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PRESENTATION OF PROJECTS

Sunset Screens

10

A Metaphorical Islamic Garden

11

The eye of love sees behind the roses and trees,
in the shade of the slender cypress and in the little
violet, in the limpid water of basins and in the
gushing fountains faint remembrances of the
Garden of Paradise... a Paradise which is, in turn,
only a sensual symbol of God’s everlasting beauty.

(Schimmel, 1976, p. 39)

12

Garden of Supplication

13

A Persian poem refers to the young girl who, in
the timeless realms of Paradise, wanted to learn
how the tides of time work and to find what
‘yesterday’ and ‘tomorrow’ are;

she descended

onto a rose bough, opened with a smile and
withered;

her last sigh remained in the garden
and was Called fragrance.

(Schimmel, p. 32)

14

attentive well-planned steps across a sea of violets heads bent in prostration gaze lifted
to behold the divine power
crossing through
holy curtains blessed
in humble entreaty

15

Garden of Recollection

16

stillness, a sigh
dark cool water fed by the tears of narcissus
gives strength for inner voyage

17

18

footsteps crunching
fake me deeper
into memory
where | am
embraced by
the soft breeze of love
gently stroking my senses.
/ shall sit
and rest
my spirit
reflected
in the still
cool water
untill am

gathered and
strong.

19

20

Garden of Emptiness

21

Absence is the highest form of presence.

22

HARD ROUGH

BEWILDERMENT

DARKNESS

ALL LIGHT ENDS HERE

UNEASINESS

SILENCE

THE DESICCATION OF THE SOUL
23

Anger

24

We read the world wrong and say that it deceives us.
-Tagore, from Stray Birds, LXxV

25

26

27

28

29

30

31

33

BLOOD
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un
sharp
blinding
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restless
Energy
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restless

pent-up

Unieashed

Expensive

dark

moody

powerful
tense

poised

irritated

irritating

INTIMIDATING
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DEFINITIONS’

"A similar system of listing definitions is
found in the inspiring book, S, M, L, XL,

by

Rem

Koolhaas

and

Bruce

Mau

(1995). The source of the definition for
each entry is listed in the Appendix.
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INTRODUCTION AND PURPOSE

ll

...Landscapes
can
express.
certain
things, can possess symbols and refer

fo ideas, events, and objects extrinsic to
their own

certain

elements

and

circumstances

and/or highly poetic.

locus,

can

be

and

in

didactic

How they do this is

not well understood. That they dois...
- Laurie Olin (1988, p. 158)
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It seems that in our everyday existence, we are
bombarded with built landscapes borne out of what has

been referred to as “a functional and problem-solving
ethic" (Olin, 1988, p. 150).

This trend in design has

created many landscapes that might be socially beneficial
to a point, but that generally lack inspiration.

They are

straightforward landscapes, neither requiring nor eliciting much interpretive
effort. They are often lacking any sense of connection to the earth, to the
community, to tradition, or to the individual. These landscapes are typically void
of all but the most insincere and uninspired artistic gestures. Unfortunately, the
problem-solving practitioner seems to eschew the more difficult issues that are
raised if one aspires to practice at the level of art (Ibid, p. 150).

The current

challenge of landscape architecture, and its future obligation, is to create poetic

landscapes that spark imagination and emotion;

landscapes that possess and

communicate meaning with a sensitivity to tradition and culture;

landscapes that

are undeniably artistic as well as functional.
But how do designers create artistic landscapes?
landscape design poetic?

What makes a

Is there a theoretical framework that would help

designers to understand how meaningful forms and experiences are created
within built landscapes?
These questions are central to this thesis, which contends that the
rhetorical devices of symbol and metaphor provide excellent vehicles for
creating meaningful forms and experiences within the landscape.

The intention

of this thesis ts to clarify the understanding of these two rhetorical devices.

Much of this thesis will concentrate on metaphor, which is the most powerful of
rhetorical devices (Ibid, p. 165).

Symbol is discussed in order to clarify the use

of metaphor.
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In order to establish a theoretical framework for the exploration of the use
of metaphor in landscape architecture, Chapter III will begin with a review of
literature concerning hermeneutics and a hermeneutic approach to landscape
architecture.

The relationships of hermeneutics to rhetoric, and particularly to

the rhetorical devices of symbol and metaphor, will be discussed.

Theories

regarding the use of metaphor in verbal situations (language and poetry, for
example)

and in non-verbal situations (the experiences of

art and music, for example) will be reviewed.

Next,

literature pertaining to the use of metaphor in three
dimensional design (built landscapes, for example) will be
explored.

Through this review of literature, several criteria

|

will be proposed that may help to analyze the effectiveness

of the use of metaphor in designs.

In Chapter IV, these

criteria will be used to critically discuss the ways that
symbol and metaphor function in three landscapes that
have been designed as studio projects over the past three

years.
The final chapter, Chapter V, will summarize
conclusions concerning:
a) the justification for the use of hermeneutic theory as a basis for

understanding, creating, and analyzing landscape architectural design.
b) what relationships between symbol, form, metaphor, and image have

been substantiated.
c)

how metaphor seems to operate in design, and what seems to make

metaphor effective in design.
d) the justification for the use of symbols and metaphors in landscape
architectural design as valid and potent ways of enhancing the meaningfulness
of built landscapes.
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REVIEW OF LITERATURE
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What is hermeneutic theory?
Hermeneutics is traditionally understood as a theory of interpretation and
understanding, and has its roots in the philosophy of phenomenology.

As a

foundation for hermeneutic theory, phenomenology postulates that we discover
the objective world through perception. Our perceptions are based equally on
subjective or intuitive data, such as moods, feelings, images, etc., and on
objective or extrospective data that is composed of all the sensually discernible
phenomena outside us.

Thus, perception is based on experience (the practical)

and on reflection (the intuitive).
of reasoning.

(Grondin, 1995;

Hermeneutics, then, is an intuitive-practical form
Inde, 1971;

Marcolin, 1993;

Merleau-Ponty,

1962).
This contemporary view of hermeneutics may be better understood
through a brief overview of the history of hermeneutic thought.

Hermeneutic

theory has evolved out of the philosophy of metaphysics, which is concerned
with the ultimate nature of existence.

Metaphysics has as its main branches

ontology (the study of the nature of being), cosmology, and
philosophical theology.

Metaphysics had its origin in the

treatises of Aristotle, and it flourished under Aristotelian

scholasticism and the rationalistic systems of the 17th
century.

In the 18th century, Kant postulated that scientific

metaphysical speculation was an impossibility, but

|
|

considered metaphysical questions a moral necessity.
Hermeneutics was thought of as an ‘auxiliary’
science used only when interpretation was difficult.

It was

commonly thought that understanding manifested itself

naturally.

Not surprisingly, hermeneutics was first used to interpret biblical texts

in the early 19th century.

4]

Hermeneutics took an enormous leap with Schleiermacher’s claims near
the turn of the 19th century that it was misunderstanding

that proceeded naturally and that understanding had to be
sought in every step of interpretation.

In other words, true

understanding could only result from an interpretation that

was grounded on the rules of some sort of methodological
understanding.

Without these rules, there was no way one

could be sure of one’s own understanding.
posed a problem, though.

This theory

How could one be sure about

these rules themselves or their applications?

Schleiermacher alluded to a

cartesian-like method that would employ a universal set of rules that preceded
actual comprehension, making understanding scientific.

He was never quite

able to reconcile this theory with his romantic belief that both the divine and
intuitive insights or sentiments were necessary components of understanding.

This contradiction suggested a hermeneutic theory based on more than one
method of understanding (Grondin, 1995).
Dilthey extended Schleiermacher’s philosophies and interpreted
hermeneutics as a general methodology for the social sciences and humanities.
Both Schleiermacher and Dilthey held that a universal capacity for empathy was
the bridge between past and present.

In the early 20th century, Heidegger's views represented a huge leap
from metaphysics to contemporary hermeneutics, by directly breaking from

Schleiermacher’s ideas of a cartesian-like method of understanding.

According

to Heidegger, “the notion of a science or outlook that would provide a universal,

logical account of Being, and of ourselves, masks the sheer uncertainty of our
Being-in-this-world” (Ibid, p. 10).

He claimed that there was always more to any

situation of interpretation than could be grasped through reason.

Heidegger,

like Schleiermacher and Dilthey, characterized hermeneutic concepts as
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expressions that did not simply intend to make a given, neutral fact present, but
that were only accessible by always pursuing renewed interpretation (Ibid, p.

102).
Heidegger's approach to hermeneutic understanding was based not on
the psychological foundations of Schleiermacher and Dilthey, but instead on the

study of linguistic phenomena.

He struggled with our relationship to language

and with our linguistic dwelling in this world.

He urged a hermeneutic

understanding of language, one that is attentive to all that
is not being said in a statement, one in which implied
meanings are as present as literal ones.
Heidegger's student, Hans-Georg Gadamer,
continues today with this hermeneutical understanding of language, expressing
the speculative nature of language.

