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Foreword

Gardens of Chind how delighful a subject for those who have rambled and lived in these
fantasticpleasure ground$ut how strange and exotic for those who have never visited the
Flowery Middle Kingdom! It belongs to the borderland between the respective histories of art
and of civlization in the Far East, and is a field of research that has been allowed to lie relatively
fallow, so that the origingllantationshave been overgrown by weeds and thickets, or have dried
up and been effaced by the more utilitarian crops of a later films is a province in which it is
easy to go astray and difficult to obtain a clear survey of the original main lines, of the paths and
watercourses and all the manifodtbvicesreflecting theartisticthoughtof the designers

If I have neverthelesgntured to step into this field, it has been due to the retrospective
allurements of recollection, to tipeculiarcharmit has retained for me ever since my stays in the
Far East in the years 1922, 1929, and 1935. The present work is not the resulystamatic
preliminary studies, it has not been prompted by the ambition of scientific research, but is simply
a resume of the memories | have preserved from former years of wandering abroad, of
impressions | received in the course of rambles in Pekangspnd the gardens of Suchou
(Suzhou ). What has stood out most clearly in my recollection has been, niotthal
elements of the gardensut the impressions of them as a whole, the atmosphere and the
emotional valueattaching to this: elements garden Nature growing wild, and haffaced
decorative arrangementshich, despite the faadvancedlecay that has overtaken thestill
retain a certain measure lsfing charmandexpressiveness.



Fortunately, | took my camera with me on these rambles friend that has
accompaniedne during four decades in many parts of the world, and has been invaluable as a
means okeizing and retaining momentary impressions and atmospheric undehainadetter
trained observer might perhaps have caught wilwastrokes of the brush. It is these pictures
that have rendered the work possible; they communicate much that could never have been
expressed in words, and make their appeal directhst@l perceptionwhich in a subject like
this is of primary imposdnce. The camera has thus been a great aid to the writer, and
consequently at several points has also exercised a decisive influence on the shaping of the text.

The latter falls into two parts, one analytic and the other descriptive; the former may be
corsidered to represent the main substance of the text in which the gandeahental features
andcompositional elementsf the Chinese gardens are briefly dealt with, while the latter
contains historical and descriptive additions of more restricted ilmpalrtance. These parts for
obvious reasons are more fragmentary, and constitute indications rather than exhaustive
descriptions referring to a number of private gardens and imperial parks, each of which might in
itself provide the subject for a specialgtivsation. As an introduction to the second part of the
book, | have included a chapter on "Gardens in Literature and Painting,” which has been based
upon historical material and by quotations from the writings of older Chinese authors.

Yet, considering or subject from the artistic point of view, far more important are the
extracts given in a number of tharlierchapters fronvuan Yen (YuanYe 1 ), atreatise on
gardening dating from the end of the Ming period. As far as | have been able to ascertain, this is
the only work of its kind, and although its main function seems to be to serve as apgaitie
for thelaying outof gardens, it also contaiagsthetic reflections and judgmetiiat are
calculated to give us some insight into #rgstic aim and the intimate experience of Nathed
constituted the prerequisites for the activities ef @hinese garden amateuds.Other Chinese
works, from which | hae taken a number of pictures and historical data, are of comparatively
subordinatemportancethey are @ven more or less detailed mention in the text and also in the
bibliography. The samapplies taherelatively few works in occidental languages that have
served me in the preparation of fresent volume; they are referred to in the text and included
in the bibliography.

The acknowledgments of indebtedness that an author generallg make foreword
should in this case have been addressed chiefly to the official personages, influential friends and
kindly park attendante/ho in years gone by more or less effectively smoothed the way for (or at
least did not prevent) my studies in tBhinese gardens; but a list of their names would serve no
purpose with an occidental reading public, and the majority of them are now, moreover, probably
forgotten in their own country. | will therefore restrict myself to addressing a thought of gratitude
to the Unknown Helpers in China and expressing the hope that for thémifdbe work
should chance into their hands my book would appear as an act of homage and admiration for
the ancient gardeart of China. The only persons here in Sweden with whbave had
occasion to discuss and revise certain parts of my material have been tkieomellgardening
experts Mrs. Emma Lundberg and Professor Erik Lundberg, whose experience and artistic
judgment have served me as support and guidance in several ftagipleasant to have such
friends when one is dealing with gardens.

T_tf, .Y r (16831 ), N x (1634 i , N n.

Yuanye (Chinese T, Pinyin yu8n yR), variously translated as The Garden Treat
by Ji Cheng of the late Ming Dynastyis now considered the definitive work on garden design of the many produced during that period, and has

been labeled as the first monograph dedicated to garden architecture in the world, and among the great masterpieckemaftgegden


https://archive.org/stream/02090253.cn#page/n0/mode/2up
https://archive.org/stream/02090254.cn#page/n0/mode/2up
https://archive.org/stream/02090253.cn#page/n0/mode/2up
https://archive.org/stream/02090254.cn#page/n0/mode/2up

Nor can | refrain from expressing my gratitude to my translator, Mr. Donald Burton, who
has spared no pains in rendering my Swedish text into English.

| am also greatly indebted several friends who have placed some interesting material
for illustrations at my disposal, and among whom | wish particularly to mention Mr. A. G.
Wenley, director of the Freer Gallery in Washington, Dist@ Montell of the Ethnographical
Museum in Stokholm, andMr., C. T. Loo of New York.

Osvald Sién

Lidingo
July, 1948
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COLOR PLATES

Garden rock, flowering trees, bamboo and miniature plants, with a white heron ambtvie®
ladies Part of a painting from the sixteenth century called Early Spring in a Palace
Garden. @ Plate95. (Frontispiece)

Lien Hua (Nelumbium speciosum). Lotus. Woodcut after a painting by Huang Ch'uan
(HuangQuan 2about900-965). (page 4)

Weeping willows andblossoming plum trebeside ayarden stonewith a man watering a
magnolia tree. Part of a painting from the sixteemhtury called Early Spring in a
Palace Garden. Cf. Plate §pagel0)

Li Chih ( Nephelum Litchi), Litchi fruits and a kingfisher. Woodcut after a painting by Wu
Yuanyu( & Pabout 10501105).(page 18)

Ying Su ( Papaver somiferum). Opium poppy. Wadcut after a painting bgh'ien Hsian
( €12351290). (pags0)

La Chi ( Chrysanthemum shense). Winter chrysanthemum. Woodcut after a payting
Sheng An(Sixteenthcentury).(page4?2)

Chin Hsien Yen Lai Hung ( Amarantus gangecus). Ornameial plant. Woodcut

after
paintings by i Chi ( 9about 1500)(page 62)

Chi Kuan ( Celosa ciistata). Cockscomb. Woodcut after a painting by Hsu Clsang

¢ (eleventh century)page 76")

Shan Ch'a( Camellia japonica)Camellia. Woodcut after a pding by | Yuanchi ( & f
active 10301065). (page 88)

Chih Tzu ( Gardenia florida), Chinese gardenia. Woodcut after a painting by Moy

@ (about 10561104). (page 100)
YulLan ( Magnolia conspicua)Chinesemagnolia.Woodcut after a paintingytHsu Ch'ung

-chu ( 9 eleventh century)page 120)
PLATES

1. Garden entrance withlatones and vines on the trellised portal. Woodcut after a drawing,
possibly by Ch'en Hunrghou (15991657), illustrating a scene ihd play Hsi
Hsing Chi Xi Xiang Ji Story of the Western Pavilion).

2. A corner of the Ku family's garden in Suchou, known by the name of | Yuan (The Abode of
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Rest).
3. A part of the garden Ching ksChai (The Studio of the Pure Heart), Pei Hai, Peking.
4. A stone bridge spanning a canal in the garden of the Wang family known as Ch'u Yuan, in
Suchou.
. A pavilion among rocks and old thuja trees secluded garden in the grounds of the New
Summer Palace.
. A small waltenclosed garden with flowering lotus in the grounds of the New Summer Palace.
. Part of a courtyard with open gallery dtaystone path in a private garden in Peking.
. A corner of the farthermost court in Wang Shih Hualy, Suchou.
. The central court in Pan Mouw#n™ , InspectorGeneral Lin Ch'ing's  garden in
Peking, in the 1848 Before the pond in the foreground are flowers in pots, on either side
rocks and trees. The center bulg was called Yin ¥in (Yun Yin Shady Cloud).
10. Two typical garden motifs from a summer residenddanTien, near Peking.
11. A summer villa in a bamboo grove at the foot of a mountain slope. Painting by Li Wei (late
eleventhcertury), Museum of Fine Arts, Boston.
12. A summer pavilion surrounded byarled pines at the foot of overhanging cliffs. Part of a
painting by Hsu Shithéang (thirteenth century), Freer Gallery, Washington.
13. A poet's hut with a small garden in the hills. Detail from a painting by Hsian@inMo
" (15251602). Private collection, China
14. A philosopher's mountain cottage. The owner is tending his chrysanthemums before the
cottage. Part of a painting by Kao Felmgn h (16831747). Private collection,
Japan.
15. A. Study pavilion among bamboos and flowering bushes on the bank of a river. Part of a
painting by Chao T-aien (late eleventh centuryB. Pavilions with surrounding garden

o1
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on a spit of land. Detail from a painting bye/'Cherm-ming (14701559).
Private collection, Japan.

16. Chi Ch'ang Yuan , hear Wuhsi , Kiangsu . This garden was renowned since
the T'ang periodor its natural beauty and its excellent tea water. Woodcut from Hung
Hsueh Yin Yuan T'u Chi , the journal of Lin Ch'ing (early nineteenth
century).

17. Sui Yuan in Nanking, an old garden acquired in 1757 by the poet Yuan Mei, who
remodeled it. The place was renowned for its luxuriant bamboos aitd fidum and
cassia trees. The water followed a winding course between the pavilions. Although the
garden was not large, it had the same intricate character as Yuan Meimsanner of
writing.

18. Zigzag bridge leading over a sire in Cho Chng Yuan , Suchou.

19. Pathway built of stepping stones in a dry river bed, Nan Hai, Peking.

20. A. The mirroring water of the Jade Fountain. B. Shore wieMan Hai, Peking.

21. A pond surrounded by rocky shores in Chung Xlai . "The mirror of the pond reflects the
shadows; here is an entrance to the mermaid's palace."
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22. Liu Pa Ting " inNanHaiM . (The Pavilion of the Floating ®s.) Competitors had
to write a poem while a little wine cup floated along on its saucer on the winding canal in
the stone floor.

23. Wan Tzu Lang in Chung Hai. Canals and galleries form a swastika pattern.

24. The pond with its quaint "mountain” of hollowed stones and the surrounding galleries in a
private garden in Peking. The water, once awake with impressions of vibrating life, now
IS missing

25. The central part dvang Shih Hua ¥an, Suchou. The composition is concentrated about the
little lake and along its shores; the surrounding buildings open toward it with galleries
which rise and fall or run in curves to follow the modeling of the rocky shore.

26. A gallery resting upon stones, Ch'en Luan Lang, Before it is a pond whose shores are built up
with both horizontal and vertical stones to resemble a rugged mountain landscape, rising
against the buildings in the background. Pei Hai, Peking

27. Pavilion on a hillock of horizontal stones in the garden in Li Wang Fu, Peking.

28. Rock formation with tunnels and doorways, built up with horizontal blocks in Chang-Ching
wei's former gardemiPeking.

29. A huge monumental stone placed on a sculptured marble socle in front of a pavilion in the
garden at the New Summer Palace.

30. Rock formation in Chang Chingei's former garden in Pekin§uch arrangements served to

introduce something of the spell of the wilderness into the gardens.

31. A perfect T'ai Hu stone standing in the devastated garden at the Wang School in
Suchou.
32. The pond and the tunneled "mountain” in Shika Lin (The Lion Grove), Suchou.

33. The great stones in Shih Tzu Lin resemdplsitting lions. Photographed in 1918 when the
garden was being remodeled.

34. Lofty stonesandleafless willows. Woodcut after a seventeenth century drawing illustrating
the play Hsi Hsng Chi (Story of the Western Pdwon).

35. A. Pines and rocks. From a painting by Huang-tha (15851646). B. Huts under wtiung
trees. Album leaf by Yang @htsung (15971645)

36. The Pai Shih pavilion in the Pan Mou gardegkiRg. Originally designelly the poet Li Lt
weng "in the sixteenth century, it was restored by InspeGeneral Lin Ch'ing in
the 184@ .He is seen sitting with a friend, both lost in adrrliration of the wonderful
stones and thgraceful trees.

37. Parrot on théough ofa blossoming plum tree. Painting in the academic style from the Sung
period, Museum of Fine Arts, Boston.

38. Branches of a blossoming plum tree. Painting from the early fifteenth century, Palace
Museum, Peking.

39. An old pine, bamboos, and a blossoming pjum tree beside a garden rock. Painting by Wang

Wei-lieh I about 1580. Private collection, Tokio.
40. A blossoming branch of an old plum tree. Painting by Wang Mien. Private collection,
Shanghai

iLi Yu (Chinese  ;pinyin: LY ,¥i%én namef v X i Urcdurtesyname L 3 wUn gil1680.AD) @lso
known ad.i Liweng, was a Chinese playwright, novelist and publisher.
(K | f%{ €. r A" A g ATl Apr O 7 e CEx v,

1 TR Es r o J - I g g f


https://en.wikipedia.org/wiki/Chinese_language
https://en.wikipedia.org/wiki/Pinyin
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41. Stone steps on the path winding tgb the bamboo wooak Ling Yin Ssi (Ling Yin Si
), Hangchou.

42. Plum tree in bloom before the grottoes at Shih Wu T'ung, Hangchou.

43. Woodcuts after drawings of bamboo branches and orchidsifian ). From ChiehTzu
Yuan Hua Chuan a k.

44. Courtyard surrounded by galleries and planted with white peonies. Section of garden at the
summer residence of the Mongol prince Seng Whang, in Hai Tien, near Peking.

45. Looking across the water between the Ch'iung Hua island in Pei Hai and the shore.
Masses of flowering lotuses, rising out of invisible depths, form a billowing carpet over
the water and radiate a heavy and languorous atmosphere.

46. A little garden with flowering tree peonies (Man €) beside a stone. Woodcut after a
drawing, probably by Ch'en Hurghou '(15991657), for "The Story of the
Western Pavilior

47. Trumpet trees (Catalpa bungei) before a pavilion, in Pii.

48. Part of the garden in Ch'i Yeh Fu, Peking. A bamboo hedge parallels the canal; in the

foreground there is a Tsao Chiao (Gleditsia sinensijs

49. An open pavilion under a weeping willow in the garden_in Kung Wang Fu , Peking.

50. A giove ofwhite-trunked pines (Pinus Bungeana) within the grounds of a former
temple near Peking.

51. A pavilion on the summit of Mei Shan (the Coal Hill), from which one enjoys a wide
prospect over the Forbidden City and neighboring parts of Peking.

52-53. Chinese mountain pines (Pinus sinensis) on the road to Miao Feng Shan, near Peking.
Their strong branches, like giant arms, stretch out protectingly over the ground. The
mighty crown assumes the form of a flat cupola or a gigantic umbrella, thusrhzirgo
with the undulating ground.

54. Halfmoonshaped open pavilion in the garden indiCfeh Fe&’z ™ Peking. The youth in
front of the pavilion is the younger brother of the last emperor.

55. "The Pavilion of the Old Drunkard" ° at Lang Ya Ssu , hear Ch'tchou :
Anhui. This stands on the site ofyang Hsiu's (100-1072) | famous pavilion of

this name. The building has been restored several times, probably most recently in the
nineteenth century.

56. A little pavilion and luxuriant banana trees in a courtyard surrounded by an ornalniektal
wall at LangYa Ssu, near Ch‘ahou, Anhui.

57. A small pavilion on a rock formation on an island in the modern monastery garden at Huang

Lung Ssl , hear Hangchou.
58. An open promenade lgry separating two planted courtyards in a private residence in
Peking.

59. A. A long promenade gallery in a garden in Ch'i Yeh Fu, Peking. B. The gslleryunded
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court with beds of peonies in the Mongol prince Seng Vgaogmer residence in Hai
Tien near Peking.

60. The long curving gallery on the shores of th@iKMing Hu in the grounds of the
New Summer Palace . The galleries serve not only as decorative frames for
chchap different sections of the garden, but also as links with the most beautiful parts of
the scenery upon which they open.

61. Part of a private garden in Peking where the galleries surround the pond and a bridge crosses
to a pavilion. They illustrate Yuan Yeh'st remarks about the galleries: "They follow
the rise and fall of the ground, they run in curves and are sometisilgle, sometimes
invisible."

62. Pavilion gallery at the New Summer Palace, provided with ornamental balustrades and
lambrequins. The latter, resting on brackets, form a continuation of the decorated beams
under the eaves

63. Garden pavilions with ornamental balustrades and lattice doors exemplifying the "brush
handle pattern.” Another woodcut illustrating "The Story of the Western Pavilion.”

64. A closed pavilion, with waidows and moon gate in a setting of lattice work in the "cracked
ice pattern.” It issituated at Lang Ya Ssu, near Gbhou, Anhui.

65. Summer pergola with vines in front of the library, Lan Ting Shu Shih , in Li Wang
Fu , Peking.

66. Lin Ch'ing visits the garden at the Monastery of the Two Trees, Shuang Shu Ssu.

Here the bamboos were abundant and "the moss spread over the ground like a blue
cloud.” He strolled along by the billowing oo fence and admired the two magnolia
trees before the main building.

67. A rising wall with its ornamental doorway in the park of the Jade Fountairi near
Peking.

68. A secluded garden scene letpark of the New Summer Palace, surroundeddoyvang
wall which follows the contours of the ground.

69. Ornamental windows and a vasleaped doorway in a little courtyard in PeiiHeking.

70. A moon gate in the garden at Pa Ch'i Hui Kiian ( ) , formerly Cho Cheng Yuan

(The Garden of the Stupid Officials) in Suchou.
. A curving pavilion, erected on a "mountain” in a garden attached to the New Summer Palace.
. Moon gate in thgarden wall at Ta Chio 84Da Jue Si The Temple of the Great
Awakening), at the foot of the Yang Shah near Peking.

73. Gourdshaped garden gateway in Ch'eng Wang Fu, Peking.

74. The Pond of th&lack Dragon, Hei Lung Tan , hear Peking, surrounded by a winding
wall with ornamental windows. On the eminence in the background is seen a Taoist
temple consecrated to the Dragon King , whose spirit is sometimes said to rise from
the clear water.

75. A. Whitewashed wall with ornamental windows on the shores of the flowering lake. B
Galleries with ornamental windows. Both pictures from the New Summer Palace.

76. Walls with ornamental tile windwe-grating at Lang Ya $s near Ch'tchou, Anhui.

77. Marble bridge in Ching Hsin Chai (The Studio of the Pure Heart) in Pei Hai, Peking.

78. Galleries and zigzag bridge in a garden at Pa Ch'i Hui Kuan, formerly Cho Cheng Yuan in
Suchou

79. Garden path of multicolored shingledasione slabs in a private gardenPeking.

N
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80. A. Mosaic path picturing a camel caravan in a garden in Kung Wang Fu, Peking. B, Mosaic
path representing a row of birds, in Shansi Hui Kuan , Peking.

81. Imaginative conception of an imperial summer palace in the mountains during the Han
period. Painting in colors with gold contours from the Ming period, Freer Gallery,

Washington.
82. Imaginative conception of Shih Ch'ung'smderful garden from the sixth century, called
Chin Ku , The Gold Valley. Painting by Ch'iu Ying " (early sixteenth century),

Chiorrin, Kyoto.

83. A meditation pavilion surrounded by trees and rocks in aevadlosed court. Ink painting by
Yang Puchih A © (early twelfth centry), Freer Gallery, Washington.

84. "The Meditation Hut in the Western Grove." Ink painting by Ni Tgan (13011374).

Private collection, Japan.

85. The artist Wen Chenmgning's summer pavilion in &hmountains. Part of a painting, dated
1531 Private collection, Shanghai.

86. A meditation pavilion in a grove of wilung trees surrounded by a wattle fence. Album leaf
by T'ang Yin (14701524). Private collection, Peking

87. Two sections of an engraving on stone reproducing Wang Wei's §99-759) painting of
his country estate Wang Ch'uan in Shensi

88. A T'athu stone. According to the inscription: "Stone pitla wish prosperity.” The painting
(180 x 90 cm.), ascribed to Hui Tsung (10821135), represents a famous stone,
possibly from the imperial gardens.

89. Philosophers, poets, and amateurs assembled in the garden of aidistthgpatron of art.
Painting by Chao khg-fu after a composition by Li Lungien (early
twelfth century), Palace Museum, Peking.

90. Young ladies dancing, playing, swinging, and bathing in a palace garden. Threessaciion
painting ascribed to Ch'iu Ying, but executed later. Private collection, Stockholm,

91. Garden scenes illustrating a romantic story. Two sections of a seventeenth century scroll,
Freer Gallery, Washington.

