
Text extracted ji'OIn the 
manuscript, A Pattel71 Book 
of Gardens, Reprinted with 
pflmission of the authors, 
Charles Moore and 
William Mitchell. 

On Gardens 
Mimar was privileged and excited to obtain a 
draft of a new book by celebrated Americall 
anhitects and educators Charles Moore and Wil
lialn Mitchell. A Pattern Book of Gardells, to 
be published soon by Pantheon Books/Random 
House, is written as a descriptive and analytical 
tool for people who intend to create their own 
,gardens. Among the underlying premises of their 
study is the following: "There is a universality 
about the I'/wking of gardens which makes it 
directly usiful to examine a great garden, made in 
another place with another climate at anotha time 
by people quite different Fom ourselves... ". 

A number of gal'dens Fom the Orifllt which 
the authors have experienced personally are por
trayed with vividness and affection while maill-

T he basic needs of living 
creatures - to breathe, to 
eat, and to reproduce 
themselves - are joined, 
for most members of most 
species, including the hu
man one, by a need to 

dwell, to inhabit some piece of our planet. 
Birds claim space acoustically; the sound of 
their call quite explicitly marks the limits of 
their territory. Wolves employ a system of 
scented boundary markers. Human beings, 
since our appearance on this planet, have 
fought and died to define, defend, and 
sometimes extend our domains. The 
occupation has been celebrated and per
fected with words and shelters and monu
ments, and in some specially favored times 
and places, people have made gardens, 
where the very streams and trees and flow
ers of the fields and the rocks of the moun
tains have been collected, or remembered, 
and ordered into an extension of ourselves 
and our ideas onto the face of the planet. 

This book is written for people who 
mean to do that themselves. A part of our 
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taining a clear view of their objective - namely, 
to disengage those principles of garden design 
which could inspire and aid landscape designers of 
today. 

Excerpts Fom the manuscript draft of A 
Pattent Book of GaI'dens presented here are from 
the introduction and Fom a chapta entitled 
"CortSu/ting the Genius". Illustrations are the 
choice of Mimar's Editors and not' that of Mr. 
Mitchell and Mr. Moore, who have drawn a 
numba ofaxonometric views of gardens figuring 
in theil' futuI'e book, and their own selection of 
photographs. We wish to thank the authors for 
graciously allowing us to ~ffer our readers this 
exclusive preview. 

thesis is a finite (and rather small) vocabul
ary of basic garden elements and patterns, 
which once learned, provides us with the 
means to produce llIDumerable possible 
compositions ll1 space and time. These can 
then lll1k us, ll1dividually, with a specific 
place on the planet and an expanded vision 
of ourselves. 

Another (maybe the most special) part 
of our thesis is that there is a universality 
about the makll1g of gardens which makes 
it directly useful to examll1e a great garden, 
made ll1 another place with another climate 
at another time by people quite different 
from ourselves, to learn its devices and 
remember its imagery, scents and sounds, 
to make a collection of our enthusiasms, 
then to order them in ways that make sense 
to us, squeezing them ll1, mlluaturising 
them to make them fit on the site at hand 
(likely to become smaller as the world 
grows more full of people). In this book, 

The lake garden at Amber, near Jaipur in Rajasthan, 
India, reveals a combination of Rajput and Mughal 
styles. Photograph: B. Taylor. 



therefore, a score oflandscapes and gardens 
are presented, not just as a bouquet of 
pleasures but as sources, lodes to be mined 
for materials, shapes and relationships, and 
ideas, which can be miniaturised and made 
our own. As T. S. Eliot once pointed out 
about borrowing in another realm, "The 
bad poet borrows, the good poet steals." 

