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ABSTRACT 

Throughout the history of man, the concept of "Paradise" has 

been accepted as man's ideal environment, perceived to be a place of 

perfect repose where there is beauty and a sense of well-being. 

This thesis is based upon the hypothesis that the place Para

dise has held in history holds even more validity today. There are 

indications that changes occurring in our American society are having 

an impact on man's relationship to nature. As space becomes smaller 

and more scarce for the individual, privacy and sanctuary are more 

necessary for a sense of completeness and belonging. 

This research examines how man has perceived Paradise in the 

past, today, and Paradise of the future. By analyzing these concepts, 

a synthesis of ideas is formed that may serve as a model of design to 

meet the needs of man in his future relationship to nature. 



CHAPTER 1 

INTRODUCTION 

Throughout man's history, the concept of "Paradise" has been 

perceived as man's ideal environment on this earth. It has been a 

search to find the Garden of Eden—a place of perfect repose where 

there is beauty and a sense of well being. It has been a search to find 

the correct relationship between man and nature. The formula has been 

explored through literature, art, philosophy, and urban planning and 

design. 

The place that Paradise has held in history still holds even 

stronger validity today as we realize in the unfolding of our future the 

profound and startling changes that are occurring in our American 

society. We are undergoing a revolution brought on by a shift from an 

industrial-based society to an information-based society. According to 

economists, political scientists, humanists, and demographers, these 

forces of change are presenting a new society in America that will bring 

its own set of societal changes. It is clear that these trends will have 

an impact not only on conditions of life but on our sense of "well being" 

or "quality of life." 

These dramatic forces of change and their impact on man's 

attitudes, physical and psychological needs are paramount issues for 

the designers of the twenty-first century. In Action by Design by 

Lane Marshall, Fellow of American Society of Landscape Architects 
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(1983, p. 66), a future forecast and design guide, recognized these 

realities and predicted that "quality—not quantity-of-life—concepts must 

dominate our design decision-making efforts of the future. Terms like 

'big' and 'more' must be replaced by 'delight' and 'harmony'.11 

The hypothesis of this thesis is that Paradise should continue 

to ser.ve as a model for the proper relationship between man and nature. 

The models of Paradise in the past have provided environments that 

fulfilled certain psychological needs of man, needs manifested in our 

Ameircan society today. By analyzing the concepts of how man has 

perceived Paradise and how he has successfully translated those con

cepts into "earthly paradises," certain design strategies can be formed 

to meet the critical needs of man's future relationship to nature. 

The changing status of our society and its relationship to the 

new dimensions of man's needs is examined in this thesis. The focus 

of concern is on that which reflects the shift from concerns of the ele

mentary needs of life for food and shelter to the higher-order needs of 

people for personal growth, and fulfillment of the "spirit" and more 

satisfying life experiences of man. It examines how man has perceived 

Paradise in the past, today, and the concept of the Paradise of the 

future, Utopia. By analyzing these concepts, a synthesis of ideas will 

be formed that can serve as a model of design. 

This study is an interface between research in social science, 

history, and future trends. The interrelationship of these disciplines 

will provide the data necessary to formulate the design of places of 

Paradise. This linking of research in design to other disciplines is 
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important to the understanding not only of a better environment but a 

more fulfilling environment for man. 

It is also the intent of this research that the approach of linking 

different fields of study will contribute to design theory, an area that 

has been lacking in the profession of landscape architecture according 

to recent appraisals of the profession. In the keynote address at the 

1980 conference of the Council of Educators in Landscape Architecture, 

Dr. Ervin Zube (1980, pp. 2-3) challenged the profession that: II 

with a few notable exceptions, that design hypotheses are ideographic 

and not grounded in any body of generally accepted theory particularly 

theories relating human use and enjoyment with the three dimensional 

forms and properties of the environment. 11 

Methods of Study 

This research project about Paradise has an objective scientific 

approach and also considers relationships other than those that can be 

proved or disproved by scientific methods. The aim of this inquiry is 

to investigate concepts and ideas of Paradise at different times in differ

ent places, with the purpose of recognizing patterns and similarities 

between the ideas and thoughts and seeking a creative synthesis. The 

result of this method is ideas built upon other ideas. 

History, future forecasting, and social science are the three 

disciplines used to investigate the concepts of Paradise. These three 

areas provided the theory of this study. 11 Theories are formed by 

logic and fantasy or curiosity, and testing is accomplished by logic, 
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organized information, and trustworthy records of others" (Zube, 1980, 

p. 2). 

The concept of Paradise is historically analyzed through the 

records of philosophers, religious thinkers, artists, poets, and writers. 

This method allows the researcher to look at how Paradise has been a 

continual part of man's history. It also provides, by analyzing and 

evaluating past works, a great potential for studying design and obtain

ing valuable information for future design. This study is not intended 

to define and examine every source of paradisial concept in history and 

culture but to discover the pattern so that it may contribute to an 

understanding of man's relationship with nature and the design of 

environments that has provided man with a sense of well being. 

Using methods of forecasting for this thesis fulfills the under

standing necessary to identify the future of our American society. The 

research investigates the currents in our society that will affect the 

quality of life not only for society as a whole but for the individual. 

"Forecasting the future can no longer be a matter of intellectual curios

ity, but must become part and parcel of the decision-making process" 

(Marshall, 1983, p. 118). The purpose of this examination is to provide 

data and knowledge for the discussion of the concept of Paradise as a 

viable concept for today and for the future. 

This research of Paradise pertains to a concept of man's rela

tionship with the environment and therefore demands an understanding 

of man's behavior. This understanding is concerned with how people 

experience the physical environment and the human needs that the 



physical environment must satisfy. Although there has been a great 

deal of research on the issue of how man views and behaves toward 

the environment he encounters, this study in behavioral science empha

sizes the influence of the environment upon the feelings of the individ

ual. It approaches the understanding of concepts of environmental 

psychology in an effort to understand how the designed environment 

affects human experience in direct and important ways. 

Outline of Study 

To establish Paradise as a model of design that can serve to 

meet man's future relationship to his environment, this thesis is orga

nized in the following manner. Chapter 2 investigates the critical 

issues both of today and the future that represent themselves as changes 

occurring in society and with the individual. This understanding pro

vides the basis of the study of Paradise for Chapters 3 and 4. Chap

ter 3 researches concepts of Paradise as perceived by man in different 

periods of time and cultures. Chapter 4 analyzes the models of Paradise 

for ideas and design elements and evaluates how their design has satis

fied man's needs and values. 

The concluding chapter synthesizes the concepts of Paradise in 

this research and how these factors can formulate design strategies for 

both today and the future. Concluding remarks synthesize the ideas 

on the future of Paradise, 



CHAPTER 2 

PROBLEM ANALYSIS 

There are indications of changes for the individual as well as 

societal changes in the United States that are becoming apparent as 

critical issues that are beginning to emerge today which will become 

manifest by the twenty-first century. Identification of these future 

changes is necessary to provide guidelines toward a "valued" future. 

By understanding the forecast of our society's future we, as designers, 

can ensure the quality of our lives. 

The sources for this study are based on predictions of studies 

by three respected forecasters and authors, Alvin Toffler, Peter 

Drucker, and John Naisbitt. Another principal source is the research 

conducted by the Stanford Research Institute in their Changing Images 

of Man (Markley and Harman, 1972), a prominently known report 

respected for its assessment of the concepts of man in relationship with 

the universe in the present industrial society and in the post-industrial 

future. 

Critical Issues of Today and of the Future 

In a time of exploding change with personal lives being torn 
apart, the existing social order crumbling, and a fantastic 
new way of life emerging on the horizon—asking the very 
largest of questions about our future is not merely of intel
lectual curiosity. It is a matter of survival (Toffler, 1980, 
p. 22). 

6 
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The forces of change in our society are occurring all about us. 

One of the most dramatic is in population dynamics, a trend that Peter 

Drucker (1980) suggested as being the single-most important force of 

change in America today. The population in America will go from a 233 

million population in 1984 to 284 million in the year 2020. The composi

tion of society will change with the population increase and patterns of 

lifestyles. The nuclear family in 1980 represented only seven percent 

of all households in America. High divorce rates and the increase in 

cohabitation will contribute to the startling statistics which project that 

single-person households are expected to increase to nearly 10 million 

during the 1980s. The single-parent household will also increase dras

tically, growing three times faster than conventional husband and wife 

households. Together these new household formations are predicted to 

reach 20 million by 1990. 

The forces of these demographic changes will have a substan

tial impact on future housing patterns and sizes (President's Commission 

for a National Agenda for the Eighties, 1980). The Federal Housing 

Administration projected that rising costs of construction will raise the 

cost of housing dramatically. In 1970 an average new single-family 

home in the United States was $24,000. In 1980 the cost was $70,000. 

This increase saw a single-family home rise in cost by 180 percent 

between 1970 and 1978. The American dream of owning your own home 

will not dimish, but housing of the future will be altered. Two signif

icant housing patterns will emerge: (1) the size of the house will 

decrease and (2) higher land-use density. 
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Housing costs are increasing at a faster rate than median family 

income. Expensive credit has already shown its effect on home owner

ship. These issues make clear that we will have to revise our concept 

of the space in which we live. Interior space will not only be reduced, 

and land will be more densely built upon, neighboring units will be 

attached, and dwellings will lack individuality as construction becomes 

more standardized. 

In the cities there will be an increasing need to find solitude 

and tranquility. Prediction of rising energy costs and transportation 

problems will alter our lifestyles to the extent that travel will become 

more limited. This issue and other future-oriented changes will have an 

impact on the design of spaces in the urban areas and will increase the 

demand for passive recreational needs to be accommodated. 

Technology and the social changes it will bring will have a major 

impact on the individual. During the industrial revolution, effects of 

technology would have probably been focused upon poor living condi

tions. In our society, now changing so rapidly, man has had psycho

logical difficulties adapting to it. Today, the focus of the effect of 

technology on the individual is on an individual's inner life. Numerous 

studies document findings that a search for meaning has begun in the 

United States. 

A study at Stanford Research Institute produced a classic re

port in 1972 entitled Changing Images of Man (Markley and Harman). 

Researchers from a multidisciplinary team from humanities and social 

sciences to engineering and physics studied what images of man are 
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emerging as we move into a post-industrial future. The changes are 

described as new transcendental business and social ethics that bring 

about a new science of consciousness concerned with self-determination, 

qualtiy of life, appropriate technology, and spirituality. The report 

(p. 203) states that this emergence is one of the most important obser

vations of our time and that "... our society may be experiencing 

the beginning of an institutional transformation as profound in its con

sequences as the Industrial Revolution, and simultaneously a conceptual 

revolution as shaking as the Copernican Revolution." 