92-93. Han Kung Ch'un Hsiao T'u (Early Spring in a Palace During the Han Period).
The two first sections of a scroll, illustrating the occupations of a noble lady and her
female friends in exclusive palace gardens with pavilions, mirroring ponds, tunneled
rocks, and flowering tree

94-95. The two later sections from Han Kung Ch'un Hsiao T'u. Here one sees the young ladies
occupied with their toilet, making music, playing and embroidering, while tlaresdiers
observe them surrefitiusly. Painting asdved to Ch'iu Ying, belonging to.@. Loo &

Co., New York.
96. Woodcut illustrating "The Story of the Western Pavilion," probably after a drawing by Ch’
Hung-shou (15991652).

97. The Pavilion for the Contemplation of the Moon in Ch'ing Yen Yuan , the garden of
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Lin Ch'ing in Ch'ing Chiang P'u . The pavilion was erected on poles in a
lotus pond and was connected with the shiyra long zigzag bridge called | Hung Te
Yuehs (Supported on the Rainbow and Reaching to the Moon).

98. Pavilion for Welcoming the Spring, Shang Ch'ing, in Ch'ing Yen Yuan, the garden of Lin
Ch'ingi n C RlgangRyu. Theaimily is assembled for a festival occasion and is
regarding the dance of the peacocks and herons under the willow tree, which has not yet
burst into leaf.

99. The Howodo i° 2d° m  PhoenixPavilion) at Byodein , hear Kyoto. It was
originally built in the middle of the eleventh century as a summer vill&dgwarano
Yorimichi __/ .

100 A part of the mossy park in Saihoji : , @ Zen monastery near Kyoto. The park
was laid out in the middle of the fourteenth century and is still among thpresstved
in Japan.

101 The flowering lake in the park at Tenryuiji , another Zen monastery in the vicinity of
Kyoto.

102. Kinkakuji (The Golden Pavilion) erected féshikaga Yoshimitsu at the

end of the fourteenth century as a pavilion for study arditat@n. It was transformed
after his death into the temple Rokuonji

103 Ginkakuji (The Silver Pavilion) erected in the middle of the fifteenth century for
Ashikaga Yoshimasa r as a hermitage, the place to which he resorted for
meditation, tea ceremonies, and other artistic occupations. There is a view out over the
court and the terrace, bothwhich are covered with white sand.

104. The Silver Pavilion, which is reflected in the water of the pond. According to the original
plan, the roof was to have been covered with silver plating, but this was never carried out.

105. The garden of Ginkakuji: The winding water widens to a lake, which has deep inlets and
numerous islets and skerries.

106. Part of the garden iDaisenin | within the precincts obaitokulji , Kyoto: A
dry river landscape with a boat in the foreground.

107. A so-called Kara saisui , or dry landscapgarden, representing water and rocks.
The view from the hall for meditation in a Zen monastery in Kyoto.

108 An inlet of the small lake in thBambein R park atDaigoji . (Photograph

taken in 1922 before the devastation of the spot by a typhoon.) The park was laid out at
the end of the sixteenth century for Toyotomi Hideyoshi.

109 An islet in the West Lake in Hangchou, where the early spring has not yet lured the trees
into leaf.

110 The garden attached to the former librargriilan Ko in Hsi Hu , the West
Lake, Hangchou.

111 Buddhistic statues chiseled in the wall of the mountain at Ling Yin Ssu, Hangchou.

112 Pavilion crowning a ravine and a bamboo grove at Ling Yin Bangchou

113 Pavilion in the park of Huang Lung Ssu (The Temple of the Yellow Dragon) in
Hangchou.

114. Suchou, Cho Chengudn , The entrance with the old wisteria, which is considered

to date from the sixteenth century.

115 Suchou, Shih TzLin (The Lion Grove). The central pond and the artificial mountain.


https://en.wikipedia.org/wiki/By%C5%8Dd%C5%8D-in
https://en.wikipedia.org/wiki/Fujiwara_no_Yorimichi
https://en.wikipedia.org/wiki/Saih%C5%8D-ji_(Kyoto)
https://en.wikipedia.org/wiki/Tenry%C5%AB-ji
https://en.wikipedia.org/wiki/Kinkaku-ji
https://en.wikipedia.org/wiki/Ashikaga_Yoshimitsu
https://en.wikipedia.org/wiki/Ginkaku-ji
https://en.wikipedia.org/wiki/Ashikaga_Yoshimasa
https://en.wikipedia.org/wiki/Daisen-in
https://en.wikipedia.org/wiki/Daitoku-ji
https://en.wikipedia.org/wiki/Sanb%C5%8D-in
https://en.wikipedia.org/wiki/Daigo-ji
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116. Suchou, Liu Yian . The little lake, with its promontories and isldtams the central
motif of the composition. The shores are built up of rustic stone blocks, in places
appearing against a background of white walls and in others forming a support for the
ancient trees leaning over the water.

7. Suchou, Cho Gimg Yuan. The moon gate in the undulating garden wall.

Suchou, Cho Chengudn. The long zigzag bridge, leading over a former pond, in which a
luxuriant vegetation now acts as substitute for the water.

. Suchou, Cho Cheng Yuan. Pavilion on a terrace beside the dried up pond.

. Suchou, Wang Shihvan : A garden of very limited dimensions, but impressive by
its mysterious depth, when the tsegre in leaf

121. Suchou, Wang Shihvan. The little lake which forms the central motif is surrounded on

three sides by buildings whose open galleries rise and fall, or wind in curves, to follow
the modeling of the shore.

2 Suchou, Wang Shihvéan. The tea pavilion, built on stone piles over the water.

Suchou, Ku Yuan or | ¥an (The Garden of Rest). A garden like this may give the
impression of a bewildering congieration of strange stones and trees; it was intended
to captivate by its exuberance and its surprises rather than by any clearly apparent design.

124. Suchou, Ku Yuan or | ¥an. Part ofthe garden with the residential quartershe
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background.
125 A. The neglected garden attached to the Wang School for Girls in Suchou. B, Open gallery
at Tsang Lang Tng ", now the Academy of Art in Suchou.

126. Suchou, a modern garden. The crowding of the stones and their appearance in rows
counteract the picturesque expressiveness of théewho

127. Nanziang. Rturesque walls and pavilions in Chudn, with ancient trees and creeping
plants. (1922)

128 A. The first court in Li Wang Fu, Peking. B. The main gate and its guardian lions at Tao Pe
La Fu, Peking.

129 A. Ch'eng Wang Fu . Hsi Hsien Lou | (The Loft of the Western Fairies), i.e.,
the theatre. B. Chig Wang Fu. Interior of Yin An Tien (The Hall of Silver
Peace).

130. A. Ch'eng Wang Fu. Wei Shan Tsui Lao Tawge( Shan Zui Le Tang The
Hall of Greatest of Happiness and GoodRed3. Ch'eng Wang Fu. Lai Sheng Ko

(Pavilion for Poetic Composition).

131 A. Ch'eng Wang Fu, K'udung T'ing Kua Hong Ting *~ Pavilion Riding Upon the
Rainbow). B. Ch'eng Wanigu. Ching Chen ding * (The Pavilion of Great
Brightness).

132 Kung Wang Fu . An Shan Tang (The Hall of Peaceful Goodness) in front of

which is a pond in the shade of a willow tree.

133 Kung Wang Fu, Ti Ts'ui Yen (The Rockof Dripping Verdure) in which opens Pi
Yun Tung Mi Yun Dong The Grotto of the Secret Clouds). The terrace upon the
mountain was intended for the contemplation of the moon, and was calleduéholti

~

134. Kung Wang Fu. A section of the great pond and the shore gallery, Shih Hua Fang

P Yawtsong Lee notesorrect translation is: doing god is the happiest thing.


https://zh.wikipedia.org/wiki/%E6%B2%A7%E6%B5%AA%E4%BA%AD

(The Boat of Poetry and Painting).

135 A. Kung Wang Fu. KuanYT'ai (Guan Yu Tai = Terrace for the Contemplation of
Fishes). B. Another picture of the same spot showing a garden in the back and the long
gallery on the east side.

136. Kung Wang Fu. A rockery at the entrance to the garden built in the shape of a gateway.

137 Prince Pyu (PuRu o | ) with his parrot. The last descendant of the family that
lived in Kung Wang Fu.

138 A. Tao Pe La Fu, Rockery with a pavilion and galleries; in front of it a fountain. B. &ao P
La Fu. Open pavilion and tall stones.

139. A. The first court in Chang Chirngei's former residence in Peking. B. Faaurt and main
gate in the same residence.

140. Chang Chingvei's former garden in Peking. The bedwd big pond, with its mountain,
pavilions, and galleries, is ovenyvn with lotuses, thougtihewater is invisible.

141. A corner of Li Ch'in Wang's garden in Hai Tien, near Peking.

142. Mr. Fu Tsenghsiang'$ garden in Peking, with its small pond and pavilion gallery

143 The pavilionterrace in Mr. Cockell's former garden in Peking.

144, Part of the court in Mr. Cockell's former garden in Peking

145 Pei Hai. View over Ch'iung Hua Tao or Pai Taa Shan , crowned by the
Indian

dagoba of marble.
146. A. Chin Ao Yu Tung Ch'iao (The Bridge of the Golden Turtle and the Jade

Thrush. (1922)B. The same bridge after removal of its long wall. (1935)

147. Ch'ien Kuang Men (The Gate of Heavenly Light) leading in to T'uan Ch'engn Pei
Hai.

148149 Nan Hai. Ying Han T'ing ( *~  Pavilion for the Welcoming of Perfus). The
view from here opens over mirroring grey waters into the silent spaces of the world of
dreams.

150. Pei Hai. T'uan Chhg . One of the pavilions and a Juniperus obivensis on the terrace.

151. A. Nan Hai, Ying T'ai ~ . The ramp leading to Hsiang Luan K¥igng Luan Ge
The Pavilion of the Soaring Phoenix). B. Bridge over one of the canals separating Nan
Hai from Chung Hai.

152 A. Nan Hai, Ying Tai. Hsiang | Ten (Xiang Yi Dian The Hall of the Fragrant
Screen). B. Nan Hai, Ying@i. Tsao Yin Lou (Zao Yun Lou The House of the
Sweet Harmonies).

153 Nan Hai,Ying T'ai. Ch'un Ming Lou ( The High Building of the Spring Brightngs
and Chan Hsu Louwhan Xu Lou The Tower of Profound Peace).

154. Nan Hai, Ying T'ai.én Yu Tdng (Ren Yu Ting * Pavilionof MultitudinousFish).

155 Chung Hai. The twin pavilionsefg T'ing( ~ The Wind Kiosk) and ¥eh Hsieh (
TheMoon Pavilion).

156-157. View over Chung Hai with Shuioh Hsieh ( The Water Cloud Kiosk). One of
"The Eight Celebrated Views in Peking."
158 A. Chung Hai. A section of Wan Ta_ang ( The Swastika Gallery). B. Chung Hai.

A section of the Swastika Canal with the Feng T'ing pavilion in the background.



159 Chung Hai. Tzu Kuang Ko (Q  The Pavilion of Purple Glory). The ppr picture shows
the facade of the pavilion, while the lower picture shows its side view.

160. Chung Hai. Wan Shan Tien ( The Hall of Ten Thousand Virtues).

161. Chung Hai. Shui ¥Mn Hsieh (The Wier Cloud Kiosk). The inscription in the pavilion runs
as follows: T'ai | Ch'iu Feng , " AutumnWind Over theTai Ye Lake (Chung
Hai and Nan Hai)

162. Pei Hai. Entrance to Yung An Ssu ( The Temple of Eternal Peace).

163 Pei Hai. | Ch'ing Lou (The Tower at the Water's Edge) which forms the eastern end of Yu
Lang ( The Floating Gallery)

164165 Pei Hai. Wu Kung Ch'iao ( The Centipede Bridge) leading from T'u@h@ng
to Pai T'a Shan ( The Mountain of the White Pagoda).

166 Pei Hai. Fen Liang Kod( The Pavilion of Diffused Coolness) and Yu Lang ( The
Floating Gallery) built over the water on artere provided with a balustrad

167. Pei Hai. Interior view of Yu Lang (  The Floating Gallery) which follows the winding

shore.

o

The columns and railings are deep red; tHéeced ceilingand the beams are
embellished with ornaments in blue, green, white: gold.
168A. PeiHai. Wu Lung Ting'( * The Pavilions of the Five DragonsB. Pei Hai. Kan Lu

Tien ( The Hall of Sweet Dew).

169. Pd Hai. | Lan T'ang ( The Hall of the Lapping Waves).

170. PeiHai. Chien Ch'un T'ing ( ° Pavilion for the Contemplation of the Spring).

171 Pei Hai. Hsiao K'un Giu (Xiao Kun Qiu The Little Kiosk on the K'un Lun
Mountain).

172 Pe Hai. Ch'eng Lu Ban ( Bowl for Collecting Dew). It is held by an "Immortal” on

a sculptured column, illustrating an ancient Taoist usage.
173 Pei Hai. A marble tablet with inscription by the Emperor Ch'ien Lundiu@y Tao Ch'un

Yin ( Hortensia Island, The Secret of Spring).
174. Pei Hai. Ching Hsin Chai ( The Studio of the Pure Heart). The private garden of the
empress dowager TAHSsI , Where she resorted to practice callignapnd painting.

The Chin Clian Lang Gallery.

175. Pei Hai. View over the Ching Hsin Chai gardens with a number of smaller buildings
intended for various artistic occupations, and a broad canal spanned by bridges.

176. Pei Hai. Ts'ad an(Xian Can TarQQ ). Shrine consecrated to the patron of sericulture,
Lei Tsu . The upper picture shows the entrance to the enclosure; the lower picture
shows the sacrificial podium between ancient mulberry trees.

177. Section of a paintinghowing one of the imperial garde@sbliotheque Nationale, Paris.

178 Yuan Ming Yuan. Fang Hu Sheng Ching © . This extensive buildingomplex,
which was erected on a high marble terrace just north of Fu Haj was built h 1740,
and was considered b® the stateliest in Yuavling Yuan. Painting by T'ang Tai
and Shen Yuan , Bibliothcgue Nationale, Paris.

179, The same building as on the preceding picture. Drawing by F. M. Piper after thweedof
Chinese woodcuts, representing the same views as the paintings by T'ang Tai and Shen
Yuan. Academy of Arts, Stockholm.



180-181. Yuan Ming Yuan. Tz'u Mn P'u Hu ( Merciful Clouds Protecting All). An
establishment onraisland in the "Farther Lake," consisting of three small temples
consecrated to Buddha, to Kuan Ti ( the war god), and to the Dragon King, as well
as a tower with, a sundial. Painting by T'ang Tai arehSuan, Bibliotleque Nationale,
Paris.

182 Yuan Ming Yuan. Wan Fang An Ho ( Peace and Harmony .Every where). A
building on a swastikahaped ground plan, rising out of the water. The swastika is a
symbol for Wan, (i.e., ten thousand, here corresponding to "everywhet@lsbwa
symbol for Buddha's heart).

183 The same swastika building drawn by F. M. Piper after one of the 40 Chinese woodcuts.
Academy of Arts, Stockholm.

184, Yuan Ming Yuan. Bng Tao Yao @i ( " The Islands and Green Terraces of the
Immortals), in the middle of Fu Hai. (The Sea of Bliss). The upper picture was painted by
ShenYuan and others; the lower one drawn by F, M. Piper after a woodcut.

185 Yuan Ming Yuan. igh Yu Tung T'ie (Bie You Dong Tiar# There Is Another
Cave of Heaven), a designation which may possibly refer to the fact that from the great
lake Fu Hai one must pass through a thick wall in order to gain access to the sequestered
bay. Onits shoreday Hsiu Ch'ing Ts'un (The Beautiful amdire Village). Painting by
T'ang Tai and Sin Yuan, Bibliotleque Nationale, Paris.

186 Yuan Ming Yuan. Clif Yuan Feng Ho ( Wind and Lotus), the tavern of fermented
wine, so called aftr a celebrated wine tavern at the West Lake in Hangchou. Painting by
T'ang Tai and Shen Yuan, Bibliatiue Nationale, Paris.

187. Yuan Ming Yuan. T'ien Jan Tu Hua ( A Painting by Nature), so named because of
its intimate bauty. Drawing by F. M. Piper after one of the 40 Chinese woodcuts.
Academy of Arts, Stockholm.

188 Yuan Ming Yuan. She Wei Ch'eng . The street, flanked by shops, leading towards a

gate in the background. Painting by T'ang drad Sken Yuan, Bibliotieque Nationale, Paris.

189 Yuan Ming Yuan. Yang Ch'iao Lung ( The Aviary, or Room for the Rearing of

Birds). A representing an engraving from the year 1786; B, a photograph from 1922.

190. Yuan Ming Yuan. Fang Wai Kuan (Place With a Wide Vietvjepresenting an engraving
from the year 178@3, a photograph from 1922.

191 Yuan Ming Yuan. Yuan Ying Kuan ( View Over Distant WatersA represeting an
engraving from the year 178B; a photograph from 1922.

192 Yuan Ming Yuan. Ta Shui Fa ( The Great Fountainsi\ representing an engraving
from the year 1783, a photograph from 1922

193 Wan Shou Shan . View over a part of thlEake K'un Ming Hu , Which in
summer is entirely overgrown with flowering lotuses.

194. A. Wan Shou Shan. Shore view with the tergriewned hill in the background, B. Wan
Shou Shan. Bridge over a canal in the park.

195. Wan Shou Shan. Fo Hsiang K (Xiang Gep Pavilion for Incense to Buddha) with

terraces in front, staircases, ayateways.

196-197. Wan Shou Shan. A section of the long shgattery. From here the views extend over
the marblelined shore and across the lake itself, flowering in the foreground and farther
off mirroring the white clouds.



198 A. Wan Shou Shan, Jen Shou T{&en Shou Dian ), the ceemonial hall of the
dowager empress. B. Wan Shou Shan:|Btai on the shore below Fo Hsiakg.

199 Wan Shou Shan. An interior in the long gallery. At certain points in this gallery there are
divisions like small rooms wbh may be shut off with doors. The pillars are deep red, but
from beams and ceiling gleam flowers and landscapes in gay colors.

200, Wan Shou Shan. Paaiy Ko ( The Pavilion of the Precious Clouds) with other
smaller buildngs on the slope in front of Fo Hsiang Ko.

201. Wan Shou Shan. Wan Fo Tienp  The Hall of Ten Thousand Buddhas). Thelsate
covered with small, yellovglazed Buddha reliefs and other ornamental tiles in various
colors.

202. WanShou Shan. Hsieh @hYuan . During the warm summer the water flowers

more
abundantly than the shores, while the atmosphere is filled with the heavy scent of lotus.

203 Wan Shou Shan. The CahBridge and the long bridge leading across to the island on
which is found the sanctuary of the Dragon King.

204. A. Wan Shou Shan. A view of K'un Ming Hu. B. Wano8Ishan. Ching An Fand)ing
Yan Fang The Marble Boat)

205. YU Chilan Shan . The Park of the Jade Fountain; canal near the entrance gate.

206 YuCh'tan Shan The Park of the Jade Fountain; the crystehr spring water that flows
from the base fahe pagoda hill never ceases and is called The Foremost Spring under
Heaven T :

207. YU Chilan ShanOvergrown terraces and steps in the park.

208.Y U Chuan ShanPagodas in the abandoned park; the one in front is abwvetie glazed
tiles whose bright colors stand out against the deep verdure.

GARDENS OF CHINA

Chapter 1
THE CHINESE GARDEN
A WORK OF ART IN FORMS OF NATURE

THE Chinese garden, considered as a special tyfmd$cape gardening, may with moeason

than most other parks or gardens be characterized as a work of the creative imagination, or, in
other words, as something corresponding to the demands that must be made upon a work of art.
It is not a direct imitation of Nature, slavishly dependgrdrugiven types of scenery or

landscape motifs, nor is it the result of an abstract, schematizing activity which does violence to
the natural elements of composition; rather is it an expression of artistic ideas and conceptions
that have emerged from artimate feeling for Nature. It is distinguished by the surprising charm
and the picturesque beauty of an imaginative creation, thougdy also degenerate to artificial



intricacy and an almost bewildering lack of unifying plan. At its best, it livesthéhnfectious
rhythm of a spontaneous work of art.

Sud gardens, in the nature of things, cannot be described or analyzed as exhaustively as
the geometrically arranged gardens of Europe or the more stereotyped gardens of Japan. Much of
what is most esséial in the Chinese garden eludes formal analysis, for it is due less to the layout
and the formal arrangement than to what vibrates through and around the various elements of
composition, enhancing their power to bring out the rhythm of Nature, It sasgtto describe
the elements of an atmosphere that is due to the picturesque shiagiayf the hollowed rocks,
or the slow pulse of the water and its flowering loveliness where it is overgrown with lotuses, to
mention only a few of the intangible elememthich shift with the hours and the seasortsae
subject to the constant change inherent in Nature. The more a garden grows wild or becomes
overgrown, the more these elements are freed from all limitations and constraints, the more they
dominate the esemble. It is in this liberated form that we now meet them in the majority of
Chinese gardens.

This does not, however, imply that the Chinese have not followed certain rules and
principles in shaping their gardens, but these have not led to the sanme afagilative
uniformity that characterizes the successive stages in the development of the art of gardening in
Europe. As far as we are able to follow it, the Chinese garden has retained a more intimate
contact with untrammeled Nature, and in its irreg@nd unexpected featurgspealed more to
the imaginatiorthan to the reasoning faculty of the beholder. But however important these
elements of feeling and imagination may have been, they cannot be taken as the basis of a
general survey; this must beibwpon the more concrete factors with which the designers of the
Chinese gardens have worked, and upon the general principles that have always, as far as we are
able to judge, retained their importance in the Far East.

