ankosha, 1973), Kp. 15, - ) )

Ibbid’. ’ p' 29-
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The huldlnqs prov1de a philosophical setting for contemplatlon
The second essentlal is that the scenery to be captured must be

worthy and stable. l\buntalns (Mt Hiei, the hlgashlyaﬁxa range,
v

lehlyama and- Oto’hoyama for the gardens of Kyoto, and Mt. Edo for those

'of TbkyO) ; the Yamato Plam marine landscapes or permanent man-made

ob]ects such as J_mperlal tombs; all are subjects that last.

The thlrd essentlal 1s choosmg what to show and what to reject

: by trmmmg the view. This trimming is called ‘mikiri'. The usual

devices are a thick hedge or a clay wall trimmed with tiles on the top.

o

A hedge wall blénd well into the general landscape; it is ustally

planted with several different types of bushes. ' Entsu-3i, for exarple,

has a trijr'ming hedge that is ‘made up of camellia, sasanqua, tea bush,
gardenla, oak and Chmese hawthorn.
If a hedge is made up of only one species of plant it tends *0
attract the viewer's eye and at the same time distract him from'
the distant scenery peyond it. _Mixed plantings on, the other
hand, have the suitably vagué and unobtrusive character, and
this is no doubt the reason why they have been tradltmnally
used. 2
The fourth esse.ntlal is a capturlng dev1ce, serving to brmg in
the borrowed scenery It is this dev1ce that will open the garden to
3
a wide scale of depth and spac10usness The capturlng device can be a
natural element such as tree trunks, a wood, the sky or a man:made
N . - X
object or objects: posts and eaves, a stone 1antern, or a window.

The nost common form of 'shakkei' is 'borrowing' through tree

trunks. This is the method used in Entsu-ji. Only trees that have high

lower brar?ches,br trees that can be trimmed, can be used to capture

lSee Figure 52. N #
. 21pia. -
7 . >
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. soenery Another crlterlon is that they have farrly straight trunks so

that they do not oberexc:tte the view (see Figs. 42 35 and 36). These
h Y

© trees must also have beautifully textured bark, 'An excellent tree is the
© - Lo red pine; if a greater empha515 is needed on the intermediary ground,
' - then the nore te;ctured black pine can ke used.

’ ! 4

» - ; - In the case of E:ntsu—Jl, cryptomerla are used a few trees are
| ‘placed before the hedge and the greatest part are behmd it; thus, the
I E o ' transition is gradual. These trees have their. bottom branches trlrrmed
" . Vhen the garden vas first milt the trees vere obvmusly not as high and
| 2 consequently dld not cast as heavy or as large a shade as they presently

do. Irmtraud Schaarsctmudt—Rlchter explalns the effect of the mixed

c plantmg on the physmal sensatlons of the viewer:

, . De51gns conceived to lnclude landscape backe ?rounds ('shakkei') are
P of course partlcul,arly well suited to 'shoin gardens gardens for
contemplation .... In these gardens the spectator S eye prepared

. by the unobtrusiveness of the composition is drawn on the scenery'
PN that is mcluded borrowed for the garden.l e

‘ The visual contmuum of the VJ.ew (see Fig. 34) from the foreground to
Ch ‘ | ' \\\ A i
the trimming device, to the capturing device, to the captured or

' borr0wed scenery, reflects a philosophical stance concerning humanity

and nature \

. : . - The exper:.ence of these quietly flowing spaces suggesting that- man
. ' saw himself and his creations as a normal extension of nature, . as
: a par}? of it, not in fear of and resisting its forces, or enclos—
ing himself to gain an illusory sense of security, but in ony
. _ with them, thus opening himself more and’ more, becaming one with
. C nature's forms and spaces to a degree of being able to convey to
' Cy us, in his own forms -and spaces, the practical non-existence of
the distinction between inner and outer space. After all where
is the' inside or outside of nature?2 '
< ! '

\ ~ ‘ ' ‘ :
IK

A lImtraud Schaarschmidt-Richter, Japanese Gardens (New York:
} William Morrow & Company, Inc., 1979), p. 194,

L

2Nitsc;hke, "Ma:,g'me.Japanese Sense of Piace,“ p. 133.

«
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Cllmate Vegetatlon and 'Ibpography ' . .

: .

* " rest of .Spain by the Sierra Nevada Mountains.
Islamic kingdom is Granada which sits on 37° latitude.
RS s tO the latltude of Ryoto which is 35°

‘north Afrlcan—Medlterranean in 'contrast to the rest of Spam, which

the rain falls in the v}inter

\

Kyoto ranglng between half a metre and a met:r:e

" was descrlmd in the fourteenth chapter of Masllk a geographlca\l and

experiences a continental climate.

Andalusia is a broad north*based trlangle that is cut off from the

historical text on the Arab Empire wrltten in 1337 as follows:

The Kingdom of Andalusia (That Allah most high will preserve!)’

stretches ten days ]Ourneys worth on its length and three days

" on its width ....[franada is’ the present capital of the kingdom

and the most noteworthy city of the country. It is a large
city in a circular form made charming by the trees, rains, run-
ning waters and gardens, where they abound it is only somewvhat
exposed to the winds which come only rarely for the 01ty is
surrounded by mountains. Its waters have their source in two
important rivers, the Xenil and the Darro. The Xenil runs down

- from Mont Soleir in the south of the city. The mount is very

hJ.gh and is snow-capped in summer and winter and thus the water
is very cold. Consequently Granada is very cold keing only ten
miles from the mountain. Ibn Sadra said about the cold of

] Granada, 'We are permitted to forget our prayers and to drink

wine, somethmg otherwise forbidden so that we can seek refuge

 in the fires of hell, as it would be sweeber and gertler to-

suffer than the cold of the Soleir.t

L'

lIth Fadl Allah Al-Umari, Masilik El Absar, L'Af}:iqueL Moins
te, Vol. 1, trans, Gaudefroy-Demembynes (Paris: Dibraire
4

Orlentallste Paul Geuthner, 1927), p..22,

The cap;tal of the old
It is very close,

The climate ‘rpf Andalusia’ is more’

Liker most Mediterranean climates, ,
The rainfall is almost half of that of

The cllmate of Andalusia

R



' Space Awareness ‘ B | '

R |
- Strategic location
Francisco Prieto-Morenot explains that the particular /hifstoﬁical
characteristics of the region of Granada come from its geographica

location. Open to the south, it is in contact with the Mediterranean

world, and the Arab world of northern Africa and the Middle East. To

1

the north lies the' formiddble barrier of the Sierra Nevada. Thus for
almost a tinusand years, the plains of \Granada offered the Arabs .
security, peace and wealth based on agriculture which, itself, was
based on an‘ adequate water supply. \This secure position allowed the

Arabs a closer contact with the Christian north and the more fanatic— .

/

-ally devou,t Africa. The finw of this securi"ty and peace was a

radical change in the Arab culture, to whiéh the huildings and gardens

]
s

were witnesses. —

It is interesting to see Arab Spain in the greater context of the

extent of the Arab influence was limited to

. 4 .L ,
whole ‘Islamic Empire. Geoffrey and Suzanne,Jellicoe point out that the
{appnoxmately 40 latitude.

They suggest that this line is as much climatic as it is strategic.

-- The Arab political, social and religious structures were based on an

s/
environment consisting of hlghly-concentrated urban centres and

%

\
sparsely-populated surrounding areas, as was found in the desert and

semi-desert of the Near East. Although the Arab Empire did expand
! \

beyond this line it was never for any gieat pericd of time.

When the first Arab and Berber invaders-arrived they found that
- S

1

Yerancisco Prieto-Moreno, Los Jardines de Granada (wadrid:
Ediborial Ciguena, 1952), p. 9.

‘ \
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‘a large part of the R)nlan aqueducts, eanals and ditches were still intact
or at least easily repefrable. Al though-Arab englneerlng was not | - ;
greatly advanced, they respected, repaired and eventually expanded the /
.system. This is in contrast to their nelghbpurs_ to the north\who o
destroyed nest Romah constructions. The presence of a large number Of
water sources and an irrigation system to increase their effect dis-
tingu:.shes Andalusia from rnost of northern Africa. .
Having just described the quality of the Andalusian landscape, it -

-may appear contradictory to then state that the builders of the Alhambra
and Generalife constructed them as a refuge from a hostile environment. “ #
o To"resOI\{e this apparen‘t cdntraﬂictiOn, it is important to | X K
realize that; these people, with their heritage of tEQusands of years 1r~:
'the.des'ert, did 'not SO rapiély ~a.dépf to their/ﬁew environment. By
' narrowing james‘ Dickie's def’ihition of ‘Ori'enta’l to that,of the Neer and
Middle East, we can accept his statement that: '

The Arab love of gardens stems from the fear and antipathy which

the Oriental has always felt for nature in its hostile ‘aspect of .

| the desert, which signifies for him death, aridity Qand the
| resort of ogres and evil spirits.l .

To consider the influence of the Andalusian environment in

..general ad the site of "Alhanbra and Generalife specifically, a refer—- A

.ence to Paul Wheatley's six levels of Arab space perception is ! .

pertinent, 2 .

L

& .
1James Dickie, "The Islamic Garden in Spain," The Islamic Garden

(Washington: Dunbarton Oaks, Trustees for Harvard UnlverS).ty,”l976) '
p. 90. - e

. 2Paul Wheatley, "Levels of Space Awareness in the Tradltlonal
Islamic City," Ekistics 253 (Dec. 1976), p. 354.
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“In general they may be said to incorporate three sets of compon—

ents, namely universal elementary structwres (or archetypes) , which

exhibit a certain degree of invariance, J‘S.OCially or culturally condi-

[4

tioned ,structures, and finally,' some personal idiosyncrasies: 1

Y

1

L]

.

[

The first levek of space awareness is the earth's swface and its
atmosphere,, i.e;: . earth, sky and water (he excludes heav\en from this .
category). The second divisiqn is the subdivisions oOf the earth, that
unit to which each person feels he/she belongs. These two space'_cﬁ_v—:'LT
sions come out of humanity's\relationship tO the environment. ‘ The

- folllowing two diwvisions come from inter-human relationships; they are
in'thlg broadest level, the urban unit and its transitional ‘divisions,
and on the narrowest level, the house. The home compound is private
‘dOmain and thus implies the highest:_ level of territoriality. The last
_two cateqories are based on the body's relationship «to objects. The
“first is the level of furniture and the second is of utensils, both
are determin.ed by the body's parts and their movement.

If the connection of the Zen garden to 1ts surroundings is a cat
and mouse movement to the outside, the cbmecotipn of the Islamic garden
to its envimnmen.t is/‘a steady and dir;ect‘mvemer;t to the cént;e. Even
as the viewer leaves the centre of the gayden through the other levels

_ to the outside, hé/she is always aware of the centre as a point of
departure. (\ “ 7

Levels of Space_Perception

In terms of the first level of ‘space—awareness, the 'Islamic

gardener still viewed the sky as a hostile element, disconnected to

YIpia., p. 3s6.
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ex:.stence here on eart:h The sky transmits the heat of the s .Jut as
©well holds the rellef of rain. ' - :
In the desert the sky had predomlnated, eventually symbolized
on earth by the dome. In Spain the sky was less significant
because the more fertile and well-treed environment drew
. attention from the force and majesty of the heavens ....
Attracted rather than repelled by the environment, internal
courts now kegan to expand in imagination beyond the
enclosing walls.l ’
Unlike most Islamic gardens the Patio of the Canal was flinked by
" unenclosed gardens that vere in turn divided by hedges from fruit and -
’ve’getable gardens (see Flg.l ). It was completely separate from them
and they were not\ visi-ble./ This expansive plan was specificp to Islamic
Spain and probably is du'e to the steady water supply from the agqueducts,
the higher rainfall and the lower temperature of Andalusia. o
The functioning of the gardens and buildings of Generalife on the
_ first 1and second levels of awa.renesé are connected 'to the mirador (a
lookout towey and viewing platform). The picturesque s:patial mfa.renéss
'of the plain of Granada held like a bowl in the hands of the mountains
is clearly evident in ‘the construction of the mira:lo'r, which was
entered from a c103ed and isolated garden by traversing an qpen arched
gallery and then passing thmugh the first v1ew1ng platform directly,
Or by climbing a set of stairs to yet another level where the mirador
faces the open:ﬁ-iiﬁf Granada. This second view is in no way
related to the gardex\l ard the viewer is aware nore qof the_abrupiness
of the transition than of any sort of interconnectivés. ‘
On the third level of space awareness, which is the urban level,
Generallfe is tied to the city on a visual and audial level. The same

\
- .
i

_Lellicoe and Jellicoe, The LandScape of Man, p. 41.

¢
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mirador that opens over the plains of Granada also gives a view over the

city. * As already mentioned, the sounds Of the city, the call to prayer
f;:om the mosque, the s.ou'nds of the army ent:ering the city, and the
general hum of the market are reflectgd into the garden.

It is significant that the word used by Marie Luise Gothein to
describe the views of the garden, city or plains from the marador is
"pictmresque."l The choice of the word is indicative of the erphasis of
the framing device. The picture plane aspect of the view inhibits the
viewer from entering the surrounding nature. Originally there were
.three miradors that.fa&;ed out.from the garden: one that faced over the
ci/ty (see Fig. 15),.one that faced the Alhambra (see Fig. 12), and one
tl"xat was encumbered by later construction that faced onto the hillside
(~see‘Fig. 20). Especially from the northern Mirador, which looks over
the ci&y, one i‘s most aware of the precipice perched nervously over
terra firma. The view is picture postcard quality. This is be_g:aﬁse
there is no middle ground: to link the fore and background which is in
direct contrast to the flowing movement in the 'shakkei’ garder{. Thus
the Plains of Granada and the Sierra Nevada seem cut of scale ard seem
very distant. '

In sight of the Alhambra, and rearly in sight of the
Christian border (it wouldn't have been possible to ignore),
-close to the central kiosque in the closed Persian garden,
the look-out over the landscape, that offers us on the west
the nost faithful evocation of the exquisite rural Generalife
of the Middle Ages, not only through the .view of the urban
clusters with a medieval flavour like the Alhambra and the

Albaicin, nowadays almost completely hidden by new huildings
in Granada but also by being side by side with vegetable

i
]’Marie Luise Gothein, A History of Garden Art: From Early Ti

/
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gardens and orchards which provide a foreground, without
resorting to the embelllimmnts of mdermn gardens, roads
~and tourist attractions. S
: - ‘
Wheatley's fourth lewvel of awareness Of space is that of the
. P ' ) £
huilding. It is interesting to note the relationship of uildings to
- the site. The garden is integrated into the hillside by terracing, thus
each individual unit is like a fresh piece Of paper ready to be drawn
upon, yet not alone; they are bound by interlocking walls and passagés.

. N ' ( .
It is possible tO extend the scope of the unit to inglude the Alhambra,

to make One st/atement that stretches acrbss both hills. In this context,

the two palaces dominate t}‘:e two hills, and betwéen them they represent
winter and sumer, wealth and power oOn one side, and leisure and beauty~
on the other. One palace is entereé from the city giving access to the
courts or jails, and]\the éth;ar is entered to relax dur ing the aftemoon;
the first is the dA.lhambra and the second is Generalif;'e (see Fig. 2).

The many royal possessions of the Granada Islamic Kirgs enabled
them to maintain their inherited rural estates -— lands and

. uildings — with full comforts so they could use them and
enjoy them as leisuwre residence, and welcome important visitors

- to Granada, or to complacently watch over them when it was
convenient for plowing or harvesting, or sinply to practice,“in
a way, the nomadic customs that Islam had spread, often echoed
- in the simple pastlme of movmg from one place to another, for
the sheer pleasure of it, or in strategical flights. 2

On the furniture‘ léavel there are two constructions to consider, the
Water Staircase and the kiosque. ‘Although these are both architec- -«
tural elenrents in terms of scale, they are closer to furniture in

their telationship to the human body. The Water Staircase leads up

from the Patio of the Canal to the Patio of the Cypress of the
~ I '

rlPareja, "E1 Generalifg despues del incendio.de 1958," p. 29,
2 | . ’ ‘ L
Ibid., p. 12.
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Sultanas: Climbing the staircase, the viewer is toughed by a number of
stimili, probably the most notlcea,bibe\ls the sound of ,water runnlng
down the hollowed out handrails. The water is not visible though,
arched tiles cover the rivulets. It is only at the landlng that One
sees in the bowl-shaped node, a tiny g.zhirlpool of water (see Figs.° 130
and 14). At these landings were originally little.jets of water (see

A .
Fig. 12). Appareritly water jets once shot out from under the steps to

:surp'rise unsuspecting visitors.. On a more subtle level, the visitor can.

N
feel the cold sweat of the water as it seeps through the low fired tiles

covering the handrails. The laurel trees that shade the Water Staircase

now, corx.:espénd to ancient descriptiOns where they were praised for
their beautiful shade and scfant.

The kiosque also functions on the furniture level; although an
architectural construction the kenches in it allowed & relaxed' appre-
ciatgion of the garden. The kiosque was destroyed by th‘e Christians,
ut following written descriptions-and with some North African models, -
it is possible to reconst}ruct its form. It was probébly octagonal, :
with open walls and a émayll truncated dome. It was the centre of e
garden and so contained li:he conceptual centre poNint for the design.
Onoe seated i‘nside , the vi:sitor was at oncé in coxm\and of the whole
garden, with a view of/t}e‘gallgries and the miradors. It afforded the
same kind of security‘that' a"corhér does. One could not be appfoached
unnoticed and one's conversation could not be heard /out51de the kiosqye.

} On the uten51l level,: there is only the human hand. Contact ‘
Letween the hand and the garden was probably limited. Gereralife did
not ,incorpora‘te‘ materials that were chosen for their tactile qualities. ﬂ,

‘The most 'sedbctively tactile element within the garden was most

]

-

t

-
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™ ] probably the four stjll ‘pools. It is a basic human- instinct to tOuch‘ ip - . .
order. to verify if the water is reeel,lly water, and it 1s also a basic e N
- desire’ to make one's own lmprmt of radiating rmgs of wayves. But was

i T * -

L 1t llkely. that br)e woul;:‘i touch the pools,\';o,ther than su,rreptitiously?

Y B

. . ‘Alt‘hough there are Arab pOem§' and stories recounting kings striking -
’ o~ ¢ & . : . . o~ K -
- ~, pools and pulling out gold and jewels, or Solomon striking his huge pool- . o
\ - : e * -
of mercury, it is likely that these acts would have: begn more in keeping
N Coe L 4

: ’ with the .character of Generalife's sister garden, the Court of the Lion, - .

° r ” . . ' ~

"
in Alhambra. Similarly the washing of harids before prayers may have . -
been done in the pools hut it seems unlikely to me considering thelr
religious meaning. 'Other*than touchmg the still surface of the water N

" in the pools, the vis1tqr may have touched the blossom;'of fragrant

2 " .

. flbwers or beautiful blossoms. TFor the Islamic viewer, the infinity

LI . of the patterns of the flower opens up again to the world universe on S
: ) ¥ ’ AN

a mi{stical.and c0nceptual lewel. Connecting. the macrosoopic scale of ‘ LT
, Sky and plalns to the miniature scale of hand movements and zhe rmcro- -

scoplc level of opening flowers is CGod, syml;ﬁollzed by both the c1rcle
L ! - .
embracing all of ;reatlon and the poa.m-7 solltary and glscreet, opening A f
. o W . R Ve
up into the univegse.& This is the sn\bject of the next chapter,

Religious Messages. / ' \\ . -
. RN » \ ' ¢

H \ \ ’ a s N
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CHAPTER IIT P

POSSIBILITIES AND LIMITATIONS OF HUMAN AUTHORITY, c
RELIGIOUS MESSAGES

‘s
* i

k]
. s

\ The religious and political and literate influences on the gardens

of these two cultures are not e’asi\liz separated, and understandably sc,
- . < e

4 ~

as religion permeated every level of their activity. Relidion .has

«

always acted to sanctify political and soa'io—eégbom__ie hierarchies.’

The Islamic garden is a model of. P_qradlSe, anf Paradise is the
e T :

- perfect creation of God. God is created.to comply with and sanctify, -

L M

the existing structures of humangty. - The garden reflects political and
socio~economic structares as they have been sanctifiea/ by religion.
"The patrons of the Zen garden, daiymos and samurai were no less |

bloodthirsty and manipulative a group of powerbroker‘s than the Islamic

sultans and v121ers, but Zen is a personal path and as such is a refuge °

from. the c1rcumstances of political and economic power. It is the

garden as a refuge that best defines the landscape garden in general

" and the Zen gardén in particular. - .

On a metapmrica'l level these two religions influence the qé.rdéns -

quite differently, - Both Buddha and' the.god of Islam are all per-

- vasive; a series of superiativesz all-knowing, all-seeing, all-

merciful. Islam is different from Zen, in.that the Islamic god, is
"other," separate from humanity.’ Except for the poetic and ecstatic

elements of Islam, God does not.reside in nature\. The Islamic \/
. s
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gardener seeks ln nature the marks of creatlon.

\\KZen the issue is'not Buddha bhut Buddhahood. All thlngs are

v

imbued with the™ potent1a1 for Buddhahood As Buddhahood is all arSund,

‘the trial of each person is an J.nward Journey to dlsc:over it. 'I'he Zen

ga.rdener seeks out the soul of the elements of nature and sets out te

release its full expressmn.