The industrial age produced materialistic promises, but the 

present trend seems to be the idea of breaking up big things and 

getting back to a more humanized style of life. A 1977 Harris poll 

(Ferguson, 1980, p. 30) showed that 79 percent 

. . , favoring better use of basic essentials rather than 
reaching higher material standards of living. A similar per
centage preferred spending more time on human interaction 
rather than improved technological communications and hoped 
to see the society appreciated human values over material values. 
A majority said they preferred finding inner rewards from work 
rather than increasing productivity, and they wanted to see 
their children's education directed toward such intangible 
rewards than toward a higher material standard of living. 

Naisbitt (1982) used the high tech/high touch formula to de

scribe his response to technology. "What happens is that whenever 

new technology is introduced into society, there must be a counterbal

ancing human response—that is, high touch— or the technology is re

jected. The more high tech, the more high touch" (p. 39). Naisbitt 

supported this analysis with the response in the 1950s and 1960s when 

high technology came into the factory, office, and home. The parallel 
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growth was the self-help and personal awareness and human potential 

movements initiated in response to the impersonal nature of technology. 

Technology has initiated a radical renewal of greater sensitivity 

to our place in nature. In Schumacher's (1973) book, Small Is Beauti

ful , he analyzed society's consciousness toward technology and its 

effects of bigness and inhumanity. He called for rehumanizing technol

ogy and for sensitivity toward our natural harmonies and concern for 

the stewardship of the land. He asserted that man's reconciliation with 

the natural world is not just desirable, but that it has become a matter 

of necessity. 

Toffler (1980) and Naisbitt (1982) also agreed that among 

societal characteristics of the future that we will pay greater attention 

to quality, rather than quanity of life. The built environment will 

become people oriented, and we will compensate for technology with a 

balance in our personal lives. We will become more humanized in our 

everyday lives. 

Concern for the quality of life is being reflected by American 

society, not as needs for more—a larger house or second car—but as 

those for fulfillment of the spirit and more satisfying life experiences. 

This is being expressed through our arts and culture. The impact of 

the concern was also noted by the President's Commission for a National 

Agenda for the Eighties (1980) in its report, The National Agenda for 

the Eighties. The Commission reasoned that it was not its goal to 

include this in its research but called for a commission of the humanities 
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to research this phenomena to reveal how people have tried to make 

moral, spiritual, and intellectual sense of the world. 

Needs of Man 

In understanding the forces of change occurring in our society, 

it is also important to understand some of man's basic attitudes and 

behavior in the environment. Robert Ayers (1979, pp. vi-vii), in his 

analysis of trends in society in Uncertain Futures, recognized the im

portance of placing the examination of future changes in the context 

of society's social life, "its people's attitudes, beliefs, and customs. 

If he [the forecaster] does not do this, his frame of reference is too 

narrow." 

In recent years, researchers from many disciplines have com

pleted research on environmentally related issues and how man behaves 

toward the environment he encounters. Designers look to behavioral 

scientists not only for information on how people experience the phys

ical environment, but also rely on them for information about the sorts 

of human needs the physical environment must satisfy. Although feel

ings can influence behavior in environments, environments are also 

capable of evoking feelings (Proshansky, Ittelson, and Rivlin, 1976). 

This thesis focuses on the importance of the influence of the environ

ment upon the needs and feelings of the individual. 

Abraham Maslow, as noted by Lawless (1977, pp. 578-579). 

listed man's basic human needs and ranked them in decreasing neces

sity: 
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Physiological needs (hunger, thirst, sex, energy expendi
ture, rest); 
Safety needs (security, avoidance of fright, shelter); 
Belonging needs (love, affection, intimacy); 
Esteem needs (praise, self-approval, self-esteem, status); 
Self-actualization needs (improvement, growth or develop
ment in one's job, upward mobility in the community, etc.). 

After the physical hierarchy of needs, the needs of man are 

psychological. Although they may vary between cultures and individ

uals, these psychological needs are extremely important and require 

certain environmental settings. The relationship between these human 

needs and the physical setting are significant in determining the mean

ing of the environment for the individual and for evoking individual 

response to the environment. 

Privacy is one of the psychological needs important to the indi

vidual. Such needs are satisfied under four basic states—solitude, 

intimacy, anonymity, and reserve—as defined by Westin (cited in 

Proshansky et al., 1976, p. 174). According to Proshansky et al. 

(pp. 174-175), Westin's functional analysis of privacy consists of: 

1. Personal Autonomy. This need provided by privacy is the 

autonomy to develop individuality and the individual's conscious 

choice to control his environment. This is the center core of self 

that deals with self-worth, self-identity, and self-independence. 

2. Emotional Release. People need respite from social and biolog

ical factors. This function permits people to relax from social 

roles. 

3. Self-evaluation. Privacy is necessary to the individual to 

integrate his experiences in order to interpret them for future 

action. 
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4. Limited and Protected Communication. Privacy serves the 

individual in two general forms: sharing personal details 

with intimates and establishing psychological distances when 

desired. 

Pastalan (1970) expanded on Westin's analysis to include the 

events which precipitate the desire for privacy, including antecedent 

social events, organismic factors such as desire to escape from obser

vation, physical withdrawal mechanisms, and environmental factors 

such as crowdedness and confinement. 

Proshansky et al. (1976) provided a similar analysis in their 

proposal that privacy maximizes freedom of choice and behavior options 

of individuals and thus allows control over a person's or a group's 

social activities. "The need and ability to exert such control is a 

critical element in any conception of privacy" (p. 174). This orienta

tion views privacy as being in control of interpersonal evsnts. 

In the analysis of Proshansky et al., they referred to the fact 

that privacy is a unique psychological experience. "Obviously, there is 

probably not a single, pure emotion involved since privacy, as we have 

already seen analytically, covers an array of purposes, functions and 

intentions that undoubtedly arouse not one kind, but many different 

kinds of feelings" (p. 214). 

In Altman's (1974, p. 22) study, privacy provides "the possi

bility for thinking, reflection, interpretation, and meditation and as 

assisting in the process of assessing, weighing, and interpreting inter

action with others." 
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Privacy is "the selective control of access to the self" {Altman, 

1974, p. 6). Through the review of various definitions and theoretical 

approaches, Altman proposed the purpose or function of privacy to be 

(1) a function that is interpersonal and concerned with the management 

of self-other boundaries and (2) the interface between self and others 

and how information from social interaction is used to define the self in 

relation to others or self-identity. His study (p. 25) found that "his

tories of ability to regulate interaction and privacy with others contribute 

to an understanding of the self—where it begins, its capabilities and 

limitations, and the power to control and regulate one's life." 

Places private to the individual are being threatened by the 

forces noted in this research, and the demand for them has become more 

important as documented with the concern reflected in our society for 

"quality of life" for self-fulfillment. Designers need to be aware of the . 

growing need for places of retreat and how such places will function in 

a psychological role. This role is the crucial need for privacy of the 

individual in his daily existence. It is also a demand for a setting for 

a person to meditate, assess and interpret, think and reflect. Design

ers who plan these environments need to be knowledgeable about how 

to design such spaces. Paradise provides such a model. 



CHAPTER 3 

PARADISE 

This chapter presents an investigation of Paradise in different 

times and cultures in an attempt to bring together the unity of thought 

and feeling of art and science that has characterized the great ages of 

the past. What is being explored in this study of Paradise is what ex

pressions can be found in the design of landscape architectural devices 

to allow people to appreciate thought and feeling. It is a search for 

essence in design and for ways of perceiving and of feeling the envi

ronment . 

There are three sections of this chapter. The first defines Para

dise; the second examines the images of Paradise through literary inter

pretations and art; and the third examines models of Paradise. 

Definitions of Paradise 

Paradise is a strange land but a familiar presence; few have 
been there, but many people have an idea of what it is like 
{McClung, 1983, p. 1). 

Paradise is defined at one end of time as a garden, and as a 

city at the other end of time. It is both immaterial and material. It 

translates to earth the properties of heaven. It is what man expects 

in the way of a perfect or perfected state of being. 

1. "It is a dense place full of all kinds of trees" (Philo 

Judaeus, 1st Century A.D.). 

15 
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2 .  " . . .  a  g r o v e  p l a n t e d  w i t h  l e a f y  t r e e s "  ( S t .  G r e g o r y  o f  

Nyssa, 4th Century, A.D.). 

3. "A most beautiful place in the East, in which (were) trees of 

various kinds" (Honorius of Autun, Elucidarium, 12th Century, 

A.D.). 

4. The Japanese definition of the word Paradise is composed of two 

characters, one meaning enjoying, the other meaning garden. 

5. A pictograph definition of the word "garden" is a wall enclosing 

three figures. 

6. According to Webster's New International Dictionary (1953) the 

definition of Paradise is: "l.a: the Garden of Eden; b: an 

intermediate place or state where the righteous departed await 

resurrection and judgment; c: Heaven. 2. a place of bliss, 

felicity or delight." 

7. Paradise means garden when it is described as a perfect place 

and when it refers to a specific site, such as the Garden of Eden. 

8. It has always meant the opposite of Gehenna or hell. 

9. Paradise in its original form signified a specific natural place 

with a special character. 

10. It was a blessed part of Sheol, a temporary resting place. 

11. To the Sufi, Paradise is the inward nature of pure existence 

requiring a submission. 

The word "Paradise" is derived from the Old Persian word 

pairidaeza; paiti, meaning around, and diz, to mold or form. It meant 

royal park, enclosure, or orchard of the Persian king. 
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There are two branches to the history of the word "Paradise." 

One is pardes, the Hebrew word. It was adapted by the Greeks and 

became our word "Paradise." 

The Hebrew word pardes means a park or a garden. In the 

Old Testament it meant green enclosures, but had no connection with 

the Garden of Eden of Genesis 2:8, or what we refer to as the earthly 

Paradise. It was only later when it had been influenced by the 

Greek, paradeisos. Pardes signified the Garden of Eden and was the 

home of the blessed dead awaiting Resurrection, in the apocalypse of 

the Jewish tradition. Pardes, in the rabbinical tradition, signified the 

blessed part of Sheo where the good souls awaited resurrection. The 

Hebrew word, pardes, before the influence of paradeisos, referred 

only to the gardens, forests, and parks of the old Testament. 

It was the adaptation of the Greek word of paradeisos from 

the original, the paradaeza that linked the word and place—garden 

and the Garden of Eden or Paradise and earthly Paradise. The word 

first appeared in Xenophon and meant a royal park. In the Septaugint 

translation of the Pentatueh written in the middle of the third century, 

B.C., paradeisos is consistently used to refer to the Garden in Eden. 

The Septuagint translation of the old Testament uses paradeisos in 

place of pardes and thereby linked pardes to the Garden in Eden. 

This established "Paradises" to be a translation of the "earthly Para

dises". The New Testament translators gave paradeisos another mean

ing, Heaven or celestial Paradise. 
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Thus, the Greek word through Xenophon, the new Testament 

translation, and the Septaugint translation of the Old Testament had 

three meanings: park or royal garden, the celestial Paradise or 

Heaven, and the earthly Paradise or Garden in Eden. 