Especially characteristic of Chise garden art is its intimate relation to painting. It was
in very large part the great painters who created the typical gardens in China, and in this they
were inspired by ideas similar to those whichnd expression in their painting. The gardens
may wih almost as good reason as the landscapeimgsrbe referred to ahan shu(
mountains and water), for also in thesampositions ofiving material "mountains” and water
are the most essential elements. To these are then added trees and flowers, the manifold elements
of decorative garden architecture and, since the composiierdeveloped in the horizontal
plane, meandering paths and enclosing walls, bridges, and balustrades. (Plate 3.)

The Chinese garden can never, in the same way as the formal parterre garden, be
completely surveyed from a certain point. It consists of rootess isolated sections which,
though they succeed one another as parts of a homogeneous composition, must nevertheless be
discovered gradually and enjoyed as the beholder continues his stroll: he must follow the sinuous
paths as they take him past mtains and lakes, wander through tunnels or winding galleries,
linger for a while to ponder the water which flows under worn stone bridges, to reach finally,
perhaps, on steps of unhewn stone a pavilion on a height from which a fascinating view unfolds
between the trees. (Plates 4, 5.) He is led on by ever new impressions, farther and farther into a
composition that is never completely revealed, and which for this reason retains something of the
secret charm and allurement of the unknown. The enjoyment enegrbpared with the study of
a landscape painting in the form of a long horizostabll. As the successive sections unfold
themselves the beholder is enticed always farther into the ideal world of the painter, and
captivated more and more by the changiagtions of the picture. One must not, of course, press
the comparison between the landscape painangshe garden compositions too hard, for it is a



matter of two different art forms in which the respective mediums of expression differ widely,
but thecomparison is nonetheless valuable, and it serves to illustrate the attitude of the Chinese
toward problems of composition. (Plates 1, 2, 3.)

When trying to summarize impressions of the gardens of China, one is immediately
confronted with the essentiaifficulty connected with the vast geographic extent of the country,
and the consequent differences in climate and vegetation mottteand south. A garden in
Canton obviously cannot be the same as a garden in Peking, even if they have been designed
accading to the same principles, just as a garden on the banks of a river cannot be created from
the same elements as a garden on a mountaaceerThe variations due to climatic differences,
to varying situations and practical aims, are almost endlesgebutll here simply dwell on
certain main types that have prevailed in China since ancient times.

In Ching no less than in other countries, there have always been town gardens as well as
gardens in the country; but the relative importance of theseypes has been different in China
from what it has been in the Occident. The town gardens were developed in more manifold and
richer forms, and occupied a much more important place than in our cities, at least since the
beginning of the Middle Ages. The roaity of the more aristocratic towns in China were to no
small extent garden towns whose character derived precisely from the circumstance that large
areas were taken up with plantations and pleasure gardens with luxuriant vegeteton
plentiful supplyof water, even though they were commonly hidden behind walls. For these
gardens were not intended for the outer world, but exclusively for the owner of the garden, his
family and friends; they constituted, as a matter of fact, an essential part of Hisglwelate 7.)
Hence their charm, their frequent occurrence,thed arrangement. The garden, whether it
consisted of a single willow and a couple of large stones in aanelbsed courtyard (Plate 8),
or of more extensive pailikke grounds with porgl, pavilions, "mountains,” and winding paths,
was a naturagxtensiorof the dwelling, as inviting for recreation and rest as for study and
meditation. Here, as a rule, were to be found pavilions and smaller halls, intended not only for
the drinking of teand the taking of meals, but also for the contemplation of the flowers and the
"welcoming of the moon," for music and the composition of poetry, for philosophical studies and
religious meditation. All these and divers other intellectual or practical atomgwere pursued
during the greater part of the year in the garden rather than indoors. No such distinction between
indoors and oubf-doors as we are accustomed to make hasexgted in China, a
circumstance which cannot be explained merely wittference to the relatively mild climate in
large parts of the country, but which is doubtless also due to the uncommonly intimate kinship
with Nature that is part of the Chinese temperament. They have listettelthoughts of
Nature and felt the beat bér pulse in quite a different way from satves.
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ua (Nelumbium speciosum). Lotus. Woodeut after a painting by Huang Ch'iian (about 900 —965).



Consequently, the garden has meant something more for them than for us.

In order to observe this more closelytie traditional planning and composition of the
gardens, one should pay special attanto the merging of the buildings with elements of the
landscape in the older gardens. This may be illustrated by two pictures representing different
parts of Pan Mou YuafBan Mu Yuam ), a celebrated old garden in Peking, which at the
end of the Ming period was arranged by Likeng( ) and at théveginningof the
nineteenth century belonged to Lin Ch'iiagn Qing ), the former inspectegeneral of the
imperial waterways and awhof an illustrated journal called Hung Hsueh Yin Yuan Tu Chi
(Hong xue yin yuan tu ji ). One of the pictures shows the author with his wife and
daughter sitting on a veranda which opens on a pargafden with hollow rocks, shrubs, and a
weepingwillow by a pond. It is early spring and, according to the text, the day is a festival
celebrating somenark of imperial favor. They are observing it by sitting out on the veranda,
enjoying the budding trees, the strutting lglay of the peacocks, ancetlyiddy dance of the
herons. The whole scene is so intimate and complete in jtself that one cannot but feel the perfect
harmony obtaining here between the elements of Nature and the buildings, in which even the
birds and the people partake. (Plaie

The other picture shows a smaller court, which opens before a broad hall with a patio or
veranda in front. Rows of lower buildings flank the courtyard at the sides; in the foreground is a
little pond or pool, and before it are sop@-plants and anrn with lotus flowers. This
arrangement, like the treespairs and the decorative pedestals at the opposite end of the court,
is characterized by a certain stiff symmetry, but this is broken by the huge tunneled rock, partly
covered wih trees, in the foreground. The contrast is very effective, but it does not prevent the
ensemble from merging into a harmonious unity, thanks to the openness of the buildings and the
well-balanced proportions between the architectural and natural eleifigats 9)

A Chinese garden without buildings to divide, surround, or complete it is simply
inconceivable. It is around these or between them that the various sections are arranged; it is
from the pavilions, the verandas, ahe galleries that the choicest views are to be enjoyed.

Some pavilions were intended for the contemplation of the first spring flowers; others, perhaps
rising from the middle of a pond, for the enjoyment of the lotus in summer; in others, again, one
might delight in the chrysanthemums in autumn, or admire the shationof the bamboos on

the white wall on a clear moonlit evening. These pavilions and verandas offer relaiaters

and protection, while at the same time giving one the feeling of beirig the open air, in a

fanciful landscape to which the twittering of the birds and the chirping of the cicadas sometimes
also give a voice. (Platgd.)

In the Chinese treatise of gardening, Yuan Yeh, it is pointed out thatefi-aituated
and planned garden one may live as a hermit even in the middle of the town. It should lie in a
guiet corner of the town, says the treatise, so that all noise is excluded when the gate is closed.
"A single 'mountain’ may give rise to many etfg a small stone may evoke many feelirdgs.

The shadow from the dry leaves of the banana tree is beautifully outhirtbd paper of the

window. The roots of the pine force their way through the crevices of the hollow stones. ... If one
can find stillness in the midst of the city turmoil, why should one then forego such an easily
accessible spot and seek a more distant one?"

This last reflection is certainly characteristic of these Chinese scholars and philosophers
who tried to create a substitute feal landscape at their town dwellinds. The gardens in the
Chinese towns have probably always been more numerous than those in the country, and of



recent years this uneven proportion has been progressively increased, owing to the fact that the
country gadens havdeen less protected against all sorts of devastation than those in the towns.
As an instance of princely summer dwellings wgrdens one may adduce the establishments in
Hai-tien near the scalled New Summer Pala¢e ). These probably date from tl#'ien

Lung (Qianlongd, ) period, but they were maintained and occupied by Manchu and Mongol
princes right up to the end of the nineteenth century, so that tfireatyears ago they were still
relatively well preservedere one might see, for example, a whole court planted with white
peonies, partly surrounded by trellises for creepers and open galleries from which the plantation
might be enjoyed. (Plat&4.) In other courts the vegetation catsiof trees and shrubs, which

are dispersed between the pavilions and the hilldédate 10A.) In Yuan Yeh we read that "the
white peonies should be enclosed, but the red roses need no support; they can lean against the
stones, ." In the same descriph there is mention also of pavilions intended for the "retention
(enjoyment) of the spring,” and others offering protection against the summeAmeate

charms of the spot are indicated in the following words: "The moon is concealed, but peeps
betwea the plum trees and the bamboos beside the house; here is created an atmosphere that
evokes deep feelings.”

The gardens best corresponding to the Chinese feeling for Nature were those attached to
the huts of recluses or the study pavilions in the mostdihe poets and the artists loved to
establish such retreats firemselves, and to reproduce them in their poems and paintings. Such
small hermits' gardens are doubtless still to be found, but in places so difficult of access that
uninvited visitors selom reach them. The best notion of their general nature and composition
may be obtained from paintings of the Sung and later periods, for the motif has always been
popular. A noble painting of this kind Li Wei's depiction (in the Boston Museum) of a soen
villa consisting of several more or less open pavilions, situated in the shade of a dense bamboo
grove on the slope of a hill. The road leading to the building winds down the steep, at the foot of
which flows a river. (Plat&1.) The scenery has the right romantic character; it was simply a
matter of framing the different prospects and of placing the buildings in such a way that the
views from them were done full justice.

A more common version of the motif is to be found iukshikchdang's painting (in the
Freer Gallery)d This shows anountain landscape with "peaks and valleys, crevices and depths,
sheer precipices and overhanging rocks, but also open level sti@tatesiral scenery that does
not need to be worked out byet hand ofman," to quote some words from Yuan Yeh referring to
gardens in the mountaind. In this case the pavilion lies at the foot of the steep, where the
waters flow together to form a stream. Twisted trees shade the graceful building, and the grounds
are enclosed by a bamboo fence. We must imagamearden proper as lying behitig study
pavilion. (Platel2.)

More instructive as illustrations are a number of paintings from the Ming and the
beginning of the Ch'ing periodas for instance kitle picture by Hsiang Mdin , the
well-known art collector and dilettante. It has an idyllic atmosphbeesthatched hut of the poet
lies on the banks of a little mountain torrent at the foot of a slope partly covered with trees. He is
sitting there in the company of a friend jaying the view, while another visitor, followed by his
servant, is approaching on the stone bridge in the foreground. In the shade of the trees by the
main pavilion lies a smaller hut where a servant is engaged in preparing tea, while the ground on
the opposite side is disposed as an orchard with banana trees and is enclosed by a wattle fence.
The slope behind the hut is planted with fruit trees, still bare in the early spring.1(®)dtevas



at this time that the poets mosii@yed rambling in the mountains, in order (as the Chinese so
aptly phrase it) "to nourish the heart ."

A painting with a similar motif, but shrouded in the chillier and more solitary atmosphere
of the autumn, is Kao Fergan's depiction of a chrysahemum garden in front of a little
whitewashed building under a roof of thatch. The trees behind the house are bare and twiggy, but
the bamboo among the stoneshe foreground is fresh and green. The doors are open; we see a
table and some tabourets, bl room is unoccupied and silent. The owner of the house is out in
the garden, where he is tending the high stand of chrysanthemums that is bounded with bamboo
trellises. Even if theicture is painted from Natur@ossibly representing the artist's ovttie
plot in the mountaindje certainly had in mind T'ao Yuaning; the fifth century poetral
amateur cultivator of flowers, whose passion for chrysanthemums contributededy to
making him celebrated and loved by his countrymen. (Rlaje

Those who had not the possibility of building their study pavilion in the mountains,
where the view was free and the air exhilarating, often placed it in the immediate vicinity of a
watercourse down on the plains. Such gardens havdoadn depicted in paintings ever since the
Sung period, as we may see, for instance, in Chaaielres scroll (privately owned in Japan)
from the endf the eleventh century. The opeavilion, where two old men are sitting lost in
admiration of a bronzease, has here been erected in a bamboo grove onspiloed ground
jutting out into the river. Down on the bank grow flowering shrubs, possibly mutanand
some largdeaved trees, but the bamboo vegetation predominates. The damp atmosphere
enshrouds the pavilion like a light mist, but the view over the river is free. Blatgd One is
reminded of the description of such a garden in Yuan Yéh, where we read:

If one chooses a spot on the banks of a river or a lake for the erection of a little hut one
can obtain an extensive view. The misty water stretches far, far away; the syt
mountains fade in the distance, the fishing boats drtfienwind, the gulls glide gracefully.
Streaks of light through the gloom of the foliagekiosk half hiddetetween the trees. If one
wishes to greet the new moon one ascends to the terrace. Rhythmic music, sailing clouds.
0 The wine cup is raised the dterglow lingers.

It would be easy to give a long list of such pictures of small pavilions for study or
meditation, placed in various milieus and completed with more or less extensive plantations of
trees, bamboos and flowers; but it would take us tod f@e embarked upon detailed
descriptions of the manifold variants of the motif.

All these paintings illustrate one main type of garden art in China. They represent the
unpretentious, picturesque type of garden that was developed by the Nature |d\mystarin
contradistinctiorto the town andountry dwellings of the wealthy, not to mention the imperial
palace gardens. One or two illustrations from the Hung Hsueh Yin YuarhiT'bydLin Ch'ing,

a kind of illustrated journal composed at the beginmihthe nineteenth century, may serve to
convey some notion of the general nature and compositional elements of such larger gardens.
One of the most celebrated during the seventeenth and eighteenth centuries wasltbd Shi
Ch'ang Yuan in Wu-hsi , a place highly esteemed for its "mountains" and trees as

well as for its teavater, which was considered to be "the next best in the whole world." (Plate
16.) Both K'ang Hsi and Ch'ien LunglL  visited the spotTo judge from the woodcut, the
garden contained a pond or lake of considerable dimensions whose deep bays and confluent
canalswere spanned with bridges. In the farther part of the lake appears an island or promontory



with fantastically formed rocks. Théares rise in a gradual gradient towards the background; on
one side, where the dwelling houses are situated, the slope is terraced; on the other side the bank
rises in the form of a medley of deeply creviced rocks with narrow paths winding up through the
crevices, and with trees and pavilions on the highest terraces. The wooded part is extremely rich
and varied, comprising tall pines, several kinfideciduous trees, and clumps of bamboo. The
whole seems really to have the character of a complete picton@osition, probably more
inclusive than appears in the woewlgraving here reproduced.

Another frequently mentioned garden, referred to and depicted by Lin Ch'ing, is that
which was attached to the Ldling * pavilion near Shaiwin in Chekiang . Its
fame was connected with the tradition that it was here that WanghitsjWang Xi Zhi
A)), in the middle of the fourth century, wrote his masterpiece, taked Lant'ing
manuscript, for centuries accountedoe the most perfect production in Chinese calligraphy.
The place became a sort of Mecca for the Chinese lovers of calligraphy; it was protected and
maintained as a sacred grove. As the old pavilion fell into decay, the emperor K'ang Hsi had a
new oneerected, and in this was set uptane tablet upon which the emperor's copy of the
famous manuscript was engrav@&dThe pavilion, the pond in front of it (where Wang +gsih
washed his brushes), as well as the |¢agdgs and the dense bamboo grove can
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The Lan-t'ing garden near Shan-yin in Chekiang. Woodcut from Hung Hsiieh Yin Yiian T'u Chi.

be made out clearly in the woodcut, and one can also observe how the picturesque garden, with
its hills and ponds, its groups of trees and pavilions, surrounded by a wall, stood out, as Lin
Ch'ing remarks, against a background of lofty mountainshagidpeaks.

No less celebrated during the K'adgi and Ch'ien Lung epochs was thecsdled Sui
Yuan in Nanking. This, too, was of older date, but was renewed by the poet Yuan Mei
who acquired it in the year 1757. He afterwards became known as "the master of Sui Yuan"; and
it was said that this garden, which despite its limited extent was very odiops, was
reminiscent of the poet's rather intricate style. Especially famous were the luxuriant bamboo
plantations and all the flowering trees; here grew one hundred plum trees and ten cassia trees
(kue-shu ). When there was a breath of wind the feage from the latter was diffused over
the whole localityd In summertime one could enjoy a walk through the avenues of baasboo
they swayed in thevind; in winter one contemplated the magnificent view of the solad
mountains from the galleries, whievere provided with glass windoyasutumn and spring
afforded other delights. The place was richly supplied with water; it is said that the water flowed
right up to the house. In the picture we see it in the form of a lake by which an undulating and
meanering path seems to wind, in part on an earthen bank where there is also room for some
weeping willows, and partly on bridges connecting different sections of this Daalpicture



does not convey any clear idea of the inflow and distribution of the wetteof the rather
numerous buildings; but it does give a convincing impression of picturesque irregularity and

luxuriant bamboo vegetation along the rugged shores. (Pigté picture like this cafirms the
general observatiothat the designers



F" Plan of a Chinese garden~outside Peking. From Ch. Krafft: Plans des plus beaux jardins pittoresques. 1810.



of the Chinese garden tried @void everything that might give the impression of stiffness or
symmetry.

Of great importance in this respect, i.e., for the creation of movement and variety in the
plan, were the paths and watersawhile the mountains, the buildings, and the plantations
signified more for the modeling and the play of light and shade. As far as we are now able to
judge, the paths in the Chinese gardens seem in their design to have been dominated by an
irregularly winding and undulating system of lines, but not by the ornamental figures we find in
the European imitations of the Chinese garden. The plan of a garden outside Peking reproduced
by Krafft! is characterized by anshaped waterway that is in several pladiegled into two
arms enclosing small islands with buildings, and also by paths that meander along with ingenious
irregularity, enclosing and traversing the plan in different directions. They do not describe any
small curves, but wide bends that run togetdt various points yet never directly cross or
intersect one another. They are distinguished by a certain supple softness and endlessness. When
one sees such a plan, one gets a rough idea of what the author of Yuan Yeh meant when he wrote
that "the pathsneander like playing cats," a rather bold metaphor, which illustrates, however, the
supple movement in this system of paths which seems to invite to endless rambles. But it should
also be remembered that the grounds were modeled by the excavation cdiebtiaks building
of mounds, which were thrown into relief with pavilions and rocks.

Whatever one may think of paths like these, it must be admitted that their merit, or raison
d'dére, scarcely consists in being direct lines of communication. Aboveiadj<lone must not be
in a hurry when strolling in such a garden; rather should it be regarded as a kind of enchanted
pleasure ground, from which one seeks a way out in gaiWhere the paths do not describe
winding bends they have as a rule been brokemgies or in a zigzag pattern, as may be seen in
Lin Ch'ing's drawing from the Yu Ch'tiing * garden in Huichou (Anhui). The path,
paved with coarse shingle, leads in broken lines from the pavilion to the foot of the sloping ramp
leading up to theotwn wall. The stone paving was in many cases ornamental, and laid according
to patterns that were calculated to connect the paths with the ornaments adorning the buildings,
as we shall have an opportunity of observing more closely when studying gardescanah

The rhythms of the paths were often continued in the bridges, which either rise in high
arches or describe zigzag lines. The latter was a common device, particularly for the long
wooden bridges by which pavilions standing out in the water waneected with the shore;
these were also sometimes made of stone, as may be seen in one of the old Suchou gardens.
Other bridges form continuations of the long winding galleries or complements to the waterways,
whether the latter consist of streams andataar of winding lakes. (Plates.)

No less essential for the planning of the gardens was the modeling of the ground, the
throwing up of earth in hills and terraces, the excavation of pamddakes, and the building of
the holow mountains, grottoes, and tunneidsathich we shall revert in a special chapter. In

1Cf. J. Ch, Krafft,Plans des plus beaux jardingtpresques , et®aris, 1810, voll, Plate 9596.
The drawing is described in the following way: "Plan gééal d'un jardin chinois et habitation
ex&utés a4s5lieues de la ville de P&kin appartenamtin mandarin, levéet dessipar M.
Sternberg, jardiier, qui est restdans ces contrés plusieuasrées."



Yuan Yeh there are several references to such work, as well as to the excavation of the ponds
and canals. The following lines may be adduced as an instance:

Plan the valks and footpaths. Yield to the enchantment of the flowers and the willows.
Make a setting of stones round the paih@n pack down the earéinound them hard. The soill
that has been dug up may be used to throw up a "mountain ridge," which (whetheyhtas
low) will produce a good effectl If you would learn the secret of throwing up earth, then
imitate the fine details in the formation of mountains.

Clearly the general endeavor was to imitate as perfectly as possible, or to give the
impression ofeal landscape, to create something (as we read further on in the same text) that
might evoke "the thoughts of the mountains and woods." The throwing up of earth was of
importance in this connection, but still more



ng willows and blossoming plum tree beside a garden stone, with a man watering a magnolia tree. Part
ofa p:mmnw from the sixteenth century called Early Spring in a Palace Garden. CF. Plate 92.
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essential weréhe hollow rocls and stones that made the "mountains” so fascinating. It was
especially through these that something of the magic of wild Nature and of its power to stir the
imagination was introduced into the gardens. (P3atgFor it was thi function to serve as a
substitute for the wonderful landscapes seen in dreams and magically represented with Chinese
ink and brush, but so seldom reached in this dusty world. And since they were to appear wild and
natural, it was necessary that the sudbould remain elastic.