Gadamer states in Truth and Method (1989,

p. 469):
Language has something speculative about it...as the
realization of meaning, as the event of speech, of
mediation, of coming to an understanding. Such a

realization is speculative in that the finite possibilities
of the word are oriented toward the sense intended
as toward the infinite. A person who has something

fo say seeks and finds the words to make himself

intelligible to the other person. This does not mean
that he makes ‘statements’. Anyone who has
experienced an interrogation knows what it is to make

a Statement and how little it is a statement of what

one means. in a statement the horizon of meaning of
what ts fo be said is concealed by methodical

exactness;

what remains is the ‘pure’ sense of the

statement. That is what goes on record. But
meaning thus reduced to what is stated is always

distorted meaning.

Gadamer refers to the hermeneutic dimension of the unsaid, that which begs for
understanding.

He terms this the /ogic of question and answer.

That is, an
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utterance or a sentence can only be understood if one seeks to understand the
question to which it is the answer.

One has to go into the proposition, engaging

in dialogue, out of which the statement emerges.
be attained through this process of questioning.
stated, nor can it necessarily be articulated.

True understanding can only
Questioning is not always

Yet, it is this questioning that is

essential to the penetration of what is being said.

It is this specific logic of

question and answer that marks the evolution of hermeneutics from an analytical
or positivist system to the contemporary theory of hermeneutics as a
contemplative, intuitive practice.

Contemporary hermeneutics is able to give

validity and strength to bodies of knowledge that cannot be verified solely by the
methodological standards of science, for example, the experiences of language,
poetry, music, art and landscape (Corner, 1991).

As Langer (1953, p. 372)

summarizes,

It is perception molded by imagination that gives us

the outward world we know. And it is the continuity of
thought that systemizes our emotional reactions into
attitudes with distinct feeling tones, and sets a certain

scope for an individual’s passions. In other words:
virtue of our thought and imagination we have not
only feelings, but a life of feeling.

by

Hermeneutics in landscape architecture

Although very little has been written about hermeneutics in landscape
architecture, recently James Corner (1991) has defended a hermeneutic
understanding of landscape architecture.
Corner is in agreement with contemporary hermeneutic theory when he

states that hermeneutics is “a critical and interpretive attitude toward history,
culture, tradition, nature, and art” (Ibid, p. 125).

He defines three working

assumptions that form the basis of his application of hermeneutic theory to
landscape architecture:
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1. Situational interpretation:
shift and change.

situation.

Truths are only relative concepts, subject to

The interpretation of truth is always in response to a particular

Interpretation is context based, and is different for each interpreter.

Because interpretation is circumstantial, it is always subjective.

“In an

indeterminate poetic world resistant to full capture, the disclosure of one aspect
necessarily conceals another.

In any understanding, there is simultaneously

light and shadow, giving and withdrawing” (Ibid, p. 125).

The concept of

situational interpretation fits well into a hermeneutic framework, which holds that
it is this phenomenon of incompleteness that triggers intuitive interpretations of
our experiences.
2.

The primacy of perception:

Primary knowledge is that which comes

from direct experience, while it is sensual-intellectual perception that constitutes

meaning and value.

In other words, meaningful landscapes extend beyond

simple rational perception, requiring interpretive effort of
the sensual experience.

For landscape architects, the

intuitive richness of the landscape is discovered only
through fechne-poeisis, perception-based work, such as
models, drawings, and actually building landscapes.

“Only

through the temporal and phenomenal processes of doing
and making can revelation occur.

Indeed, the quest

becomes a dangerous personal task involving selfdiscovery and self-possession -- a personal task because
the primary source of creativity is grounded in the tactile experience of making,
crucial for any significant ideation” (Ibid, p. 127).

Designs must emerge from the

heart and soul of the designer, who must become intimately engaged with his

work in order to discover the intuitions afforded by the landscape experience.
Disengagement may help explain why many practitioners opt for the problem-
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solving approach to design, and why they appear reluctant to undertake the
challenge of genuine creativity.
3.

The happening of tradition:

Echoing Grondin (1995), Corner explains

that tradition is dynamic, a continual unfolding of human work and the
accumulation of ideas.

New meanings are derived from imaginative, critical

reinterpretations of our past.

Therefore, our existing landscapes, many of which

have grown outdated and stale, are a rich source for design inspiration and
rejuvenation.

According to Corner, a hermeneutically-based landscape architecture is
then “something that is based on situated experience, placed within space and

time as well as in tradition, and is equally about resurgence or renewal as it is
about invention” (Ibid, p. 124).
Symbol and metaphor as rhetorical devices
Hermeneutics is able to integrate the knowledge and experience of
language, poetry, music, art and landscape by finding areas of commonality and
agreement among them.

It accomplishes this primarily through the use and

study of rhetoric.

An understanding of rhetoric in language is essential to understanding
how it functions in other, nonverbal situations.

Aristotle believed that rhetoric

consisted of those effects that sought to arouse certain attitudes toward
whatever was being presented (Olin, p. 163).

Furthermore, he believed that

rhetoricians had to have a sufficient understanding of the
types and causes of the emotions and senses experienced
by humans in order to induce the desired audience
response.

The rhetorician’s aim is to make the conclusion of the represented

argument look acceptable rather than to make the argument entirely visible.

In
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order to make such an argument, the rhetorician needs to understand the
rhetorical devices of language.
Symbol and metaphor are two rhetorical devices that are pertinent to both
language and landscape architecture.

Semiotics, the area of philosophy that

studies the functions of symbols in language, is immense.

A succinct discussion

of semiological principles would be difficult, and at this point, outside the scope

of this thesis.

For our purposes, it is best to define symbol in simple terms.

A

symbol is “something that stands for or suggests something else by reason of
relationship, association, convention, or accidental resemblance, especially a
visible sign of something invisible” (Woolf, 1979).

For instance, the lion is a

symbol of courage, and written and spoken words are symbols that represent
recognizable concepts.

Symbols are never entirely abstract, but always in some

way incarnated (Jung, 1959).

For our purposes, symbols are direct

representations, easily translatable and readily recognizable.

Because they are

straightforward and require relatively little interpretive effort, symbols generally
lack the mystery or intrigue of another rhetorical device, metaphor.
Metaphor in language is one of the most difficult rnetorical devices to

understand and employ effectively, although it is both eloquent and poignant
once mastered.

According to A Dictionary of Modern Cniical Terms (Fowler,

1981), metaphor is “a dramatic, absolute, and intuited identification of two

phenomena....which possesses revelatory suddenness.”

Koolhaas and Mau

(1995) present a clear and succinct definition of metaphor:
Metaphors are transformations of an actual event

into a figurative expression, evoking images by

substituting an abstract notion for something more
descriptive and iliustrative. It usually is an implicit

comparison between two entities which are not alike

but which can be compared in an imaginative way.

The comparison is mostly done through a creative

leap that ties different objects together, producing a

new entity in which the characteristics of both take

part. (p. 926)
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Some theorists argue that metaphors are essentially paradoxical, because they
name one thing as if it were another.

Others claim that it is only when

metaphors become unintelligible that they appear paradoxical and puzzling.

Hausman (1989, p. 2-5) offers the following examples of linguistic
metaphors:

1. Man is the dream of a shadow.
2.

The world is an unweeded garden.

3. That is not my cup of tea.
4.

Bolts pray from torn paper.

Each of these phrases violates our immediate expectations of language if
regarded literally (although the third phrase does make

literal sense).

However, all of these examples, with the

possible exception of the last one, are somehow

meaningful.

They say something.

profoundly significant;

They might even be

for instance, the first two examples

offer insight into humanity and the world.

The third phrase

suggests another meaning that differs from its literal one.

The fourth sentence might make sense if it were presented
in context, but alone, it seems nonsensical.

According to

hermeneutic theory, understanding these metaphors is

intuitive, imparting meaning that may not be readily
translated into language.

In fact, translation into language may even destroy the

essence of the meaning of the metaphor.

Speech or thought is an inner word or

language of the heart, that has no sensuous or material form, and that is purely
intellectual.

When we hear language, we do not attempt to understand it in its

particular form.
(Grondin, 1995).

Instead, we attempt to understand the reason embodied in it
Therefore, it is necessary for us to transcend the sensuous,
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uttered language in order to reach the true, human meaning.

“The full meanings

of words are flashing, iridescent shapes like flames -- ever-flickering vestiges of
the slowly evolving consciousness beneath them.” (Langer, 1953, p. 238)
It follows that the way something is said is somehow important.
particularly true in poetry.

This is

Poetry in the true sense is not something that can be

fixed on a printed page and bound up in volumes. Rather, it is made up of a
series of thoughts and feelings, induced by the printed symbols.

As Langer

states, “in the ordinary or popular sense of the term, poetry is language in which
expression of the qualities of experience is felt to predominate greatly over
statements concerning its uses”

(Ibid, p. 251). The principle of poeisis, the

creation of poetry, is that everything actual must be transformed by imagination
into something purely experiential.