The Greek word was borrowed by Latin as paradisus, and it 

also took on three meanings. The version of the word in Aulus 

Gellius's Noctes Atticae {cited in Giamatti, 1966) was translated to be 

a natural enclosure for wild animals. Other writers used paradisus to 

mean celestial Paradise and the Garden in Eden. 

The interpretations of the word "Paradise" with the garden 

and spiritual connotations of the Garden of Eden reflected the belief of 

the Sumerians, Babylonians, and Greeks about Paradise being a place 

for bodily repose and inner harmony. These observations have been 

noted by Giamatti (1966) in his study of the Renaissance epics. His 

(p. 13) examination of the word "Paradise" establishes the spiritual 

and aesthetic association that laid the foundation for Christian writers 

who used it to refer to "the state of body and soul which once we 

possessed and then we lost." 

Images of Paradise 

Paradise is the place on earth 'contained and enclosed . . . 
surrounded and confined1 'safe and most sure abode' 'the 
end and perfection of all things' (Interpretation of Scripture, 
Comito, 1978, p. 66). 

Paradise has been manifest in our lives through both literature 

and art as ideas and literal translations. This thesis examines both 

religious and secular literature for man's search for the correct 
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relationship between man and nature. The present study is not con

cerned with an analysis of the literature and art, but with the images 

that emerge which set a framework for the attempt to discover the 

concepts of Paradise. 

Writers in the Christian tradition have placed Eden as the 

place where man can achieve salvation (Genesis 2:10). Eden is de

scribed as man's true homeland, the place for his true being. It is 

not just a pleasant spot, but is a place where he can attain the frui

tion of what is true pleasure. 

The work of Comito in his The Idea of the Garden in the Renais

sance (1978) examines some of the images that emerge from this first 

garden. He drew upon Christian tradition and dogma for the notion 

that Eden is cosmic in structure. "[There is] a long-lived preoccupa

tion among Christian thinkers with tetrads, a tradition that associates 

Eden with the figure in which Pythagoras, who is supposed to have 

formulated the very notion of cosmos, saw the paradigm of all reality: 

the loving concord of opposites that binds together the universe (p. 

33). 

This structure of Eden was exemplified by Renaissance writer 

Sir Thomas Browne in The Garden of Cyrus (Comito, 1978). "Since 

even in Paradise itself, the tree of knowledge was placed in the mid

dle of the Garden," Browne wrote, "whatever was the ambient figure, 

there wanted not a centre and [given the four rivers of scripture] 

rule of decussation" (p. 33). 
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As Comito observed, these four rivers that spring from a cen

ter are of the Pythagorean tradition and are interpreted as the axis of 

the world. The interest in these holy places by Christian thinkers 

was how the organization of these spaces made them sacred. The 

rivers symbolized in literature the four seasons, the four elements, the 

four humors, the four virtues, and four gospels, but as Comito's work 

also importantly points out, they coordinated his physical and spiritual 

cosmos. "Definitely embodying these world harmonies, Eden is 'the 

real music, the original and model of all others'; and Adam, so long as 

he ruled in Paradise, was a 'citizen of the world,' taking the cosmos 

as his motherland and fulfilling the promise of his name, in which 

theologians found symbolized the four directions and so the inner 

reality of the whole world" (p. 34). 

Genesis provides the most valuable account of Eden as a gar

den and how it would become known as Paradise. In the Golden Age, 

this survived to provide writers with its motif. 

Paradise was imagined in terms of its sacredness in the litera

ture of the Renaissance. It was described as a space set aside and 

inaccessible. The sense of enclosure was part of Eden's essential 

nature. Milton's fallen world in Paradise Lost (1667) was fenceless 

and the walls of Eden made it safe and tranquil. The Enclosed Garden 

of the Canticles is a "guarantee of integrity, virtues, barrier against 

the wild boar of the world" (Stewart, 1978, pp. 50-51). 

The Renaissance literature studied by Comito (p. 34) observes 

in the popular writings of Saint Ambrose that "the subject of Paradise 
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should not ... be treated lightly, . . . [Men must not be eager to] 

disclose that which leads to danger by it.s very revelation." Other 

literature investigated by Comito also reveals that Paradise is God's 

"secret region," "a happy retreat," "hortus Dei set off by a wall of 

trees," "the chosen place." Dante (Comito, p. 35) describes Earthly 

Paradise as "the place chosen to be the nest of human nature." 

The dream of Eden was not just a longing to escape from the 

world, but as Comito's investigation of literature observed, writers 

such as Father Danielou looked to it as man's natural place. "Adam was 

expelled, after his sin, into this world, which is called the desert place. 

Now Paradise is not in the desert but on the earth. Similarly, what the 

Lord promised the faithful in the Evangelist is not desert, but the 

Earth—which is that of the living" (Comito, 1978, p. 35), 

The shift of Paradise from the literature of religious interpreta

tions based on Genesis occurred with the emergence of two themes in 

literature. One was the "walled garden," hortus conclusus, and the 

other was the 'garden of delights,' hortus deliciarus. In the fifteenth 

century, Lorenzo de'Medici (cited in Pearsall and Salter, 1973, p. 80) 

elaborated on man's Paradise of beauty and love. 

For ' paradise' . . . means nothing more than a most pleasant 
garden, abundant with all pleasing and delightful things, of 
trees, apples, flowers, vivid running waters, song of birds 
and in effect, all the amenities dreamed of by the heart of 
man; and by this one can affirm that paradise was where there 
was a beautiful woman for here was a copy of every amenity 
and sweetness that a kind heart might desire. 

In Boccaccio's Decameron (cited in Pearsall and Salter, 1978, 

p. 82), there is reference to the retreat from the city to the country 
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estates and the walled garden is shown to be significant as a garden of 

pleasure and is spoken of as a Paradise: "The sight of this garden, 

of its beautiful plan, of the plants and the fountain and the little 

streams flowing from it, so much pleased the ladies and the three 

young men that they said, if Paradise could be formed on earth, it 

could be given no other form than that of this garden, nor could any 

further beauty be added to it." It is interesting to note the paradisial 

connotations of the geometrical form of the design and the description 

of the streams flowing from it giving life to everything. 

One of the most famous and influential of all garden poems in 

the Middle Ages was "Roman de la Rosa," Written by Guillaume de Lorris 

in the thirteenth century, it established a new code of Eden and philos

ophy of Paradise. It is also the most widely diffused translation of the 

paradisial garden into secular literature. The landscape was described 

as being designed for man's delight where all the pleasures of the 

senses are indulged: taste, touch, scent, hearing, and sight (Pearsall 

and Salter, 1973). The natural forms of beauty are also observed, as 

in the passage of noting the sunlight filtering through the trees (p. 

87): 

But they were hye and great also 
And for to kepe out wel the sonne, 
The croppes were so thicke yronne. . . . 

The flowers and fruit are planned not only for their beauty but for 

their geometrical planning of the garden: "right evene and square in 

compassing" (Pearsall and Salter, 1973, p. 88). 
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Islamic, Renaissance, and Modern Models 

If there be a Paradise on the fasce of the earth, 
it is here, it is here, it is here! 

—Sadi 

Paradise has been translated from the mystical expressions of 

literature into the metaphoric throughout man's history. These transla

tions of the archetypal examples into literal experiments took the form 

of gardens enclosed by buildings and gardens without buildings. Both 

became dwelling places for the body as well as the spirit. These 

models served to define man's relationship with nature. 

This study is not an attempt to examine the history of Paradise 

but rather to look at three models that exemplify these reconstituted 

Paradises—Islamic, Renaissance, and modern. Each of these models 

was selected as an example of how man perceived Paradise in different 

times and different cultures in order to examine the patterns of ideas 

and concepts that emerge. I will examine each concept of Paradise, 

the philosophy of the culture, and the elements of space that define 

them. 

Islamic Model 

Paradise is a basic concept of the Muslim faith, developed by 

Muhammad from the beginning of his apostolic mission in Mecca. The 

Prophet promised future bliss in Paradise as a reward for the Muslim 

faithful. His description of the gardens of Paradise as well as their 

topography and nature also played an important part in the religious 

beliefs and cosmography of the Muslims. These descriptions also pro

vided the basis tor theologians and mystics. It is interesting to note, 



24 

too, that Muhammad's concept of Paradise served as a basis for the 

Judeo-Christian tradition. 

The link between the reward of the faithful and Paradise is also 

evidenced in the Greek word paradeisos as adapted from the Persian. 

The promise of Paradise for the believer as stated by the Koran 

(Lehrman, 1980, p. 31) is: "Give the message to them that believe 

and do good, that they will inherit gardens through which water will 

flow. . . . But [for] those who believe and do deeds of righteousness, 

the Gardens of Paradise shall be their hospitality, therein to dwell for

ever, desiring no removal of them." Reference is also made by the 

Koran to what awaits the believer describing some of the concepts of the 

gardens of Paradise. These are pointed out in Lehrman's Earthly Para

dise (p. 31) study of Islamic gardens and courtyards. Reference is 

made to many branches, "spreading shade," unfailing "fruits and foun

tains and pomegranites," "fountains-of-running water," and "cool pavil

ions." For the believer there will also be "couches lined with brocade" 

and "bracelets of gold," The concepts of Paradise described by the 

Koran offer certain physical aspects for the believer: shade, cool pavil

ions, and running water, and with its gates and gatekeepers, it would 

be enclosed; and the Koran also suggests that the believer will reflect 

affluence. 

The models of Paradise that were to develop in the Islamic world 

were to reflect this richness and ease and the idea of the garden as 

eternal, and where neither heat nor cold would intrude. The interpre

tations of Paradise in the Islamic gardens were a foretaste of Paradise 
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as a place of retreat and the design of art reflected the culture, time, 

and philosophy. 

In this research of the concept of Paradise in the Islamic 

world, it was also important to have an understanding of the philos

ophy. In Islamic society, man lives according to divine law. One 

must be able to carry himself back to his origin. "Know that the 

Universal Man bears within himself correspondences with all the reali

ties of existence. He corresponds to the superior realities by his 

subtle nature, and to the inferior realities by his gross nature. . . . 

The divine Throne corresponds to his heart; moreover, as the prophet 

has said, the heart of the believer is the Throne of the God; . . . .11 

(Ardalan and Bakhtiar, 1973, p. 4). 

In Islam man is the center of being in the terrestrial world and 

because of this, it is incumbent upon man to look for the truth which 

resides within things. He also distinguishes between the concept of the 

intellect and that of reason. "As complementary aspects of knowledge, 

reason deals with the sensible world, intellect with the metaphysical 

world" (Ardalan and Bakhtiar, 1973, p. 5). 

Symbolic forms exist for the Islamic aspect of the metaphysical 

and exist whether or not man is aware of them. "Man does not create 

symbols, he is transformed by them" (Ardalan and Bakhtiar, p. 5). 

The interpretation of Paradise by the Sufi gives insight to the 

Islamic view of Paradise. Everything in Paradise is Allah (Yunus 

Emre, cited in Schimmel, 1976, p. 13): 
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The rivers all in Paradise, 
flow with the word Allah, Allah 
and ev'ry longing nightingale 
he sings and sings Allah, Allah; 

The branches of the tuba tree 
the tongue reciting the Koran 
the rose there in Paradise, 
their fragrance is Allah, Allah, . . . 