It may be pointed out in this connection that although Yuan Yeh contains a number of
instructions concerning the planning and the compositional elements of the gardens, yet in the
final, summarizing chapter is emphasized thativat is most essential is constituted not by any
regular arrangements but by a breath of Nature's own pulsatingtiét was referred to in
painting as cé yun

After giving a number of practical instructions the author writes:

There are no definite rules for the planning of gardens, and the reason for this is that one
borrows scenery from Nature. In this connection, however, the four seasons shoula ietdake
consideration.

When the woods and the open fields appear in contrast, only scattered trees and bamboos
are required. If the garden is situated in a noisy town one should choose a secluded spot offering
an extensive view; one must be able to sestemmountains standing in a curving row, like a
screend When one opens the hall the fresh air reaches the people. The streams of spring flow
from the gate to the pond. The flowers gleam in hues of red and violet. There are fairies



everywhered You may dink your wine like an old philosopher or an official who has finished
his career, and in your leisure hours you can write poetry. Inspiration is aroused by the fresh
plants.

Sweep the paths and tend the orchids with care; their fragrance may alsodhecedir
into the study. Roll up the bamboo blind [before the door] and let the swallows fly in with the
wind. The petals of the flowers hover like snowflakes. The leaves of the willow are as supple as
silk. . . . The swing rises high and the wind is kdast.your feelings dwell among hills and
valleys; there you may feel removed from all the unrest of the world. In your fancy you enter a
painting.

From the woods floats the song of the oriole; on the winding mountain paths wander the
singing woodcutters. fie wind bears fresh wafts from the wood. The hermit croons poems in his
hut, and the old official playpon his ch'in in the bamboo grove. . . .

The scenery of Nature is of the greatest importance for the garden, whether it be regarded
at close quarters or at a distance, whether one looks upwards or downwards, and it must be
created with an eye to the different seasénd he things you love are to captivate you; they
appear to your eye and touch your heart. Your thoughts then fly more quickly than the brush.
How is one to describe all this?

As a supplement to my notes concerning the general character and dispbSitiomese
gardens, | will here give in translation the most important of the chapters in Yuan Yeh that refer
to these matters and to the different situations of the gardens. Their historical interest would
seem to be sufficient motivation for such a remugreven if some of the information contained
in them may appedo be rather vague and difficult to appreciate fully, owing to the somewhat
artificial mode of expression in terse parallel phrases of four or six characters. This, in
connection with a nundy of technical terms and references, has rendered translation
exceedingly difficult, and it is thus in several places only tentative. It is presented as an attempt
at interpretation rather than as a literary translation.

The introductory paragraph is el Yuan Shud Discourse on Gardens) and
contains a number of general reflections on the nature and importance of the subject. Then
follows Chapter I, Hsiang Ti(  "The Selection of a Suitable Site"), which includes six
subsections devoted to differesites or localities: Among the trees in the mountains, In the city,
In a country village, Out in the country, Beside the dwelling, By a river or a lake. The second
chapter in the book is called Chi ( "The Preparation of the Ground") and deals for the
most part with building operatiords.| shall for the time being restrict myself to the Introduction
and Chapter | with its six subsections.

Discourse on Gardens

When about to make a garden, whether in the town or in the country, one should
preferablyselect a sequestered spot from which one then clears the trees and the undergrowth of
the swampy ground. The prospects are arranged accoodimg mature of the site. On the banks
of streams one should plaorchids and irises, and paths should be davdn for "three kinds of
good friends.2 The garden should be made to last for a thousand years.

2Sani P is aterm derived from the Analecta of Confucius, and is used by T'aenvingrio designate three kinds of good friends.



The surrounding wall may be hidden by creepers. The buildings are dispcseth ia
way as to be partly caealed by the trees. From a high building onlleohie can see a great
distance. In the bamboo grove on the river bank there is stillness; there the heart is captivated.

The row of pillars before the house should be tall and spacious. Théremwindows
and doors must not be obscured by neighbaurs;must be able to gaze far away, as over
endless waters, and enjoy the shifting hues of the four seasons.

The shadow of thevu-t'ungtree fallsupon the ground, and the courtyard is shaded by
huai trees.Willows are planted on the river tiaand plum tees around the house. A straw
thatched hut is erected in tbemboo grove. One digs a channel for watem a remote source.

The mountains stand inraw like ornamental screens; they rear aloft with deep blue
peaks. They look as if they had been crediyg heaven, although they dahee work of human
handsThrough a round opening in the wall appears a hidden temple as in a painting by 1ittle Li.
The steep rock formations are built up of rugged stone blocks, jagged and split ashiim®a
paintings. The site is chosen in the vicinity of a temple; then one may hear the recitation of sutras.

The remote mountain peaks, gleaming with wondrous hues, form a fascinating
background. When the atmosphere has shifting violet tones and the clouds arelshiesone
may hear, after retiring to rest, the cry of the cranes. White and red water piagtandliao®,
sprout among the stones where the gulls flock

If one desires to look more closely at the mountains one may use a bamboo sedan, but
one goeslown to the water on foot, supporting oneself on one's staff. The crenellation of the
rising and falling wall seems to float in the air; tbag bridge islike a rainbow. In a spot like
this one does not need to envy idoi his Wangch'uard or Chilun hisChin-ku®

A little lake is sufficient to make the summaeasnt, nor is it necessary to have
extensive grounds coverid@0mouto retain the spring. Tame deer entice to walks; fish that
have been introduced may be caught iderkn the cool pavilion ae may drink one's ieehilled
wine while the breeze plays among bamboo canes and trees. In the heated room one may sit by
the coal basket and melt snow for-teater. One quenches one's thirst and all wosdem
vanish.

The raindrops of the night, whiicfall on the banana leaves, are like the tears of the
weeping mermaid [like pearl€When the morning breeze blows through the willow trees they
sway like the slender waist of a dancing girl.

Before the window one plants bamboo, and pear trees betheenurtyards. The
moonlight lies like glittering water over the countryside. The wind sighs in the trees and gently
touches th lute and the book that lie ¢ime bed. The dark undulating mirror of water swallows
the half moon. When gadawns one is awaked by thefresh breeze that reaches the bed; all the
world's dust is blown out of one's mind.

3Wu-t'ung = Sterculia platanifolia; Husliu = Sophora japonica.

4Li Chaeao , called little Li to distinguish him from his father, Li-Bsun , active about 67/30 a.d.

5Tach'ih is a byname for the celebrated landscape paéntHuang Kungvang  ~  ,12691354.

8 P'ing = Hydrocharis morsuanae ; Liao = Persicaria orientalis (Polygonum orientale).

7Wang Weihao Mo-chi (698-759), was the owner of a@nderful garden, Wangh'uan , whose praises he sang in several poems
and which he depicted in a celebrated painting.

8 Shi Ctang ,hao  ChiHlun U, who was executed in the year 300 A.D., was one of the wealthiest men in China and owner of the
legendaryChinku garden.

9 According to a popular account 8hul Chi,Chiasjen was a mermaid whose tears were like pearls. [ [V1eg ENM A
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The Selection of a Suitable Site

Whatever site the gden mayhave, it naturally inludes eminences and hollows. When
one enters through the gate one is cantfed with a natural view in aordance with the ground.

It may be limitedby mouriains and trees, or else by a river or a lake. If one is looking for a
beautitul spot in the vicinity of the city one should avoid the busy streets, but if one is looking
for a suitable spot in the country one should pay particular attention to the various heights and
groupings of the trees. In a country village one has a viewapan fields, but in the town

one has comfort.

The preparation of the ground for a new garden is not difficult; here one plants only
willows and bamboo; but an old garden that is to be transformed offers greater possibilities, for
here one finds a numbef older trees and flowers. The garden may be given the form of a
square or a circle; it may be made irregular and surprising; it may be surrounded with a curving
wall like a hua? or be dispersed like a great cloud. Where the ground rises one may build
terraces and pavilions; in the depressions one may excavate ponds and lakes. The whole should
be planned in relation to the water level. Before beginning to dig one should investigate the
sources and note how the water flows. Where it flows in an openahamsbuilds the pavilion
on posts.

From a narrow [enclosed] footpath one sees only a streak of the sky, but it may be
crossed with a "floating gallery." If one can take advantage of a neighbour's view one should
not cut off the communication, for sual'borrowed prospect" is very acceptable. When the
flowers in one's neighbour's garden are opening, one may bid them welcome as the ambassadors
of continual spring [enjoy a spring without end].

If one throws a bridge over the water one may erect the gandijon on the opposite
bank. If one piles up stones to form a surrounding wall, it may seem as if one lived among
mounrains. If the site is covered with many old trees, one must erect the house at a certain
distance from them, and only cut off thosenutzes that stretch over the roof. Accor$nghio
proverb, it is easy to dmllish the pillars and insert the beams, but hard to baetree to
grow.

If the spot is selected with due care, then the garden may be executed in the proper style.

10Huanis the name of a ringhaped ritual object that was generally dgséd in jade.
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Among the Trees in the Mountains

The best site one can choose for a garden is among trees n the mountains. Here one finds
heights and hollows, crevices and deeps, precipices and overhanging rocks, but aleva&pen,
stretches. These offer wonderful scenery in themselves, and do not need to be worked upon with
human hands.

One must seek in hidden places and dig deep to reach a source from which water may be
conducted. Dig out a grotto at the foot of the moumtddrow up the earth to form a hill and then
contrive a covered passage to the latter.

Many kinds of trees grow here right up to the sky. The tall buildings emerge from and
disapgar among the shiftg clouds. A wealth of dwers covers the ground. Pamis and
terraces arise variously from the ponds. Over the deep bed of the stream one throws a rustic
bridge, and along the steep one builds a gallery on posts.

Here one may enjoy Nature at liberty, and quietly await the spring. The lovely birds call
to their friends and the deer come together to mate. The fragrance from the flowers is often
wafted right up to the threshold of the house; before the gate winds a stream. The path leads
through the bamboo grove to a shady spot where a solitary hut is siheateskn tall firs. There
one may hear thmelarcholy sound of water. The cranes begin to dance and to flap their wings.
Before the steps leading to the house one sweeps away the clouds oneself, and perhaps one may
even dig in the moon on the top of theuntain,

A thousand peaks gleam blue, and ten thousand little streams flow green. Hither one may

journey in T'ao Yuamiming's sedanfdoamboo; one need not haveoerse to Hsieh's sandals
11
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" Hsieh Linggun_ , a poet and vagabond who lived at the beginning of the fifth century. He loved to ramble through the woods and over

the mountains in the company ¢blly comrades. It is said that he used to wear wooden sandals that were provided with "teeth"; when he was
going up the mountainside he removed the foremost teeth, and when descending the mountain he removed the teeth at thesiledak. H
sandals is ths an expression that is used to signify climbing in the mountains.


https://zh.wikipedia.org/wiki/%E8%B0%A2%E7%81%B5%E8%BF%90
https://zh.wikipedia.org/wiki/%E8%B0%A2%E7%81%B5%E8%BF%90
https://zh.wikipedia.org/wiki/%E8%B0%A2%E7%81%B5%E8%BF%90

In the City

One should preferably nplan a garden in the city, but if one does so it shbald
situated in a sheltered ewr; even if the neighborhood is vulgar, all noise is shut out when the
gate is closed. One opens a path that is uneven and undulating. Over the tops of the trees and
bamboo canes the crenellation of the city wall appears as if floating in the air. The winding canal
that runs just outside is spanned before the gate by a long "rainbow bridge."

In the big courtyard one may plantrt'ungtrees, while willows are set alotnige
meandering stream. Without such trees one cannot create a hermitage, but where there are
trees it is easy.

The buildings should belaced so as to harmonize witke natural formation of the
ground. The drainage canal for water should begavithstone. One erects apigon where
the view opens and plants flowers that smile in the face of the spring breeze. Another open
pavilion is erected in the shade of the-t'ungtrees. The moon is swallowed in the clear water
of the pond. When the rain andstnhave passed and all the buildings [in the city] look as if
newly washed, one may take one's books and paintings out ipeheai.

The waterfall looks like white silk in the mirror. Tih@ountainswhich stand ira circle
like a tall screen beyonddtown, are blue.

The white peonies shouleklenclosed, but the red roslEsnot need any support; they
can lean against the stones. One should above all avoid making an espalier of them. Those which
have beeni¢d for a long time must bemewed, while tbse which have been permitted to grow
freely last longer.

A little mountain may give rise to many effects; a small stone may evoke many feelings.
The shadow of the dry leaves of the banana tree is beautifully outlined upon the paper of the
window. In thehollows of the bulging rocks the crawling roots of the pines are entwined.

In such a garden one may live as a hermit even in the city, which is better than living in a
bird's nest. If one can thus find stillness in the midst of the city turmoil, whyidsbae then
renounce such an easdgcessible [nearby] spot and seek a more distant one? As soon as one is
free one can go there and ramble as one pleases, hand in hand with one's friend.
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In a Country Village

In former times it was said that those who takdeasire in tilled groumd and gardens
take up their abode in the midst of the cultivated fields. Those who nowadays desire to live
sequestered lives choose the site of their dwelling in a country village. Here [bloom
chrysanthemuntike] balls along the fence, and mulberry traesl hemp grovinere and there.
One digs down to water and leads it into a channel. One throws up earth to form a bank, and



alongthis one plants willows. The tilled fields come right up to the gate, and weeds grow up
beside the veranda.

If the garden covertenmouy then threenoumay be excavated to form a pond,osh
irregular shape will cépvate the beholder andhese inflow should be clearédf weeds]. Of the
remaining sevemou four may be made into a little eminence, upon which one plants bamboo.

The wide hall opens upon a greelad landscape. The courtyard gate is concealed by
plant life, so thait looksas if it were closed. The stones should be so piled that one cannot see
that the "mountains” are artificial. When one comes to the bridge it imagine oneself
confronted with a real rivecrossing. Peach and plum trees grow along the paths. The tall
buildings and terraces stand out as in a painting. The surrounding fence is wattled with jujube
branches, but there is an opening in it throwgiich the watchdog can jump out to welcome
guests. A winding path runs beside the fence. A boy sweeps away the dry leaves, so that the
moss emerges. The autumn is far advanced, but the honeycombs thyatebeen cut fronthe
hives. It is harvestide, itis time to set up sheltefbarns?] for the cranes. He who enjoys his
ease, however, need not worry about rice and seed; but & baster of going to fetch wine one
must not allow oneself to be hindered by storm and snow. Those who return to Katued a
rewarded. The old gardener gets more than he needs.
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Out tn the Country

If one selects the site fane's garden out in the country one should choose a plateau or a
river bank where the solil is deep and the trees tall. Water is taken from a source through a
channel, over which one throws a bridge.

The spot should not be too far removed from the towa;witi have most pleasure from
it if one can come and go as one pleases. In this connection, attention should be paid to the
nature of the ground and the modeling of the country; it is in relation to this that one determines
the size and extent of the gard The surrounding wall is made by stamping earth between
planks. The design may follow the pattern of the Hsi family's gaitien.

If one desires to till the fields, one digs long irrigation canals, if beautiful views are what
one wants, one makes good o$¢he groups of trees. If one finds that water collects around the
roots of the trees; one should prop ["lift"] the latter with stones. The creepers should be led
along the curving bridge spanning the stream. The cold gusts of wind [from the creMioés] t
the peach trees growing among the willows along the winding brook. The moon is concealed, but

12During the Chin dynasty (fifth century) the Hsi family was renowned for its wealth and its wonderful garden. The latitrated is the
vicinity of Hsiangyang in Hupeh, and containedhter alig a large pond called Kao Yaeigih.' r . Mr J
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gleams through the plum trees and bamboo that have been planted around the house; here is
created a fascinating atmosphere that arouses deep feelings.

Two or three buildings at the end of a winding path are intended for the retention of the
spring; one or two spots offer protection against the summer heat. In the nearby copse the doves
are cooing, and the horse neighshewind down on the river bank.

Whenthe flowers wither one calls for a servant [to sweep them away]. The guests are
invited to recline in the deep [cool] bamboo grove.

One may visit such a garden without enquiring after the owner, but one should not leave
any trace [of the visit] or writene's name. One may appreciate the rustling of the wind and the
splendor of the moon without insulting the mountains and the trees [by daubing]. A cultivated
person retains his equanimity even among common people; it is only vulgar individuals who
dirty the walls.
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Beside the Dwelling

If there is a piece of open ground beside or behind the dwelling that might be used for a
garden, this not only gives occasion for enjoyment, but also forms a pleasant frame for the house.
One digs a pond, lets in water and collects stones with whichiltbup a mountain. One makes
a gate where the guests are welcomed, and from here one opens a way to the inner dwelling
rooms. The bamboos are tall and the trees luxuriant, the willows are dense and the flowers
brilliant. Even if the spot does not cover madhan fivemouy one may nevertheless, likeeW
Kung "~ ,3feel happy in solitude. There are to be found plants for the four seasonsne
may walk with Hsiaey. 4

On the morning of the birthday of the flowers and on the evening of the festival of th
full moon'® one sits with one's family and drinks wine that has been fetched from the supply
["behind embroidered draperies”]. The guests are assembled to participate in poetic competitions,
and [those who have no time to complete their poems] must ¢hgtyps as a punishment, as
was the custom in Chiku.® In this way innumerable poems are written, and one may imagine
oneself to be in the land of the immortals.

The couch is paly occupied by books andch'in (table harp). When rain and fog veil
thebamboo grove, all boundaries disappear. If one may thus find quietude indoors, why should
one then go farther away from home? The house has the character of Hsiell Tiituls

13The renowned historian Ssua Kuang  'Q (10191086) was called Wen Kung after his death

4 Hsiacyu , the name of a lovely lady, possibly $sa Kuang's mistress.

15The twelfth of the second month (i.e., about the time of the vernal equinox) is traditionally refesras the birthday of the flowers, while
the Moon or Midautumn Festival is celebrated on the fifteenth of the eighth month.

16 Festivals and poetic competitions that were arranged in Shih Ch'ung's wonderfdkiCharden served as a model for later times
17Hsieh T'iao was a prominent poet in the fifth century who belonged to a noble family.
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dwelling. Halfway up the mountain one hears Sengls'® sharp whistle. Wheane goes out to
search for blossoming plum trees one rides upon an old hack. When sitting in company with
one's mistress one melts snow [for-vegter].

As long as the body still lives in this world one should not look around with green and
white [i.e.,critical] eyes!® One can, true, create something that will last for a thousand years, but
one cannot know who will be living in a hundred years. It is sufficient to create a spot for
pleasure and ease, which envelops the dwelling with harmonious stillnes
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By a River or dake

If one selects a site on the bank of a river or the shore of a lake for the erection of a little
hut among reeds and willows, one may enjoy a wide view. The misty watehss day far
away; the clougswept mountains fade in the distance; the fishing boats drift in the wind; the
gulls sail gracefully. Streaks of light through the gloom of the foliage; a kiosk half concealed
between the trees. If one should desire to dreehew moonone ascends to the terrace.
Rhythmical music, sailing clouds. The wine cup is raise@. The afterglow lingers in
suspense.

A spot like Houling where one plays the flute with Tahin,?° or else like Yae
ch'in?! where Mu Wané is expected as a guest.

Happiness consists in enjoying one's freedom. He who can do this is indeed an Immortal.

8Sun Teng , a hermitphilosopher from the end of the third century. When he was visited one day by the TaoistHiaa only laughed,
and uttered not a word; but when his gudsad departed and was half way up the mountain, Sun Teng whistled like a phoenix.
19Yuanchi (216263) , the intransigent poet and musician, was in the habit of looking down upon ordinary scholars with white eyes; but
when Chikan came to visit him, bringing wine and a fine stringed instrument, he was so glad that his eyes were shot with green.
20Wang Tztch'iao, called Tzghin , Is considered to have lived in the fifth century b.e.Wwhas one of the immortals of Taoism, renowned
also for his gifts as a flutist. He once appeared riding on a white crane on thérigauountain, and suddenly vanished, ascending to heaven.

: r I | ool K" T T
2Yaoch'ih isa designation for the abode of the immortals.
22Mu Wang was the fifth regent of the Chou Dynasty, and is believed to have ruled in the ninth century b.c He has gained greatypopulari
as a legendary figure.
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Chapter 2
MOUNTAINS AND WATERS

Certainly, in all places and times, water has been an element of primary importance for gardens;
but nowhere has it been exploited to a greater extent, or occupied aromieent place, than

in the gardens KRna. In the majority of these, it constituted the actual sounding board, as it were,
for the shifting moods and the atmosphere. The Chinese idea of the significance of water was,
moreover, different from ours, and imet main was determined by the Taoist philosophy of

Nature, according to which the rivers, whether visible or concealed underground, constituted the
arteries of the earth, while the mountains were considered to represent its skeleton. The earth,
like the oher planets, was in their view a living organism built up of elements similar to those of
which man is made, and it was the task of the artist, whether he worked with brush and ink or
with Nature's materials, to exploit the different elements and in @wystavinvest his creation

with an expression of life, whether in the symbolical or the actual sense. Water was thus, both
figuratively and in factthe, lifegiving source for the gardens, a circumstance that can perhaps
best be observed when it has dnigg and the pulsbeat has stopped.