Nonverbal metaphors

Both Corner (1991) and Grondin (1995) agree that
verbal metaphors have a structure that is shared with twodimensional nonverbal expressions, such as art and music,
with implications for use in three dimensional landscape
architectural design.

|

In fact, art has long been employing

metaphorical expression, and its use in art is quite well
documented and analyzed (Danto, 1981;

Grondin, 1995;

Lang, 1975;

Goodman,

Langer, 1953).

1968;

Metaphorical

structure in art expressions can be seen in paintings which
show obvious transformations of conventional perspectives of things.

For

example, in Puberty, the painter Edvard Munch creates a metaphor for the
wonder, fear, and shock associated with adolescence, the natural stage of
development from child to woman.
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Puberty, Edvard Munch, 1895 (Tansey & Kleiner, 1996, p. 1008)

Munch shows us a nude adolescent young woman, tense with
apprehension.

She appears shocked, perhaps at the sudden appearance of an

intruder, or perhaps at her sudden awareness of herself in the mirror.

Crossing

her arms and legs defensively, she shrinks back into her newfound womanhood.
Looking directly at us, her eyes are enormous expressions of how frightened and
threatened she feels.

Her shadow, large and menacing, looms behind her,

amplifying our awareness of her fear.

_ juxtapose

The metaphorical expression that Munch creates is Unexpected

successful because it dares us to share the fear and

combinations of colors,

shock of the experience of puberty with the adolescent

To place side by side.

shapes, and ideas.
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girl. Through the image he gives us, we are able to
empathize with how threatened and exposed she must
feel, and how bewildering the enlightenment of this sudden
change must be.

,

To adequately describe her emotions in

language would be difficult, but because they are depicted
so poignantly in this painting, we are able to intuitively
understand her experience.
As in art, metaphorical expressions are common
music, and one might even argue necessary.

in

For example, a Bach chorale may

exhibit a soaring, religious quality that transcends the actual sound (Hausman,

1989,
p. 8).
Langer (1953) offers an exhaustive review of the rhetoric used in music.

Helpful

to our discussion of metaphor in music, she talks about musical duration as an

image of lived or experienced time.

The passage of this time is measurable only

in terms of sensual perceptions, tensions, and emotions.

It has not only a

different measure, but a completely different structure from practical or scientific
time.

It is this appearance of vital, experiential time that it the primary metaphor

of music.

Music is entirely perceptible through one sense, hearing.

Music

spreads out time for our direct and complete apprehension, by letting our

hearing monopolize it -- organize, fill, and shape it, all alone.

It creates an

image of time measured by the motion of forms that seem to give it substance.
This substance consists entirely of sound, so it is transitoriness itself. Music

makes time audible. There is nothing more metaphorical in music than a
suggestion that time is passing while we listen to it, that the development of the
themes follows the action in time of some person or persons embodied in them,
or that we ourselves change as we listen (Ibid, p. 110).
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Metaphor in landscape architecture
Olin (1988), like Corner (1991), attempts to understand how landscapes
communicate meaning, and although he does not specifically refer to

hermeneutics in his article, he seems to operate within the structure of
contemporary hermeneutics.

He discusses rhetorical

devices, particularly metaphor, as effective and

underutilized methods of expression in landscape design.
Design works which establish a particular mood or feeling
by referring to things which are not present are
metaphorical expressions.

Through the use of metaphorical expressions, poetic

landscape designs may be created.

Olin, echoes Corner’s notion of situational interpretation when he
contends that the phenomenon of incompleteness that triggers audience

reaction must be present in order for a metaphorical landscape design to be
successful (Ibid, p. 165). This reaction is a condition of the education,
experience, and attitudes of the audience.

So, as education, experience and

beliefs evolve, metaphors can become cliché and lose their potency.

These

metaphors can be revived as design expressions that are powerful extensions of
past metaphors into the present.

Rejuvenation, rather than repetition of that

which has existed, is a key to creative landscape architecture.
make old things new?
ways?

But, how do we

How do we see the common and banal in new and fresh

These questions represent a critical challenge to landscape architecture.

Fruitful dilemma:

Situational interpretation vs. universality of symbols

The proposition that the perception of landscapes, and of metaphorical

landscape designs, is tied to changing cultural and social values seems to
suggest a kind of frustration for designers who seek to create timeless built
landscapes that span cultural differences.

It might appear that because of
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situational interpretation our designs will communicate to only a select segment
of users, for only as long as cultural views remain in stasis.

However, | would

like to suggest that there may be human experiences known to all cultures, such
as the experiences of birth and death, or of emotions like joy, anger, serenity,

passion, and grief.

Metaphorical designs that are based on or that include

elements based on these basic human experiences would necessarily transcend
individual and cultural differences as well as temporal social influences.
However, the forms that evoke those emotions may not be universal.

The noted psychologist, Carl Jung (1964; Jacobi, 1959), developed a
psychological theory that sought to provide universal explanations for
psychological perceptions and phenomena.

His theories are heavily based on

symbol, and are still utilized by some psychologists.

Humans,

he claims,

unconsciously assign symbolic meaning to any object we see or experience.
The manifestations of these symbolic meanings appear in art and literature, and
in our sleeping consciousness as dreams.

Jung also claims that there are

symbols that communicate universally at an emotional or intuitive level, the

result of shared human experience.

He calls these symbols of the collective

unconscious archetypes.

Although ignoring Heidegger’s and Gadamer’s rejections of
Schieiermacher’s cartesian approach to understanding, and although seeming to

contradict the views of situational interpretation of Corner and Olin, Jung’s
theory of archetypes and symbols may actually open up another realm of
possibilities for understanding the rhetoric of landscape architecture.

Designs

based solely on symbols, by definition, require little
intuitive interpretation.

Olin acknowledges the contribution

of archetypal settings, developed in various cultures and
places, to the repertoire of forms and meanings that have
been used as foundations or structural elements of
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designed landscapes (p. 159).

It certainly seems that

symbols, as recognizable images, could be used to
strengthen metaphorical forms.

If archetypes such as the

sacred symbols of the circle, unhewn
animals, do exist and communicate

stones, and certain
universally (points of

theoretical contention) then these issues and their
relationships with contemporary hermeneutics are ones
that certainly warrant further consideration.

In order to

properly address the dilemma of situational interpretation
versus the universality of symbols, it will be necessary to

confront the overriding questions of how symbol and
metaphor interact within a design. These questions will be
critical to the later discussion of symbol and metaphor in
several landscape design projects.

Interpreting three dimensional metaphors
By utilizing a hermeneutic framework for design, landscape architects can

better understand how to create more meaningful landscapes.

As established

by hermeneutic theory, perceptions of the landscape are based equally on all
the phenomena outside us that are discernible to the senses, and on the intuitive
phenomena that occur within us, such as moods, feelings, and images.
Hermeneutics demands an interaction with tradition and a re-cognition of our
past, enabling us to rejuvenate stale landscapes that have lost their
meaningfulness and connection to contemporary culture.

The poetry of

metaphors can spark imagination and emotion in the landscape designer as well
as those experiencing the designed landscape.

By using metaphors that are

based on the experiences and emotions common to all people, designers may
be able to create landscapes that communicate universally at an intuitive level.

54

How can designers be certain that their hermeneutically-based,
metaphorical designs are effective?

How can we be certain that the users of our

designs will become engaged physically, intellectually, and intuitively with our
designs?

What criteria might we use to analyze our own work?

A useful place to begin our analysis is by examining the content of a

design.

Olin (1988, p. 160) discusses three levels of content that exist in artistic

design.

The first level is the subject of the work, that which is present or

constructed.

The second level is the reference of the work to things that are not

present but invoked, and the third level is a mood or feeling about these two
previous things that is developed through the expression or style of the design.

The remaining discussion of criteria for analyzing the effective use of
metaphor in design is conjectural, based on my own designs as speculative

inquiry.

These conjectures are grounded in my personal, intuitive interpretations

of the ways in which metaphor operates within my designs.

After Olin’s three levels of content,
encouraged to interact with the design.

we might look at how the the user is
Will the user feel obligated to become

involved in the design in a manner consistent with the intent of the metaphor?
For instance, if the design intent is to create a place that is metaphorically

introspective, will the design enable the user to become reflective?

In this

example, we would need to understand what qualities of

the environment lead people to introspection.

Perhaps one

of these qualities might be the absence of external

2

distractions, as might be found in quiet, secluded places
that allow us to focus inwardly.

Another quality might be

the absence of internal distractions.

This quality mightbe

4,

found where there is white, nondescript noise or where there are sensual stimuli

that are soothing and lulling. Another quality in an environment designed for
introspection might be the opportunity for rest, relaxation, and stillness.
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Expanding this criterion of engagement with a design, designers should
be mindful of the focus of their design relative to metaphorical intent.

By

reducing the content of a design, we may be able to focus users more easily on
the intended metaphor.

By providing a few well-placed and powerful forms and

images that are both intuitively recognizable and meaningful within a design,
rather than many weak or impotent elements, the user may be able to more
easily interpret the design.

In other words, designs might not need to be

complicated for their complexities to be perceived.

Likewise, designing forms

and images that are fresh reinterpretations of existing forms and images that
have lost their potency may reestablish qualities of spontaneous discovery and

serendipity that have the power to energize intuitive interaction with designs.
By examining the relationships and interactions of symbols and
metaphors within a design, designers may gain insight into the effectiveness of
the design.