In the mid-eighth century, Rabi'a al-'Adawiyya interpreted 

Paradise as an outlook of self-denial (Schimmel, p. 23): "The real 

gardens and flowers are within, they are in man's heart, not outside. 

..." This became a popular interpretation by other mystics as well, 

and it was not until half a century later that a new view of Paradise 

and nature came about. 

The new attitude among the Muslim mystics spiritualized Para

dise but also interpreted it as being reflected here on earth. This was 

supported by the Koran in that God's manifestations were to be wit

nessed in nature and in the soul of man. This defines the concept of 

the relationship between man and nature. 

Earthly Paradise captured the imagination of the poets through

out the Islamic world. In these works there is interplay between the 

ideal world and the real. Their descriptions were in some ways a 

similitude of Paradise. 

In an early description of the royal garden in the eleventh 

century, poet Mu'izzi (Hanaway, 1976, pp. 46-47) wrote: 

Bravo for this happy garden and these fortunate times. Wel
come to this happy party, to this blessed life-enhancing king, 
and to these heart-pleasing days. The king is like the sun 
and his throne is like the seventh heaven; the shah is Hisvan 
and his garden the divine Paradise. 0 wonder! Gabriel has 
sent sweet herbs from Paradise for its every breeze and fruit 
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for its every tree. Wherever you see one of its roses or 
cypresses beside a stream, you think of a houri's face or 
your beloved's figure. Happy is the garden and happy the 
king within it. 

This description has many of the elements of the archetypal 

garden of Paradise. The king rising to the seventh heaven, the ele

ments of fruit trees, water and the presence of the beautiful maidens 

of Paradise, the houris. The external nature is suggested also by the 

cypress. 

Certain characteristics emerge from the Islamic gardens that 

reflect the influence of Paradise. The Koran refers to walls around 

the heavenly garden when it speaks of gates in Sura 39/73 which are: 

"Opened and its keepers will say to them. ..." (Schimmel, 1976, p. 

16). The courtyards and gardens of Islam are defined by walls, 

buildings or trees or some other three-dimensional object defined by 

a boundary. This also reflects the garden surrounded by God's 

greatness and was the inner aspect of creation. 

It was the task of the Islamic designer to reflect the symbolism 

of the Unity of God through order in the design of the garden. All ele

ments related to each other. Its layout was customarily geometric and 

expressed the concept of Paradise which was often symbolically divided 

into four parts. These were recreations of the Koranic descriptions of 

the geography of Paradise and were quadrangular (chahar bagh) that 

were imitations of the four paradisial gardens. Four watercourses ran 

under a pavilion or a mausoleum. This is expressed in the Koran 

(Hanaway, 1976, p. 45), which says "theirs shall be the gardens of 

Eden, underneath which rivers flow." 
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There are many references to running fountains in the Koranic 

descriptions of Paradise and they are reflected in the gardens through

out the Muslim world. One of the passages (Sura 76) of the Koran 

(Schimmel, 1976, p. 14) describes the importance of the fountain: 

Surely the pious shall drink a cup, 
whose mixture is camphor, 

a fountain whereat drink the servants of God, 
making it to gush forth plenteously. . . . 

The use of water employed in the design of the Islamic court

yards and gardens was rich in symbolism. It represented a source of 

life; it represented the image of the soul. Water forms the symbolic 

center in the Islamic basis of designs with water flowing through formal 

sections of the garden. Earthly Paradise was symbolically placed in a 

rectangular pool on the center axis of the garden. And the pools 

overflowed with water or reached the brim to model the abundance of 

water in Paradise. 

The Koran (Sura 57/21) specifies that the dimensions of Para

dise: "And a Garden the breadth whereof is as the breadth of heaven 

and earth" (Schimmel, 1976, p. 16). Its earthly counterpart was 

wall-enclosed and the form of the garden provided a sense of spirit 

and ideas felt to be greater than man. 

This organization of space was consistent with the descriptions 

of Paradise. In addition to the geometric layout of the garden or 

courtyard, there was also an awareness of the character of the site. 

The Paradise gardens in their contrast to the arid regions took on 

their own character when defined by walls or buildings. The effect 
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was further intensified by the location of the entry into the garden 

which was normally on the central axis. 

The elements of Islamic celestial gardens had sensual symbols 

of God's everlasting beauty: the rose, the shade of the slender 

cypress, limpid water of basins, gushing fountains, the tuba tree. 

The Koran refers to the tuba tree which was interpreted to be a tree 

in Paradise that was more slender and elegant than a cypress and 

which provided shade. 

The Sufis, in their poetry, created analysis between the dif

ferent aspects of creation, pondered the relationship of man and 

nature, and described the similarity between man's behavior and the 

garden. This imagery of man himself being Paradise is described by 

a Sufi poet {Schimmel, 1976, p. 27): 

I have nourished the heart's bud with the 
water of the recollection of the friend 
in the midst of the garden of the soul. . . . 

The poets of Islam modeled their gardens after the original Koranic 

model of Paradise and this model shaped their conception of earthly 

Paradise. 

In Islamic poetry and prose, the garden is praised but gener

ally not by specific description. Imagery is combined with abstract 

and mystical symbolism. There is also a description of the relationship 

between human life, garden, and soul. 

The users of the gardens in the Islamic world were usually 

only for the privileged elements of society, but urban dwellers such 

as public servants and merchants were allowed to use them also. The 
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owner rarely walked through the gardens but sat on cushions and rugs. 

He would sit for hours observing the trees and flowers, smelling the 

fragrant aromas, tasting the fruit, listening to the birds and the move

ment in the trees and water. And there would be shade and cool air. 

An ideal environment for contemplation (Lehrman, 1980). 

Unlike the cultivated pastoral and wooded countries of Italy 

and France, Islam had certain regional diversities, but there was one 

universal quality: its landmass was arid, monotonous and usually with

out salient features. In Islam, man created a Paradise of his own. 

Renaissance Model 

Man searched for Paradise and the ideal life in an ideal land

scape during the Middle Ages. Poets, monks, and saints debated about 

the location of man's lost state of bliss and what it was like. II was 

always remote and inaccessible. Columbus thought he had found it, 

and many more searched for it. 

It was in the Age of the Renaissance, however, that Paradise 

rematerialized in a more literal sense in the French and Italian gardens. 

The natural landscapes were transformed into works of art during this 

transitional movement in Europe from medieval to modern times and dis

played the attributes of Paradise with the pleasure and intellectual 

stimulation they provided. 

The garden of the Renaissance was "a sense of the garden as 

the scene of the privileged moments when the self takes possession of 

the world, a sense of that interpretation of self and world which is 

given its historically most definitive statement in the story of Eden" 
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(Comito, 1978, p. xi). As with the first garden, the form of the Renais

sance garden provided for art, mind, and nature to come together; a 

place where the external world is shut off and man contemplates his 

relation to the outside world. 

In art, literature, and politics, the Renaissance celebrated the 

centrality of man in the Universe: "Man is the Measure of All Things." 

Above all, the Renaissance insisted upon the autonomy of the human 

being, on man's right to be treated with intellectual respect—an attitude 

summed up with the word "humanism" and with "Universal Man." It was 

a time when the arts flourished and man asserted his own dignity and 

worth and his capacity for self-realization through reason. 

Petrarch was, perhaps, the first to understand the link between 

humanistic learning and the garden. In 1336 he wrote in a letter about 

his garden design as "shady, formed for contemplation and sacred to 

Apollo. It overhangs the source of the river and is terminated by 

rocks and by places accessible only to birds" (Adams, 1979, p. 9). 

He continued in the letter that he had created a second Paradise near 

his house that he used as a study retreat. 

It was not until the next century, in 1495, however, that Para

dise was discovered by the French King, Charles VIII, when he invaded 

the villas of Naples that Alfonso II had built under his renewal pro

grams. "You would not believe the beautiful gardens I have seen in 

this city" the wrote to his brother-in-law, Pierre de Bourbon], "for, 

upon my word, it seems that only Adam and Eve are lacking to make 
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it is a terrestrial paradise, it is so lovely, and so full of all good and 

singular things" (Comito, 1978, p. 1). 

The Italian villa that Charles compared to Paradise was Alfonso's 

Poggio Reale, designed by Florentine architect Guilano da Marino. It 

was the very idea that Paradise could be created on this earth that 

appealed to Charles. The Poggio Reale exemplified a villa and garden 

designed for pure luxury and pleasure, and it was the Italian Renais

sance concept that would spread throughout Europe and especially 

France. It was not only the material splendor and striking new forms 

of Alfonso's villa that distinguished it from their predecessors, but also 

a new sense of the possibilities that emerged from the design. "Alberti 

would have said that it is Nature's own harmonies we experience in the 

careful symmetry of the two plans, a rigor that anticipates the Platoniz-

ing geometry of Palladio in the next century" (Comito, 1978, p. 6). 

Possibly more important, however, was the reflection of the 

essence of the humanistic Renaissance in the change of the villa's design 

from closed to open, looking outward to the landscape from the high 

terraces. The medieval castles were turned inside out, opened up to 

light the buildings by loggia and windows, and the gardens were brought 

into relationship with the villa. 

The elaborate use of water was another of the elements that 

appealed to Charles, and although this was not a new concept to the 

medieval gardens in the thirteenth and fourteenth centuries, fountains 

would surpass their Italian counterparts later in the Renaissance. The 
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fountain as a useful source of water would take on the conceit of royal 

art. 

The Renaissance gardens combined mythology, history, and 

legend. The sixteenth century French gardens functioned as pleasure 

retreats but were gradually directed toward aesthetic, intellectual, and 

politcal ends. "One of the functions of the Renaissance garden was to 

stimulate and nourish the mind of the visitor, as well as his senses, and 

to remind him of the connection between the garden's creator and the 

legendary classical past by means of allegorical associations" (Adams, 

1979, p. 32). It was a society that sought to rediscover and reinter

pret the antique world through its architecture and gardens. The 

Chateau de Richelieu built around 1630 exemplified the classic garden 

system of the "jardin de 1'intelligence". It was the forerunner of the 

Versailles of thirty years later, and represented the cosmos (Adams, 

1979, pp. 76-78): 

First, the chateau was placed in a central position of impor
tance to the composition and to the perspectives. Secondly, 
the scheme was composed according to the main axis, a rule 
that was especially adhered to by all the leading practitioners, 
including Le Notre, Le Vau and Hardouin-Mansart. A third 
principle followed at Richelieu was that the terrain had to be 
adapted to the discipline and structure of the composition. 
The measurable relationship of the architectural elements of 
Lemercier's composition at Richelieu, the use of water to 
relieve the monotony of flat ground, and the placing of the 
parterres as well as the chateau on a series of monumental, 
floating platforms, translated the basic principles of the for
mal garden into a powerful Cartesian grid where art and 
nature were bound together by mathematical regularity. The 
simplification of the vast, open spaces allowed no secrets, 
but only an idealized existence enforced by an inexorable 
logic. 
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The link with architecture as described in this example became 

one of the strong elements of design. During the first part of the 

Renaissance the gardens were separate, with no visual relationship, 

but in the second half of the sixteenth century a new relationship 

evolved. "It is a commendable and seemely thing, to behold out of a 

window manie acres of ground," [wrote Charles Estienne (Adams, 1979, 

p. 37) in La Maison Rustique (1600)] "... [of] comely proportions, 

handsome and pleasant arbors, and as it were, Closets, delightful 

borders of Lavender, Rosemarie, Boxe and other such like." 