’

Where’ God, because he' 1s the creator, could

set humanlty up to have damnlon over nature, Buddha was not the creator,

' but could show hunanlty'mw to approach nature.
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. Generalife ' ’ B
. .. . The form and.content of Generalife garden have antecedents in - " Jk\
. , . g‘ . - ’
religious images of the pre-Islamic Persign cultureand the royal gardens

'of that period. According to. Richard Ettinghaisen, "... in Islam there
' 1

:

exists both a sacre'é visionary and a secular heddnistic tradition "
.He continues hlS analysis of these two tradltlons by trac:Lng their

‘conmon or;gln as a response tO the ecological COI’ldlthl‘lS of Per51a

N - . N

which is dry, arid and badically monotonous with only a few lush oases

‘ A ‘ 4 ~
. ir -and mountain plains to break that monotony. ., ‘\
Man then went beyond this natural phernomenon and with special -._ ) y
R water installations created the garden, and especially the ' ‘
3 formal garden, as a higher form of relief from this fomless
. ' ‘ and hostlle environment, N . - ¢

-

-8 The relatlonshlp of power to the garden is clear in a region of

-

- the yorld where the construction and upkeep of these luxurious and '

I . lwuriant gardens would require the commandsof immense power, capital ; !
and labour. On a more poetic level; Pierre Grimal suggests that t&e
relationship between power, and the garden is illusory. \
. Merveilleux accord entre 1'idée de puissance et le ]ardln, Jqui
o est soumission de la nature, de toute de la création, ay pou™
o o ‘4 voir de-l'esprit humaln Adam, lorsqu'il fut chassé du Jardin,
‘ e parce qu'il a c&dé a la tentation du SAVOIR, perdlt sa royauté.
. Mais pourquoi fallaft-il que le jardln et le savoir ,ﬁgssent
1nc0mpat1bles? Si ‘il est permis de hasafder quelque opinion | oo
. sur un tel sujet, on.dira peut-etre, assez rudement, que le . g
-, jardin est un lieu ' 1llu51ons, ou le Roi est flatté, bercé, ou
1'on a accumulé les preuves (souvent lmagmalres) de sa tout— Lo
puissance. Il est le théatre qui fait de lui une divinité, 3

~ il \ hl
., M . I3

i

o " Y
lRichard Ettinghausen, The Islamic Garden (Washington:
Dﬁnba:top Qaks Trustees for Harvard University,.1976), p. 7. -

)

- ’Ibid., p. 7. - : | e

3PJ.erre Grimal, "Jardin des Homnes, Jardins des Rois," Jardms T ’
N Contre Nature 56 (1976). pp. 70-71.
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.Dickie states:

Thig geometry was further accentuated by terracing the forms. The ° ~

" refl ted the surroundmg plants and trees, creating a confusion ef L

= . .
- . .
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Zoroastrianism and the Royal Persian Garden B
N . o ¢ ‘ .
’ The royal gardens in Iran were rectangular, enclosed, and divided - ‘.«

\ . . s \ 4
"intofgur equal parts. There are various explanations for this; James
)

-

)

" This icopography,.c sely cohnected with the mandald of Buddhist "

iconpgraphy, expresses a vision of the universe, a life 1
*  which,'by virtue of 1ts adaptattion by conquering Arabs i as dis- *

. tributed throughout the entire extefit of their emplre ' . . .
The early gardens had a central water tank that was fed by under—

‘. ’ [ 4 a , .

ground tunnels, p“a{tiy to reduce the evaporation, and no doubt, to-add

to the shock and splendor of" water splu‘ting Jout suddenly from nowhere. - ) ' ‘
The feorms of these tanks were reflections of the gardens: regulaf and

1

geometric, varyingl between ovals, cL;rcles, squares and reqular po_ly(gons.
gardens contained ,a.central fountain, that was placed apO\qfe grourd | .

level, ‘with,tﬁe wayer flowing into a pcol or pools. These pools .

hei t, debth and dimension. The central fountaln.was sometimes

P - —_— e <

replaced by a klosque which was rrultl—storled to provide a dramatlc )

view and a fresher, cooler breeze on the top storey The plants in

\ the: secular garden were often exotlc :meorts from Chma, the Persians,

themselves, were not capable of cmss—breedlng The plants were, placed
in pots. Col‘ourful, flowering, and fruit—bearing Rlants were especi-
ally valourized.  The rose was ’ubiq;gitous; in fact the Arab wQrd for

plant and rose is the same, ‘qul’. Trees were sometimes gilded or com-

pletely replaced Ey artificial trees of precious netals arii jewels.

L3
~
N <
- . —

[} Q K ‘ [

.

lpickie, "The Islamic Garden in Spain," pp. 90-91.
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edpnistic tradition emphasized the extrayagance, the love of

water and the sensul aspects of the garden. 'Another'tradit'ion, "sacred

and v151onary,“ augqaented and sanctlfled the hedOnlstlc Ewtlon .
]

VIt is useful to start w1th the adventof ZOrQastrlanlsm in order o
trace the sanctlflcatlon of ‘this garden design, whlch w111\ be herem . ‘

referred to by 1ts Arab nare , chehar bagh.. In 32 A. D p ZorOastrianlbm

! , . ©
was the state religion Qf Persia, although it had been a major‘

influence on the culture for some centuries alread&l ThlS rellglon was
very acceptlng of sensate needs and feelmgs, and though it 1n518ted

upon-the ho iness of family and agrlculture, it did allow its adherents ' ’ . ' ‘

a wide var, ety of daily pleasures. Partlcularly\ 51gn1flcant was the :

tradition that three days after death the blessed would rise am:)ng sWeet

-
.

smelling flowers and be greeted by beautlful .maids, who would 51ng Jthe s
praises of tbose who had resisted harming or cuttmg do%n trees. Thi% |
. . )

v . . ’
.established the hyperbolic paradise imagery that was so well elaborated

later by the Moslems. : ) - .

. T ! R >

A . -

The 'Chehar Bagh'Sanctified by Islam - AT B ;

By 651 A.D., Islam had come to replace the.old rellglon, and

although not as tolerant as Zoroastrianism,it dld accept the sensuous

®
’

'garden Jmagery, and added tO 4t a more elaborate signlflcance Agam'J o

the ma)or, elegents of 10\fely ool shade, fragrant blossoms, and !

'

7~

fountains were used toidescribe'paradise, and the black—eyed maidens,
'houris, were joined by equally as lovely ‘ghilman, black—eyed bo‘ys".l .
3 B - . . Y Al .

f . or - X .

(,e lArthur J. Arberry The Koran Interpreted (London: Oxford
Unif r51ty Press, 1964), LS a 78/34, as quoted by Annemarie Schimmel,
*The Celestial Garden," The-Islamic Garden (Washington: * Dunbarton

Oaks, Trustees for Harvard University, 1976), p. 15. .
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" rivers flowing under it.. - : . . .
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»

Middle' Eastern tradition had already divided thé world into four -

.
L1

partsy to cOincide with the four points of the oonxgass Islam, follow-

. 1ng the Judeo—Chnstlan tradltlon, divided the world by the four r‘J.vers : s

'of Eden, the Gehon, J.dentlfled as the Nile, the Pison, 1dent1f1ed as ‘ _ 3.

-~

the Ganges and the Tlgrls ‘and the Euphrates< -The connectlon -was ea31ly o

drawn between paradlse lost Eden, and the Paradlse of the blessed the
/-

A

.same place becoming ‘the flrst and lgst dwelling place- of humanlty In - ° ,

sura 55/46 75, Parddise’ 15 described as two gardens with two frults,

-,

two fountanns, etc. 'and continhues: B O whlch of the I.ord‘s bount;es

. "

w1ll you and you deny’>"l whlch propelled the pmus to mterpret as a ',‘ {

dbublmg of the twin garden to make the quatrapartite garden, which ) <

then corresponded to the -guadrangular royal gardens of the previous . ‘ *

t

Persian dynasty Thus Paradlse was a garden thh the water of four

4 A}
Y

1 , - ) J . N
The Moslems, overwhelmed by this mania 'for multiplication, took
the numero’logy of the Quairan one stage further. _ Iln 'Arab 4. 1240 . 3 .

- o L. ) - i " s .
wrote—thatParadise wa:—aiscrdlv.tded ifnto three levels: one a garden .

- 4
v

for children who had not reached the age of discretion before death; .

.one for bellevers who had to serve tiré in hell, and one for true

] L

belleyers, who- could . go stralght to heaven. This later Paradlse had -’
eight levels, whlch can be'seen as adoubling of the quatrapartite ,' .

garden, i.e. 2x2x2.' This was proof that @'s'mercy is greater than ..
. ) : Ny .'f . . » N
*his wrath, as hell traditionally had seven levels. , - . .

Annemarle Schmmel suggests that this is mtheheaswat

’”~

the garden pav1110n in Islamic cultures were octagOnal, "hasht

-

\ ]

. . - >

" lpia., p. 2. P . L ’
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, - bihisht."* 'From a geometric point of view, an octagonal pavillion "fits" °
.o . ! ‘ . . . , , ) ‘ ,
in'to a fouf-part garden easily. The mathematical-spirikual parallels "

. ’ , | . . J .
\ . , are fascinating. Thus earth could be perfected in the .fourrsided *

L r ~

T garden, whlch itself was' only a pale shadow of the elther elght—tlered,

- ’
‘

or oc‘tagonal paradlse, which was again-only a rough versmn of the per-
vt _' ' fection o,f God, who was symbollzed by_ el‘gher' the5c1rcle. or the- point, e
. . 'infinity and nothingness. The parallel mathematical progress’is from

a small regular polygon to one with a greater number of sides, to one .

1 \

N .with an J_nflmte number of s:.des, which becornes one and none, the

‘

square, to the octagon, to the circle, and po;nt. ~_
. ' Although, frOmthe beginning Of Islaxﬁ, /SOIIE \relj'igio.us novements .
% attempted. to spiritualize paradise as an abstract state of' grace, and/ =
. o not a real or ph\ysical‘place, they never supe;rceded the pe\ndenc{z to see .
it as a glorious extension of the roy:ai garden. The moOst sncz:essfnl of
mystics were those that sbiritual‘ized those sensuous,. ear;:hly things.
. " Ruzbihan Bagli of Shiraz d._ 1209 wrote that one could find spiritual R

L recreatlon while, .1ooking into the face of the keloved, oOr by con-—

¢ .°

o ¢ texrplating water or“plant l'ife. This keing very close to Zen con-
Tl . templative practlces, it dJ,d not, though, become a dominant concept. '
b h ' C ‘ Schn.mmel explalns that thls idea vfas gradually elaborated - .
< 7 i ' wher.;eby plants were represented like angels in constant worsh%p of '

®,

Allah, in, barticular the plane tree " fatiha' whose leaves resembled

'
Toe

hands praylng Even leafless trees in wmter were spiritualized to-

Y]
i recall the salnts *bi-bargi®, those who had embraced absolute powerty.
’ Y ' \ : .
b Religious ("_‘garden'me_taphor was never sO beautiful as rain symbolizing
o 1, . ‘ -

Ibld- + Do 21}

'
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meaning mercy, can be used to mean rain).

ise, be it voice, scent, breeze, growing

the mercy of allah; ' ("ramet,

Y

"In short, every,th.i.ng\ in par

‘ah, si \ci}verything is'finally lost in~

andl the world surrounding him. Inthe context of the garden, t}ia.t
' ic garde;‘ler's elationship to the -
nathral elements. The Tost J.rnportan concept (one that is fairly

ac

551ble to our Western mJ.nds) is

ight even call it linear;

mathematlcaﬂr v1ew of the world one

Soetsu’ Yanagl recogmsed the cofitrast between this tralition and

P

the Zen. Altfough he is referrlng/to Chrlstlanlty, it 1s\equally valid -

for the Moslenm tradition that,

God is an absolute being, distinct from that finite being called
man; God is creator, man created. It is thus a fundamental
characteristic ©f Christian philosophy to perceive the existence
of God as independent from man-.... The Buddha on the other hand
is ot a ¢reator, as is suggested by his name, he is a man who *

. has achieved Enlightenment. Every human beping, according to
Buddhism, may become a Buddhz;‘;2 .

©

lvia., p. 13.

7

J’ ' 2Soetsu Yanagi, .The Unknown Craftsman A Japanese Insight
/ Into Beauty (New York:  Nodansha Internatlonal/U S.A. Ltd., 1976),
‘p_o 630 ) ‘ « . :
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The core Of Islam is the idea or belief in the absolute nothing-
, o Y

ness of all,. before the aloﬁen'eés of God. Seyyed Hossein Nasr wrote: |
They (the sacred tradltlons) are, however, the Pridge }rom the ‘
periphery to the Centre, from the relative to the Absolute, . '
from the flnlte to the Infinite, from nultlpllc1ty to Unity. 1
. /
) e o/

‘Hence, humanity sees itself out51de of Ult:mate Reallty,

. .. ultimate Reallty is at once Absolute and Inflnlte, the
source of "all teing, of all consciousness and of all life,
Jtself beyond form; it.speaks to mankind through revealedy

~ forms which, while externally bound and limited, cpen up .
© inwardly towards the Boundless. 2 i 4oL
Islamic artists see pattern (order in 'revealed foL\'s ) as N ’

ennobllﬁg matter. ?eyyed Hossein Nasr refers.to Islafic art as

aruconlc, i.e. the spiritual WOrld is revealed in the senSJ.ble worlgi
through geometry, symetry, rhythm,'and repet}tion.3 ' ' .
IN . !

Keith Critchlow suggests that,

-
-

. . ¢ mathematics was integral’ to his o(the Islamic artist's) art
as it was a 'universal structure supportmg the intuitive
1n51ghts that characterize all true art'. 4 . °

.

From this, Critchlow points out that geometx!y and mathematics are

o

+ structures for a two—dn.mansmnal vorld, and that this is partlcularly

well sulted to the celestlal world; that is, one step reroved from °tl'ne

three—dimensional corporallty of this world

The paradisiac v.orld or world of motivation, 1ntelllgenc:es,
eXJ.sts only tm-dmensmnally, the principal belng that as»- Co

-

lSeyyed Hossein Nasr, Introduction, Kelth Critchlow, Islamic
Patterns (Dondon- Thames and Hudson Ltd., 1976), p. 6.

keith Critchlow, Islanic Patterns, p. 6,

3Ibid., pP. 6, et passim. -
' /

Y1pid., p. 8. . -
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-archetypes are 'released from the limitations of exiitentiality ‘
so0 also is their confinement within the* dimensions'.

Seen from this perspective, the form of the 'chehar bagh'becomes more
than just.pious metaphor for the relationship of humanity to the earth,
paradise and God, hut it becomes a key to the wiverse. The imposition

of"a circle in an octagon i; a square on a parcel of the landscape

becomes a mode of revelation.
‘ g 2

1] <]

Islam in Spain

In discussipg the religious influences on the .GeneralifeAgardep
it is h@rtmt to mention the special social and religious climate of
the Islamic sté‘t:e in‘ épain. The attack on Spain by the Moors reached
Toledo; the ancient capital of the Visigoth Spain, in 711 A.D. and
thereby securing ‘cOntrol of Spain. The Umayad family founded the
first dynasty in Islamic Spain. This dﬁasty has been’ characterized
as bleng extraordinarily tolerant of non-Moslems. An example of this

is the substantial evidence that Alhambra and Generalife were built by
it

+ a

a Jew1sh chancellor, Yusuf ibn Naghralla.

. What is important is the lrellglous tolerance and consequént
liberalism of the period. Oleg Grabar explains that the society Of
Islamic Spain was not a homogenous recial or reiigious un‘i‘%‘. Besides
the conquered Iberian and Visigqoth peoples, themconquerors were a
mixture of Berbers and Arabs, soon to be followed by converted
Byzantmes, and an enormous number of Jews. As well as amove to

religious tolerance, these Arabs began an intense study of Greek texts,

particularly Platonic texts, and moved to a secularism in art and 1ife.
1 , -

Tbid.
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: f It was noted by Al-Maqqari, a /congemporary histOriari writing in Morocco,
o ) 7 " that t}'xere were at least three statues of the human figure in Arab Spain

. . and a nunpér of animal statues.q, Although mot the rule, they are
e . L. indicative Of tte, - !

. ... progréss of secularism, sensuality and the humanities, which*
. I think, is indicative of a renascence, makes itself felt as an
v C entity pervading many areas of life, including those Qf archn.-
| tecture, sculpture and secular love, now newly emphaslzed
4 ¥

. The following poem by I Gablrol, a Jew from Malaga, reflects the

;

.. celebration of the greatness of Gd in terms that are Jewish yet

acce531ble to his Arab patron Its subjeqt, in general is, art (a

subject that Bargeluhr pomts out wuld have been impious in an earlier
7 )

or later age) and in particular the movement of the viewer from the

castle to an interior garden.  (Bargebuhr presents a strong argument,

stating that this is the Alhambra garden). What he describes is a

-2 t
/ ’ 'dream Kingdom of his own in the tradition of his Biblical naresake

Solom)n'.2 Writing of the water, he exclaims:

. to sprinkle the plants in the beds .
and to shed on the lawns. clear waters (hosea X11i'15)

2rd also to water the Myrtle garden:
They sprinkle the tree tops like clouds.

. the fragrance of which is like perfume fragrance
as 1f they vere thurified with myrrh-incense.
(Song of Solomon-iii 65 iv 14)

_ and further abbut flowers: .
Flowers lushly alaandant, full of enchantment
like roses, nards ard canphor blossoms, (Song of Solomon i. 12ff)

¢ /

]'E‘rederick Bargehuhr, "The Alhambra Palace of the 11th Century,‘"
Journal of the Warburg & Courtauld Institutes, vol. 19 (London:
London University, Warburg Institute), p. 201. .

«

2Ibid. , p. 198. ;

~
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. They vaunt themselves, one above the other
(they are all choice, however in our eyes).” ~. . »

.The very walls are reduced. to.two-dimensional surfaces that carry .

repetitive statements, "Power is to GAd,"™ "There is no victorious one

Al

-

. . . “ ) \
boggling intricacy pushes the viewer away from the sensible here and

now, to the e‘ghefeal.

Libid., p. 199. ‘

Oleg Grabar, The Alhambra (Cambridge, Massachusetts. Harvard*
University Press, 197 3), . 135. '

. . , .
" o~ ’ ‘4 :
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at God," ‘and so on. The sheer intensity of the carving in its mind-

. .
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. Shinto and Tao , - L

P
)

. .Three religlons influenced the Japanese landscape garden. The
R e, : )

oldest and only indigenous influence was that Of Shintoism. Until 552 %

A.D. , it was the domlnant rellglon of Japan. It was marked by two

\glements ancestor worship and nature WOrsh;Lp With the introduction of

-

. Buddhism, f
le shintoisme subsista, mais, sous la forme d'un‘culte d'état,
tout’ extérieur. BAprés une opposition farouche, et au cours
d'une histoire treés mouyementée, on tenta de fondre shintoisme
et bouddhisme. Le_shintoisme'y perdJ.t une bonne part de’ son

" contenu spirituel. .

<« .

It is a Shinto belief 'that every hill and vale, rock and tree , sea and

. s . /‘, . o .
xtivulet has a spirit, 'kaxgl' that must e’ addressed and respected.
- . Y

Virtuous ancestors, remarkable natural formations, and even certain

. ptenomena all can be deified. In fact there are almost eight hundred -

~  Shinto deities. Shlnto has no reqular coumunal worshlp like 2

Christianity or Islam. In consequence the temples are very small and

structurally resemble ancient Japanese houses. Priva.te worship .takes

place in the home where the social and sexual hierarchies of society

are reflected in the important role of the male head of the family.

t

Public worship takes place in nature. ¢ . ) ©

Des cerem)nles publiques se déroulent en tout endroit qu'on peut
supposer  étre la demeure d'un dieu: dans les montdgnes, dans

les bois, .le lony des riviéres. L'un de ces lieux est illustre:

le Fuji-Yama, montadne située au sud-ouest de ‘Ibkyo, et qui est
considerée comme une montagne "sacrée. 2

4 Y . ' ‘ v -t

-

4

1

Encyclopé&die unlverselle, 1962 ed., S.v. "le shintoisme," -
pp. 284-285, ., :
2
Ibid,., 'p. 288.

o - »
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The impact of SHintoism on garden design,klay in the spiritualiza-

7 & .

-~

tiofl of simple, common objects.

The second religion to'have an influence on,the structures of the

Tapist principles as such tock a weak nold

At

in hJapan'; a;lthough admired and followed" by the Japanese, they were not

. Japanese garden was Taoism.

well understood. Taoist emphasized the mystical experien_ce'as a pér—_

sonal pheno:nenon more than a set of structures for soc1al behavmr )

Two main pr1nc1pfés markecg Tao: the importance of smlpllclty and the .

search for emptmess'. Tao was a wa'y for Ehe self-initiated élite. - Tao
a -

* provided a thsical .structure_ fog garden c}esign “from which the Japanese

-
.

-

could stray, mdify or finally discard.
a lesser extent in Japan was a'mandala’ or microcosm pattern after the

gréater macrodosm, the universe. The world was supposedly divided into

four quarters, each guarded by a sacred beﬁmg that; if yespected, would

. bring prosper‘lty Lorraine Kuck suggests that this was the origin of

the 'chehar bagh'garden. The lndlrecgt 1pf1uence of Taocism through

~

Buddhism to form Zen is much greater than its direct influence.

. v .