In various connections the author of Yuan Yeh points out that the site for a garden should
be selected with a view to the water supply; for example: "before digging the foundation one
should investigate the sources anade the flow of the water.” In other places we read how the
water should be conducted through channels and stbeds) "over these one can throw a
bridge." In a garden coverirign mou (approximately 50,000 to 70,000 square feet) "three mou
may be excavad for a pond! which will captivatethe beholder by its irregular form . . . and of
the remaining seven mou, four may be used as a little eminence, upon which onle plants o o 0
0 In many cases, however, the lakes and ponds have occupied a relatgeiyataa; William
Chambers was not greatly exaggerating when he witiféhere the situation permits of this,
and in the greater compositions [i.e., the imperial pleasure gardens] every valley has its stream,
which winds round the foot of the hills andwis into larger rivers or lakes," These data are in a
greater or lesser degree confirmed by several of the old Suchou gardens, and especially by the
old imperial pleasure parks in Pekjrmong which Yuan Ming Yuan was the noblest and that
having the riclst supply of water.

William Chambers has rightly expressed the matter by remarking that the designers of
Chinese gardens attach such great value to water because it has a refreshing effect during the
season when gardens are chiefly frequented, anthi isource of the greatest variety, as it can
so well be combined with other things and be usethf®evocation of different moodgo this,
however, must be added a purely aesthetic or romantic appreciation of water, which Chambers
expresses in the folving words: "They compare a clear lake to a rich piece of painting, upon
which the circumambient objects are represented in the highest perfection; and say, it is like an
aperture in the world, through which you see another world, another sun and @$g€&r sk

1 The majority of ponds were excavations in gineund, but there were also ponds that were walled with sBoreerning the

building of ponds we read in the chapter "The Building of Mountains" thill owing instructions: 'The method of building

stone ponds is mipvention.For this purpose one shid choose flat stones. The slightiestk makes the pond useless as a water
container Consequentlyone must know the right way of choosing and balancing the stones. When they are set in their places
they must be fixed on three or four sides; if theyanly fixed on one side fine cracks will arise between them anplathe will

not be able to hold water. Even if you use mortar, you cannot prevent the water from running out. The method mustybe carefull
observed."

2 Dissertation on Oriental Gardening (idon, 1757).



That such pronouncements are not based on pure imagination is borne out by the fact that
similar viewpoints a&found also in Yuan Yeh, where the significance of the ponds for the
poetical atmosphere is alluded to. In the chapter concerning théabaon ( Li Chi) we
read: "The mirror of the pond reflects the shadows; here is opened an entrance to the mermaid's
palace" . . . Further: "The moon shines through the willow trees by the pond when it ‘washes its
soul' in the clear waves. As far as the eye caanlrethdotus blooms sway in the wind, it cées
their fragrance all the way to the chambér."The short phrases evoke wkfiown recollections
from the Chinese gardens, especially in summertime, when their ponds and waterways are quite
overgrown with btus blooms and leaves swaying on tall stedndn short, the water is most
essential for evoking the atmosphere that is conveyed by the shifting lights and the vibrating
images dissolving in an impressionistic play of colors. We realize that there anéngeven in
such terse words as these: "In an inlet of the pond is reflected the autumn; deep shadows indicate
the end of summer.” Finally, the author adds a very characteristic practical instruction: "The
waterways should be so planned that one care®otteir end.” We have already observed the
application of this rule in a few of the illustrative pictures from older Chinese gardens, and on the
plan where the stream wound like a great S through the grounds. Such a waterway cannot be
completely surveyedr measured in glance from any one point. The same applies to these
garden ponds and lakes of winding form with deeply notched shores and long narrow bays,
which are spanned with bridges.

The most comprehensive and fascinating instance of the sigo#icdrthe water in the
great park grounds is now to be found (since the wiping out of Yuan Ming Yuan) in-tadlesb
Sea Palace in Peking. (PlatéB.) The water that fills these lakes comes from the Jade Fountain,
situated abaunine miles from Peking at the foot of the Western Hills. (F2a#) Here it flows
out not only in large sheets, but also in smaller ponds and canals which have in some cases been
formed in ornamental patterns. We find suchgmat Liu PeiGng ( *~ The Pavilion of the
Floating Cups) in Nan Hai, which is situated beside a pond framed by magnificent, hollow rocks.
(Plate22.) To the pavilion leads a bridge, and its stone flooring is cut through by an ornamental
loop of cang where the water flows in. To judge from the name, this was intended for the
arranging of competitions in poetical composition: it was a matter of writing a poem while a little
wine cup floated on its saucer from one end of the canal to the other. Mpetior who did not
succeed in completing his opus within the time prescribed, had to empty théttz side and
at the further end of the pond study pavilions are situated under the leafy crowns of the ancient
trees. (Plat21.) The composition is complete in itself, the atmosphere is one of timeless,
dreaming peace. A spot like this might perhaps be called "the entrance to the mermaid's palace,"
to quote the author of Yuan Yeh.

Not far from here in Chung Hai, the Middle&¢here is a soalled Swastika Gallery (

Wan Tzu Lang) consisting of four arms, which together form a big swastika; and with these

are connected canal loops which follow the same fundamental pattern2(Jakbe water
isolates the scheme and throws it into relefmething that was no doubt observable in several
gardens, thougbuch ornamental convolutions of watew seldom exist in their original form.
Especially inPeking,where the water supply has been relatively limited, many of the ponds and
canals in theld gardens have been allowed to dry up and become partly overgrown. Here one

3This custom is mentioned also in Yuan Yeh, where we read: "Guests are assembled to take part in the poetical competitions, an
by way of a forfeit must empty the cups (i.e. if they do not have time to complete their poems within theeprésweih as was
customary in Chirku. In this way innumerable poems are written, and one may imagine oneself to be in the land of the
immortals."



lacks precisely the element that once conveyed the impression of vibrating and changing life;
that which caught the light and reflected the trees and the pavilions. Thewaitdr.once
seemed to float on the surface of the water, now stand stiltedly upon stone pillars that were never
intended to be seen. The pulse has stopped, the enchanted veil has been toed.)(Plate

Such impressions are not amsmon in the oncprincely gardensf the northern capital,
while the case is rather the contrary in the Yangtze Valley and the more richly watered tracts of
South China. Here
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thewaterhasseldom dried up, for it bubbles up frooopous undergroundagirces; in many

places it hagverflowed and cut away the banks, so tinaées havdost their foothold and lean

out over the surfacef the water. Something of this kind may be obseriregseveral of the old
gardens in Suchou and Hangchou. Here the vpatisates as abundantly as it did two or three
hundred years ago, and its mirror is as poliseel/er. (Plate25.) Notonly the leaning trees, but
also the pavilions on the little islands, the bridges and the galleries on #wedrarall doubled

and lifted u@ or sunk?® in an intangible drearworld: an atmosphere of playing shadows and
reflected light. The particular fascination of water here comes into its own, as does also its
stimulating influence upon the vegetation, whsdmetimes, as the summer advances, becomes
so overwhelmingly luxuriant that the surface of the water disappears entirely. But even if it is not
seen, it is felt as a presence, for the air is saturated with moisture and heavy fragrance from the
swaying flovers.

It should be added that in certain places in China, as also in Japan, recourse has been had
to the method of creating a substitute for water by constructing stream beds and canals filled with
specially selected stones and sand, to give the illugiosabwaterways. Such constructions are
also mentioned in Yuan Yeh, where the following lines occur: "Artificial mountains appear more
beautiful if they have water; but even if one cannot conduct water from higher regions, one
should nevertheless dig shra beds and excavate ponds without water. They may seem just as
wonderful as if they were filled with water.” The last assertion goes rather too far, it must be
admitted, in its recommendation of the dry substitutes; but it is nonetheless true that really
fascinating and illusory effects can be attained with the aid of empty waterways.

Despite all this, and much else that might be added concerning thé wherconstant
shifting and mirroringthe moving and pulsatién as the lifegiving element of the gdens in
every sense of the term,niust nevertheless be admitted that the "mountaimsthe hollowed
and furrowed blocks of stone, hgplayed a still more prominent role in the Chinese gardens.

They are without doubt the most original and the mpst#ically Chinese of all the elements
constituting the peculiar character of these gardens. Ponds, pavilions and winding paths of
various kinds are to be found in pleasure gardens in many lands, but hedotwextks

assembled in the form of mountaimslagrottoes occur only in China, or in gardens that have

been planned according to Chinese models. In their irregular and surprising forms is reflected the
special temper of Chinese garden art. At their best, they contribute more than any other
compositioml element to bring out what | will call the expressianifature in this picturesque

art.

The garden rocks are the expression of a very old cultural tradition, a deeply engrained
interest in the beauty and significance of the mineral kingdom whichdeasdirected not only
towards the "mountains” of the gardens, but also towards smaller picturesquely formed stones
that are used as ornaments in dwelingms or on desks not to speak of the popular ink
stones, or the more costly specimens of jade cogstal, or other semiprecious minerals that the
Chinese have collected as eagerly as any works of art.

The extraordinary estimation accorded by the Chinese to richly modeled rocks and stones
in their gardens reflects one of the most characteristictspétheir conception of Nature. They
have never tired of praising and painting the towering mountains and the sharply cut rocks with
their furrows and crevices. Such phenomena have always been regarded by the Chinese as the
most magnificent symbols fahe creative force of Nature, fascinating in virtue of their grandeur
and their wild inaccessibilityd The heaverstorming height and the majestic shapes could



scarcely be adequately transposed in the mountains of the gardens, but expression could to a
cetain extent be given to the elements of picturesque and fantastic wildness. In this connection
it is pointed out by the author of Yuan Yeh that "when building up artificial mountains and
endeavoring to make them so beautiful that they will arouse adwniraine should see to it that

the mountains and rocks appear wild [rustig on the Tiger Mountain in Suchou and on the
Phoenix Terrace in Nanking."

Two T'ai-hu stones reproduced in
Su Yiian Shik P'u by Lin Yhlin,

This was and has remained one of the guiding principles in the art of gardening, as also in
painting. Whether the mountains are built of rocks furrowed and colored by Nature, possibly
against the background of a white wall, or whether they are painted with ink and brush on paper,
they must appear wild and fantastic. The author of Yuan Yeh writes: dTmake your
mountains resemble real mountains. Follow Nature's plan to a certain extent, but do not forget
that it is to be executed by human hands. Select the peculiar and seize upon what is good. Those
who have the right interest will understand the erdtd The right interest in this connection
implies also a certain measure of creative imagination.

To give a systematic survey or an exhaustive account of these garden rocks is practically
impossible, for their forms are almost as shifting as thoseeoflbuds in a stormy sky. Among
the descriptive notes about a garden included invilleknownnovel of the seventeenth century,
calledHung Lu Men (Hong Lou Meng ), there is a passage referring to the fantastic
garden rocks. The party walking through gaden perceives "rugged rocks looking either like
goblins or resembling savage beasts, lying crossways or in horizontal or in upright positions, on



the surfacef which grew moss and lichen with mottled hues or parasitidgemch screened
off the light, while slightly visile, wound around the rocksarrow pathways like thetmstines
of a sheep?If one attempts to group them from a formal viewpoint ome distinguish two
main types: recumbent stones and standing stones, but there are also those which occupy an
intermediate position: between the horizontal and the vertrdialpsel stones. The former as a
rule are of smaller dimension and are commarsigd en masse, laid in uneven layers, forming
whole mountains, grottoes, tunsahd the like, or embankments or enclosing widlese stones
rarely have any more pronouncedigividual shape or type, but when assembled tmfor
winding and undulating mass with deep hollowsna boldly jutting shelves or beaks, they give
rise toa picturesquelay of light and shade that may be veffgetive. (Plate6, 27, 28.)

The vertical fones may of course also be assembdddrm mountains, grottoes or other
complexes; butdr this purpose only those of relatively small dirsens are used, while the
larger and more nobly shaparketreated as monuments, in some cases set up on sedlptur
pedestals (Plat29), in open pavilions oin pords. Their decorative function in the Chinese
gardens is often the same as that of the statues, obelisks and urns found in European gardens,
only with the difference that theyerge so much more naturally in the picturesque play of light
and shade of their surroundings. (Plaie

The most valued of these monumental garden stones, are limestone blocks that have been
modeled by water and taken from thedlof the Tahu or other lakes in South China. They are
full of bumps and hollows, deeply furrowed and scooped out, modeled with strong contrasts of
light and shade that are caught in clumps or furrows whose gliding and whirling movements
follow the mostcapricious rhythms. In the description of the-faistones that we find Muan
Yehit is pointed out that they are "solid and shiny."

4Translation by H. B. 30{1892).



An old Tai-hu stone from Sz Yian Skik Pu.

An old T'athu stone from Su Yuan Shihd

Some of them have deep hollows, others are honeycombed with holes, while others again are
curved and strangely silhouetted. The coloring may vary from white to bluish black. "The
surface is full of secalled bulletholes that have been made by tlaenmering of the waves in
stormy weather." The size evidently varied considerably; the largest and costliest (which might
be taller than a man) were to be "placed under a stately pine tree or combined with wonderful
flowers," if they were not set up in alion. The author adds: "They have been collected since
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time immemorigland are now [i.e., at the beginning of the seventeenth century] very rare." In
consequence, wealthy amateurs vied with each other to acquire such stones from old gardens,
and the bst specimens fetched prices amounting to as much as "200 measures®f rice."

One could, certainly, find beautiful stones also in other places, in certain mountain
regions that the author mentions, and some of these were actually not inferior telhe Tai
stones, but they were not valued so highly and not invested with the same.imghast, ever
since the Sung period (eleventh to twelfth centuries) thén'gtones have been
regarded as the unexcelled masterpieces of Nature herself, "the greatest of all artists.” Whether
genuine Tahu stones are still to be found may be left an open question, for as concerns these, as
also many other rare antiques, the Chinese Bhown an admirable capacity to create
substitutes when the originals have begun to run short. One must indeed be an expert on the
subject of garden stones to be able to judge their age and origin, and such special knowledge can
be acquired only througbractical experience. We can, however, form a certain notion of the
appearance of the most celebrated stones by studying older descriptions and pictures of them, for
example in such works from the Ming periodYasan Ya 1 andSu Yuan ShiP'u
by Lin Yu-lin and in the welknown book on painting from the Bamboo Studio (

Shih Chu Chai Shu Hua B:uThe costliest of these stones were regarded as works of art;
they were placed upon pedestals, they were reprodngearitings and exalted in poems.

When suitable stones had once been found, it was then a question of setting them up in
their right places. This was no easy matter, according to the old authors; knowledge and
experience were required: "only scholars eewl amateurs of gardens could do this." The
author ofYuan Ya condemns the common method of setting up three pointed stones, (one high
stone in the middle and two smaller ones at the sides) as a screen before the main building. This
looks ridiculous. TR mountains must be scattered about the garden. One of the best places for a
mountain is in the middle of the garden pond; here it occupies a dominating position.{Rlates
32.) 0 From the mountain al¥fing bridge" can be thrown (to the bank). Under this, in the
interior of the mountain, grottoes and tunnels are made which open upon the water. Here the
moon peeps in, and one can welcome the clddlbo can then deny that there are fairies and
an Islandof the Blessed in this world?"

Of particular interest, in consideration of the kinship of the garden with a painting, are the
instructions concerning mountains that are set up before the garden wall. "The white wall serves
as a paper, and upon this orans with stones. Those who perform such work should in the
first place pay attention to the furrows and lines of the stones, and then dispose them in the light
of the old masters' ideas. One may then plant Hishiag pines and firs, or old plum trees and
beautiful bamboo [beside the stones]. If one contemplates such a painting through a round
window it is like ‘wandering in a mirror'!"

The author also gives certain instructions concerning the building up of mountains with
one or several peaks. As regattle latter, he warns the reader against placing the stones in a

5 As has been briefly mentioned above, watandeled stones were collectienot only for the gardens, but also for living rooms and the
writing table, and for the miniature gardens that were built up on trays or in bowls. The chief constituents of these gasditdasvere

the richly formed stones in combination with musseind gravel, as well as several kinds of skilfully devised miniature trees, grass, bamboo
and other plants lapped with water. Such miniature gardens were regarded, after the Sung period, as among the most imfptbieant
appurtenances in the study paighs of the scholars; their function was not only decorative, but above all symbolical: they represented The
Isles of the Blessed or the abode of the Immortals, and their wonderfully shaped trees, mountains and grottoes were loakas up
concentrated expessions for the creative forces of heaven and earthAs an indication of the value set upon such small stones intended for
miniature gardens or the writing desk, it may be mentioned that Su Fuog , the poet and statesman of the end of the elevent
century, acquired such a stone, callétiu hug X 1 the ninepeaked one) for 100 gold coinGf. R. Steinjardins en miniature d'Extréme
Orientin. dzf f SGAY RS fQ902f S198N) yoel A4S RUIEGNBYS hNRSy



row like a screen. They should have an irregular form in order to be able to contribute to an
impression of natural wildness. (Pl&t&) The singlepeaked mountag® in other words the
high, detached stonés when possible through being worked upon and suitably disposed,
should be given silhouettes that taper downwards and widen upwards. Concerning this form,
which is extremely characteristic for the treatmergaden stones, the author writeder alia:
"If it is a matter of a stone with a single peak, its form should be carefully examined so that other
stones with similar furrows may be chosen. Let an artisan then hollow them out in such a way
that they maybe fitted together. The whole should be made broader towards the top and
narrower towards the bottom, then it will be worth lookingCate may also set up two or three
top-stones together; these, too, should widen towards the top and taper downwanasythey
then give the impression of flying and dancing. This can be achieved by piling up several large
stones on the top and placing them in a position of equilibrium so that all risk is eliminated. If the
stones have a certain inclination at the outses il increase in time until the whole peak
topples over. It is necessary to use care.”

Similar instructions are given concerning the setting up of "overhanging cliffs," which as
a matter of fact were nothing but large rocks: "One begins by makintgddidt, and then
allows them gradually to widen towards the top. They must be well safeguarded from the side, so
that they may then lean oved” The curious form with a wide, spreading upper part (which
may look like a cloud) is regarded as the mosirdble; it is certainly not an invention of the
author'salthough there may be a certain truth in his statement that "in former times only one
overhanging (or jutting) stone was used; it was not known how to add several more." He
continues: "l do this vtin the help of the law of equilibrium, and let the overhanging stones
spread out in front, while they are firmly secured at the back. They may jut out a distance of
several feet; it looks dangerous, but there is no risk."

These boldly constructed ston®@muments with overhanging or almost hovering peaks
had at the end

Two garden stones reproduced in Shih Chu Chai Shu Hua P'u.

Two garden stones reproducedsinih Chu ChaShu Hua P'u



of the Ming period evidently attained a very richly eveloped variety, whianutatis mutandis

0 may becompared with the culination of expressionistic infgainting at the same period
Here, too, the artists gave the objects they represented a kind of imgalitgleboldly freeing
them from the rigid formalisrof a symmetrical arrangement. Their mountains aeds
appeared, sait were, out of the void, balancegainst each other in a state of labile equilibrium.

It was the painters who exercised the greatélstance on the art of gardening, especially
such moreor less imaginative painters as Huang -taou or Ni Yuarluu ¢ , who
worked in the sacalledhsiehi style ( ideawriting). For them, the fantastically formed
and the towering mountains with overhangpegks (in apparengllahle position) were full of
suggetive ideas. (Plate34, 35.) According to contempary evidence, there were many such
stone enthusiasts among the painters, both under the Sung &hdthend Mingperiods. They
took a delight in intgareting the fantastic forms of the stones, and sonteerheven called
themselves ¥-shih (stone lovers)Someof them actually felt a personal relation of frishg
with the silent and imperturbable representatofasie mineral kingdom. It is, for instance,
related ofMi Fei , the celebrated painter and very acute art aitibie early twelith century,
that he was in the habit of bowing to a woridkegarden rock and greeting it reverently as his
elder brother.

Mi Fei's "stone brother" naturally became famous, and was admired and reproduced by
the amateurs of a later period, and the same applies to his manner of arranging and setting up his
stonesn the garden. Stories of his Psfiih pavilion ( * i.e., the pavilion for the adoration
of stones) survived in more or less fantastic versions, and seduced amateurs of gardens as
much as 500 or 600 years later into making similar arrangements. Thus, in the previously
mentioned Pammou garden in Peking, Li Li-weng introduced a sealled Pai
shih pavilion, where he assembled a number of remarkable stones froipi,L¥figg-te :
T'aikhu, Chingchu and other places; and it is reported that some of these stones were later
appropriated for the Imperi@ardens in the northern capital.

A picture of this "pavilion for the adoration of stones," together with the court in front of
it, is to be found irHung Hsueh Yin Yuan T'u Chi .0 One may observe here how
the tall T'athu stone has been set upeli&k statue in the middle room of the open building, while
the side rooms are decorated with screens and a temple gong3@l&teBefore the barrier in
the court two men are sitting at a little tea tablebviously silent angunk in thought. The
whole conveys an impression of solemn stillness. The two friends


https://zh.wikipedia.org/wiki/%E9%BB%84%E9%81%93%E5%91%A8
https://zh.wikipedia.org/wiki/%E5%80%AA%E5%85%83%E7%92%90
https://zh.wikipedia.org/wiki/%E7%B1%B3%E8%8A%BE

"The stone which Mi Fei used to greet as his “elder brother.”