Consulting the Genius 
At a particular place on the surface of the 
earth the landform, water, vegetation, light 
and climate come together to make a total
ity - the particular Genius of that place. In 
making a garden we must begin by seeking 
and consulting this Genius, attempting to 
understand what is essential and moving 
about it, what capabilities it provides, and 
what modifications and protections will be 
required to make the place habitable. Some
times we will find that the Genius is strong, 
clear and dramatic, so that it seems 
appropriate to make a garden that either 
intensifies or clearly contrasts with it. But at 
other times we may find little to work with; 
the task, then, is to bring new elements 
together to create the Genius. 

For each of us, the direct suggestions of a 
place are extended by associations from 
tradition, literature, and our own memor
ies. The smell as well as the sight of plants 
reminds us of moments in our past, and lets 
us store up future memories, or connects us 
with poems or paintings that may hold 
meaning for us. Other civilisations have 
other devices; the Jeng shui who traditionally 
sited Chinese buildings looked for the cur
rents of energy that ran through the site 
with a precision which was meant, anyway, 
to have the same effectiveness as the accu
puncturist's search for the paths of energy in 
the human body. In ancient England, as 
many recent books suggest, the lay of the 
land may well have held religious signifi,. 
cance past its merely practical meaning (and 
surely no one doubts that there are forests 
and valleys and mountains on this planet as 
moving as human masterworks, paintings 
or symphonies or cathedrals). 

The Genius of the Place is carried, as 
well, in our memories as we move far from 
our native soil. It is touching to see in the 
Australian outback or the Caribbean or 
Malaysian plantation or the South African 
veld the colonial reconstruction of a home 
turf thousands of miles away, and touching, 
too, to see the home turf brightened with 
the souvenirs of travel, memories of, or 
even longings otherwise unfulfilled for exo
tic places. The Emperor Hadrian collected 
souvenirs from all of his empire, which 
included most of the known world, to his 
villa outside Rome, and most of two 
thousand years later the Chinese emperor 
Ch'ien Lung recalled, in a collection of 
gardens at the Yuan Ming Yuan, the varied 
splendors of his own enormous kingdom. 
And we still, with resources by no means 

equal to those of Hadrian or Ch'ien Lung, 
devise ways to pull together some minia
tures, or recollections of things that matter 
to us, safely into our own realm where wI'; 
can lavish care and attention on them and 
make them our own. Surely one of the 
most endearing aspects of gardens (far bet
ter on this count than buildings) is their 
relative fragility: they respond to and re
quire frequent attention, and they quickly 
show signs of neglect, or of care. And one 
of their most rewarding aspects is their 
flexibility; the world's rewards can be recal
led at any scale from the tens of thousands 
of acres of carefully remodeled North Caro
lina mountains which stretch from the ter
races of Biltmore House to a few artfully 
composed iris and pebbles in a bowl. 

The problem then is how to· fit our 
desires to the place (the forest, the backyard, 
the balcony) where they are to be lodged. 

Vocabulary and Syntax 
.Making a garden, at some chosen location, 
is essentially a matter of selecting (or expli
citly rejecting), transforming and compos
ing elements to create a place for human 
habitation. The vocabulary that a gardener 
employs in this process is complex, and 
interestingly impure. It may include natural 
elements found upon the site, stones or 
plants brought from far away, and 
architectural elements. But the traditional 
distinctions between nature and culture 
often seem to break down; living trees, for 
example, may be composed in a formal, 
architectural way, and conversely, wholly 
artificial constructions may simulate natural 
forms. Transformations, too, are effected 
by both natural processes of growth and 
decay, and human processes of shaping and 
production. Sometimes the two blend 
together in subtle ways, as when natural 
growth processes and pruning slowly trans
form the shape of a tree. Compositions may 
closely adhere to the natural logic that gives 
form to wild landscapes, or may be struc
tured according to the precepts of some 
architectural style. Just as a game provides a 
setting within which normal rules of con
duct are temporarily suspended, so a garden 
provides a setting within which standard 
conventions of usage and spatial organisa
tion may be overthrown. 