Esotdric ‘Buddhism . o

The third religion to haye an effect on the Japanese garden was

Buddhism. This influence took two forms, that of an early Esoteric

Buddhism and later Zen Buddhism. . y
The construction of the Esoteric/‘B’uddhist( garden” of the Heian’

period bears a large number of resemblances /to the TaOlSt and Islamic

- gardens. They too were mandalas, representmg the larger world order.
Like the Islamic garden, the order of -the garden was two—dimensional

and this was never visible to the viewer; it depended on the intuition

. < *
. . i
Ay
/ T LI f - . b(

The Tao garden in China and to

[
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AgeOmetrié:n regularity on the two—dimensional level. - —
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of a bird's eye view. Thus, the dominant feature of these gardens was

. {
. ‘\
Sakutei-ki ' . ‘\\ .

s

Sakutei-ki was written when the aesthetic-—reli\;iOus strictures of

»

Bsoterlc Buddhlsm were on the decline, hut before the organlzatlon of a

LY

Zen aestheth. In it, though, can bz found the germs of Zen garden
design. The description of de51gn shows a great sensitivity to visual

and spatial'order, but the explanation for these rules is religious and

A
-

superstitious. Gerard Barriére wrote: ,
.j .. nous nous trouvons plus, avec+le Sakutei-ki, en presence d'un
traité de morale que ¢'esthétique. Nous y cherchons vainement
les termes beauté ou laideur mais y trouvons. en revanche de
nombfeux interdits seulement compréhensibles a ceux qui connais-
sentt'existénce d'uh ‘ordrd codhnique et mythique de 1'universy,
ordre qu'il serait catastrophique de bouleverser ou déranger 1
seulement un tant soit peu. Cet art est d'abord art de respect.

+

In the mandalistic view of paradise there are seven parts.2 These

-are all represented in the mandalistic Esoteric Buddhist garden. Some

of _thé relations are obvious as in a gardeh pond representing the

treasury pond,.  Others are more Obscure, as in an island in the pond

representing the trinity. There are numerous religious conceits:asso-
v N . - N 7 N

ciated with the Esoteric Buddhist garden. Amng them are the idea that

an auspiciougs design would influence the spirits; that ong could leave

3
* \

lBarrlere, "L emotlon que peut donner ..M p. 62,

2‘I‘he /seven parts of paradise are: Bugaku—e, a pla%:e of music.
and dance; juge-e, a holy place under the trees; rabutsu-o, a place
of' the samts, hochi-e, treasury pond; sanzon-e, Amitabha in trinity
(the merciful Buddha); horokyuden—e, treasury hall and koku-e, place
of the angels and animals. r%
/ VRN

s
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this detestable worla* before death ('enri—odo') or 'that; one could seelz
.(salvation or paraiise’in a righteous garden ('gongu—jodc{)%. These were
all based.on the &i—pmtim divigion of existence, heaven-earth-man
(ten~hi~jin) where heaven is part of this earth, humanity is pagt of
'#”Me, nature is part\ of earth and therefore humanity can attain
- 'heaven on this earth. It is in this last conceit that we find the ‘germ
. of Zen thought. With timep gradual ana abrﬁpt changes occurred that
. left Esoteric Buddhism kehind and led to the rise of Zen and conde-
quently the developrent Of the landscape ‘garden. “

Zen bedan to posit the idea that i\f Buddha was everywhere, then it
tbok no special ritualistic configurations to recall his presence.. By
the thirteenth century they had started to substitute images of the *
Bu\dfhist tripitx with images of animals and finally to only mark the‘ir

N b ' \

place with rocks. It is not far to go to %ﬁere the."... deity might be

revealed a8 nature itself e . ‘ ' . o

- P I3
The importance of seeing an objéct as itself, and nothing else
!
came at the end of this evolution from Esoteric Buddhism to Zen

- Buddhism. Rocks which were ofiginally named as the various Buddhist

. | saints or triﬁiti/ symbolized .the saints, then the rocks started
standing in for the saints and finally they were standing in for
' them\selves as nuchB Buddhé as anything else. The emphasis of design
' ;;for Buddhist monasteries was shifting 'with the developr;lent of
aesthetices (albeit spi'rittializ;i?).\Eo design for. individual private
gafdehs. The final blow to Esoteric Budcllhist'garden dga‘sign was the = -

s

.
> L

lTelJl Ito, The Japanesq Garden: BAn Approach o Nature (New
Haven: Yale University Press, 1972) p. 168.

L

N
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belief proposed by the’ Zen priests that chancje was a symol o ern;'.tfr

. J
and nature, and that immatability was a symbol of‘death; _Therefore

.

geometry and symmetry were not at One with nature and hence tha!uni-

‘versal order; ut were in fact deadening structm:es.l

*

Zen

4 I have in the past committed myself,.to the opinidn that art is

not essential to religien), nor religion to art. The aesthetic
impulse is inherent in , and the only question for the
philosopher of art is to what extent a particular religion
educates or inhibits-that limpulse. I still consider such a
statement true, ut Zen Bul hism of all religions is t}ine one
that most spec:Lflcally educates the aesthetic impulse.

- In this excerpt from the forewof;d to Zen, Rocks and Water, Herbert Reéd

. N "
acknowledge$ the importance of aesthetics in Zen Buddhism.3 As the

spiritual development of Zem is centred on perscnal discipline, rather
than a moral codg, the aesthetic dlsc1p11ne of the artist was easuy
spiritualized. The goal of any Zen Buddhls’c is the attalnment of -

enlightenment, which can be described as freedom from duality, by

l reaching Non-Dual Entirety, 'Funi'. This freedom.is not to be con=

- fused with licence, which is simply slavery to the self. There are

two ?oadsN to enlightenment, one is the easy road called 'Igyo—do’.

!
\

a

’lSome of the contradictory advice given in S&kutei-ki is probably

a result of the struggle between these two approaches to design.

25ir Herbert Read, Introduction to Frederick Spiegelberg, ge_'rl ,
Rocks and Water (New \York: Pantheon Books, 1961), p. 7.

3H15tor:,ans propose three main sects of Zen. 'I‘he 0ldest is the
Rinzai sect which was the first form to arrive from®China via the monk
~Eisal at the beginning of the Kamakura period. It is this ‘sect that
most ‘influenced garden art and Entsu-ji in partlcular, “even though the
other two sects Soto and Obaku were installed in Japan by the time of '
' the construction of the garden.

\
)
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For the artist or artisan this means reliance on tradition, repetition
and-.utilitarianism as a guide to form. The other hame for this easy way
is '"Tariko-do', the way of the Other. With repetition and freedom from

ambition, the artist attains dexterity and sureness. The strength of

S

the work lies in the himble acceptation of tradition and is limited by -

the scope of that tradition.

1 v
)

The other way, the Way of Hardship or of the Self is called “
'"Jiriko-do' or 'Nangyo-do'. This is an individialistic apprpach. Here

& . ! . *
discipline is refuired to rise ‘above"rduality, i.e. .the spell of two
(self and other). This road to enlightenrent avoids 'self’, 'other',

'desire’, 'emotion', and interestingly enough, 'principles'. The artist

or artisan that folléws this way depends on chance and very often a high ¢

level 'madness' or 'drunkenness'. The artist or artisan must wrestle

alone with the prg)blerns'bf form and fin

singular solution. Which-
‘ *

. :

ever of the two approaches to enlightefment Yaken by the artist or

artisan, the source of visual imagery always Xemains nature. The Zen
N .

‘ way requires a special empathy with nature.

There are several definitions of 'empathy, varying in subtlety

and complexity, but essential to them all is an identification
of form'and spirit. The spirit sulmits to the form (wﬁen’we com-

prehend the work of art in its concreteness) and the fQrm sub-

*  mits to the spirit (when the artise molds the form till it
receives with exactitude the impression of the spirit)| - -
Several Zen anécdotes illustrate the dilectical process — for®
example, the best known one which suggests that the arftist '
should draw a bamboo for ten years, > a bamboo, then
forget about bamboos when he is drawing a bamboo. InjZen .
philosophy this is called 'the rhythmic movement of the spirit'
and what is implied is that the spirit unconsciously fidentifies
itself with the organic growth and form of the- . The .
artist then draws the bamboo with orgi\nic necessity,/ that is to
say, naturally, with 'everyday mind’.

(J' '

N 3

- L4
lSpiege‘lberc_;, Zen, Rocks and Water, p.-10.
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Soet8u Yanagi wrote:

Beauti/ from the Zen pom“txpf view, is the state of non-preoccupation,
it is that which is in every respect free—dexterity not in_the yoke
of dexterity, clumsiness not in the bondage“to clumsiness. 1

And further: ‘ . ’ '
\ ) %
 Objects that reveal ambition,' objects in which lack of taste is
nowingly simulated, objects where some quality such as strength
Or clevernegs is exaggerated —- these will not ke universally
admired for long, though they may create a momentary furor, 2

In all major Zen activities, flower arranging, the tea ceremony,

' N6 theatre and garden design (especially dry garden design), the key_

note is frugality raised to a level of vlrtue. The other key note of

Zen creations is lrregularlty. The balance 1nherent in frugallty and
Nt

in irregularity.recalls 'Shibui' or 'shilusa' which can be translated

as, austerity without severity, or subdued restraint.

In discussing tea, probably the most representative Zen activity,
the importance of change oOr process, irreqgularity gnd frugality is
described by‘Kakuzo Okakura in Book of Tea: ~

The dynamic nature of (Taoist and Zerf) philosophy laid -more '
stress upon the process through which perfection was sought,
then perfection itself. True beauty could be discovered onhly
by one who mentally conpleted the incomplete. The virility.
of life and art lay in 1ts«p0551b111ty Pfor growth. Since Zen
has become the prevailing mode of thought, the art of the Far
East has purposely avoided bilateral symrretry as expressing
not only completioh but repetition. Uniformity of design was
considered fatal to the freshness*of imagination. In leaving
semething unsaid, the beholder is given a chance to complete
" the idea, and thus a great masterpiece irresistibly rivets
your attention until you seem to become actually part of -it.

- A vacuum is there for you_to enter and fill up to the measure

of your esthetic emotion.

N

lSoetsu Yanagi, The Unknown Craftsman, p. 138. a

\rbid., p. 143:

3Dalvid ?ngel, "The Meaning of the Landscape Garden," Landscai@.
wl. 8, No. 1 (Autum 1958), pp. 11-14.

L4

.
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] ¥anégi wrote that this beauty comes from introversion, tutning to

the inner radiance, Hence monochromatic and tranquil colouring is

" * valouriZed, blacks, brown or soft whites. Sparseness -in the Zen g;':lrden

. led to the actual leaving out of elements, where nOthirig would st'and in.
or symbolize them ﬂ@us is called 'Yugen ; 1t is 'the word unspoken,

\ the view unseen ,c.sal The relatlonshl,p between these aesthetlc prlnc;Lples ‘

\

 and our reactions on an emotlonal level,.descrlbes-the meaning of
:fuzei' . The Rambachs wrote:

Il est dlfflcﬁe de anscrire le sens de ‘fuzei': cet idéogramme
évoque l'apparence, 1'air, l'impression. On trouve en composition
~ dans cet idéogramme caractére 'shin' qui signifie coeur mais - ‘
aussi ame, pensée, ésprit. Ainsi on pourrait traduire ‘exprimer
1le fuzei' par: donner une impression, tout en provoquant une
\gmotion. 2 :
}

\ . .
Zen is not 'a tightly defined discipline, consequently its character-
ist-icé are difficult to l'ist, nevertheless Shinichi Hisamatsu has pro- p
\ .

v - '

posed sé;ven distinguishing marks of Zen art:

1) Kﬁikinsei -—  'Asymmetry'; open balance.
2) Kamso —- 'Simplicity!; care]-Less', unreflecting, . -
. S
, 3} Koko.-- '‘Precious simplicity'; noPle, without adornment .
. \ patma that comes with age. '
. \ . ? .
4) Shizon\-- | 'Spontanepus nature'; unaffeeted real nature, as
\\ 0oppos@d to nere nature.
t 5) Yugen —'-‘\\ 'Unfathomable depth' inwardly reserved, using
. o + what is not expressed to express mfmlty
6) Datsuzoku T 'Overcom.mq the world'; not tied to an object.
7) 3

Sajaku —-- \'Pure stillness'; not noisy.

!

lEdmrd Hymans\ A History of Gardens and Gardenmg (London'

J. M. Dent & sons, Lt&{., 1971), p 67.

2

3

Schaarschnidt—Ricbter , Japanese Gardens, p. 71.

Rambach and Ramgach, Sakutei-ki, p. 22

\

14

\ .
\ -
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J051ah Condor suggests that t,hegback and forth between aesthetlc'
N .
principles and the superstitious beliefs'involved in the Japanese

garden wasesi.nply 4 class phenomenon,l the literati valourized
aesthetics as ethics, and expl'ained,. them to the 'vulgar' as.a question
of good or bad omens. Certain political-sooial strictures were

supported by general rellglous bdliefs, hence, the E:mperor whey was

‘considered divine was the only person allowed tO have the height of his

stepping stones attaim six inches, by association the Daimos could rise

[

above the earth, up to four inches, samural three inches and the rgst
Ty

" of humanity half an lnch. 'This stricture from the Sakutei-ki was

often igriored . ' , ;

»

As much as the aesthetics of the landscape Zen garden well .
~ - -

aSSOCia;tec'{ with contemplation and consequently with those who had lots

_ of time and money to spend # the actual kearers of the tradition were

not those noble men.and mmen. Even dur.mg the tlme of the er.tlng

of the Sakutel—kl, late twelfth century, the author was complaining

that the only people that knew what they were doxng were the lower

L]

, class gardeners. At the best of times gardeners, like writers, were

the sons and daughters of lower class “nobles and at the worst they
were the river people, the lowest soc1al level of Japan Gradually,

with the decnmatlon of the noblllty during varlous civil wars and the

general upset of cation, etc., the responsmlllty for garden

design rested with the 1abourer—gardener ' Often the Zen monk had o

-

go- to these people for advice and teaching, which seems to have

‘pleased certaJ.n monks as they felt they were then in contact w1th a

’
*

naturalness lost by the educated classes. *
L B

) lqosiah oondor, Landscape Gaxdenmq in Japan (New York: Dover
Publications, Inc., l§64), P. 8. ’ ,
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PHYSICAL PLANS OF THE GARDEN >

‘ . Entsu-ji - ' - “ '
. The physical structures of the Japanése garden begin in the care-
t

ful observation and respect of nature. There is of course no such thing
as objective observation and the Japanese gardener seeks in nature a\
paittern that is irreqular a.vpd incomplete so as to allow room fof growth.

Lt is important to keep in mind that the Zen respect for the visible

-

apﬁDea,rance of nature does not exclude 1llusion from the garden, but -it

is Illusion used to accentuate the image source, nature.

’
. &
* . ~\'1
vy

Pattern ) . s 4
The source of true pat@ern in'Japan is nature seen throygh the -
humility of the creator. Soetsu Yanagi vrote: . 1

A pattern is both true to nature and artificial .... The plant

is a. product of nature. The pattern is this plus'a human yiew—

point, Thé ogiginal plant is still "raw," nothing more than a
given material. The viewpoint is-what gives it content.. With-
out a viewpoint, seeing is no different from not seeing. :

The inportance of rendering invisible the gardener's ‘touches is a con-
cern coristantly mentioned in Japanese texts. P
The seduction of the garden is in the closeness of its appear- .

ance to nature, its rroziél,l while accepting that the model will never

-

‘lYanagi, The Unknown Craftsman, p. 113.. -
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N , " . . ’
ke attained. This is called mono-no-aware, Or synthesis with nature.

-

In referring to pattern in Japaﬁese_: craft, Yanagi wrote, "No bamboo

grass in nature can be more beautiful than a bamboo grass pattern. If

t

§

4 4 5 . . . i ) :
we see nature as beautiful, then we are, -in a sense, seeing it in
1.

The ratiéfxal structurei o‘f mathemat%c's and geometry were
denied to the Japénese designer, although the craftspep%on by accepting
the Way of Given power,2 ténds to greater symmetry and more grids. The
artist-g'ardener attempts - the Wa); of Self—‘Power,Qf anci is at one and the
same time closer to £he c’onst‘:antly changing model of irregular and
asymmetric nature and yet more audacious in approach. Bof;h approac\zh .
pattern and structure through intuition. Unlike the Islamic artist,

who had a presentiment ‘'of ‘the’ ir}ner mathematical structures of animate
and inanimate matter before the microscope, the Japanese artist or
craf.‘tsperson“de-pgnds on an intuitive view Of' visible nature. BAs well,

the Japanese.creators start with ‘the surface appearance of nature, - If

all is Buddha, then there is no need.to go further than visual reality.

In the work of the Islamic artist, beauty and Godhead lie in geometric

» \

.

structures, their complexity, intensity and growth. -
The beauty of the Japanese work is in its appearance. Itoh -

wrote that a beautiful flower can exist but that the beauty of a flower

" cannot exist, as \beauty cannot be separated f?om the ‘object of beauty.

N o, N

Lipid., p. 115.
. 2See p. 47.
3

See p. 48. . S




void and Irreqularity

The leltamtlf of Japanese patterns is the1 mterdependence of v01d

-and 1rregular1ty, nothn% could be further from the Islanuc sense Of

pattern. C s g !

The precise and perfect carries no overtones, admits of 1o free—
dom; the perfect is static and regulated, cold ard hard. We in
our own human imperfections are repelled by the perfect: since
everything is appdrent from the start and there fs no suggestion
of the infinite. Beauty must have sOme room, must be associated
with freedom. ‘

7

This "room" or "void" in the Yandscape garden is nurtured by irreqular-

' ity.

This is the beauty 1 refer to, for want of a better word, as
'irreqular' -- irregular not in the sense of being opposed
to the regular but simply that when one does not consciously

aim at either there is always a little sanethmg left
unaccounted for ., 2 ) &

[

~

The void in the garden or in & painting is the room left to be filled

by the viewer. To fill in the void the gardener then has to have a ~

-

" source of images. The source of images is the recognition of the

"tayori" or ‘"virtualité du paysage."3 : "I‘ayoriI involves understanding .

the principlee of scale and propertion of the topography as well as a

subjective reading of it. In the Sakutei-ki, the designer is

impressed to, "... remember the celebrated landscape$ of the country,
and keep the spirit of their best parts. Then your garden can recall’
them while in keeping with .the si'c,e.«"4

. N . L

lSoetsu Yanagi, The Unknown Craftsman, p. 120. .

%Ibia. , p. 121. . ,
SRambach and Rambach, Sakuteiki, p. 35.

4Ibid- r po 25|
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Various techniques &re used to poignantly recall a landscape in
tﬁe garden. TO emphas:Lze distance the gardener placed in the back-
ground trees and stones that exhlblt%{ perpendicular lines to the
horlzon. Fine leafed trees were placed in the. foreground as they tend
to a‘xppear closer. Recognizing that movement brings objects closer,
water or plants tﬁat move with the wind were situated in the foore—
ground The Sakutel—kl recommends:

"One must not place the mountain of the garden exactly “dn front
of the real mountain pecause the character for mountain placed
akove the character for steep slope can evoke the idea of

calamity.; 1 ‘ .

Obviously, there is another reason for this, qnd that is that sych

—

closeness makes for toO precise a comparison and the illusig;n of.a
small mound standing in for a mountain would be ruined. A rough sefse
of perspective is necessary to connect the garden with its wider land-

scape model.
If you place a large number of stones in the same area, it might

be good for closeup, but not from a distance. The placing of

stones must be done from the point of view of a great distance.

N .
Perpetual Change

The garden is subject to the dhanges with time that ‘stretch from

greater tJ.me, perlods of decades and centuries. Phllosoph\call

Zen thinker accepts change as a means to retain a kind of pe

Libid., p. .213..

21bid., p. 155.
ALY
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part of the cyclical changes witnessed in nature.

..+ By sacrificing an urge to immortality, and through a knowing
acceptance of himself and his world, he stops time. He has

‘ . found a way to freeze it, to make it permanent. He does this,
not thr0111gh pyramids and ziggurats, but by letting it have its

. own way. v -

A , , which is of Shinto origins kut expresses a Zen principle. The seventh

century shrine has been reqularly destroyed and then reconstructed on

( | an adjoining and identical plot every seven years. The only mark left
. on the old plot is one wooden post, which is shelteret{\and will serve as

< the startmg point when the new shrine is huilt, This idea of

£ .
‘x\) ‘ mutability, 'mujo' or perpetual change, 'seisei-ruten' allows the .
\\garden to b.end~and reform with the vissisitudes of time and allows it

tEltriumph over nortality. e

“Hazel Gorham explains that the Japanese appreciation of the garden

Hr

‘is not restricted to one part of the year; in fact the snow viewing
6arty of wintertime is listed as one of the flower festivals. The

blossoms of cheéry trees in the spring and the coloured leaves of the
maple v\:ere especially appreciated, but with a few exceptlons: they do
(3 not make their way into t;Ie garden, mamly because they were con-
' . ’ . sidered to be uninteresting during the greatest part of the year.

Evergreens instead symbolized the right degree of fidelity and con-

b~ .
/TL\ & An excellent example of this is the shrine of Ise, in the Mie. Prefecture

stancy. Deciducus trees do not seem to change with the seasons, but CO

4

rather, seem to come to a full stop.
As the main elements of the Entsu-ji gardenjare evergreen trees,

hedge and rocks, thehprinciples of its desiyn are ?vident and function

lhyams,” A History.of Gardens and Gardehing, p. 138.