The studies of villas of Italy during the Renaissance by 

Lionello Puppi in his work, "The Villa Garden of the Veneto," make 

clear the connection between building and structuring of natural space. 

Structured nature, or the garden, had a significance inseparable from 

the villa. 

. . . villa architecture implies an active confrontation with 
nature, achieved in the structuring of this nature, and that 
it may be considered fully realized to the degree that struc
tured nature was integrated with and resolved in it, respond
ing to the complex functional need (utilitarian or spiritual, 
utilitarian and spiritual) that gave birth to the villa (Puppi, 
1972, p. 85). 

This "integrazione scenica" was solved with the portico in the ground 

floor and the loggia. These, Puppi pointed out, were not devices as 

an end to themselves but a functional response to the need of incorpo

rating the interior and natural setting. 

Palladio used this method of planning the exchange between 

interior spaces and nature. The garden is seen in his planning in the 

role as a place of "consolatione." His methods were that the relation to 
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the site is one of the indispensable dialectical poles of a total involve

ment, and his executed work lives in an atmospheric circulation made 

possible by the constant exchange between interior spaces and nature. 

Barbara Stauffacher Solomon (1981, p. 16) analyzed this in her research 

study of Italian and French gardens: "Palladio's objective use of plan

ning allowed subjective display, not in 'territorial urbanization' but in 

the interior of the building or as an iconographic program in the garden. 

Palladio's planning solved the proprietary and service complex while it 

was 'logically' based on the history of the area, not on whim." 

The geometrical arrangement of the elements was strongly deter

mined in the designs of both Italian and French gardens and provided a 

sense of well being. The French gardens of Verneuil and Charleval, 

both attributed to du Cerceau, are considered the ideal examples of the 

harmony created by the strong central axial plans and the association 

of the other elements. 

From the upper terrace, laid out in sixteen geometric beds 
centered on a monumental shell fountain as a focal point, one 
descended by double stairs onto a second parterre on a lower 
level which was flanked by tree gardens heavily massed on 
either side. The cross axis established by the tree parterres 
was reinforced by two parallel canals of equal width. The 
role of water at Verneuil in the fountains, the canals, and 
the moat was important, and its shimmering reflections must 
have lightened the massive presence of the architecture of 
the chateau and its heavy military retaining walls" (Adams, 
1979, p. 44). 

Both French and Italian architects of the Renaissance strove to 

achieve harmony and the realization of the classical ideal through their 

control of overall questions of landscape design. It is in Jacques Boy-

ceau's (Adams, 1979) analysis of Renaissance designs in his Traite du 
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Jardinage that we can observe the elements of the harmonious design 

and the impact on them of the religious and philosophical ideas. He 

recommended creation of the diversity and variety of nature with 

parterres, water, and large varieties of plants and trees of contrasting 

shapes and colors, and even the single specimen was to be made part 

of the composition. He departed from the traditional use of level ter

rain and recommended the elevation of levels to better grasp the entire 

composition. "You judge from this raised position the good correspon

dence (congruity) that exists among the parts, which all give more 

pleasure than would the (individual) parcels" (Adams, 1979, p. 52). 

Boyceau also dealt with the proper dimensions of the principal avenues 

and created formulas of proportion so as to not create negative feelings 

of confinement. 

Boyceau's teachings further dealt with the sculpture and foun

tains and their functions as a vertical accent "to mark and divide up 

spaces, detaining the sight, forcing the eye to stop in order to con

sider the relief and hence make the viewer aware of other works which 

these relief elements surround" (Adams, 1979, p. 52). This mathemat

ical, geometrical, and harmonious design formula was calculated to form 

the integral part of the experience of the French garden. It was 

orchestrated to create "the ideal world of memory, of contemplation, 

and of the pleasures of the senses" (p. 52). 

A whole chapter of Boyceau's work was devoted to grottos. 

Their strangeness and contrast to the order of the garden created 

mystery as the viewer gazed out into the landscape. Art and nature 
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contrasted and seemed to vie with each other in decorating the environ

ment. Architectural fantasies provided the element of contrast to the 

rational, calculated order of the French garden design. 

Other garden elements became a part of the setting as an 

exotic background to a society intent upon reinterpreting the antique 

world through architecture and gardens both in Italy and in France. 

The symbolic devices and pseudoclassical settings, grottos, water 

ornaments were to serve aesthetic as well as intellectual and political 

ends. Few elements were more important, dominating sixteenth century 

gardens as was water. The surfaces of still water were used to reflect 

the play of light against the sky and vegetation. Symbolically, it was 

used to separate man psychologically from the implications of the fear 

of the natural world. In fountains, canals, pools, and lakes, water 

was manipulated to distort perspectives and to create the illusion of 

the garden as a dream. 

The Renaissance play with senses also dealt with color and odor, 

and Andre Mollet (cited in Adams, 1979, p. 53) used and controlled 

them, for as he observed, they "... yield us so much delight in the 

variety of their Enamel Colours, pleasant odors, that there is not one of 

o u r  s e n s e s  w h i c h  f i n d s  n o t  i t s e l f  c h a r m e d  b y  t h e m .  .  .  { p .  5 3 ) .  

During the Renaissance there was a search for ways to trans

form the world to create illusions by indefinitely extending space and by 

manipulation of symbols of emotional and psychological purposes. 

The revolutionary spatial concept embodied by the theory of 

perspective in the humanities of the Renaissance—the philosophers, 

scientists, and mathematicians—brought a new unity to all the visual 
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arts and to the garden as well. The Renaissance perspective was an 

attempt to break down walls and to claim for the "optical experience" 

the unity and coherence that the medieval artist had discovered in the 

ideal cosmos of art and architecture. 

What man discovered was that he could experience space—that 

he need not feel that he was an intruder. Man became the measure of 

all things. "The aim of the new art is not simply to create an illusion, 

but to discover the laws by which the ideal coherence of space—one 

might say the music of space—can be made visible; which is to say, the 

laws by which space and the figures it encloses are to be ordered with 

reference to the beholder himself, in the very act of perception" (Comito, 

1978, p. 159). Artificial perspective seemed to be "the art which 

which humanizes the void, making of it an enclosed Eden" (Berenson, 

cited in Comito, 1978, p. 160). The sense of enclosure is accomplished 

by a system that "identifies the infinitely distant vanishing point of 

parallel lines with the center of the viewer's own visual experience" 

(Comito, p. 160). 

Bramante's Castille d'Belvedere allowed the development of a new 

concept of space, using a perspective with a fixed point of view south 

to north, different from previous spatial composition where the focal 

point was in the center of the composition. Bramante's design incorpo

rates two processes of assimilation whereby the garden extends itself 

to include the world and at the same time it "fuses with the experience 

of the beholder" (Comito, p. 162). 
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Three great terraces convert the natural irregularity of the 
site into architectural volume, and an axial organization 
replaces the conglomerative mode of the earlier Renaissance 
and of the Vatican's own earlier gardens. Without losing 
their cosmic quadrangular design, the terraces become con
stituents of vision, receding planes bordered by porticoes, 
like the checkered ground of Renaissance stage perspectives 
(Comito, 1978, p. 162). 

The spirit of the time was reflected by the garden architecture 

of Andre Le Nostre. His designs became the symbol of the age. His 

raison d'etre for the gardens of seventeenth century France was to 

create monumental type gardens and to complement buildings with his 

gardens. His desire was to create gardens that epitomized French ideas 

concerning perfection—great axes that swept the landscape and overall 

spatial design. It was a beauty of formal relationships and diversity 

with congruity. It was a synthesis of the arts known to art historians 

as Gesamtkustwerk. "Starting from the owner's residence, the elements 

of the garden—parterre, canal flanked by trees, bosquets—were 

arranged in a sequence that extended the vista over water and avenues 

far into the landscape. Everything visible was subjugated to the 

authority of man and to his creative will" (Junger, cited by Gollwitzer, 

1974, pp. 71-72). 

Le Nostre exemplified his ideas of design in the reality of city 

planning at the time, too. The broad avenue of the Champs Elysees was 

Le Nostre's creation. The grandness of his design, it should be noted, 

did not lack intimacy (Adams, 1979). 

In his death notice, it was said that Le Nostre did not believe 

"fine gardens should resemble forests" (Adams, p. 120). Adams, in his 

analysis of Le Nostre, noted that he advanced the architectural line of 
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the Renaissance garden to the ultimate spatial unity and created moods 

with his tranquility of order. 

As reflected in the avenues, palisades, and bosquets, in the 
contrast of light and shadow along the paths, the flashing 
fountains, and the tensions imparted by the sudden surprises 
or disintegrating vistas—all cast an irresistible SDell over his 
creations. He had pushed visible space with a relentless 
clarity to the limits of perspective, reaching in his imagina
tion beyond the eye itself to the extremes of logic on the 
far horizons of garden art {Adams, 1979, p. 120). 

Within these grand gardens were places that provided sanctu

aries where the promenader could get away from his participation in 

larger spaces and find a space designed for a sense of intimacy and a 

sense of security. There were areas in which the senses, particularly 

sight and sound, were titillated. "To this end, the walls of verdure 

and the myriad plants, sculptures, graveled paths, latticework, marble 

pavillions, and diverse water effects played a vital role" (Hazlehurst, 

1974, p. vi). 

What Charles VIII had seen in the garden of Naples was not 

just a longing for Paradise but the realization that he had the power 

to achieve it. The Renaissance garden was an attempt to recreate 

it with its concept system as Battisti (1972) analyzed in his work, 

"Natura Artificosa to Natura Artificialis," a place of pleasure, refuge 

for private meditation, poets' love laments, place for feasts, enter

tainment of friends, sexual and intellectual freedom, setting for 

philosophical discussion, restorative for body and soul. It was a well-

ordered model of the universe; an experiment in immortality; a never-

ending apparition of spring; a sculpture gallery; a horticultural ency

clopedia and a theater. 
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The users of these gardens were the royalty, the elite of 

society. They were the creation for men as an escape from the con

gested city and a place to find refuge. There was the common need 

for a country retreat. It was an access to nature that man sought to 

dissociate himself from "the logic of daily life, worldly involvement, 

and from the passions—whose terrain was the city" and "serenity of 

meditation of the pure, elevated intellectual processes" (Puppi, 1972, 

p. 87). 