But we can begin to master the comple
xities of garden composition by first sorting 
the vocabulary elements at our disposal into 
some broad and fairly conventional classes, 
and considering what we can do with each 
basic type. A classification under the head
ings landmarks, edges and walls, enclo
sures, openings and paths, floors and ceil
ings, water systems, furniture and oma
ment will serve our purposes. 

Landmarks 
Landmarks create special places around 
themselves by establishing foci of attention 
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and references for orientation. They include 
mountains, trees, towers, obelisks, stones, 
pavilions, flagpoles, and searchlights point
ing up into the night sky. Usually they 
present themselves visually, but sounds 
such as that of a foghorn, and scents such as 
that of a flowering magnolia at night, may 
also form landmarks for us. Even a local 
radio station, first crackling into life then 
eventually fading out once again, as we 
speed along a cross-country highway, may 
function as a compelling landmark. 

The gesture of creating a landmark be
comes particularly poignant when the sur
rounding landscape provides no orienting 
features. Mircea Eliade has recounted an 
Australian aboriginal myth which drama
tises the importance of this act. According 
to this tradition, there was a group of 
ancestors who wandered in the desert, and 
carried with them a long pole. Every even
ing they would carefully plant the pole 
upright in the ground to create a place for 
making camp. One evening, in doing so, 
they accidentally broke it. Now lacking the 
means of making a special place in which to 
dwell, they became tired and sad and even
tually lay down and died. 

Major natural landmarks may serve this 
kind of function on a grander scale. Later 
we shall see how the volcanic cone of 
Gunung Agung, on the island of Bali, is 
identified with the mythical axis mundi that 
unites earth and heaven, and how it forms 
the locus of a magic orientation system that 
influences every aspect of life on the island. 

But even where isolated landmarks do 
not carry such a heavy mythic load, they at 
least create the prornise of arrival and refuge 
in a place of human habitation. Proust's 
recollections of how he was beckoned by 
the church steeple at Combray describe this 
effect: 
... there was a spot where the nanow road 
emerged suddenly on to an immense plain, closed 
at the horizon by strips if Jorest over which rose 
the fine point if Saint-Hilaire's steeple, but so 
sharpened a/ld so pink that it seemed to be no 
more than sketched on the sky by the fingernail oj 
a painter anxious to give to such a landscape, to 
so pure a piece of "nature," this little sign oj art, 
this single indication if human existence. 

When several landmarks are present they 
begin additionally to form alignments and 
clusters that continually emerge, transform, 
and dissolve as one progresses. Listen to 
Proust once more: 
At a bend in the road I experienced, suddenly, 
that special pleasure, which bore no resemblance 
to any other, when I caught sight if the twin 
steeples oj Martinville, on which the setting sun 
was playing, while movement if the caniage and 
the windings oj the road seemed to keep them 
continually changing their position; and then oj a 
third steeple, that if Vieuxvicq, which, although 
separated Jom them by a hill and a valley, and 
rising Jrom rather higher ground in the distance, 
appeared none the less to be standing by their side. 



Above: Decorated mud-brick buildings of Sanaa, Ye
men surround vegetable gardens which are cultivated by 
neighbourhood inhabitants. 
Right: An Imperial extravagance, the Hua Ching Hot 
Springs, some 20 miles east of Xian in China, was a 
favourite resort of Emperor Ming Huang of the Tang 
Dynasty. The original springs were already famous 
1,000 years before his reign. The rich piece oflandscap
ing represented the height of aristocratic fashion in 
gardens. Photographs: B. Taylor. 

Such an irregular constellation of land
marks is another basic garden pattern. We 
shall examine some Japanese gardens (parti
cularly that at Ryoan-ji) in which artfully 
asymmetrical arrangements of large, iso
lated stones upon a bed of raked sand form 
a spare and beautiful realisation of this 
principle. The joy of them is in the con
stantly changing alignments of the stones 
when one moves around them, as it was for 
Proust in the changing alignments of the 
three steeples. 