As | have said, as recognizable forms, symbols may enhance the

potency of metaphors as images.

| will further explore this relationship and its

potential as a tool for the analysis of the effectiveness of metaphorical design
later in this thesis through the analysis of my own designs.

How a design is framed, or presented, is another criterion that designers
may use to analyze the effectiveness of a metaphoric design.

Sometimes,

landscapes are intended to be experienced through photographs, as is the case
with some environmental art projects.

This is a different experience from that of

viewing a design without physical interaction, for instance
as in view gardens.

These experiences are also different

from that of actual physical interaction with the landscape,
such as walking through a park.
can be very powerful.
are framed.

All of these experiences

Their differences lie in how they

Likewise, the environments immediately

external to a designed space can impact the interpretation
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of a design.

A space can be contained, expansive, or

something in between the two.

Manipulations of the

framing of a design will most likely influence focus, and as
importantly, they will influence the fee/ of a designed

space.
The juxtaposition and proximity of elements in a design can also influence
interpretation.

In part, it may be that juxtaposition affects focus.

If the elements

are so dissimilar that no intuitive comparison between them can be made, then
the close juxtaposition of the elements might have a negative impact on the
interpretability of the design.
intuitively recognized.

At the least, the intended metaphor will fail to be

However, close juxtaposition of such dissimilar elements

may create additional, unexpected levels of intuitive involvement with the design.
In these cases, situational interpretation may create individual intuitions of the
meaning of the design that are different from the meanings intended by the

designer.

Likewise, if elements intended to be intuitively linked are placed so far

from one another that comparison is not possible, then it is likely that the

intended metaphor will fail.
Another criterion for analyzing the effectiveness of metaphor in landscape
design may be the inclusion of mystery and magic in projects.

By leaving

something unsaid or understated, and by implying meanings rather than
providing definitions, designers can provide the quality of incompleteness that,
according to hermeneutic theory, is essential to intuitive interpretation.

Summation
So far, a justification for the use of metaphor in landscape architectural
design has been proposed.

Several criteria for evaluating the effectiveness of

metaphorical designs have also been proposed.

The remainder of this thesis

will attempt to further address the introductory quotation of Laurie Olin, exploring
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how metaphors communicate in landscape architectural design.

What follows is

a presentation of three design projects, each of which employs symbol and
metaphor.

Using the proposed criteria, discussions of the specific ways in which

each design project effectively and ineffectively communicates through metaphor
and symbol follow the presentation of each project.
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IV
PROJECT DESCRIPTIONS
DISCUSSIONS OF PROJECTS
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Introduction
In the review of literature (Chapter III), several criteria were proposed for
evaluating the effectiveness of metaphor in designs.

In the present chapter, a

brief summary of these criteria will be followed by the description of three design
projects that utilize metaphor and symbol.

Each project description will be

followed with a discussion of metaphor and symbol within the project, using the
proposed criteria.

This chapter is a personal analysis of my own work.

While | have tried to

ground myself in such writings as those of Olin (1988) and Corner (1991), | am
admittedly speculating beyond what has been written.
it suggests a high level of self-referencing.

This is dangerous in that

Yet, it seems unavoidable given the

lack of previous discussion of metaphor in landscape architecture.

In presenting

and discussing these projects, | will present my design intentions and the extent
to which | feel the projects might be successful were they
actually built.

Criteria summary
By recognizing a hermeneutic approach to
understanding how landscapes are perceived, we
acknowledge that our perceptions are based equally on
intuitive phenomena and physical phenomena.

From

hermeneutics, several criteria for evaluating the
effectiveness of metaphor in design can be reasoned.
One criterion is the three levels of content for designs:

the

subject of the work (that which is present or constructeq),
the reference of the work to things that are not present and

:

invoked, and the mood or feeling about these two previous
things which is developed through the expression or style
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of the design.
Another criterion for evaluating the effectiveness of

metaphor in design is the level of user interaction with the
design.

How does the design encourage user interaction?

What is the level of obligation for involvement?

Issues of focus and framing expand this criterion for engagement with the
design relative to metaphorical intent.

Focus can depend on the strength of the

designed experience relative to metaphorical intent, and on uncomplicated
complexity within the design.
interpretation and meaning.

Complexity facilitates multiple layers of
Designs that are too complicated or busy do not

allow the user to focus on the design, making the metaphor ineffective and
intuitive interpretation too difficult.
Likewise, the framing or presentation of a design, or elements within a

design, may have an effect on user interaction and focus.

Issues of framing

include those of scale and containment.
By examining the relationships and interactions of symbols and
metaphors within a design, designers may gain insight into the effectiveness of

the design intent. The juxtaposition of elements relates to this relationship, and
to the opportunities for fresh associations within a design.
Finally, hermeneutics claims that it is the phenomenon of incompleteness

that is essential to intuitive interpretation.

Designs that are not completely

straightforward and that imply meanings rather than providing definitions will
encourage intuitive interpretation.
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SUNSET SCREENS -

Description

The Sunset Screens installation was a project for a Spring 1995 course at
Virginia Tech called Art in the Natural Environment.

The three screens were

constructed of large pine frames covered with sheer, coarse fabric.

They were

temporarily installed near the summit of a hill in the Blacksburg, Virginia Cemetery, over a section of vacant plots.

Looking from the installation site

across the New River valley toward the mountains in the West, there are breaks
in the near horizon in the springtime that offer an unobstructed view of the sunset.

The public use of this cemetery can be likened to the turn of the century

view of cemeteries as parks.

In addition to visiting graves, people come to the

cemetery to use the roads and paths for jogging or exercise-walking away from
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traffic, for walking as couples in relative seclusion, and for enjoying the sunset
on a pleasant spring evening.

The installation was created with the sunset event in mind. The shape and
juxtaposition of the three screens were meant to emulate the mountains;
symbolic mimicry was deliberate.

this

The installation was meant to emphasize the

ephemeral nature of the event by showing the stretching shadows and the
changes in the light as the sunset proceeded.

The small spaces between the

screens were meant to capture and emulate the intensity of the moment when
the sun is caught in that last sliver of an opening between the lifting horizon and
the falling sky.
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The placement of the installation in the cemetery was a practical decision,
based on the location’s seclusion and the westerly long view to the mountains.
By placing the screens in the cemetery, a common metaphor linking a sunset to
death

was accidentally created.

There was no design intention to create the

metaphor.
The presentation of this installation was less in the experience of being at
the site and witnessing the sunset event, and more in the photographic images
that freeze time into the moment of the shutter’s click.

finite moment in time, from a specific point of view.
eliminating unnecessary context and distractions.
different things;

The photos capture a

Photos frame the event,
Different photos emphasize

all tell a different story.
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SUNSET SCREENS - Discussion
In the Sunset Screen project, there is a common metaphor that exists by
virtue of the site and the intent of the installation, that of linking the sunset event

with death.

That metaphor is not noticeable, however, when one examines the

photographs of the installation.

Part of the reason that the metaphor comparing

sunset with death is so weak in this installation may rest in the design intent.
The screen installation was created with the photographic expression of the
sunset event in mind.

It was meant to emphasize the ephemeral nature of the

event and the intensity of the light when the sun is caught in that last sliver of an
opening between the mountain horizon and the sky.
emphasize the sunset-death metaphor.

There was no intent to

The shape and juxtaposition of the three

screens (a subjective component of the design content) were meant to emulate
the mountains, and the small spaces between the screens were meant to
capture and emulate the opening between the horizon and the sky.

This mimicry

of nature was deliberate, and may be thought of as a connotative component of

the design content.

The placement of the installation in a cemetery was a

practical decision, based on the location’s seclusion and the westerly view to the
mountains.

The metaphor, a deductive component of the design content, was

accidental.

The juxtaposition of the screens and the cemetery does create a

certain serendipitous acknowledgment of the metaphor.

However, the metaphor

is sO banal, that even when the metaphor is suddenly recognized intuitively, it is
ineffective.

If there had been some attempt to rejuvenate the metaphor, it might

have been possible to include the metaphor as an active part of the design.

However, as it is, the design does not really entertain the metaphor.
captured in the photos seem quite powerful and emotive, however.

The images
If this is not

due to the strength of the sunset-death metaphor, then why do the images
encourage such a strong intuitive reaction?
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The framing and focus of the design are important issues.

The feeling of

place and the sensual experiences of actually being at the installation are
replaced with the experience of the installation as viewed within the confining
frame of a photograph.

There is no sense of temperature

or wind, no sounds, no visual distractions from the area
around the installation.

Similar to wnat Langer termed

“lived or experienced time” in music, (see Chapter III), the
photographs change our perception of the temporality of
the sunset.

The photos monopolize one sense, vision,

just as music fully engages the sense of hearing.

There

is another metaphor functioning here, that of vivid,
experienced time.

By altering our perceptions of the

everyday, natural sunset event, metaphor becomes active and effective.