'
L. v
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well even with a layer of snow covering it (although the snowfall there

e

is not so hea see'Fig. 40). The whole garden's structures are -
yisible during the evening, and while the moon rising above the rountain
. has reached the - level ‘of a clich& in Jz;panese Iﬁ_ainting,‘ ‘it remains a ’
Foignght image in the 'gérﬂen setting (see Fig.. 39~) . " T "
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R / Generalifs ' e

" ; . .
The overriding features Of ‘the physical appearance of the Islamic

——

garden ar;z symretry and c_;eometry. There are ‘two sources for them, one
ds pathematics and the other is agriculture. This first influence can
be n\ in the layering and supportive relationship of the galleries,

canals, kiosques and pathways to the garden. As well, these unitstare

C , . ;
each mathematically divided into rrodula}: units that allow a flow of

lines and forms from one surface to another.
‘ ]

. ) The othgr influence, that of agriculture, can ke seen in the full ’
rein that was given to the botanical taxinomic urge. The practice of

cross—breeding, transplantation of wild plants and the importation of
& g
~ foreign plants was a well developed science in Andalusia! It there=

fore comes as no surprise that the ga.rfiens-COntain a wide \'/ariety of ;

-

species each in their own separate pot, tub or bed. The separate tubs . *
allowed for the different neéds of the planté; many outside of their ‘

natural habitats, as well as an isolated environment for cross-

»

- breeding or gra?t'ing. The linear arrangement oOf the plants may have
had an agric‘ul-tural as well as mathematical source as it allows for

maximum use of sunlight and water. /

<

\ '

Mathematics and Science

The vocabulary for the Islamic garden is lafgely mathematical. -
Arthur L. Loeb supplies a definition of array, Qrder, pattern and

structure in the introduction to his book, Space Structures: ‘Their

Harmony ,and Coﬁnterpoint.

!

- . N ‘ . '
It is appropriate here to define structure. Let us assume that e,
we know what array is: simply a collection of entities. a '
pattern is an ordered array: the different entities in the -

-
. , -
\’ . .
' '
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array bear a well defined relation to each other. ’i‘he set of
relationship between the entities in a pattern is called the
. stﬁructure of the pattern. The pattern need not be a visual
one.l .
The elénents of Arabic georne:try are the point, the sfmbol for unity and
source; the line, the point moving in a direction that syr;\bp'liées :
polarity; the arc, the movement of the line pi':/oting from the point
(which creates a boundary); and the circle, the closing of the arc on
"itself to form a domain. The circle stand‘s for the separation of
subject and object, known and unknowable. iNith'in itself the circle
exfaressed 'tk1reeness", in the words of Keith Critchlow, as the centre,\
domain, and periphery, or, in its E:or{terxt expresses 'fourness' , centre,
domadin included, bo{mdary and domain excluded. If the circle shrinks,
or the point expands, they express reabsorption and reint#;ration. This
movement acts to deny the separations inherent in the circle: Béyond
the circle the three“ geon‘etrlc forms that dominate Islamic structurés
are the trlangle square and hexagon The partlcularlty of these
forms is that they can fill a space and leaveno empty spaces, whereby
the entity in an array forms a unity.‘ Keith Critchlew postulates that
- tracing tilré) centre of creation means not goini;'backward, but rat'her
2);'mward, geometry allowing an insight to the universe.
There are two ‘sourc‘;‘es’of natural—geometric imagery; one can be- -
cailed crystaline and ’the vot:her is vegetativé. Thevcryst’aline images °
' include rock crystals, ,fro;t or snowflakes, the vegetatiye images can

¥e seen in the dpéning of a rose, oOr the seed pattefn of a number of

- _ 3

lArthur L. Loeb, Space Structures: Their Harmony and Counter-

point (Re,admg, Massachusetts: AddlsOn—Wesley Publishing Company,
1976), pL xvn

.t
+




. carpeE des:Lgn were gardens L Thus, a. study of contemp‘orary carpets

- 60 - .

plants. Nature is not a source of imagery in Islamic a.rt when it runs
counter to the geometrical plan of the universe. N

" The patterns of thel Islamic gardens are knowable although they may

pe complicated and multileveled. They are mystical rather than unknow-

‘able or mysterious: ‘ ‘ N RIS o .

In the Occidental garden ... a person always knows where he 15

in such a place, he sees it from abdve as it were. He will

never .become 1lost while'taking a stroll because he, the 1ord

of cre'atloh has himself made his garden.l o ' o

The discoveries made by Jesus Bermudez Pareja after the 1958 flre of- the
3
Generallfe garden clarify the unage of the orlglnal garden He estab-

llshed that the form of. the canals was crtix1form and that the parterre

-

" (flower bed) level was some S5 cm. below_ the level of the walkway (see

Fig. 4). Several very practicai redsons can be given for -this, the

first of which is that the soil from the parterre could not fall upon °

T b o \
the pathway or be splashed up by rain. Another is related to the dis-

¢

covery of water outlets on the side of the flanking watercourse.
These could be opened for the irrigation of the beds. Aesthetically,

the level difference acts to emphasize .the geometric nature of the
\

enclosure, it guarantees that the vegetatlon does not touc"l or mter-

v

f:'/ere w1th the architecture, and flnally, it creates the lllusmn of a

' carpet thread$d with flowers. The sunken beds spread out in a

oo C o
sequence of small units that .resemble -the scale of carpets, ‘which .
1

. bring sources back to a full circle as the'original msplratlon for

t

indicate form and cd?:tent of the gardens. . :

<

PR

l,Itb, The Japanese Garden, p. 138. .
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The J;nportant élement in the architectural garden is

-~

the imposed tm-dlmensmnal structure. The paths of the Islamic

garden, like lines in geometry, i}tlply direction. The paths never.

‘wander, they go from the central pavilion out to the long or to the

" short.side of the rectangle; they are reinforced by the lines of the

waterway and the lines of the arehitecture. The very Isurface of the
N \

path is divided into dense geometric patterns covered with ceramic or
’

mbsaic tiles. Where plants can not be contalned by architectural-
'geometric elements, th?y are then llfted above the surface, almost ‘
removed, into pots and flats. At entrance poifts and points of 1nter—
section, evergreens that can be clipped lnto planar surfaces, are used
to mtroduce the archltecture into the garden

In Ibn Luyun we fmd the de51gn that right have inspired it:

'There must be a klosque in the middle.of the garden for those

who want to rest in it, that looks out in all directions, in a

way that anyone who enters cannot hear what is being said
inside, and that nobody can come: in without being noticed.

T The kiosque must be surrounded by climbing rose bushes,

myrtles and all the plants’ that adorn a garden. It would be
" longer than it is wide, io that the eyes will find entertain-
mentin contemplating it

The Book of Agrlculture ‘ Co S

The physmal structures of. the &slamlc garden are 1nt1.mately

related to the study of horticulture, botany, agriculture and’s’phanna—
)

cOpoeia. The greatest development of these sciences 'in the

v

Mediterranean cradle was in Moorish Spain and in particular, Andalusia.

_Part of this is due to/ythé continued links with the céntral Islamic

L4

1 ~

LY

Erpire. . o ‘ , . LR

Ljesus- Bermudéz Pareja, ""E] Generalife .despues del Incendlo de
1958," p 27 . .
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Greek, Indian, and Pahlav1 texts were /ing transcribed into Arabic
in Bagdad With the migrations of lntellect als and experts to the -
Umnayad E}mplre in Spain, Cordova became the centre of research and
learning. Of the numercus texts that were written, two have been
especially considered by John Harvey in his paper, "Gardening Books and
Plants Lists of Moorish Spain."” The oldest is by Ibn Bassai, the
keeper of the botanical gardens of the Sultai} of Toleda during “‘the late

N, . , . .
eleventh century.
The book is thoroughly modern in tone and starts -with a discussion
of - water supply, soils, manuwres and its preparation. Particular
chapters then give, species by species, methods of planting,
pruning and grafting trees, sowing of seeds, and the different
c],asses of vegetables, herbs and aromatlc flowermg plants ~and o
" bulbs.! L .
The. seCOnd bock was wriften a century later by IbQ al Awwam. In addi-
i
tion to the information already given by Ibn Bassal, Ibn al Awwam
deals with transplanting of wild plants and trees into the garden,\' as
well as agricultural texts on.cattle and horses and poultry. Special

+

attention was given to cross-breeding and the introduction of new
plant breeds from the Near East.

A comparison of The Book of B._grlculture by Ibn al Awwam and the

Sakutei~ki by®Yoshitsune Gokyohoko, two c0ntemporane0us gardem.ng and

agricultural hooks, clearly  shows how close the architectural garden is

to the kitchen garden (no distinction is made between the two in

Awwam's treatise) and how distant those issues and structures are from
\
A ‘
the landscape garden. Oddly enough, plants are*the main issue in

books on the architectural garden. Those writings° dealing with the

lJohm Harvey, "Gardening Bocks and Plant Lists of Moorish Spaiﬁ,"
Garden History, vol. 3, No. 2 (London: 1975), p. 11.

+
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Andalusian garden are even more Specifically about plants that bear

i

fruits, flowers or treasured fragr5nces. The structure seems obvious
to‘them, and hence not a subject for discussion, agrlcultural medels
dictated a linear symmetrical pattern” and the religious significancé
of cieometrical patterns requin‘:ed a simple unchanging symbol to metch
“the orthodoxy of Islam

~In tpe landscape garden the speclallzatlon of cross—breedlng and
transportatlon of rare and exotlc breeds is not Jmportant, as the
general lOCale would supply the plants appropriate to the garden. In
' the books on the landscepe gatden, the main issue is placement. In

Sakutei\-ki the greatest emphasis is ialaced on rocks, their selection,

. placement and upkeep. ' This obviously is not an issue for the archi-
tectural gardens. Both warchit:ectural ard kitchen gardens are started
by completely levelling the site if the garden is on a hill, then the
garden is terraced so that it is-a series of usable planes.

Rocks are/)mportant in the landscape garden because they estab—
lish. that ambiguous relatlonéhlp between the garden and nature Is

it really nature? Where does nature begin?
o -
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CHAPTER V
ROCKS, -STONES AND CERAMIC TILES

Entsu—ji
Rocks are th(-? major element in Japanese garden design. Rocks,
whether "they afe cut or le%t in a matural’ state, ‘are usead’to break up
expanses oOf plant life, to providé a contrast to the growth of plants
and the constant movement of water , toﬁmark off.sectiohs'(’)r lines in ;
garden, and to establish the garder.u in the landscape. -Whateve':x)their

size, texture, or £orm, their mst distinguishing feature is their

immutability. ' - .

Shape Categories

.

Before examining the levels of symbolism of stones and rock, it
is important to establish. the vo_;::abulary of their shapes. Theife are
‘five stone radicals listed ip/Japénese garden books. Josiah Condor
| gives thefn in the following order.‘ The first is the 'Taido-seki' or
'statue stone;s' » these are tall vertical stones with slight middle
hulge, tl’eil“ name demonstrates their anthropomorphic ﬁor;n. The
second radical is 'Reiji-seki', or 'iw and Blunted at the top" ; the
' th:ird radical is broad flat stones that lie‘ ho;izé:nfaliy; they are
called 'Shintai-seki', 'Flat stones’. The fourth category is for. !
medium height ,st;)nes that are basically vertical hut are lééning.‘ |
over. The l‘as;radical is called 4 Recumbent Ox Stones', 'Kikiaku-

seki'; these are horizontal stones curved and higher at-one end than
v ' . ) N
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the otherl (see Fig. 50) .
o
. Symbolism and levels of Formalism

Katsuo Saito and Sadaj,i Wada in Magic of Trees and Stones,2 lists

six levéls of symbolic ﬁwarenéss in the Japanese garden. The first is

e

natural/symboﬁsiﬁ, where the basic physical aspects of the stones and
rocks represent Physi?:al aspect in the greater outdr world; the second
is mood symiolism, where the rocks represent abs‘tract ideas." These are
literary and can be guessed at without a profound knowledge of the
icultilre tha‘\t fostered them. The tﬁird is idea symbolism; this is
definitely culturally specific. Here the rocks represent or function
according to world v1ews The fourth is the splrltual level symbolfsm,
this, to the Westetner is a melange of v1sual line movements and
Japanese animism. Essentially it is the line that the 'kami'

(spirit) takes to leafve the ‘stone’ (see Flg 51). Finally, there is
the melodic. symbolic level; at this level the presence of the stones,

Ay

weak or strong, moving to a climax is seen in a nusical metaphor .

/

.

Natural Symbolism
The natural symbé)lism of the stones is bbvié)ug , and easy to
follow; the statue stonfes (veftical with a hiddie buige) are used fér'
steepness and the low vertica‘l s;:ones for stability, the arching

stone for movenent, .

As the whole or sections of Japanese gardens are constructed to

l.J‘c.)sial’lkcondOr, Landscape Gardening in Japan (New York: Dover '
Publications, Inc., 1964), p. 46. , : .

-

%Katsuo Saito and Sadaji Wada, Ma Magic of Trees and Stones:
Secrets of Japanese Gardenmg (New York: Publxshlng Trading Conpany,
1964), p. 18. .
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be seen from single and particular points of View‘ (with the exception of
) eighteenth and’ nineteenth century touring gardehs and /}tea gardens) one
can talk about. above and telow eye level.. Thus stones that are above
the eye le\;el appear larger than they are; they loom L;p and so are"

used to rep.gesent mountains. The stones that lie below the eye level

will seem snlalief, and so are used to create the feeling of plains or

s

the rocks 1n a rTunning river. A .

Ih E:ntsu—jl a dry water garden, the stones do ot sit as they

'

would in a stream that had dried wup, bdt must suggest the force and
movesent of the water. The stream that these rocks suggest is quietly’

flowing. The majority of the rocks are low stones; some are blunted

and others rounded. There are a few medium sized. rocks, some leaning

L}

and alfew upright. There are no tall vertical stones which is

trﬁicative of the more modest nature of Entsu-ii garden. The few
medium height verti&:al stohes begin well away from” the viqw of Mt. Hiei.
They are arranged on radlatlng lines, the larger stones f.ather behind
the smaller. All the stones are arranged below eye level conse-

quently the ’gardeh has a calm and uninmposing aspect (see Fig. '24) .
. Mood Symbolism ) 7

‘ \
+

There is a specific mood syrnhf;lism assigned to each of these
stone shapes. These symbollsm; are all based on the concept that
stones shpuld impart sta.blllty, and that' stablllty mparts nobility.
Hence, the two vertical and straight stones symbolize nobility. In

particular the statue stone represents her01cs, ‘because of its

o

N ——

greater size and no doubt because it so closely resembles the human

form. By contrast, the most 1r1_:egu1ar shape is that of the arching

@

o
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stone, and it comes as no slzprise o find that at its best it represents |
eccentricity and buoyancy and at its worse, rashness.

The last two radlcals, by their ;Drlzontal nature, embody more
rrodest prlnc1ples. The recumbent stonés give a sense of peace and
tranquility, whereas the flat stones symolize constancy. Their
unremarka.b& form and closeness 'to the earth gives them a kind of
.coontrified‘nodesty. In any of the stone radical types, rough and L
andula:r stones imply austerity, and by rounded stones the viewer
infers mildness. The mountain is the prototy;oe for all the stone
_ radicals. It stands for /intelligence and constancy. 'Water stands for

. .

ermotion. In this plan, ideas are\static, whereas emotiions are in flux; .,

hence the water animates the mountain as emotions animate ideas. N
The Japanese were very aware of the symbolic amd ecological K

contrasts of water, rocks and trees. The water is ephemeral in its ,

‘changihg surface and constant-in its unceasing movement. It is this

unceasmg movement that wears down marks and finally destroys the

apparently permanent rock leew1se, the vulnerable trees md plants

el

are eternal in that they put out fresh buds and new leaves each year.
In terms of ‘mood syrnbollsm EntSU"]l is obviously a more

errotlonal and less dlgnlfled garden than its néar contemporary

- Ryoan-ji. There is, though, a touch of austerity to Entsu—Jl due to

the roughness of the rocks The relationship between natural and ’, I

mood symbollsm is ev1dent ln that the garden rocks represent a _ |

strean, hence vater and the garden symbollze erotiong which are - o ,

represented by water, real or mplled . o

~

. . . . < "
- . « . , "
N f
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' ' Idea Symbollsm .
: An example of idea symbolism is the Taoist tradltlon of the tor-
toise‘and the crane. Both arumals were associated with long life. The
tortoise was said to live ten thousand years, while the crane was
supposed to live one thousand. years. In tlgart/len design this was mani-
fested in the construction of island gardens, discussed leter in the ™ ‘
plant section of this eesay ' ! . - P
To symbollze the crane, an uprlght rock was planted to symbollze
the’ tort013e , a large }‘erzontal rock. Slmllarly a tree, usually plne/,
/ was planted on the sugnit' of one of the 1sIands. According to a
Buddhist tradltlon, the world was supported by Mt. Shumisen and it, in
turn, was surrounded by elght oceans. This rock would also be
assoc1ated with the seat of Buddha. In some dry rock garaens where
‘ "the r0cksgsym‘bollzed the’nmnlng water,” an grregular flat toppled rock:
would be placed to symb‘olizg the celestial ship. ‘By the time of the
constructlon of Entsu-jl garden the Japanese ga.rdener had becorne less
concerned w1th the J.OOnOgIaphlcal content of these ‘and other forma—
tlons ,-.and just used th{e names’ to 1dent1fy|part1cula:; forrratlonz.
“spiritual Symbolism
' his traces the movenent Of the 'spirit of 'kami' from the rock;
& sen51t1ve vnlemer could probably descrlbe the ‘llne n’ovements mich’
the same way as one would analyse.the movements in a sculpture (see
E‘lg sl). - These visual movements were, though, taken as the line of
. the 'kaml enterlng or leaving the rock The lines are a functlon of .
‘the tqrm and mass of each of the stones and their mterrelatlonsh;ps.

"'Most of the rocks only had one ‘'kami' and hence one line of direction °
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for it to leave the rock, but at some épint,‘ the irregularities of a
t‘oék were so great as to have in it two or even three 'kami', like °
Siamese twins uncomfortably sharing the same base and straih‘ing in
opp031te dlrectlonsa iiehc 'a very unstable fiqure. " The more uni-
dl'rectlonal or' usz.}.formthe movement of the rock's lines, the more

dignified the garden. The lines of the kamis of the rocks of Entsu-

P

.ji garden aré unidirectibnal and vary.only Sllghtly from that path in

the kami lines-of the leaning medium holght r0cks, again relteratlng

the sense of a gquietly flowing even lazy river.

Melodic Symbolism

i

' . ‘ .
The melodic symbolism seems mugh like the spiritual symbolism

in that the basis for the analysis is the physical form of the rocks,

and this is then interpreted in a symbolic context. SO the stones
wza-re seen as either weak or ‘stron,g, and the mvenent from one to the

othet created a. rhythm'that was not’ just interpreted on a visual

level, but was also seen on a misical leveld . Although the rocks of
Entsu-j i- garden are low-lying and rather stable, they are very ’,
strong in their various grouping and in the movement from one group

to another (see Fig. 34).

Placenent of Rocks ’ ' o | .

In terms of the placing of the stones in the garden, the‘ o

Sakutei-ki demands, "You must place -the stones while respectlng t/he

‘topograpnlcal charac-terlstlcs of the garden and the pond," .

further, "You must as well express the 'fuzei' which can recall a.

v
R

¥

1Rzambach ’and Rambach, p. 19. ‘ >
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natural site v;rhile conserving the original aspect of the stones."l When

choosing stones, Yoshitsume Gokyonoko suggests that:

You add the secondary stones according to good  'assemblage'. ‘One
should choose large principle stones with sharp edges, rocks from
the mountains. One must arrange the additional stones according
to the needs of the principle rock: In general you must choose
those rocks that have beautiful .tops, even for the secondary
stones. If only the top of the principle rock is beautiful, the _
faults of the body can be hidden by the surrounding rocks.?2
Thg Japanese were extremely sensitive to the placement of ‘stones. They -
had to be set in the same éosition in which they were found; hence.
horizontal stones cculd not be stood up on end, and vertical stones
that were placed 1lying down were referred to as 'dead stones'. The oneiy
exception to this being in the 'Kare sansui' garden, like Entsu-ji, a
dry water and stone garden. Here rocks small or large could be over-
1 .
turned in acknowledgenent of the power of running water to move anything
“m its way. SIf, though, a rock or stOne were turned over, lt was
lmportant that it be overgrown with llchen and moss SO as to lend age
and dignity to the stone.
. The moss of Entsu-ji garden 'gr-owing on stone can be understood by

exploring the meaning of the Japanese word 'shibusa'. This word

9

literally. means quiet and refined taste. It has, though, ‘gone through
N e

several phases of meaning. First, it meant light and elegant, then the

cohcept of mystery entered the word, and finally the word began to mean

intensifiéation of subtlety. The Entsu-ji garden was bullt to ke at

one w1th the second phase of ‘the meaning of 'shihusa'. The,beauty of' the

it

rocks was veiled by "the moss yet remained evident, 'I'his was seen as a

‘efinement of the rocks.

libia., p. 22. : . .

p 2

Ibid., p. 174..° - - S :
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’I'here was a tradition thalt saw moss as a sickness of rocks, a kind
of scum én them. It suggested that the rocks should be‘perj:o&iéally ‘
cleaned of the moss so that they retain their true original and interior
nature. In ua‘ number of dry rock gawdens this in fact was done.’ That |

with time the ‘moss has been allowed to grow on the stones of Entsu-ji,
‘ ) s

-

and the cryptomeria and Japanese cypress have ‘arown much larger and

e 1

thus cast a he\awer shade, moves the garden away from its orlglnal tie
to the meanmg ‘of Shlbusa as llght and elegemt w1th a touch of mystery, ,
closer to the meanlng as mtensxflcatlon of subtlety’

This acceptance of nature as anaagent of change is a mark of -the
landscape garden. Matsu Yoshrkawa pomts out that the moss was not
originally pagt of the garden. Styllstlcally, Er;tsu—gl was constructed
in a similar framework.as Ryoan-ji, although there were SJ.mply too many

h
rocks to\nake for that stark s;unpllc1ty Erﬁ u-ji, according to

Irmﬁraud Schaarscmidt—Richter, although less austerely splri\tual_, is
L 14

' "Splendld w1th an almost worldly ., splendoux;% The rocks of E:,ntsu—ji ‘

B T
" follow the basm/ guldel;mes for the use of rocks in a Japanese garden.
o

; MOS'c Japanese authors agree’ that the rocks form the backbone of

\ /

i )
© the garden‘,\aL@.that' the plants function as the filling out, the

flesh The rocks also serve to set the scale of the garden. Like’ 4

plants, the garden designer av01ds 'tbe Juse of exotlc or freakishly

a

coloured or shaped rocks.l “The r0cks ‘dsed nust flt in with an image

- already seenror)known and; as it were, assimilated mto the Japanese .