Modern Models 

There are critics who feel that by the nineteenth century man 

had lost the concept of earthly Paradise as an asylum of peace, happi

ness, and pleasure. With the rebellion of the Romantics in the pre

ceding century, the well-ordered man-made model for Paradise had given 

way to the "natural" nature and the preference for irregularity, and 

natural shapes. Or, as A. Bartlett Giamatti (1966) theorized, we 

lost with the Renaissance special places designed for our sensual and 

spiritual pleasure. 

The vision of Paradise was colored, also, by the atmosphere of 

political and economic reform and new constitutions that initiated a new 

era in architecture and planning. "We have lost not only the Renais

sance gardens, themselves," in the words of Battisti (1971, p. 6), "but 

also the complex mood necessary for the enjoyment and cultural use of 

those gardens." 

There were attempts to interpret Paradise. One of these was 

the Mormon community of Nauvoo, Illinois, built between 1841 and 1846. 
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The community reflected Paradise and its significance was that it uti

lized the paradisial tradition in the planning of the community as an 

experiment without theological implications. In his residential planning, 

Joseph Smith (cited in McCIung, 1983, p. 9) sought to translate Para

dise into the environment by his design of a garden-city of residence 

"no more than four to a block, each occupying a corner and backed by 

extensive gardens." These houses were to be wed to their gardens 

and the citizens were instructed in an editorial to "let the division 

fences be lined with peach and mulberry trees . . . and the houses 

surrounded with roses and prairie flowers, and their porches covered 

with grapevines, and we shall soon have some idea of how Eden looked" 

(cited in McCIung, 1983, p. 13). 

The models of Paradise of the modern era became ones marked 

by compromises made in the original model. The surviving terrestrial 

garden-paradise became a concept that Eden in its pure form is irrecov

erable. McCIung (p. 19) made an excellent analogy of this concept in 

his research: 

As a general pattern it may be said that to the extent that 
Paradise is of the past, it is arcadian and open, the epitome 
of that nature of which it is a small part; to the extent that 
it is imagined to survive into the present (but in some obscure 
or inaccessible or forbidden spot), it is a secret garden walled 
or otherwise barred against man; to the extent that Paradise 
signifies to Paradise to come, it is urban and conspicuously 
fortified. 

McCIung elaborated further that the history of Paradise is the 

loss of belief in the pastoral or nature that is gentle and without threat. 

It is understanding the threatened position of the arcadian model to exist 

within the context of today's society. "... the survival of Eden 
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depends, therefore, upon whatever accommodation can be reached with 

the city. To survive, in fact, Eden must become a garden-city" (p. 

19). 

The model of Paradise for modern man is thus both arcadian 

and Utopian programs. It is a synthesis of the archetypes of Eden and 

the vision of the future into suburban garden cities. Two men, Le 

Corbusier (pseud. Charles Edouard Jeanneret) in his ville radieuse 

and Frank Lloyd Wright in Broadacre City, exemplify the modern trans

lation of Paradise. Both linked nature with architecture; both gathered 

natural forms and embodied their craft with humanism and proportions 

keyed to the scale of the body. Both incorporated the unified concep

tion of the relationshiip of art to nature and of form to function. 

Le Corbusier's projects in the 1920s were to transform stone 

and concrete into parks and to reintroduce nature into the city. In Plan 

Voisin for Paris in 1925, his vision was more than a garden-city and a 

humane and efficient environment. It was also a vision of ideal forms, 

a solution to site problems. As a metaphor for Paradise, it was: "In

forming every dimension of an ideal town, engineering manifests itself 

in symbolic rather than in primarily functional phenomena and particu

larly in rectangular solids and luminous planes of concrete or glass" 

(McClung, 1983, p. 135). 

As an architect and city planner, Le Corbusier (1933) recog

nized the explosion of modern urbanization. His solutions for the situa

tion were to use the land in town and country; to develop a green city; 
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to satisfy the psycho-physiological needs; and to promote collective par

ticipation and freedom of the individual. 

Le Corbusier's formula for his design of modern cities was order. 

The house, street, and town were based on that fundamental principle. 

Man by reason of his nature practices order, he believed, and his 

thoughts dictated by a straight line that is instinctive to him. 

Le Corbusier (1929) theorized that geometry is the means we 

perceive the outside world and express the world within us. It is also 

what we base symbols upon "which represent to us perfection and the 

divine" (p. 1). He rejected disorder which he believed was the impulses 

of Romanticism. 

The Utopian urban program Le Corbusier devised was a solution 

for the city dwellers who must inhabit the cities. He designed a formula 

for a small space within the city using the dimensions of a 400-square 

yard plot: the dwelling would occupy 50 square yards, built two stories 

high which would give 100 square yards of habitable space; a flower 

garden 50 square yards; 150 square yards for sports; and 150 square 

yards for the kitchen garden. The houses designed with blocks of set

backs would get sun and air in everywhere. 

The garden is paved with red tiles, its walls are hung with ivy 
and clematis; laurels and other shrubs cluster thickly in large 
cement pots; the place is gay with flowers; this is a real 
urban garden easy to keep up. There is a table sheltered 
from the rain where the household can eat; one can converse 
or rest in the open" (Le Corbusier, 1929, p. 205). 

Within the city, Le Corbusier's desire was to create broad vistas 

which were to be accomplished with the design of using set-backs and 

longitudinal axis through the urban landscape. The layout would 
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introduce trees that would combine aesthetically with the geometrical 

forms of the dwellings. 

. . .  n o  m a t t e r  h o w  r i g i d l y  u n i f o r m  t h e  f a c a d e s  o f  o u r  d w e l l 
ings with set-backs may be, they will form a sort of grill or 
trellis against which the trees will display themselves to ad
vantage, and this whether they are seen close at hand or from 
a distance; they will make a sort of draught-board which will 
harmonize well with the formal flower-beds" (Le Corbusier, 
1929, p. 236). 

Wright's romantic naturalistic approach to form was a contrast 

to that of Le Corbusier. Wright {cited in McClung, 1983, p. 132) 

defined the creative ideal as that which "will make all form and func

tion one . . . forms becoming more naturally significant of ideal and 

purpose, ultimate in economy and strength." 

In Wright's conception of a dwelling house, he synthesized 

nature and human activities and purposes. The layout of the house 

was designed low and close to the soil of the prairie. The designs 

were asymmetrical and outward-pushing spaces. His prairie architec

ture changed the relationship of the house to the land and "introduced 

the garden almost into the heart of the living room" (Mumford, 1938, 

p. 408). The inside and outside became a single unity. Wright's 

concept was "organic": house-in-nature, nature-in-the-house (Mumford, 

1938, p. 408). Wright (cited in McClung, 1983, p. 143) wrote in 

Natural House; "A higher order of the spirit has dawned for modern 

life in this interior concept of lived-in space playing with light, taking 

organic form as the reality of building . . . people . . . now have a 

certain dignity and pride in their environment; they see it has a mean

i n g  a n d  a  p u r p o s e .  . . . "  
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On a larger scale, Wright linked Paradise to city planning in 

his design of Broadacre City. His scheme was to divide the suburban 

city block with houses at a safe distance from one another but a com

mon wall enclosing a central garden. Wright's (1941, p. 228) philosophy 

was that quality of life was lacking in our lives and that: "A human 

being, from the time he is born, is as truly entitled to a piece of 

ground with which he can identify himself by the use of it as he is 

entitled to the air he breathes or the water he drinks." 

Both Wright and Le Corbusier demanded the implementation of 

universal laws and sought perfection in the environment, one that had 

meaning and purpose. Both exemplified "the working out on a huge 

scale of the visionary rhetoric of modernism—that the new architecture 

was to be authentic. That is, it was to be inevitable and predestined 

and in the nature of things" (McClung, 1983, pp. 143-144). The 

visions of Paradise, however, in the modern movement had accommo

dated the city. 



CHAPTER 4 

ANALYSIS OF PARADISE 

This chapter is concerned with an evaluation of the concepts 

and environmental design of Paradise exemplified by the models and 

ideas researched in this thesis. The purpose is to discover through an 

analysis of the paradisial models the ideas and important design elements 

that they embodied and how these designs satisfied and supported the 

needs and values of the users. 

The "focal problem" (Friedmann, Zimring, and Zube, 1978) of 

this evaluation is in understanding the elements that create the environ

ment of Paradise as perceived by man. The other issues are the actual 

places of these Paradises and the concepts of users experiencing the 

space. The overview will consider the philosophy of the specific culture, 

as well as the environmental and chronological contexts. Although this 

study cannot incorporate all the characteristics of the environmental 

design evaluation research tool, the techniques used here will seek to 

describe Paradise and give a clearer understanding of it. 

Although this analysis of Paradise does not follow the structured 

systems suggested for design evaluation in the study, Environment 

Design Evaluation (Friedmann et al., 1978), some of their approaches 

are used as a guide. The structure of this study was to gather infor

mation from the models selected about the design elements used, the 
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purpose of the design, and how the design affected the user (the qual

ity of life and psychological needs). The elements discussed are order, 

enclosure, and illusion. 

Order 

Throughout its history, the form of Paradise has been that of 

ordered space. The models for Paradise, until the influence of the 

Romantics, were geometrical. "Until enlightened romantics sought to 

free the trees along with the people those ordered grounds were models 

for paradise" (Solomon, 1981, p. 6). 

This geometrical form of Paradise goes back to the description 

of the original Garden. The book of Genesis (Comito, 1978, p. 34) 

recounts that "a river went out of Eden to water the garden; and from 

thence it was parted, and became four heads." But long before that, 

the influence of sacredness possibly began with the four elements con

sidered sacred; water, fire, air, and earth. In Persian pottery dating 

back six thousand years, the world is depicted as divided into four 

sections by two axes that form a cross. 

There has been long tradition in Christian thinking that the 

Garden of Eden was geometrically structured. The cosmic structure of 

Eden was associated with Pythagoras, who was supposed to have formu

lated the cosmic notion that opposites bind each other. The four rivers 

of Eden "shape the shapeless" (Comito, 1978, p. 34) and coordinate 

man's physical and spiritual cosmos. The four directions of Paradise 
* 

symbolized "the inner reality of the1 whole world" (p. 34). 
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The geometrical concept of Paradise, as this thesis indicates, 

is a strong characteristic of the Islamic gardens. In the gardens 

described by Xenophon in 400 B.C. to be "Paradise Gardens11 the 

elements of order are noted (Thacker, 1979, p. 16): "the beauty of 

trees, the accuracy of the spacing, the straightness of the angles, and 

the multitude of the sweet scents." The Koran describes the four 

rivers and these descriptions were the basis of the layout of the para

disial gardens of Islam. The fourfold description of these gardens is 

told in Sura LV where two gardens, flowing springs, and two kinds of 

every fruit are promised; 

This relationship of Paradise with order occurs even before the 

Koran. The chahar bagh (four gardens) imitated Paradise with its four

fold garden, quartered by intersecting avenues or streams which con

tained the pavilion or mausoleum in the center. This division, where it 

occurs in the design of a garden with a tomb and the four streams flow

ing from beneath the tomb, indicates the destiny in Paradise of the 

person buried there. The second type of garden in the Muslim world 

reflects the same strong geometric shapes and are courtyards that are 

usually square to symbolize stability and completion and "a reflection of 

the quadrangular temple of paradise of which the Kubah itself is the 

earthly image. The rectangle as exemplified in the mosques is not just a 

convenient architectural form but a reflection of the divine Throne 

which according to Islamic tradition is supported by eight angels. 