Our

perceptions of the event are transformed from the commonplace, and it is this
transformation that moves Sunset Screens from simply being a series of photos
of a nice sunset to the realm of metaphoric expression.
This point bears further explanation.

We are not

actually present at the event, but our involvement in the
photographic expression is certainly invoked.

Intuitively,

our perceptions of the ephemerality of the sunset are
enhanced by emphasizing the passage of time through
images that show changing shadows and light.

We know

from practical experience that sunsets are temporal events, that the sun sinks
toward the horizon with time.

This natural tempo does not vary and can not be

influenced -- it happens each day at the same pace, answering to some cosmic
metronome.

Yet when we experience the sunset through the sequence of

photographs, we are able to manipulate the tempo of the sunset.
suspended and fragmented.

Time is

The sunset acquires a different tempo that exists

67

only in the photographs.

This manipulation of temporality is the metaphor of

experienced time.
Focus and framing relate directly to the obligation of intuitive viewer
involvement with the photographic images.

In most cases, the identification of

the site as a cemetery is impossible, as there are few clues to its identity
included in the photos.

If gravemarkers are visible, they are insignificant when

compared to the more powerful images of the installation itself. One is obligated
to see only what is within the field of the camera’s lens, and to react to the
captured images.

One’s focus is fixed involuntarily, and one’s reaction to the

sunset event is carefully choreographed by virtue of the strength of the
photographic images themselves.

The sun setting behind the screens is an

ideal experience as it is seen in the photos.
changed in order to catch optimal images,

The camera’s position was
(for instance, having the sun’s rays

spraying over an edge of the frame, or emphasizing colors or shadows, or
catching the sun leaking between the frames of two screens).

In the

presentation of the photographs, thin accent lines surround each photograph,

emphasizing the intended focus of the photo.
Because the temporal metaphor is so strong in the photograph, and

because the elements that emphasize this metaphor are so intentionally framed
and focused, | rather doubt that the sunset experienced at the installation would

have been so powerful as the sunset experienced via the photographs.
The screens are a symbolic reference to the mountain horizon.

It is the

relationship of the sun, shadows, and light to these symbols that ennances the
effectiveness of the temporal metaphor.

Sequential

photographs of the sunset over the mountains would
provide an awareness of the ephemerality of the event, but

it is the interaction of the symbolic element with the sunset
that creates the potency of the metaphorical images.
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A METAPHORICAL ISLAMIC GARDEN - Description
A Metaphorical Islamic Garden is a series of designs representing the
Islamic ideal of Paradise and the Islamic spiritual path of ascension to
enlightenment.

It is based on Anne-Marie Schimmel’s The Islamic Garden

(1976) and on the writings of the Holy Koran.

Both texts are rich in symbols,

which provided many of the inspirations for the designs.

These symbols often

served to inform design decisions of form, color, context, and content.
Based upon textual references, Paradise is represented as a pyramid of
eight levels containing representations of five phases of the spiritual pilgrimage
toward enlightenment as individual gardens.

The mystic journeying toward

spiritual enlightenment will pass through The Garden of Supplication, into The

Garden of Recollection, followed by The Garden of Emptiness and The Garden
of Renewal before arriving at his final destination, The Garden of Divine Beauty.

Four symmetrical axes of water, one bisecting each of the lower four
gardens, symbolize the four rivers of Paradise so often found in Islamic text and
design.

The Islamic Garden is completely surrounded and enclosed by a grove

of large mixed deciduous and conifer trees.

It is sited on a slope so that the

view from any of the exterior planes of the garden is of the same tree level.

The

Garden of Supplication will be at the lowest level of the slope.
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The Garden of Supplication

locational thumbnail

The spiritual mystic begins his journey toward Paradise at The Garden of
Supplication.

Supplication, or humility before God, is the metaphor presiding

over this garden.

This garden is supplication.

plan view - Garden of Supplication
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The mystic steps upward into the main body of the garden, and is faced

with a random array of variously sized violet colored pavers scattered in a field
of violets.

The texts state that violet is the symbolic color of supplication and

prayer, hence the design decision to make violet the primary shade of this
garden.

Two poets, quoted by Schimmel (p. 25), offer metaphors which are also

employed in the design:
Every tree, and every shrub stand ready to bend
before Him;

Every herb and blade of grass are a tongue fo
utter His praise.

Afghan poet

The trees are engaged in ritual prayer and the
birds
in singing the litany,
the violet is bent down in prostration.
J. Rumi

In order to move through the matrix of pavers, the mystic must pick his
steps carefully.
step forward.

His eyes will be cast downward as he makes each deliberate
It may even take several attempts for the mystic to find a

successful path through the garden.
The Garden of Supplication continues to demands complete
concentration as the mystic encounters the central axis of water that crosses the
entire width of the garden. In this instance, water represents the divine, to which

humility must be demonstrated.

If the mystic wishes to continue his journey, he

can not avoid a direct encounter with the divine. The water moves in a series of
falling curtains, traveling the length of the axis.

The water controls the actions of

the mystic, who must time his crossing through the curtains in order to remain
dry.
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mechanics

water curtain

cross-section

After crossing through the water curtains, the mystic continues through

the paver and violet field.

He can glance forward to see the birch orchard,

flowers, and resting places of the next garden, The Garden of Recollection.

The Garden of Recollection

<
locational thumbnail

Passage into The Garden of Recollection provides welcome relief from

the exhausting external focusing of The Garden of Supplication.

It is passage

into relaxation, a turning inward for renewed emotional and physical strength.

The true mystic, the texts infer, will rely on this strength to complete his journey.
Recollection, reflection, memory,

introspection, and gathering of inner strength

are the metaphor of The Garden of Recollection.
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plan view - Garden of Recollection

The Garden of Recollection is a place where the mystic is moved into the
realm of internal consciousness, his focus turning inward.

form are used as devices to aid this refocusing.

Color, sound, and

As in The Garden of

Supplication, decisions regarding these factors were textually informed.

The

predominant color of the garden is neutral creamy white, and there is little

variance in color throughout the garden.

The visual sense that was so taxed in

The Garden of Supplication is lulled and relaxed. He passes among regularly
placed planting circles of narcissus and stachys, which alternate with round,

creamy white seats.

For thousands of years the narcissus weeps

because of its lack of light [or illuminated state].

Only with great difficulty will one endowed with
insight appear in this garden.
M. Iqbal (Schimmel, p. 30)
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planting circle

round seats

The mystic becomes aware of his own footsteps, because the sound of his
footfall on gravel is the most noticeable sound in the garden.

As he enters into

the birch orchard, the mystic begins to hear the whisper of the wind playing in

the leaves of the birch trees.

Again, his focus pulls further inward.

...Others might compare the heart to a tree which
is moved by the breeze of recollection (yad) as the
tree in the garden is moved by the soft wind in

spring (bad).

Every living tree that feels this

breeze of love will begin to dance.... The true lover
knows that the beauty of the spiritual orchard
depends upon the grace of the eternal gardener.
Schimmel, p.27
There are numerous places where the mystic may choose to sit and rest
throughout the garden, but he will probably find a seat next to the dark, reflective

water of the crossing axis most inviting.

The water is still and silent, no longer

active and controlling as it was in The Garden of Supplication.

cross-section

| have nourished the heart’s bud with
the water of the recollection of the
friend
in the midst of the garden of the soul.
Mas’ud Beg, Indo-Muslim Sufi poet

(Schimmel, p.27)
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The Garden of Recollection invites memory and introspection.

The

garden is recollection. It is a re-gathering of the strengths of the spirit and of the
body, on which the mystic relies to continue his ascension to Paradise.

plan view - model of the Garden of Recollection

model - Garden of Recollection
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Garden of Recollection
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The Garden of Emptiness

locational thumbnail

After re-gathering emotional and physical strength in The Garden of
Recollection, the mystic faces the spiritual and emotional challenge of The
Garden of Emptiness.

This is a time when the mystic faces a crisis of faith and

the spiritual desiccation of the soul.

It is a necessary and unavoidable phase in

his journey to Paradise;
.... [It is only] after going through the ‘black light’ of
complete bewilderment and annihilation the mystic
may be blessed with the vision of the emerald
green light...
Schimmel, p. 29

TT

/
pian view - Garden of Emptiness
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The Garden of Emptiness is emptiness.

It literally contains nothing.

light is absent, absorbed by the rough black matte finish of the paving.

Even

The

metaphor of the emptiness of the soul is reinforced by the dry water axis, which
ends in a dry well that represents the desiccation of the soul.

edge treatment

dry well

The mystic will be uncomfortable in The Garden of Emptiness.

of the space feels immense and sterile.
for the lack of spiritual nourishment.

The nothingness

There is no water to drink, a metaphor

There is no shade, nothing to entertain the

senses except a vast expanse of emptiness.

The mystic may turn to the view of the surrounding trees and hillside in
which The Islamic Garden is situated for stimulation and consolation.

However,

the external edges of The Garden of Emptiness are treated in manner that
distorts the visual perceptions of the external views, creating additional feelings
of uneasiness.

Irwin.

This technique was influenced by the work of the artist, Robert

In an installation at the Museum of Modern Art, Irwin used a thin piano

wire to distort viewer perceptions of depth in a vacant room.