3
consciousness.

3 . a L ° ’

schaarschmidt-Richter, Japanese Gardens, p. 73.

2Ipia. . : “ o
P N
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‘addé;d_\up to an odd number. Although groupings of two exist, the

N\ .\
‘ - 72 -

“ @
+

As already mentioned, the image sourte for the rock formation of

e

Entsu-ji is a gently flowing river. The stones are arranged in three’
. ©

rows. Each row 1s’made up of 1rregular groups of irreqular numbered

rocks. The rows generally dl.mlnlsh in helght from left to right and

. eaeh group diminishes in height from left to r1ght as well. All this

to give the sensation of an insistence flowingj Mitchell Bring and

Josse Wayembergh are alone in suggesting that the srrell Ibushes are

trimmed to complunent “the movement of the "rlver,',' as well as to com- ;,*.
pliment the shapes of the rocks. They also suggest that the three rows

are marked by the major rocks wiiich sit on radial lines which meet on o

the viewing platform, all of which increase the sense of depth in the -

shallow garden. The rock formations are on the left side of the

garden, and their movement leads our eyes to the view of M}z’. Hiei
° /

(see Eig. 34)

3

’ Stones with kent or ,broken tops were referred to as diseased
t o
stones, the same epithet that was SOITEt.UTES used to descrlbe moss

: N
" covered stones. Rocks were arranged in groups of odd numbers that

favcmr(te numbers were. three, five and. seven. Any stones that did not

obv.u?bsly belg)ng to a group or were not at least related to a group by
corrpllment or' opp051tlon were called ‘poor stones'. .

The basm\for all the valorizations of the stones in Japaness@\e

‘ gardens is Sh.mé)(\sg animism, whereby splrlts inhabit all natural !

»

formations, rocks, waterfalls, etc. Visually strong texture was

sutmed up in a wurd, '‘sabi', which would be most closely expressed

»

for us by the word patlna. This was an important quallty in stones.

Rocks that were to be used in mountain gardens: would be taken only




.

worn or rough hewrt granite would be used. These stonee were placed at
. : '

<
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from the mountains and were referred to as 'yama-sabi; those from the sea
used to form a seascape, 'hama-sabi'. None of these were highly coloured -

stones.

4

Yoshitsune Gokyqhoko wrote on the selection of natural scenery: '
The seascapes, Hirotaka continues, ére very interesting, in
particular the coagt beaten by massive waves, but one must

not copy these powerful and bizarre scenes because such .a
composition would not last.l

In terms of planting the stones, the bulk of each stone was buried

beneath, the soil so as to give it stablllty The rocks in a‘kara
senzui’ garden, i.e. dry garden, were plarled asymretrically in groups of
th.ree, five and seven. This asyrtmetry worked very cOnscmusly to break
up‘ the harmony, 'hacho'. The use of stpnes for's}:epping stones .
exhibits the 'sene calculated ba/llance between naturalism and human
structures. | .
'Stepping stones were usually mad.e of faceted or planar, rocks suce
as schizt, slate or flint. If the rocks were non;plana?a:, the:: water
‘irfegu|lar intervals to,avoid a narrow plank appearance and as \'well to I
gi’ve a more natural and ‘artistic apgearance. It is interesting ‘that |

.t—he tread between the stones is even lut that the actual stones are, o
unevenly placed. -On a very practical level the Sakutei-ki seggeéts »
that there be et least four inches between each stepping stone, for
cleaning purposes. ‘These etepping stones start at the verandah; in
fact the first stone is always a large granli-t\e“st‘one that .holds the ~

wooden support an?1 it i§ the first stone on the pagh. Stepping ’
' ! - ! I , ,

1

Ito, The Japanese Garden, p. 206.
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+ and begin to be absorbed into the env:Lronment

/
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stones are a good example to further examine ,the idea of shm, gyo, and
0.\ Shin basically means formal and 'gyo.less formal-and so the most
informal ‘Shir! pavmg stones are those that flt closest to the Chlnese
These are cut and hewn stones rectangular and recmla.r (at least
in Japanese terms) ShJ.n can be as well asso<:1ated with cqnpleteness. : ' ;

‘Gyo' pav:Lng stones are a m:.xture of cut .and shaped , stones and \
smaller J.rregular stones So pavement stones are the rrost scattered o ,
;If the ‘cornplete' | .
garden, filled with mountams, rocks, ponds and so on, represents shm,-
then a garden with less actuallty and some symbollsm represents ‘gyo,
and the dry garden composed of sand and rock is 'so) In’ terns of
_ Stepping stones, the stones with small and regular spaces between the

- N

artificially shaped stones l‘S 'shin' (see Fig. 46), the spaces between

'gyo' stepping stones are larger (see Fig. 47); and finally, the spaces

between 'so' are the largest and the stones are only natural (see Figs.

r

48 and 49) . R :

-

It is important to. realize that ‘shin'’ dobs not mean severe , Or. :

‘dry'. is not a 'shin'garden as the garden.is not

Ce

Hence Ryoan-ji
complete; the greater amount of symbolism in a garden, the further it
moves from ‘shin'. ‘

&

This very detailed attention tos the rocks in a Japanese garden,'

‘in particular a'kara senzui',‘ dry garden such as Entsui—ji is accorded

because these stones werea ‘not man:unate neutral elements but rather

.;the sbackbone of the gardens. As Itoh Teiji wrote, "though many dry .

gardens used moss, grass, even trees,\ as well as sand and stone, it
was the stones themselves which were considered.‘inportant.".l , . - .

1

Ito, The Japanese Garden, p. 175.
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particularly appreciated during the summer months for it cooled down

-the whole garden.
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T:Led aesthetlcally to .stones and r0cks are sand and 5011.
‘were seldom used ih Japanese garden design;' mstead, gpen portlons were’ .
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Generalife ‘ o \

\ ] N - b .
Rocks and stones in their natural form have no.place in the Islamic

garden. They were Yélued,only once they had been transformied by the °

hands of an artisan, 'which is an und;erlying concept of the architectural
garden Ceramic tiles though, were partlcularly appreciated as they *
could take any form, be qlazed a wide range of colours and once glazed,

their surface remains hard and shiny. The cplterld for rock choice

" were hright cdlour, hardness, interesting texture, and rarity.

L

|

~ Shape Categories

Rocks were cut and clay tliea were formed into shapes that could

2
-

flll a space and leave no 1rregular ‘parts.

The equilateral triangle, the hexagon and the square are the three

plane shapes which will independently fill a surface without,

lewwing any gaps. Each shape has its own archetypal behaviour in
© terms of it'self and, in different ways, within its own matrix.

" The: qualltles of a trlangle are mherent in a hexagon, the one" Co
dlvz.ded beCOmes the other; and conversely either shape multlplled glves

the other . : )

N

Hexagons with their 'sixness' and six-sidednhess can give rise tQ
different smaller-or larger patterns by surrounding each
point with a smaller similar figure so that each has a common

\ edge with its neighbour; this implies an indefinifely small
‘and large growth system,2 . s .

The growth systems of the square can run off two axis, the one coming
from -the sides of the fiqure and the 6ther forty-five degrees to it. : -
Non-regular forms such as stars, octagons, and lozenges were * 7

not simply placéd on a background, but rather constructed so that the . -~

lCritchlow, Islamic Patterns, p.  26. K N \ .




. The- Islamic gardener moves toward completeness. This completeness
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spaces between imade interesting shapes. There is a balance between the

'foreégrogfﬁ forms and the background filler forms. The former can

recede, and the latter come forward. The high colour and tone contrast

‘of theé tiles make for an ambiguou,:s reading of positive and negative l

spaces, and hence lead to the reconstruction of the patterns.

. The geometric forms used contain infrastructures which are the

germs of the.transformations and mutations OF the patterns: The

Islamic designer chose ‘shapes that avoided stability and inferred moye-

ment while at the same time constructing an interlocking composite

unity. " : )

Placement of Tiles and Cut Rocks

e The arr}ngement of the cut rocks, stones, and ceramic tll%gs in the

Islamlc garden is completely opposite to that of the Japanese garden.

means the filling.up of the woids of the desgn. The present stone- >

work’ and ceramic work in the g.lhambral is Christian, but greatly ihflu-

.enced by the original Arab work. With the artifacts presented by

Bémxdez Pareja‘”afber the fire of 1958 when Arab remai)n-s were dis-
t . .

covered and with the evidence of similar structures of north African

‘ N N R <

origin, it-is possible toO reconstruct the appearance of the Arab
- . M 1%
. craft, ‘ / M

What also became visibl&, in the N. E angle, and at the same

level as thestile work just described [post-Conquest poly-

chrome tiles] was a small section of tile work, apparently. ]
~older ; made of'tiny square tlla;, glazed in white and black, : -
in a checkerboard pattern. l ‘ \ ‘ : .

s - . [

t

1 ) 1
“

lpareja, "EL Generalife despues del/incéndio de 1958," p. 28. 0

- - L
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The tiles used for trb mosaics that oOvered the walls and floors Of\theJ
buildings of the ‘Generalife and the pathways and canals of the gardens
were made from an earthenware terracotta clay that was then whltened
ard finally coloured with brlght lead glazes. The maln colours were
yellow, from yellow iron oxide; -green from copper oxide and blue, from

cobalt oxide.

1
l

The walls and floors of the b.uldmgs and - the gardens were divided
into square and rectangular unlts of varylng sizes to frame textiles and
rugs. The mosaic work on the walls-falls into three distinct cate-
oories. The first is long bands or cartouches of written rel‘igious and
prdpagandist t'exts. , The second_category is that of«'vegetal derivative
designs. - The v0cabulary is limited to the forms of pine cones, ~

acanthus and the palmette. This category; as well as the last categdxy y

\ geOmetric, were also evident in the garden. Regular geometric forms

are presented either alone or as the background to the vegetal lmages
Bs a background they mst kee? a balance between positive and negative
form. When presented alone, the ‘geometric designs exhibit symmretry,

which allows easy repetition in the composition; single units of com-

position that‘are‘small'enough ad to be unobtrusive, and units simple

.- enough as to allow modifications, either linear growth or turning on !

edgés or axis (see Fig. 1.

. The configurations of the geometrlc category had their connec+

tion: to the moverents 'and forms of nature. This can be seen in the .

* _names given to the patterns by-the Islamic desigrier. “Interestingly, .

-

~ these forms were giQen by the-artisans such highly descriptive names

A . {n : -
.- . \ . . -
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_as sun, aln{ond, lemop, rose, drum and bottle."

Like all the other elements of the Islamic garden pattern was

sanctlfled

1

. (Pattern ‘like number, is one of the fundamental.conditions of |
. existence and is likewise a.vehicle of archetypes.
ments both emerge from simplicity and unjty and return towards

it, they exhibit some fundamental relatlonshlps ‘which become

hlerarchlcal

This fundamental hierarchical relationship in the tile patterns from

_center to point and back, is a-metaphor for the separateness of God;

As arrange-

his absolute distance from humanity, and fcor the omnipresence of God;

his embracing of all h{xnanity. By‘the evident structures and the
X ;

infrastructures, the Islamié designer(: connects the garden to‘the &

intelligent pattern of all creation. The centerpoints never visible

i C, .
in the evident structures or the infrastructures if figuratively God,

invisible but directing.

. I -

Lencyelopedia of WOrld Art, 19th ed., S.v.- 'Islam, by

Ernst I\uhnel. ] L

4

Zcritchlow, Islamic Patterns, p. 24.

.

3




CHAPTER VI

" PLANTS

Of the interior elements of these gardens the most conspicuous kSy
its presence Or b‘y'i{:s absence is pla.n‘t life. The use of plants in
architectural ;mcf landscape ga‘rdens demonstrates the essential differ-
ences between thep.- Alf:l‘Dug\h religioush §Onceits.affected each of the '
gard:en types in the choice o‘f. plants, i.e. the rose as the tears of
/;xllah or the lotus as the symtol of Buddha, the main choice of plants
has to do w1th the appearance and structures sought by the gardener.

. The”landscape ga.rdenef ;Ls interested in‘plants in terms of thg
texture .of the garden, and the appéérance of naturalness ai"md the .
changes that they undergo with time. This is not to say that the

‘ landscape gardener does not employ soms very 'unnatural'’ construc-'

tions, but the issue for her/him is how well the techmques could be
<

v

- [

.disquised.

The archite&ural gardener is not ‘restricted by the necessity
for natural appearance, bu't is tied to the demands of geometry, which
~ are eqUalli/ as demanding.. The architectural garden resembles the
kitchen (ya:;den and 'so benefits “from the"expefience le‘arned there
about geometrlc plannlng of sunllght and 1rr1gat10n distribution for

/
optimum plant growth and a ‘mealthy appearance. T
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Entsu~ji
l ' . 1 \
“ The ideal of the Japanese garden is "a space in whith the art is so

* B . \
artless as to be unappa}rent."l To attain this, a variety of plants is

used rather -than one plant type which would stafxd ogi:’.' The landscape’
garden a\;oids using exbtiq plants, or ‘plant's‘placed out of their natural
environment. In this sense the éarden of Entsu-ji is an,exle—mplar of
this aesthe?tic; the plan‘ts in the gérden are redulced t:.o simple: ‘types,' ;
moss, lgwn, a Vfirigateq /hedge, bamboo (hidden) ,.cryp\bomeria, and
Japanese cS/press. These, are~-ali modest elements for *gafden design. -
The small garden c0nsist§ of forty-five chks, moss covered, sitting on
a hunmock. The hedge behind the noss acts as, a trirfminq;‘ lir.1e for the
garden. ’I:his is called 'sentai’, prunimj to allew rrbre natural beau£yf ’ . -
to emerge. Behind and 'outside' the garden is the line of cryptomeria \ .
and Japanese cypress. |'I‘}'xas'e trees, more spec%fically their trunks, |
borrow the scenery that lies in the distance, Mt. Hiei. Not visible,

but nonetheless present, is a pamboo_.qrove that is situatéd between \
the cryﬁtomeria and the heage., Its preéence is audial in that cicad:as . .

éing thieayhout the summer and autumn (see Fig. 32F. .

Sections of the Sakutei-ki dealing with tr;:oes, iilustr‘ate the
~j_'mportance of 'Shintoist roots in garden"design. ;'. .. and the gods
descended fr}omJHeaven to trees ... the:égore the dwellings of humans ~
should have trees in their gardens."2 Within Buddhism as well, the
mythology of the: ;:ree is important as Buddha had all of his visions 1,

under a tree.

Masac Hayakawa, The Garden Art of Japan (New York: . Weatherhill/

-Heibonsha, 1973), p. 9. . - .

“Rambach and Ramhach, Sakutei-ki, pp. 246-247.

r
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“been criticism of any ostentatious elements in a garden. Although -

) Texture and Irregjlarlty

i

\

i
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'As far” as planting is concerned thé Sakutei-ki treats carefully ‘
) — | . w

'the bad omens. of certain planting practices.
It is not good to plant ‘sakaki' (divine trees) in the middle
LR e oA LT, e

The Japanese gardener does. not use exotlc or rare plants as they

are not images that he/she understands. From early tlmes, there has

each element may be’ worthy of study or contemplation, this must not . ,.
I3 = 0 !

supercede the integration of the separate elements of a garden. It
is 1n this context ‘that Roger CalllOlX wrote:
. le jardlnler, c0ntra1rement a 1l'artiste, n a]oute pas un . . N

ob]et, une oeuvre, - aux données de l'univers (mals) trans-
forme un arpent dé la nature.? L

The emphasm of this transformatlon is the texture of the lmage, .
the tanta1121ng line that it runs between source and ideal, nature and
the methods and restfictions used by the gardener nllke the Islamlc
gardener who repeats over and over. the same basic deSLgn with varlety
only 1n plant types through J.mportatlon and cmss—breedmg, t}ﬁe
Japanese gardener must not fall ipto formula solutions for plantmg
and organlzlng the garden. - Garden design, then and now, is a con- |

templative and spiritual as well as aesthetic exercise. The point of

departure for each Japanese garden being its-environment, each solu-

. tion must be individual, demonstrating the gardener's' sensitivity to

RN

/

t

l‘I'bid.,p. u8. - . 1

?Roger Cailloix, as quoted by Barriere, "L emotion que peut .
donner veet” P 62. " , n ’

«
1

f o
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ti'xe site. A solution for planting, no matter how well suited for one -
site and no matter how well it might be transferred another, was not
repeéted, "since their gardens were regarded as wearjs toward Zen dis-
cipline, copying was no doubt strictly forbidden.' Thq aim of the *
Japanese gardener is- to construct a ga.rden where t texpure of the’
plantlife insi;ie recalls, but is'distinct from the lan-t\ife outside.

The v/iewer's eye mast ‘be dr;awn from the garden plants to the enviren—
nént and yet be able to distinguish a transition. The trees and

bushes of Entsu—jl dlstlngulsh the garden from 1ts uts:Lde, and the

<

nosses of the garden attach 1t to the outer enﬂronment .

K.f_atsuo Saito and Sadaji Wada mention in Magic \pf Trees and Stones:{(,

Secrets Of Japanese Gardenin ,2 the various criteria\ for choosing moss
. o ' | .

in the-landscape garden. Shady gardens like Entsu-ji are covered with
‘hair moss, niawa sugi moss, cizan noss, mishiki oSS, ‘nuki—chirimen '

moss and hikagen'okasura Of these, the favou.rlte 15 haJ.r moss (see
Fig. 38). It is found in the pine groves of the mountams E‘ollowmg
it, the next two common spec1es are hime moes and seltaka, which are

" not particularly we‘ll‘suited to shade. A nu'Iﬁber of verY"practical
issues come ‘into play in the choice of moss. Some are r$s1stmt to
the actlon of the bamboo brooms used to clean the gardenjof unwanted
leaves; hair moss, niwasugi and cizan moss cannot be swept. Hair

=)

moss,, alone, grows too stringy, . sO oftef muiku-muku moss (is mixed

~ . 4
with it. to keep a clean appearance in the garden. Certain mosses are

well suited to growincjbn inclines (e.g. hume and seitaka). Others

g lM.asao Hayakawa, The Garden Art of Japan, p. 74.

2

saito and Wada, Magic of Trees and Stones, pp. 267-268. S
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grow well on the rocks but not on the g‘round cover, such as hika.,

\ . Hence the ga.rdens are quietly orchestrated with a'number of mosses |,
\\ sO0 that there are no bare patches and yet there is no overgrowth. The
different criteeria for choosing plantlife by the- landscape and archi-
tectural gardeners caﬁ be seen in the following two paragfaphs. Subtle
" and flowing texture and irreqular distribution are the leitmotiv of the

landscape garden. - \
Texture or at least some stimulus to the tactile sense, is an
essential component of the 'landscape’ garden, which must

always be a three-dimensional construction and have an

emotional as well as intellectual appeal. The appeal of the
irreqular garden must lie in its subtlety. (

Plants isolated by colour and form and distributed geometrically e the

leitmotiv of the architectural garden. o \
Plant dlstrlmtlon is also determined to a large extent by
agricultural consideration, such as exposure to sun and
proximity to irrigation sources, hit the overall design of
the garden, geomgtrical patterning, and division into sym-
metrical areas of vegetatlon can be seen as an architectural
phase in garden development : -

@

\

' - o

lChrlstopher Turnard, "Asymmetrical Garden Plannmg The Oriental

Aesthet:ic,“ The Archltectural Rev1ew, vol. 83 (May 1938) . p\ 246

. 2E:ncyclo@dla of world Art, - 11959 ed. : S. V. "Landscépe
Architecture: General Consfderations," by Giulio Argan, p. 1066

o

1)
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Colour, Scent, Shade and Regulanty ' C

The archltectural garden with ltS use of symmetry and patternlng is

very close to the kitchen garden and in the case of* the Generalife garden
. ' M - q

the two are integrated into one garden. This is typical of the majority

of Islamic gardens. The early gardens were filled with fruit trees and,

spice plants. J’I’he“ basic format of these gardens was an ehcloséd space
delineated by a wall or a hedge. The ground was paved ard the plants

Usually sat in parterre§ or pots. This made for better conservation of

n

watei‘, which was always at'a premium in Islamic countries The plants
. 4

that flower were set in pots for accent. All the trees were potted to

I3

dwarf them. The potted plants ‘were often set in the middle of a sguare

of lawn for accent.

v

Over and over, the Islamic garden desigﬁers and poets write about

the' fragrances of the garden which was a majOr criterion of plant

G

choice. The writings of Abul'l Khair, as quoted by John Harvey, pre-
4
. ( #
sent a melange of poetic images and practical garden advice. He

;uggesgs that the ,gérden' space .be lev'eled first to afford easy and even
irrigation and that the trees be séf_out in“ straight—’?lines. On the
subject of .trees, he reconmend%»that entrances and areas around
reservoirs, clsterns and pools be planted with evergreens because the
leaves of dec1duous trees could fall into the water and spoil its .

appearance, Or ‘foul the water. The trees have as well the practical

» . ‘
purpose of keeping~ the water cool and reducing evaporation. Lastly,

" the cool humidity~of the running water may be accentuated by the

3

\

4

. L3ohn Harvey, "Gardening Books and Plant Lists,” passim.
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fragrance of the"evergreen needles. He differentiates ‘betv\een the

\ia’riousﬂévergreehs, for exanple, pine trees are appropriate for the

centre of a garden because of their thick shade, whereas&cypress,
“because of their beautiful form and the reduced footage they take up,

and no doubt for thelr strong linear form,. are suggested for bordering
i
paths. The importénce of trees that provide shade can be seen in the
L3 . 8
inclusion of shade as one o:f the delights awaiting the blessed,

: « And a$ for those who believe and do righteous works we will
cause them to enter gardens underneath which rivers flow, to
dwell therein eternally; they/shall ‘have purified companions -

§ ' and we will cause them to enter abundant shade. (Sura 1V,
. verse 57, Qur'an)
" In keepmg with an established tradition in Islamlc garderi design,

1 Atul'l I<ha1r explains that a kiosque should be placed in the middle of
the q‘a{:den under a large shade tree an;i over running water to create a
cool and private place to talk. As to the fruit and deciduous - trees,
he remarks that the heayy shade tréés should bg set in the nqgrth of the

ot

gdrden and the fr}ut trees toward the settqu sun; this way those with

'
/

heavy shadow can not overwhelm the garden and these lighter shade -/ .
trees can let the last rays of sunlight through to the garéen. B
Explaining his.choice of trees and plants, he wrote and is quoted by

Ibn Al Awam in his Book of Agriculture, "Know that there are trees

which one plants for their fruit and others for their beauty, the
4 ' per fume of their flowers and their splendor. "2 Contrary to the
dictums of" the landscape garden, Ibn Al Awam suggests thqt "evergreens .
-~

and deciduous trees should not be planted together; it gives a

©

i
' j/
lDickie', "The Islamic Garden in Spain," p. 90.

pz)E\'ox,r "Moorish Gardens in Spain," 'p. 15. ‘
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"handsomer: effect if each kind is kept to itself "l Clearly, the appeal

~

of order and clarlty is greater than the de31re for naturallsm

Al Makkarl, describing the Hlspan1c~Arab garden,2 wrote that\ 1t —

was, "... filled with the most dellclous frults and sweet smelling ! J o

flowers, beautiful prOSpects and limpid, running water, ‘clouds pregnant o o

w1th aromatic dew, and lofty b\uldlngs."3

The gardener, unlike other’ artists, is working with elements that
risk keing green and iiving one day, and dead and brown another,' tamed
for a périod‘of‘time, but in the words of Robert Harbison, "never

permanently subjiued; wd o : ) o ) ’
. . - . S .