The sphere or circle is the geometric symbol for the infinite world" 

(Ardalan and Bakhtiar, 1973, p. xii). 
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The search for order is inherent in these models of Paradise 

created by the Islamic artist. Symmetry used in the Islamic garden takes 

on a bilateral, mirror-image form such as the central canal around 

which the other elements are planned. The symmetrical plan consists of 

more than just technical devices that fulfill architectural function. They 

are also used to remind man through their symbolism of the spiritual 

principles that the traditional building or garden or landscape reflects 

on its own level of reality and which corresponds to an inner state of 

man himself. 

The demonstration of order for the European garden reflects 

that of the Islamic garden, but the architectural elements predate to 

t h e  N e a r  E a s t  t h e  i n f l u e n c e  f e l t .  A s  n o t e d  b y  B a t t i s t i  ( 1 9 7 2 ,  p .  1 2 ) ,  

"pre-historic fields are rectangular, and the Greeks enclosed their gar

dens in a hedge and displayed fruit trees in straight rows." In the 

Middle Ages, the botanical gardens had "the clarity of an encyclopedia 

that may still be found in some rustic orchards today" (p. 12). 

In the Renaissance the geometrical arrangements of the Paradise 

plan were expanded and monumental grandeur added. The plan was laid 

out differently in the sites of Italy and the sites of France, reflecting 

the differences in elements and elevations. 

Alberti's treatise on related harmonious proportion was employed 

first by the Italians in their country villas and then applied to the 

French gardens. Rules of abstract unity and axial symmetry were 

imposed upon the chateau and garden. This emphasis on symmetry, 

which became a fundamental principle, created a central axis dividing 
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up geometrical parterres and running through the chateau. The concept 

of order overcame uneven terrain with terraces connected by stairways. 

The strong axial design of both the French and Italian gardens 

created harmony with other elements. The walks were ordered and the 

canals and trees flanking them were spaced to emphasize the geometric 

arrangement. Le Nostre exemplified the spreading geometry of land

scape squares, circles, and intersecting walks, all centered on the main 

axis crossed with transversal lines. It provided Le Nostre the unity 

and continuity he needed for the expansion of the gardens he designed. 

The great terraces of the Renaissance and their axial organiza

tion became the constituents of vision. The different elevations con

veyed a physical manifestation of the power and harmony of mind by 

experiencing the planes from the terraces. 

The symbolism of these geometric forms also was found in the 

planning in the Renaissance. The mystic inference of the circle was 

projected into urban design along with the square and the dimensions 

of ideal geometries. Dimensions and ratios were used to knit the uni

verse together as a whole and correspond to the heavenly city and 

the cosmos. "If the architect designed his sanctuary according to 

the laws of harmonious proportion, he did not only imitate the order 

of the visible world, but conveyed an intimation inasmuch as that is 

possible to man, of the perfection of the world to come" (Simson, 1962, 

p. 37). 

The revolution of the Romantic age overthrew the Renaissance 

interpretation of Paradise and its association with the sense of order by 



new dictates in the interpretation of space as exemplified by English 

poet, Lord Byron: "Such symmetry is not for solitude," The two mod

els of Paradise in the modern age studied in this thesis exemplify the 

two languages of forms—symmetrical and asymmetrical. Le Corbusier 

(1929 p. 1 ) determined that the axis of man's being, nature, and 

the universe, is consistency and unity of organization of all and is 

manifested through mathematics and physics: "Geometry is the means 

created by ourselves, whereby we perceive the external world and ex

press the world within us. Geometry is the foundation. It is also the 

material basis on which we build those symbols which represent to us 

perfection and the divine law." His design of Plan Voisin connotes ideal 

form and his project bears visual affirmations of the ideal order he held 

inherent in symmetrical form. McClung (1983, p. 135) paralleled the 

form with Milton's "Heaven" and as a language of "implacable" and 

"infallible" forms lifting a Utopian project into a metaphor for Paradise. 

Wright's (cited in McClung, 1983, p. 133) concept defines the 

"creative idea . . . (that) will make all form and function . . . forms 

becoming more naturally significant of ideal and purpose, ultimate in 

economy and strength." His planning of garden-cities, however, is 

asymmetry although he does conceive of it as "metaphysically unified 

like a body." 

The geometrical layout of space in Paradise in all the models 

analyzed reflect religious and symbolic orientation. Their translations 

seemed to appeal to the aesthetic sense and to spirituality. Their prop

erties attain the status of sacred space, "to organize a space is to 
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repeat the paradigmatic work of the gods" (Eliade, 1959, p. 32). The 

symbolic forms, then, of the ordered garden and city convey the qual

itative aspect of Paradise. 

Order also is seen to have a sense of orientation and articula

tion. "Even that symbol of confusion, the labyrinth, is enclosed in a 

square or circle" {Solomon, 1981, p. 6). In the Renaissance, this radi

cal attempt to impose order set man apart from the chaotic world. 

There was a certain solace in the clarity of order. The straight paths 

brought views of the horizons. The strong symmetrical lines brought 

a unity between nature and architecture. 

Enclosure 

The English word Paradise comes from paridieza meaning enclo

sure. In Genesis, the Garden of Eden is unenclosed, but most descrip

tions of Paradise after Eden are walled, and are also walled in the 

models analyzed in this study. 

The fenceless garden was noted as being vulnerable in John 

Bunyan's work (cited in McClung, 1983, p. 3). 

Adam, you know, was once so rich and wealthy, that he had 
the garden of Eden, the paradise of pleasure, yea, and also 
the whole world to boot, for his inheritance; but mark, in all 
his glory he was without a wall; wherefore presently, even at 
the very first assault of the adversary, he was not only 
worsted as touching his person and standing, but even 
stripped of all his treasure, his paradise taken from him. 

The scriptures of the Bible and the passages in the Koran both 

refer to the wall-enclosed earthly Paradise. Paradise is the place on 

earth that is contained and enclosed, surrounded and confined, and is 

a safe and most sure abode of the end and perfection of all things. 
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During the Renaissance the enclosure was not so much by walls 

but by the structure of vision. The earlier gardens of the Renaissance 

were enclosed by high walls and reflected the protective cloistered 

spirit of the medieval world. The massing of tall groves of trees along 

the edge of the formal plan of the Renaissance gardens, while giving 

an appearance of extent and freedom, still demonstrated the theory of 

the garden wall. Its element of enclosure provided the spirit of Elysian 

sanctuary. 

Even though the Renaissance garden did function as a pleasure 

garden, the sense of enclosure also created a setting for intellectual 

ends that were nurtured by places of contemplation and retreat. It was 

an environment in which the rest of the world was shut out. 

The enclosed garden of the Islam reflected the concept of Para

dise in the Koran and its reference to the heavenly gardens being pro

tected, These enclosures were either outer-directed or inner-directed 

gardens. Although in the Koran the garden of Paradise was wall-

enclosed and with gates, the walled garden or enclosed courtyard of 

Islam is also a response to the arid land. These walls offer protection 

from the heat and afford privacy from the bustle of the streets. 

The safety of the earthly garden in Islam is often described as 

being safe from the rigors of the harsh winds, giving it a timelessness 

and idealistic quality. The outside represented the harsh reality of 

life on the desert and within the wall is water and life. The contrast 

is so striking that it makes the enclosed garden a veritable Paradise on 
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Earth. It is a place where the refined sensuality of the Muslim finds 

perfect expression. 

Enclosure provides an atmosphere for perfect peace. It pro

vides solitude where the owner may sit for hours in comfort and con

templation. The enclosed Islamic garden provides social and personal 

space, an essential aspect of the use of space in the Islamic world. 

"Just as the Spirit defines the universe in which the soul moves, so 

sedentary man creates shapes which enclose spaces within which man's 

essential soul can breathe" (Ardalan and Bakhtiar, 1973, p. 17). 

Catholic and Protestant poets of the sixteenth and early seven

teenth centuries interpreted the wall in the garden in functioning as 

the divine intervention, "pointing up the power of Grace to undo the 

natural propensities of human will" (Stewart, 1966, p. 59). In Henry 

Hawkins1 Partheneia Sacra (1633), Eden is not in the arcadian setting 

and shows strong architectural structures, fusing the idea of the Eden 

lost with the one to come. Thus, in its protective wall, the incorpora

tion of architectural imagery into the paradisial garden assimilates the 

garden and the city. This new relationship precedes the modern 

world's concept of Paradise on earth as an expression of the realiza

tion of the difference between open and closed spaces. 

The modern models of Paradise are enclosed by city or are 

secret gardens walled or otherwise barred against man. In the sense of 

it being urban, it is an accommodation that can be reached by the city. 

But . . . how can man withdraw himself from the fields? 
Where will he go, since the earth is one huge unbounded 
field? Quite simple; he will mark off a portion of this field by 
means of walls, which set up an enclosed finite space over 



56 

against amorphous, limitless space. , , . For in truth the 
most accurate definition of the urbs and the polis is very 
like the comic definition of a cannon. You take a hole, wrap 
some steel wire tightly around it, and that's your cannon. So 
the urbs or polis starts by being an empty space . . . and 
all the rest is just a means of fixing that empty space, or 
limiting its outlines. . . . The square. . . . This lesser 
rebellious field which secedes from the limitless ones, and 
keeps to itself, is a space sui generis of the most novel kind 
in which man frees himself from the community of the plant 
and the animal . . , and creates an enclosure apart which is 
purely human, a civil space (Jose Ortega y Gasseet, cited in 
Rowe and Koetter, 1968, p. 50). 

The models of Paradise define open space as hostile, confused, 

and void, while closed space is private, solid, and safe. Enclosure 

provides a sense of well being. 

Illusion 

In analyzing the models of Paradise, there are elements which 

emerge that create an enjoyable extension beyond the mundane. 

In the Koran, the references to these are "spreading shade," 

unfailing "fruits and fountains and pomegranates," "fountains of run

ning water." The translation of these into Islamic gardens were with 

light reflecting off a pool, the scent of jasmine, the rustle of leaves, 

the sound of birds, splash of water, the shade from a cypress. 