A minimal kind of perceptible regularity 
may be introduced by keeping the density 
of a pattern of landmarks fairly uniform. 
This is the type of regularity that develops 
naturally in the spacing of trees in a forest, 
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or dunes in the desert, or groups of pimick
ers on a lawn. 

More complex patterns become possible 
if we make distinctions in density, as when 
we group trees closely together to form 
belts and clusters with more sparsely 
planted areas in between. This was a favo
rite device of Capability Brown, who 
would plant trees in carefully contrived 
clumps to create parks in a regularised 
image of nature. (Brown and his patrons 
could see paradise in the irregular patterns of 
the natural landscape, but they could see it 
more clearly if they simplified and perfected 
these patterns.) 

Yet more highly ordered patterns of 
landmarks result if linear rhythms of spac
i.l.1g are imposed. For example, the stepping 
stones of a Japanese garden form irregular, 
yet rhythmic sequences, and the tiny stupas 
lining the roads into Tibetan Buddhist vil
lages form uneven but definite rows. 

Where the alignment is straight or uni
fOrInly curved, and the spacing is even, we 
obtain a highly formal pattern of land
marks. This kind of patterning characterises 
French and Italian formal gardens, where 
we find trees aligned in grand alleys. 

By repeating regular rows across the 
surface of the earth we can generate the 
pattern of the field. In response to the 
disciplines of the plough, or irrigation and 
access for harvesting, this has always been 
the standard pattern for planting crops. If 
the points of a field are aligned in two 
directions, then a grid results. And a still 
higher level of order is produced if points 
are spaced at equal intervals to make a 
regular grid. Such a grid is the most com
mon form for the planting of an orchard or 
formal grove. 

It turns out to be the case that there are 
only five different ways to layout regular 
grids. Since the range of possibilities is so 
limited, then, we find that the same pattems 
of regular planting have been repeated in 
gardens throughout history, and in many 
different parts of the world. 

The first and most obvious kind of 
regular grid is the square grid, with points 
spaced at equal intervals in orthogonal 
directions. The grove of chenar trees at 
Masim Bagh, which was laid out by the 
Mughul emperor Shah-Jahan on the shores 
of Lake Dal in Kashmir, is an exceptionally 
pure example of the application of this 
pattern. It is simply a long, narrow rectang
le of ancient trees set out upon a square grid 
of approximately ten metres. Here the 
Mughuls spread their rugs upon the 
ground, and dwelt as in a columned hall 
supporting a canopy above. 

A second alternative is to stretch or 
shrink an orthogonal grid along one of its 
axes to generate rectangular rather than 
square space cells. Such a grid ,is often 
chosen in response to the demands of two 
practical concerns; spacing along the rows is 

Above: The bagh-i:fin in Kashan, Iran, is built as a 
courtyard with paved suriaces in the centre of which is 
placed a min-or-like pool and axial water-ways. The 
planting and garden compal1ments balarlce the whole 
conception which was viewed al'Chetypically as a l'fCapi
tulation of paradise. Photograph: S. Niroumand. 
Far right: Gardens of the Resident Geneml designed in 
1918 by Albe/1 Laprade, Rabat, Morocco. Photo
graph: S. Santelli. 

determined by the spread of the branches, 
while spacing between rows is determined 
by the needs of irrigation or access. The 
formal orange groves of the Patio of the 
Orange Trees in Seville, for example, are 
set out according to this discipline. 

A further transformation that is possible 
is to offset each row so that the repeating 
spatial unit becomes an oblique parallelo
gram rather than a rectangle. If the offset is 
made to be exactly half a unit, then a pattern 
traditionally known as the quincunx is pro
duced. It is so called because each point is 
surrounded by four neighbors, making a 
group of five such as one sometimes sees in 
the patterns of fountains in a Mughul gar
den pool. 