He stretched the

piano wire between the side walls at eye level, several feet in front the end wall.
When

the viewer looked toward the front wall,

the wall would seem to move

forward and back as the eye tried to focus on the wire that was almost, but not
quite, perceptible.

The external edges of the Garden of Emptiness are treated in

a similar fashion, with thin strands being suspended vertically upward from the
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edges to above eye level.
offset by several inches.
at MOMA,

The strands are placed six inches apart, and are
The overall effect is similar to that of Irwin’s installation

distortion of the perception of depth to the surrounding trees.

The

mystic is unable to find pleasant stimulation by looking outside the Garden of
Emptiness, and his feelings of uneasiness are intensified.

The Garden of

Emptiness is not a place in which to linger.

The Garden of Renewal

locational thumbnail

After the intensely visceral experience of the discomfort and uneasiness
of The Garden of Emptiness, the mystic must recuperate once again.

In the

Garden of Renewal, he will find the herbs and fruits needed to heal and nourish
his soul.

The Garden of Renewal is the threshold to Paradise:
For green is the last and highest color in the gamut

of mystical experience: after going through the
‘black light’ of complete bewilderment and
annihilation the mystic may be blessed with the

vision of the emerald green light which is connected

particularly with the Prophet of Isiam.
Schimmel, p. 29

The water of the central axis is a pure, bubbling
behind the bright green of The Garden of Renewal.

spring, the reason

Water represents the

Divine, as it did in The Garden of Supplication.
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Whatever plants grow in the garden of this world,
all of them have one vital function, namely to
praise the grace of the water that quickens them.
Schimmel, p. 30
Near the perimeters of the garden, the mystic will delight in the beauty of
crocuses, lilies, tulips, and irises, all of which have complex symbolic meanings
according to the Koran and

to Schimmel.

The mystic’s way to Paradise and

spiritual enlightenment is now straightforward, although he will meander until he
is nourished and healthy.

plan view - Garden of Renewal
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The Garden of Divine Beauty

locational thumbnail

Upon passing into The Garden of Divine Beauty, the spiritual mystic will have
completed his ascension to Paradise.

He can not help becoming engaged in

this place of Divine Grace and Divine Beauty.
from the previous four.

The form of the garden is different

It is a circle, a pure geometrical symbol representing

unity;
....In the state of union the single beings

of the world are one,
All the petals of the rose are together one.

M. Iqbal, describing the central role of
the prophet Muhammad

(Schimmel, p. 36)

The center of the circle is filled completely with silken red roses.

The rose is

absolute perfection and hence the true representation of everything spiritual.

The rose is a common topic of discussions of the Islamic faith and is often the
subject of Islamic poets;

The poets of Persia have descried in the beauty of
the silken red rose the perfect manifestation of

God's glory. The rose is the representative of the
Divine Beloved around whom everything gathers

in obedience.

Schimmel, p. 31
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The whole garden became Paradise-shaped, and
the rose its houri.
Safiuddin
(Schimmel, p.32)

plan view - Garden of Divine Beauty

cross-section

82

A METAPHORICAL ISLAMIC GARDEN

- Discussion

In A Metaphorical Islamic Garden, it appears that the five gardens
communicate in ways different from each other, and in ways different from the
Sunset Screens project.

It also seems that some of the gardens are much

stronger in terms of the effectiveness of the metaphors within each garden.

The

Gardens of Supplication, Recollection and Emptiness
possess much more intuitive richness than the Gardens of
Renewal and Divine Beauty.

Why?

The differences in richness may be due to issues of
content level, framing, focus, and obligation of user
involvement, as well as in how symbols and metaphors
interact in each Garden.

A Metaphorical Islamic Garden is

designed as a reference to Islamic culture and religious
beliefs, and to the texts of Schimmel and the Holy Koran.
To one familiar with the Islamic faith, the symbolic
references of the design probably would be readily
recognizable.

In the first three Gardens, the symbolic references are used to

reinforce metaphoric forms.

For instance, in the Garden of Recollection, the

textual symbol of the weeping narcissus generates the metaphoric neutral
creamy white color of Recollection.

In the last two Gardens,

to stand apart from the intended metaphors.

the symbols seem

For instance, in the Garden of

Divine Beauty, the symbol of the rose is simply present.
support metaphors that communicate Divine Beauty.

It has not been used to

There has been no

intuitive leap from symbol as recognizable image to metaphor as evocative form.

Similarly, the first three Gardens provide a multiplicity of connotative references,
elevating their artistic quality.
A difference in the first three Gardens and the last two can also be seen
in the amount of intuitive involvement that is required of the user.

In the
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Gardens of Supplication, Recollection, and Emptiness, somatic responses and
actions are controlled by the forms of each garden.

In the Gardens of Renewal

and Divine Beauty, they are not, although the symbolic references in these

Gardens are as numerous as in the other Gardens.

For instance, in the Garden

Renewal, unlike the Garden of Supplication, there is nothing that compels the
user to interact with its forms.

The user may simply move from entry to exit

without pausing to renew himself with symbolic herbs and fruits.

In the Garden

of Supplication, the user cannot help supplicating himself before the metaphors

of the Divine.

His eyes are downcast as he moves through the Garden of

Supplication, and he must relinquish voluntary control of his movements when
he passes through the moving curtains of water that symbolize the Divine.
Framing and focus may also contribute to the strength of the metaphors of
the Gardens of Supplication, Recollection, and Emptiness, and to the relative
weakness of the metaphors of the Gardens of Renewal
and Divine Beauty.

In the first three, the spaces are

defined in ways that force the user to focus his attention
on the intended metaphor.

In Supplication, the space is a

field with elements (pavers) which demand the complete
focus of the user.

If he lifts his eyes from the paver field,

the tall crossing axis of water will dominate his vision. After passing through the
water curtains, he can look forward to the tranquillity and repose of the
dominantly visible birch grove of Recollection. The white noise of the falling
water of the Divine will be audible throughout the Garden, engaging auditory
sensation almost entirely.
In Recollection, the user’s focus changes from external to internal, by
limiting the external field.

In combination with the vertical changes within the

Garden, the density of trees in the birch orchard is enough to narrow the user's
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field of clear vision to only a few feet.

His senses are virtually isolated, limited to

his immediate surroundings.
The focus and framing of the Garden of Emptiness is slightly different, but
equally effective as the Gardens of Supplication and Recollection.

Focus and

framing are also keys to the effectiveness of the metaphors within Emptiness.

The interior of this Garden is completely empty, with little or no sensual
stimulation.

The user will look toward the exterior views of the surrounding trees

in an attempt to find some kind of stimulation or comfort.

Instead, the edge

treatment will only exacerbate his sense of discomfort and bewilderment by
distorting his perceptions of the environment external to the Garden.
Poor framing and focus may be root causes of the relative ineffectiveness
of the metaphors of the Gardens of Renewal and Divine Beauty.

One may

simply pass through the Garden of Renewal without feeling obligated to interact
with the space.

Divine Beauty comes close to successful framing and focus, but

just misses the mark.

Perhaps if, upon entering Divine Beauty, one encountered

a single, spectacularly beautiful rose accentuated by
surrounding vegetation of consistent, different, nonreactive
color (all green for example) rather than a large mass of
similar, unremarkable roses, focus on the metaphor of
Divine Beauty would be more intense.

Effectual framing of

the Garden of Divine Beauty would seem to be easy to
achieve given the paramount location of the Garden and its
circular form.

However, the ringing of the Garden with

climbing roses on a low wall only diverts the user’s focus
from the image of Divine Beauty.

Surrounding the Garden

with something neutral in color and mass that was different

from the central divine rose might strengthen focus and,
therefore, the effectiveness of the metaphor.
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ANGER - Description

plan view, model of Anger

“Anger” is a metaphorical expression of the anger one typically
experiences as one of five phases of grief associated with death and dying.
Understanding of anger in this context is based on a book by Elisabeth Kubler-

Ross, On Death and Dying (1969).

Kubler-Ross often quotes the poems of

RabindranathTagore in her discussions of grief, and his works served to further

inform my design decisions (Tagore, 1974).
“Anger” is a fountain that contains many symbolic references to death, to

anger, and to the disruption of the psyche that occurs in anger. The centerpiece
of the design is a breaking mandala.

The mandala, a sacred and archetypal

symbol of psychic unity (Jung, p. 240), is thirty feet in diameter and is made of

solid gray granite with an inlaid blood red cross.

As used throughout the history

of art, the color red is symbolic of martyrdom.
The mandala appears to be dynamically shattering, as though it were

being thrown violently downward into a forty foot square field of water. Water
symbolically represents life and the origin of life. The illusion of shattering is
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photo - model of Anger

created with a variety of fountain effects and by orienting the pieces so that they

appear to be unstable, in transition to their final resting places.

Some pieces of

the mandala seem to be bouncing out of the water while others seem to be
sliding across the surface of the water.

Other pieces appear to be penetrating

the water. The overall illusion is one of movement, of a moment locked in time.
Heavily Islamic in influence, there are four axes of water flowing into the center
field that originate in bubbling pools at the end of each axis.