Ruzbiham Baqli of Shiraz (d. 1209), one of the first interpreters 

of mystical thought, drew our attention to the alleged prophetic tradition 

that one should find spiritual recreation by looking at three things 

(Schimmel, 1976, p. 23): "Water, greenery, and a lovely face." In 

the Islamic garden, water created the sense of tranquility, depth, and 

coolness. Its illusion was in channels and brimming pools or in falling 

sprays that left ever-expanding ripples. An inscription on one of the 
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Alhambra's foundations describes it (Schimmel, p. 23): "Look at the 

water and look at the basin and you will not be able to tell if it is the 

water that is motionless or the marble which ripples." The sounds of 

its movement mask outside noise and dense silence; the light on it 

sparkles or creates illusion from the reflections on its still surface, as 

a cloud passing whose image symbolizes transcience. Illusion is created 

with the shallow pools whose water is left murky to create infinite 

depth. 

Illusion is created by spatial experience in the Islamic court

yards and gardens. Doorways through various rooms and courtyards, 

alternating light and dark, coolness and warmth. Entry into a garden 

provides a spatial experience and illusion through changes of levels and 

through arcades. The mystical interpretation of space in the Islamic 

world is reflected in the design of the internal and external space and 

their strong integration. Space is a symbol of Being in Islam. It is 

the "locus" of the Universal Soul; it is primordial and all-pervading. 

Light creates illusion in the Muslim garden and courtyard by 

the way it is used in design to shape space and objects. It links the 

sensual and the emotional, and symbolizes meaning of life, goodness, 

truth, and order. 

The models of the Renaissance Garden of Paradise created illusion 

with fountains, grottos, and other garden fantasies. Within the formal 

setting, there was refuge with eccentric and romantic imagery. In fact, 

there was mystery with the elements of sensual and exotic decor 

designed into the gardens. 
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The green temple built of living trees reflected this technique 

to produce illusion in the Renaissance garden, as did the artificial rock 

or roc her that represented Parnassus. Both created confusion of illusion 

with reality. The grottos were a mixture between a natural cavern and 

an imitation of a Roman bath that produced a fantasy with their decora

tions of precious stones, mirrors, and oyster shells. Legendary illusion 

was allegorized by antique god, goddess, and nymph sculptures in out

door terraces and arbors. 

The Renaissance produced one of the best techniques of illusion 

with the use of perspective and the deceptive visions it created. 

Water, however, as used in the Islamic world, was the main 

element used to create illusion in the gardens of the Renaissance. 

With fountains, artificial waterfalls, and lakes or still surfaces of 

water, it was used to distort perspectives or to impose a dream-like 

quality, leaving reality behind. 

Wright (1954, p.50) created illusion in the modern world with 

his formula for space that the architecture should flow from the site: 

In integral architecture the room-space itself must come 
through. We have no longer an outside and an inside as two 
separate things. ... It is in the nature of any organic 
building to grow from its site, come out of the ground into 
the light—the ground itself held always as a component basic 
part of the building itself. And then we have primarily the 
new ideal of building as organic. A building dignified as a 
tree in the midst of nature. 

The element of illusion is shown in Le Corbusier's The Home 

of Man (cited in Rowe and Koetter, 1968, p. 58): "Sun, space, ver

dure: essentia] joys, through the four seasons and the trees, friends 
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of man. Great blocks of dwellings run through the town. What does 

it matter? They are behind the screen of trees. Nature is entered 

into the lease." 



CHAPTER 5 

CONCLUSIONS 

Learning from Paradise 

Design is art with a purpose. 
—Wright 

This research has discovered that man throughout history has 

attempted to translate Paradise into his own world in an attempt to 

recapture a lost world. His search has been to find an environment 

whose design would be the perfect relationship between man and nature. 

The translation of these archetypes of the Garden of Eden, 

whether imagined in literature or in those actualized, were through both 

sensory perceptions and the pleasure felt in them perceived as perfec

tion. The properties of this perfection have been analyzed in this 

research, and presented here are the lessons that need to be learned. 

To summarize, these qualities or properties of Paradise may be 

classified as to specific forms that organized the space that made them 

the sort of places they actually were and how their characteristics ex

pressed a special way of being in the world. 

The constituents of form that emerge from this research are 

that Paradise is a culmination of elements that translates the natural 

landscape into a work of art. It was the assimilation of space where 

order, proportion, symmetry and distribution were to be in related, 

harmonious proportions. Architectural theorist, Alberti (1455, cited in 
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McClung, 1983, p. 101) stated: "A harmony of all the parts in what

ever subject it appears, fitted together with such proportion and con

nection, that nothing could be added, diminished or altered but for 

the worse.11 

The elements of Paradise discovered in this thesis are order, 

enclosure, and illusion. Paradise was found to be a balance of art 

and nature shaped into a green oasis, "in the perfect communion, in 

perfect order ... in the evergreen garden within the walls. . . . 

(Giamatti, 1966, p. 348). 

What has emerged from this research is that the culmination of 

these elements has produced an appeal to the aesthetic sense and to 

the ethereal sense, and to the sense of interpretation of self and the 

world. The story of Eden is that of a place where there are privi

leged moments where the self conceives of its relation to the world, 

where the externality of the world is shut out. It is where thought 

is made visible and even tangible. 

The concept of space in Paradise also has a sense of spiritu

ality that produces a sense of ethereality. The organization of its 

space reflects the "creative ideal" which all the models investigated 

sought to define through philosophers and mystics, such as Wright, 

who looked to Lao-tse and Jesus, and the Islamics whose interpreta

tion reflected universal thinking. 

The interpretation of Paradise is man bringing himself into 

contact with the forces that govern his world and then experiencing 

it. According to Mircea Eliade (cited in Comito, 1978, p. 35), 
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experiencing such a place is a "feeling of solidarity with the surround

ing microcosm." 

The other lesson learned from Paradise is that architecture was 

integrated with "structured" nature and answered "the need for serene 

enjoyment marked by honesto piacere of a nature reduced to a private 

Arcadian world, and thus quiet, without surprises, and knowable 

throughout its limited precincts, yet whose boundaries, though close 

by, faded after a mysterious pause into the larger countryside, beyond 

the artificial control of man" (Puppi, 1972, p. 91). 

Paradise Found 

The ideas in this thesis propose a union between the concepts 

and visions of Paradise and the needs of our society and the individual. 

The critical issues that have been delineated in this study can find 

answers in the formulas of Paradise. 

Today, with such issues facing us that nature and solitude are 

disappearing within our cities, with the sacrifice of less enclosed space 

in which to live, with dehumanization, and with a new evolution of con

sciousness emerging, it is time that we learn to balance the material 

wonder of technology with the quality of life. 

The time has come to design landscapes that facilitate the rela

tionships between people and their environments and that open new 

vistas for satisfying both spiritual and material fulfillment. 

Needed are spaces that reflect solitude and tranquility and 

that fulfill a subconscious need for something deeper, more spiritual, 

an environment that evokes feeling and reflects meaning and purpose. 
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It is an environment to provide privacy and shut out the urban world, 

or a place where there is a truce between the desires of the mind and 

"the show of things." 

The response to these issues is a nostalgia felt for the Garden 

of Eden. It is a place where (Battisti, 1972, p. 4): 

A variety of colors—violet, white, blue, yellow, red, rose and 
an enveloping green—combine to delight the eye. The nose is 
gratified by perfumed scents; the ears are cheered by the songs 
of birds, the soft splashing or sonorous roar of the waters and 
the sound of musical automata. The sense of touch is enlivened 
by contrasting temperatures and free movement. Add flirtation 
and feasting and you will find not the pagan or1 Christian but 
the Moslem afterlife where all the senses, in the worlds of the 
humanist Celso Maffei, will find the highest enjoyment. At 
the same time those in a reflective mood will be introduced, 
according to St, Thomas, to a new spiritual conditions: the 
aesthetic pleasure, contemplation of beauty per se as a self-
justifying value rather than a superfluous adornment [A fifteenth-
garden] . 

Paradise of the Twenty-first Century 

Mankind has lost its dignity, but Art has recovered it and 
conserved it in significant stones (Schiller, cited in McClung, 
1 9 8 3 ,  p .  1 ) .  

There is conclusive evidence that quality of life is not a frill, 

but as noted by futurists, an essential resource that will need to be 

managed. As designers, landscape architects will need to understand 

the responsibility to respond to this. Robert McNulty (cited in Mar

shall, 1983, p. vii) called upon the design profession to "understand 

the relationship among appearance, quality, perception, economic 

diversification," and he related it to how well the design profession 

will compete in the community's future. It is the premise of this thesis 

that it may be a matter of competition, but the issue for designers 

really is how successful we are in furnishing quality places—spaces in 



64 

the environment—in personal spaces and within the cities. Design issues 

must involve people. 

The profession must provide society and the individual with 

an optimum man-made environment. Buildings and spaces have been 

designed to achieve aesthetical results but they have not always been 

designed with the thought of how they work or affect those who use 

the space. If our ultimate goal is quality of life, we must incorporate 

these techniques into our designs. 

The realities are that as spaces become smaller, there does not 

need to be a loss in the amenities that can be compensated by designs 

that work. There can be public places that need not be large and 

anonymous; they can be designed for man and his emotional needs. 

We are to direct design skill "to solving the questions of avenue, 

arcade, street and square, park and house, institution and equipment in 

a continuous typology of elements that together coheres with past fabric 

and present intervention to make one comprehensible experience of the 

city" (Solomon, cited in Rowe and Koetter, pp. 175-177), 

Survival of Paradise 

Whenever the Utopia disappears, history ceases to be a process 
leading to an ultimate end. The frame of reference according 
to which we evaluate facts vanishes and we are left with a ser
ies of events all equal as far as their inner significance is 
concerned (Karl Mannheim, cited in Rowe and Koetter, 1968, 
p. 32). 

If Paradise is to survive, we need to get in touch with self and 

the environment. Perhaps we have been socialized to regard them as 

separate and totally different, the oneness with the environment that 
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Eastern religions understood completely. The spirit of earthly Para

dises of insight into the nature of pleasure and repose are the facile 

cliches of psychology. For in realizing what may have been forgotten, 

we can attain Utopia, not, as its name is defined, ou (not) and topos 

(a place), but as a concept for designers to use in developing physical 

form that will increase the sum-total of human happiness, a quest for 

optimal environment. 

Summary 

In the past, Paradise provided a model for an ideally designed 

environment that afforded man both a richer inner life and a retreat 

from the hostile world. As designers we have the need as well as the 

obligation to create such spaces for modern man. 

For the ultimate designs to be realized, the concept should be 

expressed with the wholeness of design exemplified in the Islamic cul

ture, in the Renaissance, and in the works of Frank Lloyd Wright and 

Le Corbusier in the modern era. Today, this idea might be realized 

by an alliance between certain fields—landscape architecture, architec

ture, interior design, and behavioral science—in order to provide 

the ultimate relationship between man and nature. 

The models for design for the twenty-first century that the 

concepts of Paradise provides are an understanding of space that satis

fies certain human functions having to do with privacy and sanctuary; 

and an understanding of the importance of the elements of enclosure, 

order, and illusion. The designs for the future need not exactly dupli

cate the Renaissance gardens or Wright's Broadacre City, for example, 
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but we should transpose the concepts into contemporary expression for 

the solutions to modern man's loss of privacy and sanctuary. 
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