The quincuncial grid occupies a special 
and curious place in the history of garden
ing. In the seventeenth century the English 
philosopher Sir Thomas Browne wrote a 
treatise entitled The Garden of Cyrus. It 
was subtitled "The Quincuncial, Lozenge, 
or Net-Work Plantations of the Ancients, 
Artificially, Naturally, Mystically Consi
dered." In it Browne suggested the Cyrus, 
like other ancients, was a "splendid and 
regular planter. " Ingeniously manipulating 
fragments of classical text, he further argued 
that the pattern of ancient plantations was 
the quincunx. And in its perfect regularity 
the quincunx was a revelation of the "mys
tical Inathematics of the city of Heaven. " 

Seventeenth century orchards in Eng-
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land and Northern Europe were often set 
out in the quincunx pattern as re<;:om
mended by Browne. For example, the old 
plans of Sayes Court in Deptford, created 
by Browne's friend the g'ardenist John 
Evelyn, show many acres of trees in quin
cunxes. 

We can think of a quincuncial grid as 
being composed of two superimposed 
square grids. This is the planting pattern 
followed in the grove of the Mosque of 
Cordoba, where one square grid is planted 
with palms, and another square grid of 
orange trees grows in the shade which they 
provide. 

The fifth and final regular grid of points 
is produced by dimensioning a quincunx 
such that a pattern of equilateral triangles is 
formed. Since the centres of close-packed, 
uniform circles dispose themselves at the 
vertices of equilateral triangles, tlus turns 
mit to be most efficient pattern for the green 
circles formed by centre point irrigation 
systems. In this arrangement the area of 
left-over, Ulurrigated land is minimised. 
Since most trees are roughly circular in the 
spread of their branches, this triangular grid 
is also the pattem which allows the densest 
planting of trees in an orchard. 

Edges and Walls 
In a building the enclosing walls are usually 
planar and vertical (though devices like 
colonnades and arcades occasionally give 
depth to the boundaries). But in a garden 
the possibilities for edges expand; to solid 
walls we can add, for example, hedges, 
banks, and woods and groves in which the 
space comes to a more gradual end among 
tree trunks. 

Different kinds of edges in a garden cut 
off view, or physical movement, or both, 
and in varying degrees. Where an edge cuts 
off view but remains permeable to move
ment, as at the boundary of a wood, an 
invitation to enter and explore a concealed 
place is created. Conversely, where an edge 
prevents movement but does not impede 
the view, as at the seashore, or with a picket 
fence, the experience oflooking out over an 
inaccessible place results. Only when both 
view and movement are barred is there 
complete disconnection of places. 

An artificial edge, such as a stone wall 
usually forms a fairly permanent and stable 
boundary. But natural edges are often eco
tones - zones such as shorelines, or edges 
of forests, at wluch natural processes come 
together in a balance that may be precarious 
and temporary. So natural edges tend to 
sluft, or even to disappear. A gardener must 
be concemed that Ius interventions on a site 
may upset the balance that forms a natural 
edge. He may, too, deliberately intervene in 
natural processes to create or strengthen 
natural edges. 

Artificial and natural edges suggest diffe
rent kinds of boundary geometries, too, as 
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was pointed out long ago by Sir Henry 
Wotton: 
First, I must note a certain contrarietie between 
building and gardening: For as Fabriques should 
be regular, so Gardens should be irregular, or at 
least cast into a very wilde Regularitie. 
We can, then, choose to give a consistently 
architectural discipline to garden edges, so 
forming a composition of "outdoor 
rooms," or we can work purely with 
irregular, "natural" edges (as in the Japanese 
and English eighteenth century traditions) . 
Yet again, we may play with the tensions 
between the two, as is done in some of the 
Chinese gardens that we shall see. 

Enclosures 
By deploying edges in the landscape, pat
terns of enclosures can be formed. The 
simplest pattern of enclosure is, of course, a 
single bounded realm. The boundary di
vides the world into two parts; everything 
is either inside or outside. The art of draw
ing a boundary, to distinguish an inner, 
privileged place from the outer world, car
ries a special significance. Among the ear
liest of man-made gardens were the green 
hunting preserves that the Assyrian kings 
caused to be divided off from the surround
ing desert. The name that they gave to 
them has become, via the Persian and the 
Greek, the English word "paradise". And 
the Biblical Paradise was, of course, a 
bounded, privileged realm, from which 
Adam and Eve were expelled to an outer 
world. 