The stone which Mi Fei used to greet as his "elder brother."

are in the precincts of a sanctuary that for several generations of Chinese art lovers doubtless
meantjust as much as any temple or any dwelling of the gods, for in this sanctuary was
preserved a fascinating and imposing symbol (infinitely rich in form) for the creative force of
Nature. Only a stone block, it is true, yet just as unfathomably expressing &ol, and able



to stimulate the imagination and to take the thoughts of the beholder far beyond the narrow
horizon of this dusty worléd perhaps to the abode of the Immortals or to the Isles of the
Blessed. These are the intangible things and thieautex regions that the Chinese wished to
open for us in their gardens (as also in their painting), and it is through them that we are
fascinated without being able to say how or why

By way of addition to my notes on the stones and mountains of gdrd@happend here in

translation the chapter Yuan Yelentitled Hsian Shih, "The Selection of Stones." Here are

brief descriptions of stones from fourteen different findjtgces in the provinces of Anhui and
Kiangsu, but the author points out thatrehare several such findifglaces that he has not

visited. The introductory reflections should help to give a notion of the qualities that the Chinese
especially esteemed in these stones, and also of the pains that were expended in the selection and
secuing of the material.

The Selection of Stones

One must know where the stones come from, whether from a distance or from sites in the
vicinity. The stones in the mountains have no value [price]; this they acquire through the work
put into them by man. They must be sought out in the course of landerings on difficult
paths in the mountains. The cheapest way is to take them up out of the water; then the distance
does not play any role worth mentioning. The-elayk is counted only in terms of the manual
labor. When the distance is not too gréag, stones may be borne on the shoulder [i.e., with
the help of a pole].

If one wishes to produce something beautiful, one must not content oneself with the
merely ornamental; the finished work must also be simple and all of a igoe want
somethiig lasting, you should use strong, old stones, which should be set up in laydnst But
you must pay attention to the nature and shape of the stones. If you cannot find a stone with
[suitable] furrows, be patient; for they should be set up with duecesptheir furrows. If they
are too deeply furrowed, they may fall apart. If they have big hollows, it is best to place them
high up.

In former times the most beautiful old stones came fromhiaand the connoisseurs
appreciated only the smalled flover-stones . Nowadays, ordinary people who do not know
Huang Shan arrange their minor stones accordingiteliv [u Ni Tsan], and the
larger ones according to Tahiu [ H Huang Kungwang]® Even if the stones
are clumsy, they may be piled up ayérs, and one can find good stones even in the wildest
mountains. Stones are not like grass and trees; once they have been taken out they are not
replaced by a second crop. Human beings look for profit and reputation, and overlook the
importance of creatg something for a remote future.

T'akhu Stones . The island of Tunging is situated in the Suchefu
district. On its shores are found stones in

6Ni Tsan and Huang Kuagang, the two most famoukandscape painters during the Yuan period, had each his own way of painting
stones and mountains



A Lin-hsi stone taken from a river bed.



A Lin-hsi stone taken from a river bed.

the wated the best in the Hsiabsia Bay . They are solid and shiny. Some have deep
hollows, others araddled with holes, others again are curving or curiously carved. Some are
white, others bluish black, while others have a fainter-blaek hue. Their substance is apparent

in horizontal and vertical furrows, which stand out and disappear as in badketiwersurface

is full of hollows that have arisen through the hammering of the waves; these are called bullet
holes . If one strikes these stones they give forth a faint sound. The stonecutters [who
collect them] are equipped with hammer and irons and wade in the deep water. They choose the
most remarkable and beautiful specimens, knock them loose and fasten gtemgdgoopes. The
stones are then dragged out with the help of big boats.

Among these stones, the biggest are most highly valued. Such large stones should be set
up in front of big hallsThey may be placed under a stately pine or be combined with wahderf
flowers. They may be used as mountains up in a big pavilion out in the garden, [whew]lthey
produce a magnificent effect. They have beetectdd since time immemorial, and are now
very rare.



A K’un-shan stone taken from a mountain, and intended
for a miniature garden.

A K'un-shan stone taken from a mountain, and inéekfior a miniature garden.
K'un-shan Stones . These are dug out of the Na | Horsesaddle]

Mountain, but as they are coated with a layer of red earth, they must be scraped and washed after
being extracted. They are of very uneven material, fulotéd) like holloweebut rocks, but



they are not tall and peaky. If one strikes them, they do not give forth any sound. The color is
clear white. In their strange hollows one may plant dwarf trees and irises. They may be placed in
bowls and used in miniatedandscapes; they are not suitable for larger gardens.

I-hstng Stones . These stones are found in the mountains in the vicinity of the
Shianchan Temple | near the Chakung Grotto ”~ in the Fhsing district. They are
suitable for the decoration of bamboo groves where the water flows out. Some are very solid,
riddled withholes and curiously formed, like T'au stones; others have a dark color and are of
coarse material, yellow inside; others again are white and soft. These cannot be used as
overhanging stones in piled mountains; they are not sufficiently solid for this.

Lung-tdan Stones . Lungt@n is situated more than sevehtfrom Nanking.
These stones occur in different variants [within a region extending] fradhSimgkuati z
on the

A Ling-pi stone from Ch’ing-shan in Anhui, to be
used as a brushstand on a desk.

A Ling-pi stone from Ch'ingshan in Anhui, to be used as a brushstand on a desk.

Yangtze Rver to the vicinity of Ts'angou® . Many of the stones are found lying on the
surface of the ground, others are half buried in the earth. Some of them are bluish and hard,
furrowed and riddled with holes like the Flail stones; others have a lightenibh hue and are
somewhat clumsier. These may be used as foundation stones for the mountains [in water?].
Others are much worn and furrowed, but not riddled with holes; others again are, as it were,
shriveled and wrinkled like walnut shells. If they arewgein such a way that the folds
[striations] harmonize, they remind one of wonderful paintings



Ch'ing-lung-shan Stones . Ch'inglung-shan stones are found near Nanking.

They have large, round hollows. The stonecutters shape them with chisels to give them the form
of peaks. They are beautiful in front, and are commonly set up as central peaks on a mountain of
T'aihu gones. "Flower stones” [hua &hiin contradistinction to the foundation or-salled foot
stones, may be set up as incense burners. If one places a bfterten this, the whole will
resemble "rocks of knives and woods of swortle." R’ They may be laced under bamboos,
but they must not be made tall.
Ling-pi Stones . These occur on Ch'irghan in Ling-pi hsien, near Suchou

[Anhui], and are found buried in the earth under layers tens of feet in thickness. The
reddish clay is stuck so fast thaeyy must be scraped with metal knives. Not until after three
scrapings does the color of the stones appear, and after this they must be polished and ground
with brushes of steel wire or bamboo and pulverized porcelain. If one strikes them, they give
forth a metallic sound. On the under side the earth has penetrated so deeply that it cannot be
removed. These stones remind one of various objects; some of them are like mountain peaks,
sharply cut and riddled with holes. But the hollows seldom form a beapdifidrn; they have to
be chiseled and polishedrftheir beauty to emerge. Some are-giked, but there are also those
with three and four sides. They should be selected with an eye to their most beautiful parts and
chiseled flat on the bottom, so thihey may be placed on a table. They may also be used for the
building up of small landscapes. There is another sort [of such stones], which are thin and flat
and as if they were of mist [?]; these may be hung up in rooms and used as music stones. They
arecalled vibrating stones from the banks of the Su River.

Chienshan StondXian Shan Shi ). These are found to the south of the town
Chenchiang , hear the great Chien Mountain [in Kiangsu]. The small ones are of the best
guality; connecting parts adhiseled out on the big ones. They are very peculiar, yellow in color,
glossy and hard. If one strikes them, they give forth a musical sound. One also finds specimens
that are gray and riddled with holes from both sides. They may be used for buildintaims.un

Hslan Stones . Hdlan stones occur in Nirguo-hsien [in Anhui]. They are
pure and white, but as a rule spotted with red earth. They have to be washed and brushed for
their real quality to appear. Or else they may be plaoedr a rainsput during the rainy seaspn
the water themvashes off the earthcolors. The greater their age, thhiter theyare; they
acquire the appearance of snolad nountains. A special sort [of these stones] is referred to as
Ma-ya-hgian [horsetooth stones]. These may be placedimtable.

Hu-k 6 8tanes & .At Hu-k'ou, near Chianghou , several kinds of these
stones are to be found. Some are takefiaup the water. These are blue in color and form peaks
and valleys or all sorts of objects. Others are thin and flat, witbwasland holes running right
through them. They may have the appearance of boards that have been caraezharphknife
Thelines are as fine as silk threads. If one strikes them, they give forth a sound. Spid'ung
valued them very highly; in his eyé&sey were one of the world's nine wonders. [He has praised
them in a poem.]

Ying Stones . These occur in the streams between-Kaaing hsien ‘Q and Clen-
yang hsien in Ying-chou [Anhui]. Some have a bluish color and are covered with a
net of fine white lines. Another variety is darker; others again are light green, have the form of
peaksand are riddled with holes. They are rather glossy, and give forth a sound when struck.

7Tao shan chien shu is a term which is used as a designation for something very intricate or confused.



They may be placed on the table or in a bowl, and may also be used for small landscapes. There
are also white specimens with sharp peaks and jutting parts on aidesr They are crystalline

and shining, like metal mirrors. They do not give forth any sound when struck. The stone
collectors wade out to them and knock off the portions they find most beautiful. This variety can
be used only on the table.

Sanping Stoes 1 . [Here follows a legendary explanation of the origin of this
placename.f The spot is situated to the south oft@hHu [Anhui]. The stones occur in
different sizes and very varied shapes, and lie strewn about on the ground. They are hard and
darkblue; some of them remind one of the THaistones; they have coarse veins [old and
shriveled]. The inhabitants of the district collect and sell them. The amateurs irchandgWet
yang] buy only this sort of stories. The biggest, most beautiful, astl mdowedout are quite
as good as T'diu stones. Better stones than these have never been found.

Huang Stones . Huang [yellow] stones are foundnmany places. They are so hard
that no ax or chisel has any effect upon them. Their veins are old and shriveled. They occur on
Huangshan near Ch'anghou, on Yaefengshan near Suchou, on T'usshan(Chui
Shan ) near Cherchiang and along the Yangtze River as far asiigih-chi
Ordinary people are only struck by their curious shapes, and do not understand their wonderful
beauty.

Old Stones . Amateurs make great efforts to acquire old stones. Wherhdaytalk
of an old garden in which there is a conical stone with an inscription by some famous man from
an earlier period, e.g., a real Thai stone in a ruined garden whose owner is willing to sell the
stone, they offer considerable sums for it. Thiy fma reasonable if the stone is an [historical]
antique, but there are those who pay a high price for a stone simply because it is-bld. T'ai
stones have, certainly, been collected by amateurs since time immemorial; they are becoming
increasingly rareBut it may perhaps be possible to find [similar] stones on hitherto unexploited
mountains. If one chooses those which are riddled with holes and are of bluish color and hard
quality, they will be found to be not inferior to the Trai stones. If, moreovgethey have been
exposed to weather and wind for a long time, then there is no longer any difference between old
and new. The price depends simply upon the work required for the transport of the stones. What
can it be worth to convey them to the gardeh@Je heard talk of a stone that was called "the
peak of one hundred measuresio¢ ," and when | enquired concerning the reason, | was
told that the name derived from the fact that the costs had amounted to as md@maasures
of rice [for the laboers]. Its price is thus00 measures of rice; and as the transport had cost just
as much, the stone may now be called "the peak of 200 measures df riseohes which are
exposed to weather and wind become old, but those which are taken up out adhtkeara
new. They are covered with earth, but if this is washed away by rain and the stones are exposed
to the air, then they, too, will assume an appearance of age.

Chin-ch'uan Stones . [Streampatterned stones,] Stones of this kind should be old.
They are either fiveolored or quite green. They are furrowed like the bark of pines. The most
valuable specimens measure over ten feet in height and one foot in breadth, but the anajority
smaller. Nowadays one finds such stones ndwirlg, but their grain is not continuous and the
coloring is not beautiful. They have furrowsdaholes running right through them, their

8 Sanping = drive away (scatter to the winds) soldieThe name is supposed to have originated when General Chang Liandighting
enemies from the Ch'u kingdom at the beginning of the Han Dynasty, had his men sing songs from Ch'u, so that the enamyhirégah
their homes and were routed.



substance is clear and glossy. They may be set up among flowsrdesrtrees. If one builds up
a mountain formation they may be used as jagged peaks.

Hua-shihrkang Stones . The Huakang stones of the Sung period are found
everywhere on the border between Honan and Shantung. They have been left there since the
Sung period. The majority are wonderfully formed, but as it is a matter of great difficulty to
transport them ovéand, amateurs use only small fragments of these stones for their gardens.

Liu-ho Shinglé . One finds cornelian stones [ ma nao] in the sand and in
the stream beds at Linghi in Liu-ho hsien [Kiangsu] ; they are very small. Others, as
large as ore fist, are black and white with lines in five colors; others again are multicolored.
They are very beautiful, glossy and semitransparent. One should collect the most colorful and
use them for brocadée mosaics in the ground. If one places them iniatbous mountain
stream or in other running water, their natural sheen appears.

There are amateurs everywhere, and stones that may be used for the building up of
artificial mountains in gardens; but one does not find the [right] man. If you ask whetterise
are to be found, the answer is that they occur everywhee mountains. If you cannot find the
most wonderful stones, then you may use simpler ones, as long as they are provided with
beautiful furrows [or striae], | have studied Tu Ké@®&hihP @ (Du Wan Shi Pu )

[Book of Stones] from the Sung period, [according to which] stones are to be found everywhere.
In my youth I visited the places with stone finds, concerning which | have made notes in the
foregoing; the others 1 have not mentioned.
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These concluding words in the chapter "On the Selection of Stones" are well worth careful
attention, for here, as in a number of other summarizing or concluding reflections, the author
clearly indicates that he has neither exhausted the subject nor formulated any final rules. As
concerns garden stones, then, it is to be observed, finallfhdss can be found here and

there in the mountains, but those who know hovintd them and use them are very rare. "In the
matter of creating wdxs of art, the man is of far greater importance than the material, however
valuable this may be.



Chapte 3
FLOWERS AND TREES

When we in the West speak of gardens we think chiefly of the growing material, the trees and
the floweringherbs, not to mention the lawns. For tbleinesethe matter wears a somewhat

different aspect. For them, the flowers arethetmost essential feature of the garden; they do

not form its permanent groundwork in the same way as the "mountains” and the water, even if
they sometimes occupy rather prominent places and help to invest the gardens with picturesque
beauty and charm diag flowering time. Especially does this apply to the flowering bushes and
trees which, even in smaller gardens in China, play more promislestthan in corresponding
compositions in Europe. Lawns, on the other hand, are completely absent, and &se Gaire

never attempted to make patterns with flowers, despite their proclivity for ornamental
elaboration. The plants and trees are for them more or less individualized representatives of the
shifting thoughts and forms of universal life; they are ofani@nce as expressive symbols just

as much as for their decorative qualities. This aspect of the subject will be further developed in
the following, but by way of introduction | will first adduce a number of pronouncements by
some old authors and artistg,throw light upon the intimate relation of the Chinese to the plant
world and their ability to interpret the charm of flowers in words, as well as in pictures.

Yuan Chunglang X , an author from the end of the Ming perioahentions how in
former times flower lovers set off on long excursions "over high mountains and through deep
ravines" to find one or another rare variety. When a remarkable tree was about to bloom, they
movedtheir beds out of doors in orderlbe near it and to be "able to observe howfithwers
developed from childhood to maturity and finally faded and died. Others planted masses of
flowers in their gardens in order to study all the variants or introdutea mto their dwellings,
to observe their habits more closely. Some could deduce the size of the flowers from the smell of
the leaves, others could judge from the roots what color the flowers had. These people were real
flower lovers, and cherished a gefeeling for flowers."

Yuan Chunglang, who lived at the beginning of the seventeenth century, during the last
heyday of Chinese painting, was a typical representative of the refined aestheticism which found
expression in flowecult and garden art jusis well as in the spontaneous ink painting referred to
ashsiehi (ideawriting). When he writes about flowers it is as if he were telling the reader about
individual beings, personal friends, whose thoughts and moods he is endeavoring to interpret. He
speaks of the way the flowers wake and sleep, how they are happy and sad. "When they stand in
the sun and their sensitive bodies are protected against the wind, they are happy. When they look
intoxicated or silent and weary, and the day is foggy, then theffofeel sad. When the bloem
laden branches droop and are not able to draw themselves up, it is as if the flowers were
dreaming in their sleep. When they seem to smile and look around with a gleam in their eyes, the
flowers have awakened from their sloens."

It would take us too far to quote more of this author's poetic interpretations of the feelings
and needs of flowers, or his description of their behavior in the sometimes rather trying situations
in which they are placed by persons lacking in usideding. But we cannot omit a glance at the
pictorial interpretations dfowers and trees that for more than a thousand years have formed a
continuous series in Chinese painting.

1n The Importance of Living (p. 314), Lint&fg quotes certain portiongém YuanChung Yy 3U & t QA y 3 {1868 KJ 1610
€T X



The oldest naturalistic flower paintings were doubtless executed aseahly end of the
Tang period (61806 a.d.); but no specimenttbese have been preserved. On the other hand,
there are numerous representations of flowering trees and herbs, often in combination with birds,
from the period of The Five Dynasties (firgtlhof the tenth century) which in their intimate
renderings of Nature have since scarcely been excelled. These are commonly ascribed to the
most celebrated masters in this field: Huangi@h' |, Hsu Hsi and Chao Ch'ang
who were characterized as follows by an author who lived about a century later: "In the matter of
paintings of flowers and fruits, learned men commonly express the view that the works of Huang
Chtian and Chao Gang must beegarded athe finest, since these are drawn and colored
directly from Nature. As compared with the paintings of Hsu Hsi, however, they are inferior.
Chtuian's works belonged to the divine categesheh ], but not to the mysteriously wonderful
categoryymiao ]; Ch'ang's works were wonderful, but not divine. Those of Hsu Hsi were
beyond both the divine and the wondertul.Good painters produce as a rule nothing but
colored representations of forms, and do not know how to reproduce the spirit andetwnske
[the structure]. But Hsu Hsi began his works by drawing the branches, the leaves and the pistils
and petals of the flowers with Chinese ink, and applied the colors afterwards. In this way he gave
expression to the spirit and the structure beforegading to the final stage, and his flowers
were completely living, almost like Nature's own creations."

In this pronouncement it is not only the references to the artists' various technical
procedures that are of interest, but above all the hint teahtist important thing in the painting
of flowers was considered to be not to make faithful reproductions of Nature, but to render the
inner structure of the flowers and to capture theirbifeath ( ch'i yun). There are, for the
rest, several traditianconcerning these and other artists from older times, traditions calculated to
underline the way in which they tried to listen to Nature's pulse and capture her rhythm with the
brush. (Plat&7.)

The same endeavor was predomtniarthe Emperor Hui Tsung's famous academy of
paintingin Pienliang (Bian LiangN ) during the heyday of the northern Sung dynasty (1101
1126). Contemporary authors relate how the emperor used to invite his artist friends to the
palace gardens to compete in the painting of flowers, birds, and insects; and here, too, it was a
matter ofreproducing, as faithfully as possible, the shifting thoughts of Nature in the form and
appearance of the flowers. The point is well illustrated in the story of how the emperor's attention,
when he visited one morning a pavilion in the garden that haddmmrated by several painters,
was drawn especially to a composition over the entrance, representing a branch of a climbing
monthly rose . He expressed his great admiration and ascertained the name of the master
who had executed the painting, rewarding him afterwards with costly silk and an embroidered
robe. As, however, the other artists could not understand the cause of the empenexiatam
of just this painting, one of them made bold to question the royal art critic concerning the matter,
whereupon he was given the following explanation: "Few artists know how to paint monthly
roses, for the petals of the flowers and the leavéiseobranches appear quite different not only
at different times of the year but also at different hours of the day. This rose is correctly
represented without the least deviation from nature, just as it is at noon on a spring day, and the
painting is theefore worthy of the highest praise."”

The incident is calculated to throw light upon the niceties of the naturalism that was
applied to flower painting at the imperial academy, a naturalism in which the emperor himself
was a real master, to judge from amber of smaller paintings of flowers and birds that were
honored with his name. In his footsteps followed several prominent artists such d@&Ai Hs


http://baike.baidu.com/view/208831.htm

, Li An-chung , LiTi and others, all of whom interpreted the habits and the
individual features of flowers with extraordiyacare. And it should be observed that practically
all the flowers that they depictéd e.g., roses, lilies, peonies, chrysanthemums, hollyhocks,
lotuses, narcissi, orchids, etc. were among the most outstanding ornaments of the gardens.


http://baike.baidu.com/view/208831.htm
http://baike.baidu.com/view/134031.htm
http://baike.baidu.com/subview/134026/6532202.htm

~ \apaver sonmiferum). Opium poppy. Woodcut after 4 painting by Ch'ien Hiiian (1235—1290).

Ying su(Papaver somniérum). Opium popp. Woodcut after a paintingytiCh'ien Hdlan (123 1290.