: ].'Ib‘id., pp. 13-14.
%For plant lists, 'see Appendix TI, 2..

. 3§bx, {morish Gardens in Spain," p.‘lz‘." o T ' S

4

Harbison, Eccentric Spaces, p. 5. ...
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WATER
<

.In both Japanese and Islamlc gardens, water plays a crucflal role.

v

The paSS.‘LOn of” the Arabs -for running water has been explalned as'a

relief from a hostile' environment that had little\ rain and few rivers

or lakes. Thus, in the Islamic consciousness, water is the oasis, water-

is a rafe and p;ecious c\cmnodity‘. \] ' ' ) s -
This causal’ explenetion cannot be applied f:o the intense feelins-
the Japanese have for water. The Japanese env1ronment is by no means
arid, bit they were aware that running water relie:ves the mugginess of
their sumers on;audial and £actile levels. . P(robably,lthe ;heer
. p

abundance of 'swift, short rivers-and the dominating presence of the
. : " ’
sea makes water, in miniature, a major theme in Japanese gardens. .
i . . . - .

0o )



Water Metaphors and Islam

life on earth and the next “in heaven.

) -3

-8 - o

Generalife

The sanctification of sensual water elements by Islam can be seen

" in literary metaphors. As mentioned earlier, rain was personified as

the mercy of God. " In the garden, ,the earthly fountain was associate&

w1th the heavenly ‘fountain and by consequence represented the abstract -

prmc1ples of a}:undance and generosxty, 'kauther (Sura 98/8 9/72).
leew1se, rawda, the word for- the tomb of saints and sheiks and garden
was J.nterchangeable. As the garden kore the -same marks of, Eden and

lsara'dise, it was an mtermedlary between the memory of the first ideal
dwelling plac%‘aixd the last, thus it was an intermediary between this
) .

4

. the inscriptions in the room preceding this garden patio
(Patio of the Canaﬁ.suggest a paradise, where 'the believers,
men or women, are introduced into the gardens where clear .: "
streams wander', although the streams constantly.flow, they
are not like those of Paradise, for 'there they are eternal' 2

' Often the dead were buried- in tne‘ garden so they could continue

-~ to enjoy .th’e sensual ‘pleasures of the running water, shade and sweet

fragrances on oOne ‘hand, and on the other, so they would be directed

and prepared for paradise. Thus the womén of the household pouring.

fragrant rose water on the tomb was not an entirely symbolic gesture
but was to work on an actual level.

... the custom of internment in a garden rests on an implied -
reciprocity: between heaven and earth, a reciprocity whereby
natural reality is p%asticélly transformed into its super-
natural counterpart. ) o

1

I3

lI&rthur Arberry, The Koran Interpreted, Koran Sura 98/8 9/72.

t

2Pare1'a, "El Generalife despues del incendic de 1958," p. 27.

Eliza'beth B. Magdwgal, The Islamic Garden, p 91,
N i Y -

ST
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It is only the architectural garden with its imposition of religious

structures on geometry and then geometry on nature that can function on

this micro—macrocosm level.

RunnintLanci Still wWater . ‘ ) 4 . !

Water i‘slpresented in two ways in the Generalife garden: running
and still. The running water both of the Waterstaircase and Of the .
small fountains are outside of 1:he garden pfoper. In the Patio of the
Canal the water is apparentlyu urmoving. * Water was brought f‘rom the

N .

upper reaches of the Darro River by a series of aqueducts, syphons and
pumps tO the Generalife garden and flowed from ther'e to the water pools
and fountains of the Alfaambra. The most notable feature of this
descent of water from one terrace to the other is the Waterstaircase,
whichsconnects the Garden of the Bride, dar al-'Anusah, to the Patio
of the Canal. - . \

The water runs down the hollowed out stair rails and down along
the side or underneath the steps bf.' the staircase. A system of taps
at the top allowed forlsudden spurts of water coming from ﬁnder the
steps or up f}om the. lanfings of each flight. ‘Visitoxis’to the
Alhambra after the Reconquest wrote of the playﬁ:\ul éffects “installed
to amise sultans. X . ‘ .

&‘he source of the founta:i.ns in the Lower Garden is clearly
Islamic. This particular presentation of water is linked t0 the
royal Persian garden. It is in sharp "contz.jést to the serenity and
singularity of the Patio of the Canal. 'The Lower Garden is the noisy
shéer delight of nultiplicity: The whole is made up of numerous )

single uni}s that are repeatéd, each contained in its individual
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parterre (see Fig. 15). -Although the walls and tiles of General-ife
repeat the pious thanksgi\;ing to God, God as the giver of all things,
ete. + the fascination'with fountains and what the}; represent should ‘
almost be impious. Humanity, instead of rermaining ‘the hurble and grate-
ful reciﬁien'c. of God's graces, takes the place of God and ‘.sets about to -
create rain and defy gravity, not once buﬁ over ad over. These
fouhta}ins would néver ke found in the landsc@lse garde\n. It is part of
the proposition of the architectural garden that hwhanity should create’
structures to direct and contain water, put it under pressure soO that

it can ke opened. and closed according to the whim or rationale "of -

humanity. Efforts were made to recorcile this view of humanity in the

garden as 'deus ex machina' and the Islamic view of human nothingness

B ,- N ‘ ' N
in the face of absolute god. The basis for this effort was the neta-

pho of the garden as paradise, whereby each technical tour de force
q -
rocla:.med God's greater ory. .

The major water element of Generallfe 1s the pools of the Patio

-of the Canal. Theée canals now have only one axis and are filled by ‘a~

myriad of water jets. In the original construction there were twdt

transversél pools to fon(’a water cross, but no fountains, (see Fig. 7).

At t;he transve:sal pomt stood a kiosque. This is in keeping with the

»
'

form of the ‘chehar bagh gardens 'of Persia.

Oleg Grabar quotes poems written about’-the Court of the Llon,
which he considers the sister space to the Patio of the Canal, wheré
water is presented as a llquld SOlld The surface of the water 1s
relatlvely unperturmd by the wind in an enclosed garden it is only

the anement of a hand that. can break the surface and dlsperse tight

N

Lreflectlon everywhere The water was Stlll kut not stagnant, as the

\
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water pipes below the water surface constantly renewed the canals with
fresh watexr. As previously mentloned, t’ha canals rose. above ‘the plant

life, so few leaves would pot fall in ‘and rot. OlegVGrabar considers

. - A . '
the fools Of the Pati of 'the Canal to be compositionally static and
the plants and trees are placed to relnforce that stasis. He traces
the treatment of water in the Patio of the Canal and in the Court of
the Lions from Biblical sources,_wmch descrilbe a pool of quicksilver
in the court of Sola'non. Unlike the water m the Court of the Lions,
the water in the canals does not functiop as a nétaphor for victory or
royél power, Following Grabar's thought, it is possible to eicl:\x?‘apolate
that the water in the canals 1is preséntéd almost on an alphfamic levél,
the essence of Mquid. The Patib of the Canal is, - ° ,

An abundance not simply of water hut also of reflections, soft:
lighting and sound, that has brought in here and held: back
there, a pleasant and fresh humidity, without rust, mold or
spiders.

v

'Thé reflection of trees, plants and architecture in water was

‘ greatly ?ppreciated by the Islamc gardener. Especially appreciated :

" was the 'reflectiop of light and objects in the not quite still water. :

; The mxportan\ \of the intense Isl?mlc reverence for water was illus-

trated by t t:lxorough ChIlStlan destrlction of pools, fountains or

( ponds whethera%éllglous or secular " After the Reconquest of Spain,

~pub11c Washmg}{of hands, whlch was a ritual that preceded Islamic

| worshlp (ablutxﬁ,on.) ‘ was suspec,;t Chrlstlan orthodoxy reached such a

helght that trghsgressors risked hav1ng their hands.chopped off.
Generallfé water v.orks, although saved were adltered, espec1ally

0

|

‘lPare‘ja, "B Ger}eralife' despues del incendio cle 1958," p. 22.

.,
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, . - in the Patio of the Canal by the addition of water jets. This was

iportant to the Christians as they, like the Moslems, had an archi-

R

- . was a symbol. for a world view. As they fqmdlthat:: view"abh'or‘rent,

- they had to change the physical form. S : ‘
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: . tectural tradition in garden design and hence realized that each form
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- ‘ . ‘ Entsu—ji
Although water 1s only present in’ Entsu—jl and other dry gardens

. such as Ryoan—jl on a very remote 1evel this does not mean that the

) presentatlon of. water hae not occupied a great deal of Japanese ’

LI

‘gardening. Like the Islamic gardener, the Japanese gardener.presented
water according to specific religious meanings. ' Unlike the Islamic
‘ , ' , . "
gardener’, actual water formations in the environh\ent -‘always influenced, .

and eventually becare the dominant source of water imagery in the

Japanese, garden.

Water” Metaphors, Teoism and Buddhism -

CT Accordmg to Teljl Itoh durmg the formatlve perlod for Japanese -
cu]ére (the Nara and Heian pericds), the increase of wealth created

an'ez;cpanded bure'aucracy. As Japan: centrallzed, Offlc_:lals had to be

sent out- to remote prov1nces where they were inpressed by dramatic.

and fantastic landscapes, particularly seascapes The flrst gardens

were then miniaturizations of these far-off.- lands that were sparlted‘by -
nostalgia. The gardens were called 'shima' or island, indicating the

" .central issue of water in their construction. The gardeners,
created miniature versions of remote places like Tamatsushima ‘
in Kii Province, the beach pf Sumiyoshi and the -islands of
the Seto Inland Sea, Shiogama and Natsushima. , All these were
places of great natural beauty, where the sea played a major.

~ role in the setting, and they were all quite distant from the

' capltal city, Nara.2

x4

lMasao Hayakawa notes’ that as early as the elghth century there
"were references to garden ponds in the Chronicles of Japan,"Nihon
Shoki", -the emperor Keiko supp05edly enjoyed -a garden surroundlng a
carp filled pond; thls was in the flrst century A.D. -

2Itoh, Space and‘Illusmn, P., l7.

N . <=
' ‘ ‘ ) }) ~
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With the repid spread of Buddhism this tourist snapshot mentality

was overlaid with religious images. Esoteric Buddhism brought from °

China several traditions eoncerning water. One was the belief that the

world was supported by Mount Shumisen which itself was surrounded by ',

1
XS

islands. Depiction'of this became the subject of the gardens; it was

easily adapted to the asthetics already developing at the time.

" Another Buddhist structure grew from the tradition of the Blessed
Isles, a beautiful place in the Western Sea, which ettracted f:he good
spirits. The aristocratic gardeners began to build representatlons of
‘these lslands to either seduce back the Splrlts, prevent them from
going, or snnply provide themselves with sthis kJ.nd of ethereal beauty.
‘The other major religious influence on the use of water in the -
gardens is Teoist TaOlSt tradition stated that the world was divided
into four areas, each ruled by a mythncal creature; the east by the
_ ‘Blue Dragon, the 50uth by the Red Phoenix,, the west by the Whlte
Tiger and the north by the Bleg:k‘.ﬁbrwlse. lEach of the Creatures then
was given a special dwelling place ‘in -the garden. Hence' ‘there was to
be a streaxn_to the east, a pdnd to the south, a, path to the west and
a'hill to the north‘ If thlS prescrlptlon were carefully followed
. ‘then the \garden vould be au5p1c1ous " Thése rellglous conceits do not
seem to haVe been well understood by the Japanese, as they reversed
| or confused the strlctures, although all were carefully recorded and’

N

COdlfled : B ' . ’ .

" Zen Dry Garden : . . ' o \ .

Three aspects of water play a part’ in the Japanese garden, the

sensual aspect -(the sheer pleasure of water) P the psychological import
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of water (the calm and stimilation of moving yet contained water) and the

symbolié: level of water (water. in relation to rocks and‘plants as a meta-

. phor for 'nuta}bility) .

Entsu-ji is an example of the apparent contradiction of Zen dry 1«

’

gardens, havmg the movement of water as one of ltS major themes (see
Flg. 34). Zen gardens such as Dalsen—m where t};e gravel and r0cks
1llustrate the movement of water, not a dried up river bed, or Joei—ji
where stones represent a waterfall and other r0cks represent islands

(possibly the Isles of the Blessed of EsoOteric Buddhism) give an idea

. of what Entsu—j‘i might have looked like. As'previously mentioned,

Entsu-ji was not concelved to be a moss, covered garden, but neither
was it strlctly constructed to conform to the Kare sansui' garden. It
was constructed after "the major dry,,gardens. Most Japanese wrlters

refer to the more aesthetic and less: spiritual aspects of Entsu-ji.

_Although the ‘pPlacement of rocks in the garden recalls that. of Daisen—‘ )

in and Joei-ji, they are mch looser and it is possible to imagine

" that the decision not to clean the rocks of lichen and noss was not

1



" CHAPTER VIII

CITY IN RELATION TO THE GARDEN
’ \

Generalife, -Leading From the City to Paradise

Relationship of Garden Location to the City

The gardens of Islam were centred'in the city rather than around
it astwere their coﬁnterparts in Japan. Gardens in the city ‘were |
attached to private residences, 'mOsques anél ’;Jé\Iaces. In the residences,
they would fe contained within the inner courtyard, and 'consequently
would ke completely private spaces. The gardens in the rosques framed
a vater fountain which was used for the ritual washing of hands before
prayers .‘ Surrounding the fountain were orange and lemon trees that -
'provided shade and fragrance. |

The various gardens of the Alharnbra—Generallfe corrplex were to
varying degrees accessm]_e to the public. The dlfferent degrees of
accessibilitywéo the gardens reflect the double functien of the com-
plex as a pleasure pait‘ace and as a fortre;‘s. It was not that political
instability inhibited the court from retiring to the ‘country for the

sumer, but simply that the whole of, Islamic life was centred around

LI

the city.

The'Plan of the City

mmedlate mpressmn, on conparmg the plans of a traditional

Islamic c1ty and a tradltlonal Islamic garden is of the dizzying.
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'disorder' of the former and of the mathematical serenity‘ ofh the latter.
This difference is not surprising when we consider the differ'grit weigh-
ing of the 'ideal' and 'pragmatic' in the two structires. True to its
Judeo—-Christian antecedents, Islam draws a sharp line between éar_th'
and its imperfections, and the perfection‘ of heaven. Obwiously,  tied to
this is the concept Of the garden,éls an ifle;l spacé. ‘The bity was notv
to rival paradise. A certain degree of humility was demanded of those ’,
still herehon Iearth.

As Paul Wheatley mentions, displays of wealth excite the envy of
the neighbours,‘ thus landmarksc are also de-emphasized, a landmark being
by ﬁature c‘onspicuc;us. The.aty represents the pious and transitory
state of imperfect humanity, and the garden, the eternal symetry and
perfection'of God's place: paradise.

The Islamic city is, with a few exceptions, walied. Thus, the
divisioq between the city and the surrounding area is well defined, in
this sense the Islamic city is similar to the Japanese city. The city
is divided vertically into distric‘ts by social activities. For -
example, the industry and commerce of caréet—making and the housing
of the v\orkel‘rs and owners associated with them, are all in the same
section of the city. The uppeér and inner city is ::eserved for prestige
activities, bok binding aﬁdlcarpet selling, whereas the lower and
outer-city is reserved for dirt;y or smelly industries, pottery and-
tanning. The military and royal cquaf;ters are. always separate from
“the cit;y,, and usually looking down on 1t A '
Generalife Garden was a part of the royal ‘and militaryéomplex
~ of Alhambra and aithough the Lower Gardensl were accessible to the

2

citizen, the whole of the Generalife Palace mst. be interpreted as

(PN

..
.nE
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a n_\etaphor for the privilege of v»eqalth and power. ‘The Arab pragmatic
space‘l is both hierarchic and sexist. The male"s prag}matic s;;ace
extends from his quarter to those of the nei,ghbpurli_ng quarters, whereas
a v@qf.n's is limited to her qu%ér, and“the ‘higher class»she\ is, wthe
more restricted her movements. In this'; context the garden as an ideaf

, Space is a dlrect pa.rallel to the c1ty In the terraced garden of the
Islamic Bnplre, fhe lower gardens were open to the publm, the middle
gardens for the males of the rullng family, and the hlghest most
remote levels were for the women and harem of the hOusehold

In Generallfe, the orlglnaf publlc entrance opened Ont:o the ILower
Garc‘ienﬂ This garden was open to the whole Clty. The Patic of the
Canal was completely cut off from the Lover Garden and could only be

ventered "dy traversing a narrow staircase and gallery; it wz;s not open
to the general public unless by invitqtion of a member of the royal
household. The entrance to the Patio del Cipres de 1a Sultanas had
yet agam a more compllcated series ;Qf staircases and turns (see

\ Fig. l) Here access wa even more restrlcbed, including only the'
women and certain men of the royal family.

The Islamic.'image of natural elements is «contradic{:’ory. . Nature
is viewed as hostile: blazing sun, dry ‘qesert and démons lurking’
behind rocks or as the f‘mal expression of luxury: shade trees,
sweet b10550m§ and scent and running w:’iter. The garden and the c1ty \
are viewed in a simjlarly contradictory fashion. Life is centred

v - A4

around the city and sumer resuiences in the country are not cam'on.

Thus the garden is the main contact with nature for the city dwel]\er

- »
. Y .

‘ i | \
v \

. J'Wheatleg, ‘"Levels of Space Awareness," p. 354, L

>
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Yey"the garden is only beauti:‘ful dyging tife sumer. The plants and
flowers in Generalife turned brown .or dled Off in the wmter and only
in the spring muld they burst forth. The cptrt WOuld then move to -
the Alhambra Palace where the gardens had few’living\‘elenents. The

. few there were, were subtle evergreens On the one hand ‘this migra-
tory- rrovenent w1th the seasons is an mtlmate union with nature on

the other hand, it is a denial of h f of the seasons as winter
planting was not considered a possibility‘.

For the\Isl.amic’ citizen the effeotive organization of space per-,
ception ‘is relicjion. As Wheatley points out, the Koran wes written in
la city, for city people, and it was in the cities that Islam first had
its inmpact. The religion had prescriptlons for every aspect of llfe,
from birth to death. Every male, rlch or poor, jomed together 1n
‘prayers that broke the day into reqular repeated units. ThlS klnd' of
communal aff:u:matlon o;f basm rellglous truths is clearly a CJ.ty
phenomenon. The valourlzatlon of the c1ty was structured in the
"Hijrah" (Adoption Of the Faith). In the beginning years of Islam,

#the city was the only place" for commmal pr er.l The ﬁoran and sub—l
sequent sacred books all sanctify the urban jderarchy with its inter-
mingling of spiritual and political activitJ'Ses.,

.Religion binds the garden to t;hé city on three levels: first,

) ' . o ~ L]
the form of the garden i,sfa.nost required to follow an' archiﬁectural
mode, as architectural 'elements reinfoft:e the sanctif’ication of the -
city. Second, the garden 11ke the c1ty, relterates the fundamental

Islamlc bellefs ‘} ’ o | . ‘ . o

... the walls are covered with pious and religioys sayings.
. In religious and sémi-religious ts plants and trees are
! figured in constant worship of Allah. Not one element in

N
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_zation of the city and the perfecti symretry of God
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the garden does not have some rellglous s;gnlflc:ance. But at

© the ex15tent1al level the 1ncluslveness of Islam, which renders
all man's social responsibilities religious in character and
which, does not distinguish between ity as believer and duty as

¥ a citizen, invest each institution and its material expression
with a quallty spec1f1c to the Moslem world.t o

Third,. the garden acts as a stepping storie between the pious disorgani--

At the same time -
sanctifying the‘SOCial order and particularly the place of the royal

family who hold within their confines the stepping stone to paradise.