Medieval painters sometimes signified 
Eden merely by showing the simplest of 
enclosures around the figures of Adam and 
Eve. And some actual gardens are just 
single, simple enclosures formed by walls, 
or circles of trees, but potently evocative in 
their reduction to essentials. One think9' of 
groves of populars surrounded by mud
brick walls in Himalayan valleys; carefully. 
cultivated clearings in the New Guinea 
jungle; and the studied, sophisticated sim
plicity of Japanese sand gardens (some of 
those at Daitoku-ji, for example). 

More complicated gardens may be con
structed from a variety of adjacent enclo
sures of differing characters. We can begin 
to understand the very simple syntax that 
governs composition of adjacent enclosures 
by first considering all the possible ways to 
fit two enclosures together. 

Let us begin with a single enclosure. A 
second enclosure may either be made inside 
it, or placed beside it. If we ignore (for a 
moment) the sizes, shapes, orientations and 
penetrations of enclosures, and consider 
only the properties of containment and 
adjacency, these are the only possible pat
terns of two adjacent enclosures. 

By extending this simple line of reason
ing, we can construct all the possible pat
terns of three adjacent enclosures. To the 
pattern we can obviously add one more 

enclosure. A little experiment with pencil 
and paper should convince the reader that 
there are no more possibilities than these 
SIX. 

If we examine these patterns carefully 
we can see that they exemplify only three 
fundamental principles. The first is sur
rounding. The second is stringing together 
in a line. And the third is clustering. All the 
rest employ some combination of these. 

When we go on to the case of four 
adjacent enclosures we fmd that the same 
principles govern. 

If we were to consider patterns of five 
and more adjacent enclosures we would 
find that the number of alternatives soon 
become very large, but that all could be 
formed by applying the principles of sur
rounding, stringing and clustering in some 
combination. 

When we examine the shapes of enclo
sures we fmd that these may either be clear 
and definite, or ambiguous and mysterious. 
Chinese painting for centuries has included 
the concept of "dragon's veins", linear fin
gers of clouds or space which permeate 
objects and landscapes, ventilate them, and 
vanish around the objects and out of sight 
to suggest vast distances on the flat surface 
of a painting which does not employ pers
pective composition. The gardens of China 
and Japan, and picturesque gardens in the 
West (especially in England) are full of such 
ambiguous spaces. Most often they slide 
around edges, out of sight, suggesting that 
the garden goes on indefinitely. 

When enclosures have more definite 
boundaries, the space within is able to be 
given finite dimension with clarity of shape, 
proportion and extent, like a fine Georgian 
room (though the ceiling of the former is 
constructed, and in the latter may just be 
suggested). Here the architectural devices of 
symmetry and perspective also come into 
play. So the formal gardens ofIslam, and of 
the French and Italian Baroque, are com
posed like grand buildings - experienced 
as sequences of outdoor rooms. 

Openings 
The vocabulary of openings is a rich one. 
Architecture contributes the innumerable 
forms of doors and windows that may 
penetrate walls, while nature contributes 
mouths of valleys and caves, and breaks in 
foliage. Fences, hedges or garden walls may 
simply be stopped, or breached to leave 
gaps. And garden gates may vary from the 
simple and rustic to the elaborate and 
formal. 

Openings serve not only the practical 
purposes of linking places and directing 
movement, but also less obvious visual 
ends. Chinese gardeners, for example, have 
made endlessly varied and fascinating use of 
precisely shaped openings cut into walls to 
frame carefully composed scenes. Working 
within ai'l entirely different cultural tradition 
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and visual idiom, Claude Lorraine charac
teristically employed the device of framing a 
scene by foreground trees - and was much 
imitated by eighteenth-century landscape 
gardeners. Where an opening allows the 
spectator to pass through, partial revelation 
of the scene beyond may act as an entice
ment onwards to further exploration; this 
device was used to marvelous effect in the 
great early twentieth century English gar
dens at Hidcote and Sissinghurst. 