By the side of this delicately detailed naturalismhjch was practised by the imperial
academicians and their imitators, there appeared at the end of thpeBiodganother kind of
flower painting which gradwiassumed great importea This school did not aim at a
reproduction of the flowers in color, but tried to capture theirdifeatld whatthe Chinese
calledch’i yin sken tung(qi yun shen tong ) @ in quick strokes of the brush with
monochrome ink: a naturalistic pictuweiting, so to speak, in which the impressions of the
living motifs were interpreted spontaneously and directly in much the same way as one may
commit a lyrical improvisaion to paper. It was not without reason that this sort of painting was
referred to asisieh-i (ideawriting), a designation that certainly covers what is most essential in
its special aim and mode of expression.

We cannot here enter upon any detailed description of the various schools or styles in
Chinese flower painting, but some remarks @wnmg the symbolic significance of certain
popular trees and flowers will not be out of place, as this doubtless influenced their occurrence in
the gardens as also in the paintings.

We may refer first to the white blooms of the plum tree , which gained popularity
in China comparable with that of cherry blossoms in Japan. (B8gt&his popularity is
connected with the fact that the plum tree blossoms so copiously earlier than any other flowering
tree of correspondingly conon occurrence. The blossoms appear while the ground is still
covered with snow, as the harbingers of spring and awakening life. Although they seem frail,
they are hardy enough, and well able to stand the chilly winds of early spring. They are
characterizedby a peculiar combination of freshness and delicate charm that is irresistibly
captivating. The blossoming plum tree was often depici@aintings together with the pine and
the bamboo, a combination that was referred to as "the three friends ofdlseasdn.” P
0 (Plate39.)

They are cultivated in the gardens (like the cherry trees in Japan), not for their fruit, but
for their blossoms; and certain species grow wild even on the mountain slopes of North China,
which they clothe in blomearl in the spring. More than any other tree thaye inspired the
Nature worship of the poets and the painters. Many fascinating anecdotes might be adduced in
this connection; among these may be mentioned the traditions associated with the paimking m
Huakuang 'Q of the Sung period. He is said to have planted great numbers of plum trees
around the temple where he lived : "When they were in blossom he moved his bed out under the
trees and lay there humming to himself all day long. When the moon shone brightg he w
unable to sleep, and contemplated the light and graceful play of the shadows on the paper blind,
trying to catch their forms with his brush. And when day dawned his paintings were full of
moonbright thoughts..." A friend who saw them said: "They evinkee the feeling of strolling
through peaceful gardens; only the fragrance is lacking."

Huakuang is also regarded as the author of a treatise on plum blo@dom&uang Mei
Pu Q ), from which some lines may be cited here:

The flowers weep dew or fill their calyxes with mist as if they grieved and lamented.
They can endure biting frost and snow. Some are large, others small; some stand upright, others
lean to one side. Theyethe harbingers of the first beginnings of spring. Shyly blushing, they
turn their smiling faces to the sun. Then tlegn wide, before they begin to fade The buds



form real necklaces. They are well protected against cold and biting fog; welhmesintil the
spring prevails upon them to opén. Then come the bees and the butterflies, and after them
the wind that tears the blossoms fréeir stems. In this way their life cycle is accomplished,
but from the first moment of their opening andiufiey fade they express their love in a
glorious way.

If Hua-kuang's paintings reflected the shifting moods and the delicate charm of the
flowers as well as did his words, they must certainly have been of great value. Unfortunately,
they have not begoreserved; but one can find a good substitute in ink paintings from the Yuan
period and the beginning of the Ming period, executed by such masters as {lsou Fu ,

Wu Chen(Wu Zhen ) and Wang Mier{Wang Mian ~ ), to mention three of those who
followed in Huakuang's footsteps. Also Wang Mien is said to have stayed awake on moonlight
nights, when the trees were in blossom, in order to observe the vibrating splagavithe

flowers on the transparent window paper. And no one can say
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A branch of a blossoming plum tree. Painted on a moonlit

spring night when the shadow of the branch is seen on the

window-paper. By Wang Ku-hsiang. National Museum,
Stockholm.



A branch of a blossoming plum tree. Painted on a moonlit spring night when the shiablevbranch is seen on the
window-paper. By Wang Kinsiang(Wang Guxiang ) . National Museum, Stockholm.

Paintings by Kehsiang, WangThe Minneapolis Institute of Arts
Image sourcehttp://amica.davidrumsey.com/

that he did not succeed in seizing their light charm wittbrush. He himself speaks of his
enthusiasm for plum trees in the following words: "I live in poverty and paint plum trees, of
which | have planted several thousand. On frosty nights when the moon shines clear | often
wander among the trees, singing likemadman, and am unable to return to my ltivweg My

beard is as white as frost, my eyesigttecoming weaker, but | can still read and wiiitky.

white hair is falling out like withering floweés 0 Further on, he speaks of seeing two cranes
dandng in themoonlight, and expresses his wish to smgme with the winds of spring. Wang
Mien was a ral poet, not only in his lyrical outpourings, but alsdiapaintings, which have
kept so much of the exhilaion of the spring breezes. (Plate)

During the whole of the Ming period, Wang Miegmained a much admired model for
artists who specialized in the painting of plum blossoms. Among numerous examples of such
paintings, there is a shhaicture by Wang Kthsiang (15041568) inthe National Museum in
Stockholm. According to the paeal inscriptions with which it is provided, it was executed one
spring night when the artist sat before the window in his studio in company with a couple of
friends, enjoying his wine and observidgetvibrating shadows of the branches on the
transparent window paper. They interpreted their impressiohdrbptcturewriting and in
improvised poems, of which one may be cited as an instance:

"The ancient tree trunk feels the sapsoring,
Its erd dry limbs are clad in jadehite bloom.
Our wine is finished, but the moon shines &ull
And shadows dance upon the paper blind."

Similar lyrical apostrophes to the full moon, the flowers and the genii of the spring night
appear on several of thes ipaintings, which give an indication tife artists' capacity to enter
sympathetically the individual beings of the flowers and capture their vital rhythm in strokes of
the brush. The same thing is confirmed also by the magnificent colored woodcupaaitiegs
of fruit and flowers by celebrated ntass that are reproduced in two wielilown handbooks
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for students of art, to wiShih Chu Chi Shu HuaP 6 (&hi Zhu Zhai Shu Hua Pu

Repertory fo Writing and Painting from the Studio of the Ten Bamboos), published for the first
time in the year 1624, arChieh Tzu Yuan Hua Chudfie Zi Yuan Hua Zhuan a),

which began to appear in 1679 and was continued with the last part coming out in 1701 (not to
mentionan appendix that was not published until 1§1Both of theseoublications are worth
attention in this comection,for they contain not onlyeproductions ohumerous garden flowers,

but also of the "mountains” up in the gardens and of graceful little birdsogmdhr insects. In

Shih Chu Chethree volumes ardevoted to bamboos, orchids (  lan hwa) and plum
blos®ms,one volume to mountairend stones, while the remaining four contain compositions
for paintings,partly in the form of landscapes and in part consisting of flowers and fruits, as, for
instance, tree peonieshiscus, chrysanthemum®ses, lotuses, etc., and pgranates,
persmmons, cherries, plum8nger-lemonsp , Chinese oranges and other friétsin a word,
typical garden motifs, represented with the greatest accuracy. The best of these woodcuts are
quite on a par with ink paintings or water colors.

Chieh Tzu Yuan Hua Chuatine second of these handbooksersfstill more (as regards
both illustrations and text) concerning plants and trees and their uses in art. The first part,
comprising five sections, contains rather detailed histea&sthetic instructions for art students
and systematically arranged s=rof illustrations of trees and bushes, mountains, stones and
water, human beings, animals and birds, as well as buildings, walls, bridges, boats, and other
elements that might be used in landscape compositions. (Complete compositions in this style fill
the last section in this par®) The second part, which was published twemy years later, is
arranged in a way similar to that of the main partSkah Chu Chaii.e., its four sections are
devoted to the four kinds of plants and trees that weradmresl to be of the greatest
importance for painters, namely: bamboo, the plum trees, orchids, and chrysanthémuinag.
precisely these four plants were chosen is due to the fadtdhatime immemorial the greatest
importance has been attached tarthaot only as artistic motifs, but also symbolically, as
emerges from the accompanying text.

The bamboo was valued so highly because it represented a combination of pliability and
strength, suppleness and hardiness. Bamboo thus became a symbol tpfriastiship and
hardy age, but also especially fii-jen (a gentleman) for it bows to the storm, but rises again
when the storm has abated, and it always remains green. The way it is grouped with the pine and
the plum tree has already been mentione@. @dmboo grows wild in the form of real woods in
South and Middle China, but certain species were also cultivated in the gardens; more than one
hundred different species ofrboo are said to have beentiiguished as earlgs the Sung
period, and the njarity of these were used both for practical and for decorative purposes. The
dominant importance of this plant in the gardens should have emerged clearly enough from
several sections in the foregoing text; in fact, one can scarcely speak of gardema i ©hiat
least not in the tracts to the south of the Yellow R&ewithout speaking of bamboo. (Platés
43A.)

The only tree that has been able to compete with bamboo in Chinese painting and in the
gardens is the plum tree (  Mei hua, i.e., Prunus mume). | have already mentioned what it
signified for the painters; and it was not less loved and cultivated by the poets. Plum blossoms
are the harbingers of spring; however dry and lifeless the old tree may appear during the cold
season, it breaks into the most delicate bloom with the advent of spring. Can one imagine a more
fascinating witness to Nature's inexhaustible power ofrseéwal ? (Platé2.)
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The following five points, formulated i@hieh Tz Yuan are typical of the Chinese view
of the plum tree: (1) the trunk should have the appearance of an old man's body, crooked and
bent by age; (2) the main branches should be gnarled (forming knees and angles) ; (3) the twigs
must appear in a certaindar; (4) their points must give an impression of force; it is the energy
that is admirable; (5) the blossoms should be wonderful, full of charm. Nor should they be too
densed In a word, the contrast between the gnarled branches of the gray tree atidats d
blossoms should be well marked, for the beauty of the motif is thereby enhanced and its
symbolic import made clearer.

Since bamboo and the blossoming plum tree are often combined with the pine ("the three
friends of winter"), it may be pointed palso, that the laghentioned
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A small garden with
chrysanthemum beds.
Woodcut from Hung
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A small garden with chrysanthemum beds. Woodcut ffbmng Hs ¢eh Yin Yuan Toéu Chi

treesymbolizes hardiness and strength of character. Its gnarled branches are in harmony with the
curiously formed garden rocks. &previouslycited artist, Li Liweng , writes, inter alia:
AWhen one sits in a garden with peach trees,
it is like sitting among children and women without any venerable man in the vicinity to whom
one may 5dleekinethas.thé poise of a hednit represents silence and solitude.

Of flowering plants the Chinese have cultivated and depicted especially the orchid and
chrysanthemum.an-huais the Chinese designation for orchids of Bmedendrunor
Cymbidiumgenus. (Platé3B.) The plants have long lanesthaped leaves, and ilike white
flowers; but theyare valued less on account of their formal beauty than for their fragrance, which
is mysterious and pungerthis is the reason why the flowers have becomeyhgbolsfor
feminine charm as wel |l as f odiscreetuedistna, tikethar 6 s r
behavior of a cultivated person. A good explanation is given by a Chinese writer in the following
wor ds: AWe speak of a beautif ulearnednamwpo | ady wh

2 Cf. Lin Y#ang, op.cit., p.298
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lives alone in the mountains, despising all paed renown, asf a hidden orchid in @esolate
vall ey. o

According to goronouncement by a monk from the Yuan period, citedhieh Tzu Yuan
one should paintan huawhen in a cheerful mood, whereas bamboo paintings should be
executed with vehemence.&h | ong, waving | eaves of the orch
to flyo; their #@afl o& €eymus becauphtivdttsthednush hike flying h  j o
butterflies. The water must be fresh and pure, the Chinese ink of the best quality, trsofirush
the hand quick and light. In short, it was considered to be as difficult and exacting to paint
orchids as it was to paint bamboo; several prominent painters devoted theragelusiselyto
this specialty. In the gardens, these plants were givenladed place in the shadow of the trees,
but when they bloomed they filled the atmosphere with a mysterious magic charm.

Chuhua , the chrysanthemum, is the flower of autumn. The varieties are numerous,
but they all flower after the splendor and opulent beauty of summer has merged into the chilly
lightof aut umn. For thistheafomnwhtohey fagosetl \vithl § 0 oc &
the pine, the chrysanthemum is co®@dsungicaiyled t o
tsun. Consequently, the flower has also served as a syonboihg life; the namechi is
pronounced in the same way as the warid (jiu H ), which meangifor all time."d In the
handbook of painting it ipointed out that if one wishes to capture their chah@gstrokes of the
brush must be proud, and the color should preferably be "the color of the centerllow., the
most honorable hue,thbugh other shades also occur. The flowers of spring are pleasing and
feminine but they cannot be compared with chrysanthemums; when these have been painted on
the paper one feels as if confronted with "the late fragrance."

As garden flowers, chrysanthems have a fronatank place that is comparable with that
of peonies in summer. They occur in great masses, in opulent groups or shrubberies, and they
were cultivated especially by old officials, philosophers, and authors, among whom T'ao Yuan
ming (365-427) is the best known. His passion for chrysanthemums has become almost
legendary, and his chrysanthemum garden has been a popular motif both in poetry and in
painting for more than a thousand years; his own description of a return to this garden after
several years of absence is accounted one of the classical works of Chinese literature. A short
guotation from this garden hymn is given in a later chapter.

In Yuan Yehchrysanthemums are mentioned, as well as the plum tree and bamboo, and
their place irthe garden is indicated in one passage as follows: "Beside the wattled fence one
plants chrysanthemums, as T'ao Yamimg did in his time. One should plough up the mountain
slope and plant it with plum trees, so that it may be compared wittuvig's “ gadens in
former timesd In sequestered spots in the garden one may plant [wild] bamboo. Flowers are
planted where they may enhance the vi@wPeach trees and plum trees stand silent; it may
seem as if they pointed the waydithe Peach Garden3 "

In addition to these four plants, which are treated in the most detailed viztyieh Tzu
Yuan numerous other plants are depicted that have occupied more or less prominent places in
the gardens. | cannot here give a detailed account of all these plantsnaarihfiatrees, for this
would easily swell to the proportions of a botanical treatise; but a list of the Chinese, Latin and
possibly also English names may help to give an idea of the flora in the Chinese gardens. As
regards the special significance of fleavers from the decorative point of view, however, | will
dwell for a moment upon peonies, lotuses, camellias and certain fruit trees.

3"The Peach Garden" is the traditional name of the legendary paradise that, according to Taoist legend, was discoveshdrhyaadeep
under the watert but allsubsequent attempts to identify the place remained fruitless.



The peony has from time immemorial been referred to as "the king of flowers" in China.
It is opulent and colorful, andhus also a symbol for material prosperity, wealth and happiness. It
forms a contrast to the refined charm of the plum blossom, and also to the cool magnificence of
the chrysanthemum. It is cultivated in masses or in extensive fields, bordered witlobilmks
walls. The white peony is now the most valued, but more colorful species also occur. (Plate 44.)

More captivating, more wondrously lovely and alluring, however, is the lotus fldwer
the most wonderful of all the inhabitants of the Chinese gafdets. quality of water plant it has
certain requirements in point of ponds or canals in the garden, but even where these are lacking
the lotus is not excluded, for it is planted in large urns or bowls that are set up in the courtyard
during the warm seasof the year. This stately plant attains its full glory in the muddy lakes of
the old parks, whose surfaces in summer are completely covered by the large leaves, which float
like greenlacquered bowls or trays on the water, forming a bed for the bigréotlvat sway on
soft stemsd Such a field of blooming lotus, rising out of invisible deeps and extending, as far
as the eye can reach, emanates a peculiar magic, an atmosphere that intoxicates like fragrant
incense or lulls like the rhythm of a rising afiadling mantra. (Platé5.)

Ever since the dissemination of Buddhism in China in the fifth century, the lotus has been
the object of reverent admiration and care. A skatbwn poet of the eleventh century, Chou
Turti (Zhou Dun Yi ) (10171073) describes it in the following lines: "Since the
beginning of the T'ang dynasty it has been the leadsigda to admire the peony, but my
favorite is the water lily (the lotus). How stainless it rises from its bed of mud! How modestly it
reposes on the clear pabl a symbol of purity and truth! It emerges symmetrical and perfect in
its spotless purity; itsubtle perfume is wafted far and wide . . . something to be regarded
reverently from a distance, and not profaned by familiar approach.

"In my view the chysanthemum is the flower oftreement and culture; the peony a
symbol for high rank and wealth; tiaater lily is the matchless ‘'lady of virtud.' But few have
loved the chrysanthemum sincé&® Yuanming, and none now loves the watity like myself,
whereas the peony is a great favorite with all mankind."

The symbolic meanings of the lotus are nf@di partly owing to the adral place it
occupies in Budhistic art (long before this came to China), and partly because of its Chinese
names: Lien hua  or Hohua . Quite generally speaking it may be said to be a symbol
for noble endeavor, spiritual purity. It grows up spotless out of the mud (the material world)
through the water (the emotional middle region) to the surface and the free air (th@ftbd
spirit), where it opens its perfect perianth to the sun, thus illustrating the unfolding and flowering
of the human spirit or Buddhaature. But the fulblown flower may also stand for the pure
doctrine (pundakia) and Buddha's throne (padmasama)ddha sits, as a rule, on the lotus
flower, while the Bodhisattvas at his side generally stand on smaller flowers that have not fully
opened. In the representations of Amitadshaaradise, the pure souls are commonly placed on
lotus flowers. They are tis also the flowers of paradise, as may be observed in the ponds before
the temple dedicated to Amitabha.

The Chinese designations for the flower, Lien hua and Ho hua, have, as | have mentioned,
given rise to various metaphoric significances, as therethez Chinese characters with the
same pronunciation but a different meaning. Thus Lien may mean to unite or connect; Ho
signifies harmony, concord. The lotus has consequently been used as a sign for complete union,
friendship, harmonious marriage ane tike, as also in connection with other symbols for peace,
concord and the fulfilment of all wishés.It should be added that the different parts of the lotus

4 Cf. Giles, Mistory of Chinese Literature, p. 319.
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plant, its leaves, stems, seegssels and seeds, are valued also on account of their practical
usefulness.

The peach tree (  T@otzu), its blossoms and fruit have also been made the object of
much admiration, cultivation, and care. It is commonly held to be the tree of the taoist
"Immortals”; its fruit endows one with long life, more or less like the apples d¢fd¢keerides
The tree was, moreover, considered to protect people against demoniac influences, and for this
reason amulets and depanels (decorated with guardians) were made of peach wood. In the
southern pds of the country it is the herald of spring; it flowers when winter's dominion is
broken, when Nature awakens from her short trance and the watercourses flood theirdaanks: T
hua shu . According to an old tradition this is also the right time to contract marriage,
and the blossoms and fruit of the peach tree have consequendy become symbols of
congratulation with reference partly to the tiofehe wedding and partly to a lomed happy
life. When peaches are combined with pomegranates and-fergens in a decorative
composition, this implies wishes for a long life, numerous offspring (the pomegranate) and
happiness ( fuon account of the phonetic similarity with8boup , i.e., the name of the
finger-lemons). Peaches are included in several other congratulatory emblems of a more or
less rebudike character which we cannot dwell upon here.

Much might be added concerning the Chinese view of flowers and their interpretation
symbols for Nature's ideas and those of human beings, but what has already been adduced must
suffice in this connection. It may, at all events, serve as an indication that the Chinese saw in the
flowers something more than simply decorative and usdifelcts; they sought a meaning and
expressiveness in these silent beings, and if the meaning was in many cases rather freely
constructed, it was nevertheless calculated to strengthen and deepen the appreciation of the living
symbols of the vegetable kingaho And it helped, of course, to establish their importance in the
garden® The Chinese view of natural objects was thoroughly symbeidthusopened up
quite other possibilities of artistinterpretation and use of such objects than a mobjectiveor
"scientific" way of looking at the would have done The connection between the cultivation of
flowers and their representation in art has therefore been intimate in China. What was valued
most in the flowers was the same as that which the artists doucgyiture and express.

When one tries to form a notion of which flowers were most appreciated in the Chinese
gardens, one may thfiad a certain guidance in the artistic representations i.e., in paintings,
drawings and woodcuts from older times. Thiera wealth of such art; and among the best, as
regards both trueness to Nature and decorative beauty, we may certainly reckon the colored
woodcuts inChieh Tzu Yuan Hua Chuatihe abovementioned illustrated handbook for art
students. The third volume tfis work contains pictures of about seventy flowers, which with
very few exceptions may be designated as the most popular plants in the Chinese gardens. The
following list of the pictures should thus be of considerable interest. Only three or foursflower
which could not be identified, have been omitted.

The following flowersare included in Section 3 of Part Il:

Shao Yao , Paeora albiflora, White peony.

5 Further information about the symbolism of the flowers may be found in Ferdinand Lessing's articles: "Uber die Symbatsgeache
Chiresischen Kunst," iBinica 193435.

6 Valuable assistance in identifying some of the plants has been rendered by Dr. Harry Smith in Upsala and Dr. Asplundetithe M
of Natural History in Stockholm.
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Yeh Ho , Lilium Brownii (?), White lily ,with long, trumpeshapedlowers.
Ying Su , Papaver somferum, Opium poppy.