» 4] ’ , N } .
- ~ ! ' ' r} ,
‘ - .
\- L
!
N . - )
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v " “ 4“ ,‘
[ . ¢ /-‘ "5/‘ ; o
Y : . Tl > - . ’ " . € I ,
: lE:ncyclopedia ‘Britannica, L980 ed., s.v.. " istory of Spam "
by Juan Vernet G:mes, p 419. . S oy
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Entsu-ji, Leading From the.City to Nature "

' Relatlonshlp of Garderl}ocatlon to the-City _ / .

There are two c¢circles of temple and shrine gardens in Kyoto with :
the Jmperlal palaces'as their centre (see FJ.g 52). They are permanent
mmesses of the suburban 1mpulse of the citizens of Kyoto. From the
beglnnlng of Kyoto, rich and noble famllles have been bulldlng retreats
from the mty that remalned w1thm a short dlstance of the city. Wlth
the fall of dynastles these were absorbed mto the c1ty or converted
into Buddhlst temples_. To see the Japanese Jmpulse to create land-
scape garden's only as a functlon of the ¢ity dwellers romanticising the
S.l.mpllc‘lty and freshness of country’ would mean ignoring the.xr strong

\

splrltuallzatlon of nature. Unllke the mosque, the centre and focus of

vthe Islamic c1ty, the shrlnes and temples of Japan are/on the outsklrts

of the city.  They remam when the v111as of the wealthy have dis- . . I

‘ appeared The Japanese city and the Zen garden aren dlrectly oppOSJ.te the

A

' 'Islamlc city and garden on the balance of order and dlsorder.

A comparison of the plans of the city and the garclen illustrate

the basic raison d'étre of landscape gardeh.' The grid pattern of the

city is 'a metaphor for power, while the irregular and natural elements - -

of the landscape garden conterns the retreat from the problems of

power. While the city is about the knowable and containable, the - .

T~ ;e

i -

garden is about the ‘unknown, a journey of contenplatipn‘ through «the

void. The undirected and wicentred pattern of the Islamic city is a

metaphor for non-pover in the face of almighty God. Whereas the

intelligent and knowable pattern of the garden is a metaphor for power,

as it is a slignal to and a replica of, God's, perfection.
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more polltlcal reason was a power struggle around the throne The
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" Plan Of the Capltal

Both Kyoto and Granada were founded w1th1n the same century. In ’
COmparlSOn to Granada, Kyoto was a completely planned c1ty In 794,
the or Kwammu ordered the removal of the capltal from Nagaoka to
a site just \five miles away, that was named Heian-ko vgluich means
'Capital of Peace and Tranquility' otherwise known as Kyoftg‘. PO obiz-—
Fane mentions three p0551ble reasons for the move frOm the barely en—< \ ' .
year-old capital -of Nagaoka The most dramatlc of the thfee concerns
the rough spirit, or 'aramtama' of the executed brother of the Emperor.
The hapless Sawara-shinno had been starved for a per;od of ten days
and was finally strangled to death.' His spj_rit, angry at this undig-

nified end, was ‘believed to be hauntlng and damning.the capltal A

losing side had supported the Nagaoka site, but oonstructlon of this

capltal had been effectlvely thwarted. Certamly, once the move had

" been mde, the constructlon went on much faster. The third factor for -

the move is geographical and practical, that is, the water supply of
Naéaoka was defective and could never have ‘adequately supported ‘the
capital. Another reason for the ch01ce of the new site was 1ts mag—

nlflcent views. Ponsoby-Fane points out that the E:mperor was a man

with a 'great interest in beautiful scenery Bs Kyoto was not far from

the old capltal the old bulldlngs were ea51ly dlsmantled and shipped
-~
w4

\ ‘ ¢ .

t0 the new site. o ' . Jeee

[
«

N

. The exact choice of the site of the city and its,orientation
was decided according to the principles of Chinesel gedmancy, 'which- ' Coa
can be descrlbed as Man aesthetlc science dealing w:.th the posltlve

management of the landscape in accordance w1th hldden forces w1th1n



' . prOV.mces‘ Atago and Kadzuno.

meerlal gardens seem to have remalned functlonal throughout tlITE

p. 3.
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the earth."!

Helan, like its predecessOrs Nagaoka, Heijo (Nara) Naniwa (Osaka} ,
Fujiwara and Otsu, was a city laid out symmetrically on the plan’ of
the 0ld capital of the Sui Dynasty of China, Ch'ang-an- fu .. The
salient feature was a large broad road . {20 in the plan) leading
south from the main palace gate and dividing the city into left and
right Capitals (Sakio, Ukio). 2' (See Figs. 53 and 54)

The right and left Capitals were not defined from a point of view south

of the city, ‘as they would ke on a Western map, but rather from the .

palace which sits in the northern section of the city. “The city faces

south in accordance with the buildings of :‘Ehe Imperial Compourd: The

. Imperial Compound faces south 60 that the émperor may always face .

toward the light and warmth of the southern sky. The city was divided
% .

off into regular sqtjaré ‘units that were defined by roads that ran '

,Anorth—south and east-west. These units ‘were called (’c’ho'; they were - "

approxunately four hundrea feet square. . The palace, the most imposing
1éndmark in the city, took up one- fifteenth of the surface area of
Kyoto. The four bounda;y roads were llned with canals called 'kawa'.’
As; Qvell, there were six, not qhite evenly spaced, north—south rivere
aI;d canals. The water for these canals was drawn from two nelghbourmg
I Not long after its constructlon, the water _supply kecame a
prokglem for Kyoto as well. Je‘pj.aese chronlcles are filled wlth"‘

accounts of ponds of the rich drying up in the summer. Only the

’ Ca Pl

The market places were plaoé) symnetrlcally, One in the east and the

N " [ . : 4 ,” .
lBring and Wayembergh, Japanese Gardens: Design dnd Meaning,

‘

! %Ponsoby-Fane, Kyoto, Its History and Vicissitudes, p. 14.
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other in the west and supposedly all transactiohs took place there, S0
that they could be controlled by the goverhhent bureaucracy. The shinto
shrines end Buddhist ‘temples were each alloted separate sections of the

city.

Japanese Perception of the City and the Garden

.The palace, like the city, was\ axial, symmetrical and hierarchial.

The placement of the buildings with the exception of the front gate was

" visually quite static. ' The front gate was a self-conscious imperfectioh

. to remind humanity of its humble position'and to avoid arousing the

jealousy of the s'1’;>i'rité;‘. 'The status of the building was invigorated by
the seasonal and cycllc changing of rltual activities, both rellglous ’ ,
and imperial. Events serve as the dynampo of the nnperlal complex. 1 :

The relation of the palace to the rest of the city was based on a

closed system oOf:increasing restrictions as one approached the palace

iqns and various gates to, the Kokio,

the 1mper1a1 residence, the 'inner in rior' and finally, the two

W

sacred halls, Sh;ishin—den‘ahd' Seirio-d Kyoto was a closed and
contamed city and the dlStlnCthnS betwéen the interior and exterior
of the city were retamed, even when they did not correspond to the
ac:tual distrilution of ‘the population (see F1g 55).

On a’more intimate level the ‘houses - of Kyoto, like those of the

) trachtlonal Islamlc tom, backed onto the street and were centred on

the patio, hut here the snnllalety ends for, the architecture is open

to afford an intermingling with the street. Like the Islamic city,

Ypia., p.'lq. ‘ _ , _ -
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this intermediary space is defined by activity; it is not a static
delmeated space bhut changes with, moments of celebration to those

.

moments of the nundane chores of laundry and cleam.ng.

The’Japanese c—ity' is the direct correspondent to th;a Islamic
garden; both are Euiit on the plan of a higher o}der. The reason that
the Japanese city and not the Islamic city follows a celestial plan is
also possibly that the spiritual and polltlcal head of the Japanese . '
was One and the same, the emperor. His horlzons were sufficiently
wide that he did not jhave to settle for the visual affirmation of his
;godtlead'in a mere garden", but could. command a whole city, and he was

not in direct competition with an anthropomorphic supreme being.
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CHAPTER IX: . -

-

_ BUILDINGS AND THE GARDEN

Entsu—ji, Building Flowing Into the"Garden
Although the Zen 'ga.rden'in general and Entsu—-ji in particular
have been presented as a landscape garden, it does not negate the role
of architecture in the garden. The intimate 'and interdependent rela-
tionship between the garden and the architecture surrounding it is a

major element of the Japanese garden. Geoffrey and.Susan Jellicoe ’

" write: “House and garden interlocked, but were complementary in as .
f /

much as the one was asymmetrically geometric and the other organic.;'l
Gardner even further elucidates:

House and garden in Japan form a single aesthetic unit, the
spreading verandas of the huilding merging gradually into

the garden and the architectural style of the house seeking ‘
to harmonize closely with the surrounding garden.. So closely 3
felt is the relationship that the Japanese word for 'home' is
written with two characters "house' and 'garden'.? (See Figs.
44, 45 and 32) '

-, Tunnard writes of an occult balance that is not a blendlng 'but an mter-
play of fore and background of he1ght ard depth, motlon and rest. Thus
he notes that the mterrelatlonships of qarden and architecture does not

mean that they meet. Plants do not cluster at the foundations of the

-~

lJelllcoe and Jellicoe, The Landscape of Man, p. 85.

[

ZK B. Gardner "An Introductlon to Japagese Gardens," Arcmtectural

1

, Rev1ew, Vol. 119 (February 1956), p. 128.
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house covering it up, the integration remains always on a restrained

level, , R " L

leotaro Ota presents the veranda as the link between thé garden

and the archltecture
The veranda seems part of the outdoors when seen from the 1ns:Lde,
but looks like part of the house when seen from the garden. It
' plays the role of connectihg the garden with the interior house. °
The whole wall space between the columns from the floor up can ke
opened, so that the veranda llnks the floor of .the house with the
ground outdecors. 1 .

The byplay between these-two, ‘gardeﬁ and architeémre, i$ based on
the emphasis of soli‘tary and often static viewinq Of the Japanese
garden The garden was v1sually divided according to the v1eWS from

the major rooms of the adjommg bulldmg

(o]
o

The light, 1ow and open constructlon of Japanese a.rchltecture, its

’ rlack of compactneSS (whlch can be seen in the lelSlOn of the bdlldl.hg

into block sectlons that ]Oln each other on the dlagOnal) ard its lack
U \

) of symretry, were all elements that made for lntegratlon with the

1
[

gardeh (see Flg 24)

) The Sakutel—kl, which defines solutlons bo architectural des:Lgn
problems ‘does soO, '{n terms of lucky or unlucky omens. The f:radltlona]_
' Japanese resigtance to qentrallty is thusly explamed; "One\mustj_ not

~

'place the residence in the middle of the Jdand, for the man living

[

there will live there like in a prison."?

%
)

. J‘leotaro Otay Japanese Architecture and Gardens (Tokyo:
Kokusal Bunka Shinkokai, 1966)y P~ 24.

2Rambach and Rambach, Sakutei—ki, p. 248.

\
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In‘ter’ms ;)f the temple garden of which Entsu—,j‘i is an‘examp'le,l. ‘
tll'xeh garden size was considerably smaller than the ’imgerial:ox\:':private.
pleasure gardens.' The prix{ciple room of thé,temple was a receptiOn'

‘" room with a s;)nall‘ a}tara called the Hoﬁi (see Fig. 31). Thiélroom was

" in the section of the compound that was the abbot's residence. The

view of the garden from this import‘ant room illustrates the intense,
mefiita,tive aspect of the garden in Zen (see Fig. 25).
Early in the development of Japa‘n‘esé architecturé , a modi;\lar unit

“—~was established as half the distance between the columns. The door
height was also established at 5.7-5.8 Japanese feet (which is
approximatély the' same as our feet) (see Fig. 30). Thus all the rugs,
panels and screens had a standard size. Thus the outside paﬁels, all
corresponded to the units.establ.ished m tEe interior. |

Since a Japanese building is }?asicallj/ a framed structure\‘of‘
"columns and beams the wall has little structural importance,
and.therefore, very large openings can easily 'be made.l ‘4
There was a particular emphasis on horizontal lines in Japang'sé
arcbitecture. The cei;ings were low and the only areas raised above
the floor were the beds. This horizontality reinforced the links'
between the house and the garden because it echoed the lines of the

landscape and the walls or fences.

Delineation
' o . ' \\ﬁ
Architecture in the Japanese garden marks the extent of the '
, = ,
garden. Although the lines of hedges, walls or fences are clear, tmy ,

appear to be at one with the nature they are-delineating, much like a

LY

s

lOta, Japanese Architecture and Gardens, p. '26.

)

s
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netural fault line. Architecture does not contain the landscape garden.
/’Iﬂe walls surroundiné gardens are considered as part of the architecture
~(see Fig. 43), whereas the fences and hedges are c0nsidered as part of
the garden (see Fig. 44) , hence the former are designed by the archi-

- tect and the latter by the gardener.

The earlier walls were constructed of mud and tiles. Later bricks
and plaster were introduced. They were roofed with bo&l;d or tiles.
Although the walls reach the height of fifteen to twenty feet, and so
are.,quite conspicuous in some gardens, their horizontal lines are on
the one hand, integrated into the garderx design, and on the other,
integrated with the outlying landscape. |

The fences are light and open and provide boundaries, not privacy.
Often trme natural grain is enu;ahasized as the only visua—l ‘pattern. This
is done by rubbmg th?wood w1th sand and lifting off the softer wood.
The use of worm—eaten wood, weatherworn planks, charred or axe-*narked
Vwood has been extremely popular In its tuse of borrowed scenery,
Entsu-—jl strays from the proposal of "the landscape garden to integrate
humanity with nature. As the garden cannot ke entered, the viewer is
‘ 11m1ted to a small range for viewing the garden. The. limitations are
imposed by the position and extent of the viewing platform, which is
in turn limited by the divisions.of the architecture. Thus there are
two relatively static elements in the.g;arden, the viewing platform
and the’ borrowed scenery, Mt. Hiei. The ‘garden is coordinated to
llink these two elements so that a mseive noorrtain may‘vreach ard be
reached by the viewer. In the photographs of the garden it is
obvious that the views to the left and 'to the right of Mt. Hiei fade
. and the eye is drawn to the clarity of the design that frames the
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mountain. PR 4

Although the garden is not contained by the g;chitectufe, the v

viewer is. The view-is not‘comple{:ely static but is restricted by the

limits placed.on the viewer's body position. It is interesting that

it :'Ls 1.jhese' same restrictions that distance the viewer from corporal

and tactile contact with nature in the garden, that serve to intensify
the visuél and contemplative contact of the viewer—rross garden-hedge-
trees-emptiness-mountain. If the viewer had free access t0 the space

of. the garden, this continuum would surely be broken (see Fig. 25).

4
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Generalife, Buildings Oontaihinq the Garden

{
surrounding’ it. The natural elements of plants, rocks and water are.

chosen and modified to cOnform to elements of archltecture

... the gecmetrical garden pattern of Europe and the Near East
is, in_a sense, an architectural extension of the house. Its
lines aré~controlled by the architect's square and compass,
all its elements- -shaped and modified by man's handiwork. The
ground was leveled and-terraced, not left in natural contours.
Water lay in geometrical pools or-was caused to fall in cas- ’
cades or spurt in jets or sgring from fountains, rather than

remain as a natural stream. \\
N, : T~
Containment. :
' Generalife is an example of the'riadh, “jardin encadré .

»d'architecture."z Georges Marcais explains this term:

le riadh est essent;allement un grand patio planté&, un jardin
intérieur. Generalement de plan rectangulaire, il est encadré .
de batiments sur ses quatres faces ou plus souvents n'en est
bordé que sur les deux petits cdtés. Ces batiments peuvent
étre précédés de galeries ou parfois ne comportent qu'une
galerle, sorte de pavillop de repos d! ou l'on peut, coxrmode—
ment assis, jouir de la vue de jardin.

i

Generalife is surroxinded by walls and huildings (see Fig. 5). At the

two narrow ends are halls. One has a conplicate}% inner court with
doors opening to a second level or other parts of the garden and the
other consists of a ]..ong hallway, a portico, and a'mirador that 1oo}{s
out over the city of Granada and gives a reasonable view Of the Sierra

Nevada range. The garden is based on a rectangular plan but its

lKuck, The World:of the Japanese Garden, p. 23.
' 2Alber‘t: Chanpdor, "L'Alhambra de Grenade," Les Hautes Lieux de
1l'histoire (Paris: Albert Guillot, 1952),.p. 310.

3Georges ais, L'Architecture musulmane d'occident: Tunisie,
Algerie, Maroc, agne et Siclle (Paris: Arts et Metiers Graphiques,
1943719435, p. 4(%4 ' :

J .
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corners are-not at right ahgles.. The short notthern end is not nfnety

degrees to the eelonnades ‘ i?;‘esumably ‘this,)za{iation was some conces-
s:Léln to the landforms g,lthough a number of Islamlc gardens in Northern
Africa denonstrate this ln"ot—qp;.te%-exactness. The dl.mensmns of the
garden are 48.7 x 12._8'm. ’I"hrough or‘1e< of the long col‘o.rlnades there is

. a fine ;view of the Alhambra, t /s colonnade is broken by a mirador which
‘glves a larger ‘view of the ms;Lde garden and the su.rroundlngs. The .

other wlomade is on the upper’ side of the hill and hehce is blind.

v

,If the viewer cmsses to the other side of the colonnades ard\nu:cadors !

-' the outside view w1th the inside garden. The choice is between one or

&

the otl'ﬁr’

L Ay
. , o , .
Walls Ieaimg to the Center
" .
: Oleg Grabar wrote about the compositjon of the whole Alhambn:a,
~>
Generallfe Jincluded: ’ ‘ .

',
-

.. every part of the Alhambra exhlblts o c0n51stept features.
' .The first is that eVery unit was an intentionally 'interiorized
creation' to be seen, apfreciated and used from the inside ....
The other feature is the sensucusness of' the forms, whereby
walls, colums, cellmgs, water, at times. space itself, are not
, fixed constants and definite compositions but become almost
: alive with ‘sinuous lines, and profiles, with moving surfaces or
ornarents, and are endlessly affected .by a changing and con- .
trasting” light. Only colour has been too eroded to be effec-
. " tively analysod, although it wag certainly present, perhaps
even garishly so, in the passt.l {See Figs. 9 and 10) |

N ¢ In‘a s:.milar view James chkle stresses ‘that the Generallfe complex g

was to be cmprehended from the ms:Lde, The blank butsxde-walls

showed none of the internal divisions of ‘the palace The view from

loraver, The Alhamiwa, p. 209.

'

~
S [

he/she can look unto theé enclos garden, hat can at no point Integrate

"y,
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"+ the central kiosque w1th its eight walls and respective windows mast

&
hawvg demonstrated the garddg s strutture on a conceptual level (by .

‘y

turning inside the kiosque the viewer would be presented w1,th~a canal,

' a diagomal view of the garden, then another canal, etc.). Although’
9 o . en ano .

Visible fram other viewpoints: the galleriés, miradors or even the

mand of all the elements. i ' .
The sensuality of thl"walls and ilings that Gfabar spegl;s of
ac;t'\as.an inqtroduction to the main of centre. éThe galleries
with their carved plaster and tiled walls and céilings lead the viewer
to the central kiosque, the perfeét unadorn@i circle. There is no
contradiction between the overcharged rooms with their cblourful and
sensual walls and ceilings,' the exotic plant' life and the pristine '
purn.ty of the geometrical plaln leadmg to the centre because each

praises God, one through the sensés and - the emtlons and the other
©y - 1 .

through the mtellJ.?ence.
v .

,
. !
¢ ' ! ¢ A
M N ’ ® c'..l
: \ ‘ o
o . , . B
.

rground level, it is only from' the ’kiosque that, one is in central com-..

R
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I started this essay by posing the},lestion about thé relationship - .

between the plan of a garden and changes to' that plan that will
1nev1tab1y occur ' Agcordi#ng to what plan is the garden created and.
mamta.mc—:«:‘z’> I suggested that there are two methods of dealmg with :
stasis and change in, the garden, One is to tui‘n to' human autmrlty and

use a clear dESlng with a SJ.mple meanmg The other is to tprn to ‘ H

natural authorlty, ‘the landscape, and there percelve natural solutions

" for creating Stasis and assimilating change. I further suggested that
A

tmse gardenslthat turn to human authority, have as their goal a linking

LS

up of * Ut(-.'r"restrlal order and celest1a1 order, and that inherent in this
goal is a separatlon of humanlty ard nature. The second aVOldS the 1dea‘
of celestial order, sees humanity as a part Of nature, and seeks
assimilation with the here-and-now of nature. ‘

In the first chipter after the Inéroduction, I discussed the

,dlfferent space awareness engendered by the two envnronments As !

~

Entsu-JJ. ‘was nodeled after the landscape, the changes in the seasons are.’

incorporated in the garden ag they wOuld be in nature mnng the

spring surmer and fall, the nosses and nost of the evergreens ¢hange

in fine degrees of colour and 'ushness, and although Kyoto is ¢ooler
than Granada, the plant:s in En

LS

-Ji are still functmnal design

elen'ents in the winter when covered with sSnow. The design of Entsu-ji . ‘ .