If we simply introduce one opening into 
a closed domain, such as a gate in a wall or a 
bridge across a moat, we can connect One 
enclosure to the outer world; thus introduc
ing the elementary experience of entry and 
refuge. This is the theme of Gertrude 
Jekyll's small garden at Lindisfarne. There 
are high walls on three sides, a low wall 
with a gate on the fourth, and a place to sit 
looking back to the castle. 

With the introduction of two such open
ings we can link an enclosed domain to the 
outer world at two points, so introducing 
the possibility of passing through. The 
courtyard of Clare College in Cambridge 
exemplifies this theme. Here there is a 
perfect, flat, smooth rectangle of grass sur
rounded by buildings, with passages 
through at opposite ends. One enters from 
the narrow, medieval street on one side, 
continues through the court, and emerges 
to the River Granta and open meadows on 
the other. 

Alternatively, two openings can be em
ployed to link two enclosed domains and 
the outside in a sequence. Here we have the 
beginnings of composing a garden in time 
as well as in space. We have established a 
flow of movement from the outer world, 
through an intermediate zone, to an umer 
sanctum. The courtyards of a typical simple 
Ba1ll1ese temple, for example, are com
posed U1 this fashion. There is a high 
enclosing brick wall penetrated by an elabo
rate gate guarded by carvings of fierce 
dieties, then u1side there is a shrine ill the 
representation of the sacred mountain and 
the cave which it contau1s. It is a cosmolo
gical diagram; a formalised milliature of the 
Hindu world. 

The use of three openings enables us not 
only to construct sequences of movement 
U1tO a pattern of three domains, or through 
a pair of domains, but also branching pat
terns in which one enters a place and is 
invited onwards in alternative directions. 
Thus we begu1 to create the experience of 
choice and exploration. 

With the use of at least four openings an 
additional possibility emerges; we can con
struct a circuit that passes through several 
domains and back to the starting POU1t. The 
gardens at Hidcote, for example, are .in 
essence such a circuit. The startu1g point is 
the great lawn, with its ancient yew tree. 
From here one moves through a sequence 
of enclosures of carefully varied character, 



eventually to reach the yew tree once again. 
Gardens composed of many enclosures, 

linked by numerous openings, may exhibit 
very complex patterns of movement. But 
in all cases these can be broken down into 
the elementary forms that we have discus
sed: the string; the branching pattern; and 
the circuit. And with these forms are cre
ated the basic experiences of entry and 
refuge, passing through, and choice and 
exploration. 

Paths 
Sometimes the paths along which people 
move between points in a landscape, such as 
openings and landmarks, are invisible. 
There are no visible paths linking the water 
holes in the Australian desert, for example, 
but the aboriginal people understand paths 
to be there, and draw them on maps. And 

Pacific islanders know that winds and cur
rents create definite paths across apparently 
featureless ocean, and link island to island. 
Often though, we mark paths out upon the 
ground, and so produce places visibly pat
terned as networks. 

The experience created by a path is not 
only visual, however, for we hear the 
sounds of our footsteps (crisply tapping on 
a hard paved surface, or crunching in 
gravel, perhaps) and we feel the rhythms of 
our strides, varying from a swift march 
along a broad, straight avenue, to the teeter
ing uncertainty induced by an irregular line 
of stepping stones. Paths for horses or for 
bicycles generate their own characteristic 
blends of sound and rhythm. Sometimes 
scent is added to the experience, as we crush 
underfoot herbs growing between cracks, 
or seed pods fallen upon the hard surface. 
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Ryad in the old habitation Dar 
Si Said, Marakesh, Morocco. 
Photograph: S. Santelli. 