The eastern axis is

blocked by a large piece of the mandala, symbolizing of the loss of life.

model of Anger
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A seatwall surrounds the shattering mandala and water field. The
seatwall has been destroyed and is hardly recognizable as its original form. It
appears to be rubble.

This encompassing debris intensifies the feeling of fury

communicated by the central scene.

The four Ginkgo biloba trees equally

spaced around the central scene were selected for their architectural form and
are symbolic of the four seasons and the passage of time.

The garden of anger is meant to be experienced in two primary ways.
The visitor (I refer to the user of this space as ’visitor’” because the phases of

grief are transitory according to Kubler-Ross) first views the garden space from
afar, from on top of a hill that completely surrounds the central scene.

Here, the

visitor gets a sense of the entire picture of destruction and anger, yet she
remains distant from it. This peripheral experience is representative of another

phase of grief that is known as denial.
remain removed from

In this phase, the grieving person will

the reality of death, denying emotional reaction.

As she moves into “Anger”, the visitor must pick her way through the
rubble of the destroyed seat wall toward the shattering mandala.

At times, she

will be forced to move through uncomfortably tense spaces created by looming
pieces of the breaking mandala.

forms.

She will feel threatened by these menacing

Anger becomes tactile when she touches pieces of the rubble and

mandala.

photo

model of Anger
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Entering into proximity of the water, the visitor becomes isolated in the
noise created by the movement of water.

She is now fully engaged in “Anger”.

She may choose to walk out onto some of the mandala pieces that are in the

water, moving deeper into this metaphorical presentation of anger. The overall
experience of the place is similar no matter where she is within the design,
although the immediate revelations of the experience may differ as she moves

throughout the site and she is forced to acknowledge the different symbolic
forms.
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ANGER - Discussion
Like the Metaphorical Islamic Gardens of Supplication, Recollection, and
Emptiness, the final design project, Anger, explores the

relationship of symbol and metaphor into a design with
multiple layers of reference.

The basic form of Anger is

derived from a mandala, an archetypal symbol that
represents psychic unity.

By shattering the mandala, a metaphor is created for

the shattering of the psyche that is associated with the grief of death and dying.
The overall composition communicates at more than just the cognitive level.

At

an emotional level, it communicates the intensity of the anger of grief,
demanding that the visitor become intuitively involved with the design.

It is not

certain if it is the archetypal nature of the mandala that triggers cognitive
awareness that something whole is being demolished.

Rather, it may be that

when the circle is seen in pieces or parts, its smooth, defined edges allow the
parts to be cognitively rejoined until it is readily recognizable as a fragmented

whole.

Similarly, the red crossing axis, though symbolic in its form and color,

may serve to improve this cognitive rejoining by providing additional landmarks.
A broken amorphous form, positioned in the same dynamic pattern as the broken
mandala, would not be as effective at communicating “shattering” as the
mandala.

Its pieces would not be so easily recognized as parts of a

distinguishable whole.

It might instead be perceived as being a collection of

disparate chunks being tossed into the field of water.

So, it is unclear whether

the mandala is archetypal and communicates its symbolic meanings to the

collective unconscious or if its form simply provides landmarks that aid in the
recognition of the circle as a fractured whole.

Regardless of the reasons,

however, the mandala seems to be an effective symbol in the metaphor of anger.
The form of the four axes of water is generated from the symbolic images

of the Islamic sources of life. The blocking of the Eastern axis, the axis along
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which the sun rises at the birth of a new day, is another metaphor expressing the
loss of life.

This metaphor within a metaphor helps create richness and

complexity in the design.
Focus on the metaphor of anger is achieved by isolating the user in a
number of ways.

Geographically, Anger is sited in a

depression, eliminating outside views beyond the scope of
the design.

When experienced from a distance, Anger

seems to be encircled by a hill. This framing reinforces
the verticality of the shattering event.

When experienced

in close proximity, Anger is framed by the rubble of a
once-encircling seatwall.

This framing reinforces the

sense of devastation of anger.

Thirdly, Anger is framed at

an intimate scale by the juxtaposition of and the tension

between the shattering pieces of the mandala.

Here, the

visitor is forced to confront the intimidating metaphor of
anger at a very personal level.
The forms are minimalist, again limiting distractions.

Sensually, the noise

of the shattering mandala created by the splashing of fountain effects focuses
the visitor on her immediate surroundings.
design.

Also, scale increases the focus of the

From within Anger, it is absolutely impossible to ignore the power and

violence of the metaphor.
dwarfing the visitor.

The pieces of the mandala are massive and restless,

The whole design seems to shout and yell.

It demands

attention. The visitor is absolutely obligated to experience Anger at an intuitive
level.
The artistic levels of content, denotation, connotation and style of

expression seem to be present in Anger. That the design of Anger is a fountain

is the subjective component of the design.
archetypal mandala, broken.

The denotative component is the

The connotative component is the illusion of the
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mandala’s dynamic shattering, and the uncomfortable forms and spaces within
the design.

The experience of anger as a stage of the grieving process is one

that psychologists claim to be universal in its manifestations.
common emotion.

Anger itself is a

The design “Anger” presents this emotion in a new, fresh

way, elevating the artistic expression of the design, and the intuitive impact on

the visitor.

“Anger” is overtly sculptural, but the forms used in the design carry

existing social meanings and ideas, as well as aiding in the legibility of the
metaphor.

92

V
CONCLUSIONS AND IMPLICATIONS
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It is difficult to be definitive in drawing conclusions from this work, as the
hypothetical nature of the body of design works used as speculative inquiry
poses problems.

There is no way to know if they would indeed be the places |

envision them to be if they were built.
communicate as | have assumed?

Even if they were, would they actually

Perhaps the most appropriate tone for

conclusions, then is a clarification of the issues that | see emerging from this

body of work and the questions that arise from these issues.
First is the apparent relationship of symbol and metaphor in design.

As

was established in Chapter Ill, symbols are synonymous with recognizable form.
The creative juxtaposition of symbols allows implicit comparisons to be made of
them.

These associations are often not translatable into language.

make sense intuitively.

Rather, they

They become images within the mind, and are often

quite emotionally evocative.
As was established in Chapter III, metaphors
possess intuitive meanings, and are perceived through
connotation.

Translation of the metaphor’s meaning into

language is often impossible, and may even destroy the
real essence of its meaning.

Metaphors exist as images

and feelings within us.
Logically, therefore, a relationship between symbol
and metaphor in design can be proposed.

If symbol is

recognizable form, and if the juxtaposition of recognizable
forms can create images that are intuitively understood,

then it follows that the inclusion and imaginative
juxtaposition of symbols in design allow for the creation of
powerful and evocative metaphors.

In this manner,

symbols and metaphors can be directly related.
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During the design process of the three projects
examined in Chapter IV, metaphors were not able to be

produced successfully without the use of symbols.

It might

be added that not only does the relationship of symbol to
metaphor in design seem to be direct, but it also appears
to be causal in nature.

It is important to remember, however, that it is how symbols are used in
design, and not the simple fact that they are included, that determines the
success of the resulting metaphor.

Basing designs solely on symbols, without

facilitating the expansion of symbol to metaphor, may create landscapes that are
straightforward and that require little interpretive effort.

By inviting intuitive

interpretation, it is metaphor, not symbol, that makes landscape design poetic.

It

is metaphor, not symbol, that sparks imagination and creates magic in built
landscapes.
A second conclusion about metaphor in design that can be made is that
by understanding hermeneutic principles and the relationship between symbol

and metaphor, designers can control the effectiveness of their designs as
metaphorical expressions.

In order to make intuitive perceptions of the intended

metaphors obligatory, designers can manipulate factors such as:
a) the level of involvement of users -- will the user feel obligated to
become involved with the metaphorical design?
encourage user interaction?

How does the design

These are perhaps the overriding questions

designers can ask relative to the effectiveness of their metaphorical design
expressions.

The remaining factors seem to be subsets of this factor.

b) the content level of designs -- that which is present or constructed (the
subject of the work), the reference of the work to things that are not present but

invoked (denotation), and the mood or feeling about these two previous things
that is developed through the expression or style of the design (connotation).
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c) the juxtaposition of forms -- as defined in Chapter III, metaphor is
typically an “implicit comparison between two entities which are not alike but can
be compared in an imaginative way.

The comparison is mostly done through a

creative leap that ties different objects together, producing a new entity in which
the characteristics of both take part.” (Koolhaas & Mau, 1995)

Forms that are

intended to function within the metaphor must be close enough and positioned in
a manner that allows that creative leap to take place.

If

elements appear too disparate or too distant that
comparison is not possible, then the intended metaphor
will likely fail to communicate effectively.
d) the framing and focus of designs -- intended

metaphorical expressions in designs should be framed by
their surroundings to allow users to focus on the elements
of the metaphor.

External distractions such as noise or

activity may distract users from the design.

Focus can

depend on the strength of the designed experience relative

to metaphoric intent, and on uncomplicated complexity
within the design.