L ~

©

"
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accommodates voids, so that when snow falls or when the garden'is lit.

only by moonlight, the structures ‘and the voids shift. This-is the con-.

stancy in changekthat is very clear in nature. Hence natural change

e

beCOmes a kind of stasis. o Lo

L

The much different SOlUt.’LOI’I for seasonal ¢hanges in Generallfe is

[

¢, to construct another qarden, “the Court of the Lion, Alhambra In thlS,

o % / Generallfe is representatlvéghf archltectural gardens, where there is

' . of the culture on the

. ] ‘often a winter gdrden. Where the 1rregular1ty of the uncut cut rocks
o / | .
" of Entsu-ji ac i ate snow, the forpe and precision of the architec—

I ‘
tural design elements of Generalife are lost in the winter. The clipped
‘ v o : ‘
plants present bare bones, rather than lush but coritained rows,- arches

and planes. Winter wears holes into the fabric of the desigh that seeks

COnpl‘ete'r')e’ss.’ In this instance the more static images of the éarden,‘
require a'seasdnal change.
r\

' The sense of coxrpleteness that pErvades Generalife is symbollzed ’

~ by the movement from the perlphery to the centre. It is as much a

~

function of the architectural solution as'it is of IsJ.am.l TO eritsr"

d the garden, 'the viewer passes through several r00nts, gach separate and

]
”, . i

'

- lW'hile‘a conprehensible geometrlc design is a hallmark of archi-
" tectural gardens, the force and clarity of the design of Generalife.is

! . ) largely due to the partlcular character of Islam that enphasizes snrple

truths

The structure’of this essay corresponds to the proposition of two
solutions to change and stasis in the garden, i.e. the landscape and !
architectural gardens. The division of the essay into chapters with
headings that discuss the materials of garden making; water, plants and
. rocks, and the supporting |structures of the gardens; the buildings and
the city are set up to ex the choices the gardener made. The -
chapter on Religious Messages proposes a general view of -ther cultural
context of the gardens| I|have tried to credit the determining aspects
esign of the garden, but I have not examined
,  them fully as they are not!the main emphasis of this essay.
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—discreet, none suggesting the direction or form of the next, then.the

' viewer enters the garden, which is very mxch like. the other rooms. - The
" viewer ylalkls’ toward the kiosque, the centre, fo complete the plam.
Onc':e in"the kiosque the viewer is in command of the garden des'ign’ The
: 'conceptual centre 15 ;a pomt of delicate balance, if on the rlght peri-
phery there is a canal then there is a canal before, behind and on the

\

left perlphery of the vlewer The stasis of the de51gn depends on a.

synrnetrlcal balanoe oo ‘. .
The natural landscape surroundmg t.he garden is seen only when the
viewer climbs two flight-_-; of stairs and looks' out from the frame of the
. mlrador, past a prec1p1tous drop, to ‘the’ c1ty, the city luruts the
farms and fmally the A51erra Nevada "The ga.rden and the landscape can-
not be seen at the same time. The archltecture pr0v1des the stasis and
the d1v1smn of centre aid boundary for establlshing the view, The
1rregular1ty of the natural landscape is in the boundary excluded by .
the circle with its imagionary ceritre the kidsqﬂe. The passSage from"the
outside in to the ga.rden of Generéli:fe is a rroverrent from one static
and synmetrlcal space m another.
The city 51ts spnewhere between the centre of the garden arid the

>

excluded boundary of the natural landscape. Its disorder is not the
apparent disorder of natural growth, it is a self-consciols humility,
a deliberate avoidance of order. Yet its disolzrder is an inportént part
of the movement from the periphery to the centre, for while it does not
bear the marks of Paradise, it does hold within its walls the mosques,
« the true centres for commnal worship. The ordered garden and the
disordered city are_two expressmns ‘of the same meaning, % this

mrld 1s infinitely inperfect in the face of the smgular perfectwn

:.t"
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ofGod
K

A cosnuc plan and the\poncept of movement to the centre is evrdent

i

Jin the construction of }\yoto Agaln the cosmlc order. corresponds to' a
religious and soeial -order, ‘hut the landscape gardens were geographic-.

ally and religiously separate from tle cabltal They were not inte-

- LS

grated into a single movement from the periphety to the centre, 1nstead

i
! -

. . R they offgred a different apprOach to splrltual experlence The
‘ sophlstlcated order of the Zen garden is in direct contrast to the
conpleteness of the Esoteric Buddhlst plan of Kyoto. .
- ' " The use of void is the keynote in the developnent of SOphlStlcated
| order from apparent dlsorder and geonetrlc order. , In it voids and fOrms
are both employed to create vhat Tunnard calls 'occult balance' ,l If a.
. § line were drawn from the viewer who is 'seated on the v1ew1ng platform
‘ tl;rough the v01d of the tree trurks to Mt. Hiei then there ‘would be an
irregular balance of weight and form on either \side; ‘The form and
. ‘ - n'ovement of the rocks’ 1s Stablllzed by the hedge and hroken by the tree
’ ' trunks Mt H1e1 one” of the'static points of the design, is a natural
; - h element as concrete, irregular, and geometrlc as all of nature, while
it too submits to the constant changes of growth.

\
" The other static element of the view is the viewing platform.

This leads to One ofﬁfhe contradictions of the concept of the landsca;;e
gar_den. E:ntsu-ji cannot be entered hence the framlng devme for the
view is not a natural, but an archltecty.\xral formation. The whole
shakkei' techmque starts with the architecture as a departure point.

'I‘he archltecture prov1des the phJ.lOsophical setting for the meditation

1C:‘l'xr:i.stopl-mer Tunnard, “Asymmetrical Garden Planning," passim. _
L :

S
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that brings the éomiain' into the garden. It is arguable that to reduce

the dlchotomy of humamty and nathre (the expressed purpose of the land—

seape garden), the extended eaves and verandah (both architectural

’ elements) p}—ovme the spat.lal' setting for the flow from the biilding’ tc')‘

the garden, to the mountain. l o 9.\ ®

For the Japanese the mountain is a symbol ofistability, conse-

quently it is the touchstone for all the shape categories. , Its weal or

‘ abrldged form acts as the bac:kbone of the garden, holding a form while

Entsu—jl strike ‘the occult balance between the mountain-shaped-rocks
perreated with a ‘sense Of stability and those unstable rocks that repre-
sent flowing water, alwdys changing. '

.

On the one hand, this treatment of racks is contradictory ‘to the

concepts of ,the landscape garden, 1n that they are standing in for water, .

they pr0v1de a stable image of a mov;Lng ele:rent and the stream begins
and ends within the garden. Yet, on the other hand, it is up to the
viewer to flll in the flowmg water, to fill the void; it is up to the

viewer to start and flnlsh the stream and fmally, for the viewer to

. contenplate the essential contradictions of mutability and immutability,

Y

" can crack rocks.

“as found in nature, where, for instance, the force of delicate plants

|
! (

It is the contained canals of real water of Generalife, that pro-

vide the most static image of water and again within this, there lies a

" contradiction. Below the placid surface of the four rectangles of

water, there is constant movement as pipes constantly refreshing the
supply. Yet, despite the- human mgenuity of the plan, a breeze or

touch of the hand can break the surface. The gardeners of Generalife

ut L 4
2

:allowmg the seasons 10 pass ad the plants to grow, etc. The rocks in "
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‘ balanced tension. The four pools reinforce the static centre in the

- 120 -

'

were certainly aware that jets or fountains are less vulnerablé presenta-’

tions of water than still pools, but they could not produce the same

-\.\
/

kmsque where everythmg is held temporarlly in:check.

Not wishing to make' an exhaustive review in this conclusion of 'the
relatlonshlp between stasis and change in terms of the different aspeets
of the gardens, I would llke mw to consider how these choices accuﬁtul‘ate
to [glve meanmg to the garden ’

| The human authority in the Islamic architectural garden produced a

plan that  is essentially a spiritual lesson. This lesson has remained

virtually unchanged for 1400 years. The spiritual truth of Islam,

“There is no God hut Allah’ and He is the creator, omipotent  omni-
present and omniscient, is realized imefosed garden, whére the
rectangular Iwalls of the garden represent the earth and the four canals,
its divisions; the octagonal kiosque, heaven, and the centre,God. Allah °
as the ‘point is also the circle._ From the centre point‘Go@ embraces-all

of His creation. Both the plan and the meaning are hierarchical. Both

are also static. The viewer can approach the centre or leave® toward

the periphery, the believef can approech the Godhead or fall from grace,
ut the o:;der \remains the same. ‘ ‘
When the Islamic gardener turns to nature it is to find in the
geametrical aspects oOf nature (vegetative and crystaline) a glimpse of
the symetry of the cosmos. In any discussion of the architecturalt

garden several words with similar meanings surface: order, microcosm

. ° 2}
macrocosm and cosmic. The root of the latter three, 'kosmos' (Greek)

)
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‘means order, 'hence the universe. as an orderly and beautiful system'.

Nature is a proof of the cosmic order, it is not a source though,

" because even at its geometnc best, 1t is only a vestige of God's

perfectlon.,2

" This.is further suppoi‘téd by the relationship of the ‘cosmc‘)s and

the architectural element to two-dimensionality. The cosmos is an

.ethereal entity, associated with two-dimensionality as an escape‘fmn’

‘the constraints of three dimensions. The sphere of two dimensions is

the sphere of intelligence. 'Yet it is by virtue of the concrete and

static nature of the archdtectural materials (rocks, tiles and plaster)

- that a two-dimensional organization of the garden can contain plants

_and water and thus be the active agent for the religious lesson.

The excitement and -control of thé architﬁectural gaféen is in th;a
mldmg of a static synmetrical balance, a broken branch on the left
throws off the desigqn, a fallen lea.f breaks the synmetry of the pools,
the viewer muist physically enter the centre hold all in check. The
capleteness of the perfect design is both liarating and tempprary .
It gives the viewer a taste of the power of ;ynmetry, but it pé;ses,;
either the synmetry is broken or the viewer must leave. Its power is
the pbwer of the cosws. In the temporar} balance lies the lesson
that the viewer ig’still in the sphere of temporal imperfect.ion.

The approach to spiritual truths in Entsu-ji is very different

fram that of Generalife. The garden design isla form for spiritual

‘(‘ -

Lite New wWebster's Encyclopedia Dictionary of the.English
Lanquage, 1971 ed., s.v. o<osmos. -

2Seyyed Hossein Nasx, Foreword to Islamic Patterns, by Keith -
Critchlow, passim,

i
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discipline. It does not bear the marks of a cosmic order. The spiritual

truths are interiorized not exteriorized. The concept of spiritual dis-
cipline has the 'effect' that no two :gardens have the same plan, ‘each must
start a.fresh with the givens of the natural site.

The viewér does not complete the plan of the garden physically,
but. spiritually‘. The viewer enters by the voicis and irrégularity of the
garden. By doing %0 the viewer begins an inner pmcess‘.

+ The meaning of Generalife bccurs when the tody is led through
rooms, up stairs, into the garden, Qhéﬁ the viewer walks on a ‘universal
map, and entering the centre, the viewr has a glimpse of the spiritual
lesson. l |

The neaning of Entsu—ji bégms when. the body stéps and the mind is
discipl‘gined to continue the movement through. the voids to an integration
\yith nature. -

Whatever the significance.of the experience of these gardens --
all gardens -~ provide solitude, solace and delight for the visitor.
We are excited by the natural element they contain, however it is
approached , and they do not inwlve the dangers or most of. the dlS"
-comerts of ne;ture. ,

s replace the world with our ideas of it, gardens being

intermediate enough to make us think they are nature and not
simply embellishments of it, regions which unlike paintlngs

@\ let us forget there is anything heyord. 1

It is pertinent for me,as an artist,to exanine the choices made
by these gardeners, and how they have accumulated to give meaning to

the gardens. Separated as I am by culture, time and geography, I see

5

-

lPobert Harblson, Bccentrlc Spaces (New York: Awvon Books, 1977) '

P. 3. .
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myself as the gardener. .It is a joy for me as a lover of gardens. to

éxpe}:iénce, inlagihe and create these places of solitude, solace’and
Ny -

~
delight. . .
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,+ Chapter I, page" 8. _ B \ . -
La. casa es jardin y el jardin, casa.” El jardin ... se acota.y se limita’ ' K

K Chapter II page 22

"Ala \71sta ¢ la Alhambra y ¢asi de la frontera crlstlana, no podia

page 28.

como una estancia habltabl,e cuyo techa es el azul,

i

. , ) )
Le. royaume d'Andalousie (qu'Allah trés Haut le conserve!) s'étend sur \
une longeur de dix journées et sur une largeur de trois journées ...

_ [Grenade est] la capitale actuelle du royaume et la cité la plus

c0n$1derable du pays. .C'est une grande ville de forme circulaire, les

. Jardins, les fruits y abbndent elle est peu exposée aux souffles du
vent qui n'y parviennent que rarement, car elle est entourée de tous

cOtés par les montdgnes. .Ses eaux ont leur origine dans deux rivieres
importantes, le Xenil et le Darro;’ le Xenll descend du Mont- Soleir au

sud, de la ville; c[est un pic éleve d'ol la neige nevdlsparalt Jjamais, L

&té comme hiver, e* ‘qui, par consequent, est tres froid: "il en resulte
que Grenade 1' est :usm en hiver, car elle n'én est eloignée que de dix -
milles. A propos dela température frmde de Grenade, Ibn Sadra a dit:

. 'I1 nous est'perthis de négliger la priére, dans notre pays, et de boire

le vir, chose,interdite, pour nous refugier dans le feu d'enfer, <ar il
nous sera plus doux de souffr:r‘\que le soleir, e‘c le plus clement'.
v . . . // R &

page 28." o

o

faltar junto al' cenador central del jardin persa cerrado, el mirador - N
abierto al paisaje, que nos ofrece en el-costado de poniente la mas -
fiel evocacion del Genneralife rural y exguisito de la BEdad Media, no

" solo por? la vision de conjuntos urbanos. de tanto.sabor medieval como

la Alhambra y el Albaicin, que casi:oclltan todavia las nuevas e
construcciones de Granada, comd por ese contacto immediato con Ias ' -
huertas que forman un primer tetmino, sin el recurso embellecedor de
jardines modernos y carreteras e instalaciones para el turismo.

? N
t Ce -

Los bienes cuantioso€”de la corbna de ’los reyes islamicos granadinos g
les permitiria teper acomodadas las almunias O fincas rurales de su-
patrimonio, para gozarlas como casas' de recreo en las que pader '
alojar a.los personajes que vénian -a Granada, O para vigilarlas

- placenteramente cuando convenia & las lalbores O a la recoleccion,

O simplemente para ejercitar, en cierto modo, los habitos nomadas
que ‘el islamismo difundio y que a veces parecen reflejados en el
sirple deporte de trasladarse du una- a otra fipca por puro placer
O en estrategmas huidas.

\ . ..’ ' N ‘ \“v' . \
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C ‘tér IV, page 61. co ' .
’\ *
< . Bn Iln Luytm encontrams el esquema que pudo inspirarlo: “"Debe ‘maber
un deriador, ‘en el centro del jardin para los que reposen en el, qie -
_mire a todos 1los contornos, de tal manera que el que entre, no oiga lo.
.. Sue alli se hable, nilleque nadie inadvertido. El cepador debe estar
S fodiado de rosales trepadores y arrayan y-de todas la plantas que
# adornan un jardin. Este sera mas largo que ancho, para que la v1sta
= explayes en su'centemplacion. "

Chapter V, page. 69. ’ -

Vous devez placer les plerres en respectant les caractérlsthues

A ' topographlques du jardin ‘et 1'aspect de 1"é&tang. .
. 4 . | -
page 0. . o . . ‘
. ‘ vaus devez ‘auss‘i exprimer -le 'flizei' qui puisse rappeler un site naturel
\ ‘ en conservant aux pierres leur aspect Original.
- page 70. . ‘ - Co :
o - . .
~ ) - Ajoutez les piert secondaires selon le bon assemblage.s I1 faut -

choisir les pierrds principales avec les arrétes vides (pierres de
montagne) et de grandes dimensions. 1l faut arranger. les pierres’
addltlonelles suivant Yles e:clge'n::es de la pierre principale,. D'une
fa(;on générale vous choississez des pierres qui ont un beau sommet
™eme pour les pierres addltlonelles. Si seul le sommet de la
Ty pierre principale ‘est beauscela n'a pas d'importance car les défauts
" du corps seront cach®és par les,autres plerres

-

. page 70. o o
. 3
R . Tambien aparecio en el’ anguloc NE., y al mismo ' nitel de 14 solerla
° . descrlta, un pequeno resto de una soleria, al' parecer anterior, de

losetines cuadrados, con vedrio blanco o neqro, colocados en damero.

. page 8l. S " L '

. .. et les dieux du Japon descendirent du Ciel sur les arbres ...
U ) es résidences humaines devront donc avoir des arbres dans leurs
' ‘jardins. o ) R

: . Chaptef VI, page 82.

Il n est pas bon de planter des ‘sakaki' (arbres divins) au mllleu
du’ jardin, cér‘;k arbrre, au m111eu de {1 signifie P etre en
detresse, ' :

« . ~
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§ 4 ~Chapt:er VII page 89. . .
Tl Sin embargo, las Ainscripciones de la sala que presmde este patlo— . —
jardin, sugieren en.el un .paraiso en el gue "los creyentes y las’ .
. _creyentes son introducidos en jardines por los cuales se c;esllzan
s cl arroyos,” aungue estos siempre fluyentes, no sean comd+ 105 .
d¢ araiso, porque "alli seran’ eternos." o A NN
Vo ‘ A “' ) ' ,
. ’ 92- , ‘ ° ) . ' : '
page 1 L .l ‘ - .. o
N " Un caudal no solo de "agua, sino tambien de reflejos, de luces. o ’
tamizadas y de sonidos, por lo que la humedad alli atrae y retlene, .
. \porque es humedad alegre, fresca, sin mohos n1 aranas. = - o
’ Chapter IX, page 108, ° \ ) o o DI
3 I1 ne faut pas non plus mettre la résidence au centre du terrain, T <
rcar 1' honme Y ‘viyrait comme en prison. o T »
' - . » .
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APPENDIX II . \

) ) - - . ) "y .

The followmg 15 a translat).on by James Dickie of a poem by Ibn

Luyun -He was a poet of @ranada in the fourteenth century and the

13

) ~descr1ptlon of the qarden resembles remarkably the Patlo of the Canal

of Generallfe ’ ,

With regard to houses set amidst gardens an elevated site .
is to be recomnended both for reasons of vigilance and of
layout;.

and let them have a southern aspect, w1th the entrance at
oneé side, and on an upper ‘level the cistern’'and well,

) ‘or instead of a Well have a watercourse where the water®
.. runs underneath the shade. ‘

And if the house has two doors, greater w1ll ke the
security it enjoys and easier the repose of its occupant. o

Then next to the reservoir plant *shrubs whose leaves do .
not fall and which [therefore] reéjoice the sight; ’

and, s at further off, arrange flowers of different "

kindsq@ther off still, eyergreen trees, ; .
\ .and aro the perimeter climbing vines, and in the | '
entre of the whole enclosure a suff1c1ency of wvines; ) .

and under climbing vines let' there be paths which sur—
round the garden to serve as margin.
And amongst-the fruit- trees include the [common]. grape_

vine similar to a slim woman, Or wood—-producing’ trees;, -

afterwvard arrange the v1rg1n soil for planting whatever
you w:.sh should prosper.

In the background let there be trees like the flg or any-
other which does no harm;

and plant any fruit treé which grovms big in a conflnmg
basin so that its mature growth .

may gérve as a protectlon against the notth w:md w1thout
preventing the suh from reaching [the plants]. .

In the centre'of- the garden let there be a pav1llon in -
which to sit, and with vistas on all sides,

hat of such a form that no one approaching could over-
hear the conversatJ.On within and whereunto none could
approach undeﬁected v

Clmglng "to it let there be [\‘ambler__] roses and m(rfle,

. ~
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‘ Ablossoms, marderite or cammomile, ,'poppy' or fed énemne {the transla-

-132 -

11kew1se {all manner of plants w1th whlch a garden is

“adorned, . .
s last should ke longer than it is wide in ordér .

' that t be]bldér"s gaze may expand in its contemplation.

-

Certamly the Aﬂdalus:.an penlnsula did not lack in aromatic plants.

Al Mesudi,” m Golden Neadows, listed the, followmg aromatlc Plants of
i+
Andalusia: 'sp:Jcard, clove-‘gllllflover, sandlemod, c,mnarron, .

calanus, aromatlcus or caloris, mahleb and other ‘perfumes, saffron,

[y
.

amber ;' costum, gentlan and myrrh 2 As'This book was contemporaneous :

_ with the construction of the Generallfe garden, this list gives us a

r

gOOd idea of the basis for plants in the garden.

-

Twenty corrmon plants were llsted in al—Badl—f:L wasf al rab1 by .
I .,

Himyari: tle, white garden Jasmlne, yellow wild jasmine, narcissus

(Pheasants Eye), violet, mauve stock, yellow wall Tlower, trumpet .

]

‘harcissus ,~red rose,. white lily, blue iris, water lily, almond— ..

»

tion is not clear for these two) ' ‘bean-flower, ivy—flowef,« qarc‘len\ o

pomegranate blossom aqd wild pomegranate blossom. 3 James Dickie S

%

e

-

refers €O P&es for 51x nore plants: ba51l, “lavendar, \orange blossom,

carnatlon, mar]arOm, anﬁ oleanden4 chkle himself adds twenty-—three

thyme, mint, saffron, lupine, lemon tree, laurel, vine, palm, }herry

i

tree, pear tree, plum tree, nu}.berry, ca.rob, banana tree, cypress, '

w1110w, medlar_,‘, quince, apple tree, colocynth, fJ.g tree, mandrake and

.
«
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\lDickie,v "The Islamic Garden in Spain," The Islamic Garden , p. 9.

Lo,

) 2E‘ox, "Moorish Gardens in ‘Spain," p. 20. .
3Dick)':e, "The Isla:i;ic\ﬁarden in Spain," p. 104. - . -
4 " i .

Ibid., p. 104. - \ : .
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