Complexity facilitates multiple layers of

interpretation and meaning.
e) the scale at which designs are experienced -related to issues of framing or containment, scale can affect the effectiveness of
metaphorical expressions.
near, for example.

Designs may be framed at different scales, distant or

The scale of elements within the design may influence

intuitive reactions to them, for instance by appearing looming or diminutive.
f) the perceptions of time as experienced within designs -- modifying user
perceptions of time seems to be a powerful metaphorical tool.

For instance,

temporal perceptions may be altered by suspending a moment in time (as in
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“Anger’) or by presenting a normal temporal event at a different pace or tempo

(as in “Sunset Screens’).
Another conclusion about metaphor in design that can be reached is that
metaphor allows us to see the common

in new and fresh ways.

In addition to

striving to create new metaphors, landscape designers may look toward
metaphors that have lost their potency in contemporary culture for design

inspiration.

Perhaps the rejuvenation of stale metaphors begins with reviving the

symbolic forms contained within designs, making them relevant to current
culture.

Perhaps it involves adjusting the perception mechanisms of framing,

focus, and content.

Regardless, as Olin said, “To merely repeat or rebuild that

which has existed is not creative and does not advance the field, eventually
devaluing that which is repeated" (p. 155).

One issue that warrants further discussion is that of design style. The
designs that were presented and discussed in Chapter IV are minimalist in style.
Minimalism appears to have been successful in allowing successful
communication of metaphorical meaning in these designs.

This style seemed to

aid perception of the complexity of the designs by making them less
complicated.

It allowed greater opportunities for focus on symbolic elements

and their metaphoric connotations by eliminating distractions.

In cases where

the designs deviated from minimal gestures, as in the
circle of roses in the Garden of Divine Beauty,
metaphors were not as powerful.

the

It is not possible to

generalize and say that all minimalist works communicate
metaphorical meaning.

However,

it does seem that minimalism is a style in

which the rhetorical devices of symbol and metaphor can be effectively used.
In relation to style, simple geometric forms also seem to aid in the
legibility of metaphorical designs.
squares or grid patterns.

All of the presented designs utilized circles or

Some of these geometric forms may be archetypal, if
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in fact archetypes exist.

If this is the case, then, according to Jung, perception

of these forms would be instinctive.

Jung’s theory of archetypes, however,

poses the same dilemma that Schleiermacher’s cartesian approach to
understanding did.

There is no real way to prove or disprove the existence of

archetypes because we can not be certain of the rules we employ in their

understanding.
Except for the conscious design decision to make the central form of
“Anger” an archetypal symbol, the use of geometry seems more to do with
creating discrete spaces for metaphor to occur, rather than the forms and spaces
communicating meaning through their geometry.

It might be that geometrical

forms are more easily legible and require less interpretive effort than more
complex forms.

Further understanding may be facilitated at higher levels of

complexity because less effort is expended to understand these geometrical
forms.

Regardless of the connotations we may draw from them as archetypes,

geometrical forms may be effective as foundations for metaphorical design
because they are common, comfortable, and easily recognizable.
The presented designs exist in a perfect world
where issues such as circulation and stormwater
management do not exist.

It seems, however, that these

kinds of issues could easily be addressed within
metaphorical designs without sacrificing the artistic nature
of the design.

Circulation, for instance, can be controlled

by conventional means in a manner that directs users to
areas of the designed space where metaphoric

associations may be made.

Stormwater management also

has enormous potential in metaphoric design.

For

instance, as in the designs of the Metaphorical Islamic
Garden and Anger, water could be used as powerful
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metaphoric form.

Drain inlets could be used as design

features which accentuate metaphoric intent by virtue of
their locations and their actual forms.
One question has repeatedly arisen in regard to
situational interpretation:

Is it important for those

experiencing a metaphoric design to intuitively understand
the metaphors intended by the designer?
interpretation is context based.
discussion.

Situational interpretation holds that

This issue of context warrants further

Context and program decisions were chosen or invented as part of

the presented designs.

In the cases of all the designs, they were placed within

very controlled surroundings.

In the case of the Anger project, the context

allowed the design to function at two different levels of scale by controlling the
way in which the design was viewed.

The distant view from the enclosed hill and

the user’s descent to the central design were parts of the functioning metaphor

of anger.

Once within the design of Anger, the surrounding hill served to isolate

the user within the design, enhancing the user’s focus on Anger.

The context

selected for the Metaphorical Islamic Garden was similarly isolating.

It would

seem that context that serves to eliminate outside distractions enhances the
effectiveness of metaphoric designs by allowing the user to focus on the forms

within the designs.

In cases where context can not be selected, designers could

use design elements that are sensually neutral to isolate users from distracting
external elements.

For instance, architectural elements and vegetation could

serve to dampen external auditory, visual, and olfactory stimuli that might
distract the users from focusing on metaphoric forms.

Situational interpretation also holds that interpretation is circumstantial
and subjective, different for each interpreter.

According to situational

interpretation, individual reactions are conditions of the education, experience,
and attitudes of the audience.

So, although designers may strive to produce
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metaphors that communicate a specific design intent, situational interpretation
may undermine this intent.

It would seem that by carefully manipulating

perception mechanisms within a design, designers can hope to evoke a
predictable range of intuitive reactions.

However, it may

be more important that a designed landscape stimulate any -;

connotative interpretation of its metaphors, than a specific
emotional reaction.
Another question involves repetition of
interpretations:

Once a metaphor in a built landscape has

been interpreted, and its mystery of incompleteness has
been perceived, will the landscape continue to be emotive
on subsequent encounters with it?

If the landscape were

sufficiently complex, and there were multiple layers of
potential meaning present, then it would seem that the

landscape could be interpreted and reinterpreted with different perceptions
possible with each encounter.
possibilities.

Imagination need be the only limit to interpretive

Subsequent interpretations of metaphorical designs may also

change as a person continues to grow and change spiritually and emotionally,

and as different life situations are encountered and personally assimilated.
However, the rejuvenation of metaphors that have lost their potency may be one
way that landscape interpretations can be refreshed.
These questions and issues are presented here as speculation, and are
vital steps to continued understanding of the ways in which metaphor functions
in hermeneutically-based designs.

The proposed analytic tools for evaluating

the effectiveness of designs appear to be valid methods of questioning realworld landscape designs.

A functional philosophical framework for designers

can be established by understanding that landscape architectural design is a
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hermeneutic process, and that the ways designs are
perceived can be explained by hermeneutic theory.
Hermeneutic theory acknowledges that perceptions
and interpretations of landscapes are based on both
denotation and connotation.

contemplative practice.

Understanding

is an intuitive,

It is hermeneutics’ inclusion of

intuitive perception that justifies itself as an effective tool

for designers both in the creation of poetic designs and in
the analysis of designs.

By acknowledging the intuitive

nature of understanding the objective world,

designers are

forced to confront the issues of emotion-based perception.
The designer may then be able to view design as poeisis, rather than simply as
seeking solutions to problems.
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Definitions for the following terms were quoted from Webster’s New Collegiate
Dictionary (Woolf, 1979):
abstract

magic

sign

allegory

metaphors?

signify

banal

metaphysical

signification

creativity

poem?

symbol

design

poet

symbolism

eloquent

poignant

thingamayjig

enchant

poise

trite

emotion

reality

fancy

reason?

fancy-free

reason2

hackney

relic

image

rejuvenate

imagery

representation

imagination

rhetoric

intuition

semiology

juxtapose

serendipity

Definitions for the following terms were taken from A Dictionary of Modern
Critical Terms (Fowler, 1973, 1981):
metaphors2

metaphors5

metaphors3

poetry

Definitions for the following terms were taken from Gardener’s Art Through the
Ages (Tansey and Kleiner, 1996):
representationalism
symbolist
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Definitions for the following terms were taken from Small, Medium, Large, ExtraLarge (Koolhaas and Mau, 1995).

Koolhaas and Mau attribute them to the

sources that follow each entry below:

grasp

idea

images

Ungers, O.M. (1982). Morphologie city metaphors.
Cologne: Verlag der Buchhandlung Walther Konig.
Brodkey, H. (Winter 1991-92).

XX!st Century 7.

Bergson, H. (1991).

and W.S. Palmer.

The animal life of ideas.

Matter and memory, trans. N.M. Paul

New York:

Urzone.

metaphors4

Ungers (1982).

phobias

Koolhaas, R. (March 1992). Interview by A. Zaera, Finding
freedoms. El Croquis.

poles

Stern, R.A.M. with Gasatil, R.W. (1988).
Classicism.

presence

New York:

Joyce, J. (1922).

Modern

Rizzoli International Publications.

Ulysses.

The following definition is based on discussions by Susan K. Langer in Feeling
and Form (1953):
poeisis

The following definition is quoted from Earth Meditations:

One to Five (Doyle, no

publication date provided):
poem2
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Definitions for the following terms were taken from Peter’s Quotations (Peter,
1977).

Peter attributes them to the sources that follow each entry below:

art

Jean Mary Norman

idea2

Feodor Dostoevski

past

H.G. Wells

understanding

Stephen Spender
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