Seng Hsieh Qn’l , Aconitum Rscheri, Monkshood.

Chin Ssu  Yeh (I , Saxifraga sarmentosa, Saxifrage.

Ch'iu K'uei 1 , Hibiscus abelmoschus (or Hibiscus nient), Mallow.

Ling Hua__, Trapa bicornis, Water chestnut (or Limnanthemum nymphoides).

Feng Hsien | , Impaiens falsamina, China balsam.

Mi Hstan , Hemeocalis graninea, also called @amcanda chinensis, Day
lily.

Chi Kuan , Celosia cristata, Cockscomb.

P'uKung Ying © , a Taraxacum species (?).

Chin Hsien and Yen Lai Hung , R S | 1l ¢ , Amaranthus
gangeticus.

Pdng Hua , , Hydrocharis mausranae, Frogbit,

Hung Liao _ , Polygonum orientie, Water persicaria,

La Chi , Chrysanthemum sinense, Winter chrysanthemum.

Tan Chu Yeh Hua : , Commelina communis (?).

Lien or Ho Hua , , Nelumbium speciosum, Lotus.

Lan Hua (also Feng Lan), Epidendrum or Cymbidium ensifolium, and Rosa setaria.

Shu K'uei , Althea rosea, Largllowered stock rose.

Tzu Yun Ying , a creeping shrub called "Purple cloud" astragalus sinicus

Yu Mei Jen , Papaver Rhoeas, Sthflowered poppy.

Shui Hsien | , "Water fairies," Narcissus tazetta, and a rose.

Ling-Chih _, fomes japonicudungose plant, symbol for long life.

Feng Toou Hdlan , Luteola major (or a Hemerdtia species).

Yen Mai , Avena fatua, Wild oats, but more like Spodiopogon sibiricus.

YuErhMuTan ¢ €, =~ €, Dicentra spectabilis, Showy bleeding heart.

Ch'un Lan (Spring orchids), Epidendrum or Cymbidium species.

Tzu Hu Tieh Hua , lIris, "purple coloredbutterfly.”

Tomg Chi_ |, Climbing chrysanthemun€Cissampelopsis volubilis

Chin K'uei , Althea resea, Stock rose with small flowers.

Mei Jen Chiao . , Musa paraisiaca, Banana tree,

Ch'un Lo Yeh Ho, Gentiana with white and red flowers.

Ch'iu Hai T'ang , Begonia Evansiana.

Shui Hsien | , together with Ch'a and Mei, Tazettas with branches afu®rand
Camellia.

YU Tsan Hua , Hosta Sieboldhna or Funia ovata, Plantain lily.

Chien Ch'iu Lo» , Lychnis fulgens

Hung Huang and Ch'iu Chu, Chrysanthemumniaaoh with yellow and red filled flowers.

Fu Yung , Hibiscus mutabilis, Larglowered white hibiscus.

Hsleh Li Hung , Climbing plant with red flowers (over bamboos) together with
three mantises.
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The fdlowing flowers and trees are included in Section 4 of Part IlI:

Yi Lou Ch'un , "Spring of the jade tower," A largiiowered species of mallow,

Chih Tzu , Gardenialbrida.
Hsi Fu Hai T'ang, Two small birds on a branch of a wild apple tree.
HuaYin Ch'un Liu, A summer oriole in a willow tree.

Mu Fu Yung , Treelike hibiscus and a little bird.

La Mei , Meratia praecox, Winter plum.

Li Chi , Nephelium litch.

Ch'a Yeh Hua , Thea sinensis, Tea flowers.

Mei Kuei , Rosa tinensis, Rd-flowered park rose.

T'ung Shih , Stercuila platanifolia, Branch of a wa'ung tree with a bird and of

Rubea coreata with plant lice.
Huang Ch'iang Wei, Yellow cinnamon or cassia roses.
P'u Taao , Vitis vinifera, Grapevines.
Ying Téo , Prunus peudocerasus, Cherry.
Pai Mu Tan €, White Tree peony.
Liu Hua , Punica granatum, Pomegranate.
Li Hua , Pai Yen , Pear blossoms and white swallows.
Fo Shou Kanp |, Citrus medica dtgita, "Buddha'’s hanttuit.”
ChGen Niu Hua , Ipomea hederaa (or Convolvulus).
Shan Ch'a , Camellia.
Hsiu Ch'in, Hydrangea spies or Hortens.
Tzu Wei Hua , Lagerstroemiandica, Pride of India.
Huang Mu Hsiang , Rosa banksiae
Hung Pai Tao Hua , Red and white peach blossoms. .
Ch'ien Yeh Chiang @o\ , Purplecolored peach blossom.
LG Mu Tan €, Green Tree peony.
Hsing Hua and Hsing Tzu , Apricot blossom and fruit.

Ch'iu Chih Tstui Niao , Autumn pond and a kingfisher (by a weeping willow).

Chin Ssu Tao , , Hypericum ascyroh. (and a dragonfly).
Chui Ssu Hai Tang , Pyrus spectabilts, Wild apple or wild pear blossom.
Hsing Yen , Apricot blossoms and two swallows.

Ling Hsiao Hua , Tecoma grandiflorgwith a bird) .

Shih Liu , Pomegranate, with a bird on a branch,

Yl Lan , Magnolia conspicua.

Ch'iang Wei , Red cinnamon rose. Yeh Ch'iang Wei, Wild rose.
Hsleh Mei , Prunus titoba, Blossoming plum tree in snow

Ch'a and Mei , , Camellia and plum tree.

Tan Kuei€ , Osmanthus fragrawar. aurantiacysor Cinnamon camfora.



http://www.efloras.org/florataxon.aspx?flora_id=620&taxon_id=200014674
http://www.nature-museum.net/(S(hxyux222wc3huij4gddggjip))/Album/147741.spid
https://zh.wikipedia.org/wiki/%E7%B4%AB%E8%96%87
http://www.wikiwand.com/zh-sg/%E6%B5%B7%E6%A3%A0
https://en.wikipedia.org/wiki/Campsis_grandiflora
https://zh.wikipedia.org/wiki/%E6%A1%82%E8%8A%B1

It is scarcely necessary to poout that this list, which is in the main restricted to garden
flowers and fruit trees, might easily be supplemented with various climbing plantadieea
chinensis ( TengLo) andlonicera japonicg , I Chin Yin hua), not to
mention roses of various colors and varieties, which in China have preferably been cultivated as
climbing plants on espaliers, as appears fdascriptions and pictorial representations from
older times.

Also very popular in Chinese gardens are a number of bushes and trees whose leaves and
flowers remind one somewhat of acacia plants. Chief amosg ey be mentioned Huai Shu

, Sophora japdna, sometimes called the pagoda tree, which has been cultivated in China
since time immemorial, and is highly velibecause of its excellent timber and the usefuloéss
the leaves, bark and flowers for medicinal and other purposes. Reminiscent@tliisthe
form of its leaves and position of its flowers is Tsao Chiao Gleditsiasinensis (Plate 48.)
Somewhat smaller is the walled pseud@cacia or locust tree, Bmia pseudeacacia, the Tsu
Huai  of the Chinese, a tree thalto flourishes in the parks in Scania and Blekinge in
Sweden. In addition to this, howeyateh-ho Shu , Albizia lebkeck ard the
mimosa properAlbizia julibrissn (and the less delicatslbiza Kalkora ) have been
cultivated in Central China and also in the Peking area. The scent of these trees and of the
jujube-bush,  Zizyphus jujul, are among the most unforgettable memories from the
advancing summer in the former imperial city.

Among the most beautiful and curious trees in North Chinese parks may also be reckoned
Catalpa ovata Chin Shu, andCatalpa Bungei  Tzu Shu, which on account of the
shape of their large white flowers are often called trumpet trees. (Plate 47.) Their decorative
effect is excellent, and they are, moreover, valued for their good tidbbtore impressive in
their dimensions, though more modest in respect of their flowergilarehus glandulosa
(altissimg, called Cldou Ch'un Shu , or tree of heaven, owing tts uncommon height,
and Ginkgo biloba, in Chinese called Yin Hsing , silver almond, on account of its edible
sedls, but better known under its English name of "maildain tree.” Both these trees are found
at the Buddhistic temples in North China, espic Ailanthus, which is known for its hardiness
and powers of resistance to drought; the Ginkgo tree may attain a height of up to forty meters.
This tree, moreover, is the most convincing evidence of the ancient character of the Chinese flora.
In the renote past it occurred not only over large parts of Asia, but also in western Europe and
even on Greenland, as appears from fossils from the Jura period; but it is now found only in
China and Japan, where it is cultivated near the Buddhistglésrmnothe rare temple tree is
Ficusinfectorig the Banyan tree.

The trees around the old temples and in the gddéss in North China for the most part,
however,compise coniferae, cupressacaand other conifers. The most remarkable in the-first
named grou@rePinus Bungeana andPinus snensis the former because of its color the
latter thanks to its mode of growth. Few trees have such an elegant and bright appearance as
Pinus Bungeana; it grows tall and slender, the trunk has a-gihitg sheen aftehe thin outer
bark has flaked off, and its needles are lissom and as soft as silk. (Plaie Bidgs snensis
grows in quite another way; at its most beautiful it does not shoot up into the air, but stretches
out on the horizontal plane. Its powerful bchaes reach out protectively like gigantic arms over
the ground; the mighty silhouette of the branchage is like a flat cupola or a gigantic umbrella,
and as the tree generally grows on hills and mountain slopes the sculptural body of the crown
often seemso follow the modeling of the ground in complete harmony. (Plate$%2,
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The soecalled cypresses, which occur in such numbers in older temple grounds in and
aroundthe northern capital, consist for the most part eithdhefa orientalisor of Junipeus
chinensis _, two trees which may resemble each other so closely that it is difficult for the
untrained eye to distinguish them; but the real cypress(Cupressugunrelxis) is also not
unknown. It is, howeer, Juniperus cimensisthat dominates in the solemn temple groves; these
trees still stand like guardians around the former imperial sanctuaries such as The Altar of
Heaven, The Altar of Agricultur@ , The Temple of the Ancestors ( Tai Miao), The
Tempk of Confucius, etc. Many of these mighty trees have become hoary with age or partly
withered, but they present something of the venerable air, the blending with the creative forces of
Nature that has taken shape in these sanctuaries.

The list of the tregin the Chinese parks and gardens might easily be extended by
including the representatives of such wealbwn families as the mapleak, elm, poplar, salix
and others, but this seems rather superfluous in this connextiés.regards the fruit trees,
some of the most beautifully blossoming ones have been noted in the list given above; others of
these already mentioned are the plum tr@esr(us mumandP. communis the peach tred.
persi@), the apricotPr. armenicg, the cherryPr. pseudecerasis), which occur in the wild
state more frequently than in the cultivated form. Pear trees are very common, both cultivated
and in the wild state; the majority are considered to derive Rgms serotina andP.
ussurienss ; their fruit is seldom of high quality. The same applies to the apple tree, also
cultivated for its blossoms rather than for its fruit. More esteemed are the q0meEnOMées
sinensis ) and the loquat:riobotrya japonicathe Pi-péa of the Chinese), which
both occur cultivated as well as in the wild state, and the stately persimmon, tteespyros
kaki, whose tart fruit, when fully ripe and touched by a light frost, offers a most refreshing
regalement on rambles in Northwexst Chinad Another valuable fruit tree is the Hio
of the Chinese, i.eJuglans rega or the walnut treghighly esteemed not only for its nuts with
their rich content of olil, but also for its hard timber. Among other already mentioned fruit
bearirg trees and bushes, reference may be made to LiMepiheliun), Jujube Zizyphu$¥ and
the pomegranatd®(inicg, To these might be added sevdRabusspecies, which occur in both
the cultivated and the wild state, and water plants such as the lotusamaltén chestnut
(Trapa ratang, whose seeds and fruits are popular sweets. But real chestnuts and hazelnuts
are also not uncommon in Central and North China. A country of such vast extent and with such
climatic differences as those characterizing China must natufdlyam extraordinary field for
botanical studies, and prominent specialists have exploited this field extensively during the past
generatior. Those who are interested will find valuable information concerning the wild flora of
China in their works, butery little concerning the flowers and trees of the gardens, perhaps
because so little of the old gardens has been preserved. | have thus been unable to give more than
fragmentary data about the flowers and trees in the gardens, and here, moreovestrit@its
are a better source of information than any descriptions. For the Chinese themselves the
cultivation of flowers was not by any means a scientifically systematized occupation. Rather
were they guided by artistic considerations; they cared foteamtbd the trees and flowers
in their gardens above all because of their poetic or symbolical significance and the manifold
associations that were traditionally connected with these charming representatives of Nature's
inexhaustible forces. Somethingtbfs has already been hinted, but as an addition to the

7 Cf. Ernest A. WilsoiGhina, Mother of Garder{8cston, 1929). E. H. M. CdantHunting in China, A History of Botanical Explora¢laandon,
1945).
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associative viewpoints it may not be out of place to offer the following passage by Chao Ch'ang,
a flowerlover of the seventeenth century:

"By planting flowers one invites butterflies ... by plagtipines one invites the wind ... by
planting banana trees one invites rain, and by planting willow trees one invites ciéadese"
combinations are not Chao Ch'ang's invention; they are traditional, and occur from the oldest
times, both in poetry and painting. The flowers and trees all had their natural attendants in the
form of insects and birds, or rain and wind which helped, as it were, to explain their significance
and lent them their voice.

Something of the same sort of notion appears also ichidyater inYuan Yelcalled
"Discourse on Gardens." The last lines" in this chapter may here be repeated, as they refer to
certain trees:

The rain drops othe night; which fall upon the banana leaves, are like the tears of the
weeping mermaid [like pels}. When the morning breeze blows through the willows, the latter
bend like the slender waists of dancing girls.

Before the window one plants bamboo and between the courtyards pear trees. The
moonlight lies like glittering water over the countryside. Wed sighs in the trees and gently
touches the lute and the book that lie on the couch. The dark, rippled mirror of water swallows
the half moon. When day dawns one is awakened by the fresh breeze; it reaches the bed, and all
the dust of the world is blowout of one's mind.



Chapter 4
ARCHITECTURAL ELEMENTS OF THE GARDENS

There is undoubtedly some truth in the assertion that eveargwere no flowers or trees in a
Chinese garden, it would nevertheless give the impression of a garden, bectusenaing
paths and canals, its fantastic hollowed rocks and the glassy stillness of its ponds, and thanks
especially to the architectural elements dratrarely absent from these gardens. These elements
consist partly of the surrounding walls with théecorative doors and windows, and partly of a
multitude of pavilions, kiosks, bridges and galleries, which, owing to their picturesque character,
their interplay of light and shade, and their rhythmically balanced lines, blend harmomiitsly
the otherelements of the composition.

Now both the walls and the pavilions are among the most typical features of Chinese
architecture, and pavilions, particulgrhave been of greater impance and have exercised a
more general influence in Europe than atfyeo products of Chinese artécture. As soon as the
Chinese pavilions with their bridges and galleries had become generally known in Europe about
the middle of the eighteenth deny, not only through paintings and drawings but also through
minor reprodudbns in wood and porcelain, they aroused greatiadion and soon became
essetial elements in the soalled AngleChinese gardens. They corresponded to a desire which
had grown out bthat feeling for the picturesque and the intimate which was so chkasticta
feature of the rococo period, and helped to stimulate interest in the garden art of the Far East. It
was, ofcourse, a good deal easier to produgeething that looked like a Qmese pavilion, an
alcove, oreven a pagoda, than to lay out a gardéth hollowed rocks, winding waters and high,
arched bridges. Even though the imitations were frequently very much simplified, yet they
retained in their curved roofs and ornamental balustrades elements of the original style which
fascinated the beholdéke reflexes from the fairyland of imagation. Despite the arbitrariness
of the copies, the Chinese pavilion remained the most popular of the exotic features in these
romantic landscape gardens, where it often had to compete with a "Turkish tentadbamAr
mosque, a Roman tempietto, or a Gothic ruin, to mention but a few of the most common
elements in these gardens.

The Chinese pavilion, as it appears in the gardens dating from thé tsed\bing and
the Ch'ing pends, is the final product of a loqgeriod of evolution during which this tyyud
centralized building had asmed a variety of shifting forms and was used for many purposes,
bothsacred and profane. Pavilions are still to be found in large nunnbigmes grounds of the
temples and the Camfianshrines, just as they still occupy dominating positions on the terraces
of the city gates and the corner bastions of the walls, not to speak of all the smaller open
pavilions on bridges and islets or on the hillocks and "mountains” of the gardenssé@sto
which they have been put have been as varied as their forms. There have always been pavilions
for study and for meditation, agell as open pavilions of a more picturesque type, the latter
being placed preferably as crowning motifs on terracdsv@untains and in the gardens.

The firstmentioned type, which aiie the nature of a closed room, are usually catted

,orcha , while the other, more or less open, decorative buildings, are taiigd , or

hdeh . (The wordhdien is used also to designate open, pavilika buildings.) Both these
terms are translated as "pavilion" or "kiosk"; but as far as | hage able to ascertain, the first
of these words is used in a more general way than the second, which may be said to be the most
specific expression for a garden pavilion. We are toMuan Yehhathsiehlies hidden among



flowers, whilet'ing may be faind close to the water, on the crest of a hill, in a bamboo grove, or
sheltered by dark firs.

There are, according to the same source, no definite forms or types for these structures.
They all have, of course, central plans, but their forms are modd@utding to local conditions
and the fancy of the builder, as may be observed in many gardens even today. One meets with
pavilions and kiosks erected on square, polygonal or round foundations, but the square may be
extended to a rectangle, or have roundauhers; the polygon may be provided with apsides on
some of its sides; the circle may be cut in half or to the shape of a sickle moon. One finds, too,
plans of a more unusual form, shaped like an open plum blossom, or a Greek cross (i.e., the
Chinese chacter for ten), to mention only two instances. The Chinese took great delight in
playing with the formal possibilities of such small decorative buildings. (Plaje 54

The structural system of the pavilions is the same as that of practically all Chinese
wooden buildings: the framework consists of supporting posts or pillars (square, polygonal or
round), placed on a stone floor or a platform two or tkteps above the level of the ground.

The tops of the posts are connected with beams supporting thespundiar the eaves, in some
cases by means of struts or brackets. When the roopisesten two storeys the upper section is
usually supported by an inner circle of taller pillars. (Pldt¢ Bhe walls in most of these

buildings have no structural funoti. When the pavilion is open they are often partly or entirely
dispensed with; when they do occur they usually consist, at least in their lower section, of a
mixture of clay and straw (similar materials), packed or stamped between the posts and faced
with colored plaster. The upper part of the walls is then often treated as large latticed windows
and doors. Complete wooden walls are less common in the garden pavilions, while those of an
earlier date and of a more permanent character were usually mawekoT hus, generally
speaking, the paviligriike most other architectural forms in China, is a wooden structure of
posts and beams with filleid walls, placed on a terrace or a platform of stone which may be
raised several steps above the ground.

Thedecorative character tiiese structures is determined first and foremost by the
treatment of the roof and by the ornamental balustrades. The shape of the roof is obviously
dependent on that of the groupthn; the round pavilions have conical tent roofsthe
polygonal ones the roof is divided into sections by means of raised ribs; on the square ones the
roof is hipped equally on all four sides, and on the rectangular ones, it turns into a saddle roof,
sometimes with half gables, etc. (Plate) But whatever the form, the roof is always projected
far beyond the supports, and characterized by the flowing curves, the lines of which are
accentuated by the raised corner ribs and the boldhiteo snouts.

The roofs usuallaretiled, and on the more portant pavilions they may be glazed in
dark blue, yellow or green colors; this, in combination with their shape, tends to give them the
appearance of gigantic parasols glistenmthe sun. (Plate7.) The corrast between these
light-absorbing, gleaming surfaces and the deep shadows under the eaves is very effective,
especially in so far as it gives the impression that the roof is hovering on widespread wings over
the body of the building. The structugarts by which it is joined to the supporting frame are
often so deeply shadowed that they are not visible at a distance, but they fill their function
wonderfully by lifting it, thus producing an impression of something floating in the air. This does
not mean that the form of the roof had not a practical rather than an aesthetic origin, though the
decorative motives gradually gained the upper hand. How important the roof is from a decorative
point of view may be realized if one compares the projectingoefiof one pavilion with the



flat teraced roof of another. The latter seems to have lost its wings, that is to say, precisely the
part which

Pavilion with a flat roof in the garden of Kung Wang Fu,
Peking.
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should raise the whole structure and make it harmonize with the trees and the rocks around.

No less esmtial elements ithe Chinese garden compositions are the open galleries,
calledlang-tzu or lang-fang . These, too, have many variadtsfrom the paticlike
verandas or open porticos in front of the halls to the more coiliidopassages connectitige
buildings which enclose a court. (Pl&t&) These buildings thus serve essential practical
functions, but in a way which makes them extremely effective elements in the composition as a
whole. They are not only decorative frasnfor different sections or parts of the garden, but also
links with or openings upon the most beautiful views. They invite to walks and repose, even
when sun or rain makes a prolonged stay in the open less agreeable. It is thesagjalleries,
with their long lines, their moving rhythms, their interplay of light and shade, and their changing
views, that the composition acquires unity and its picturesque character. When extending from
the main hall, they may be said to reach out like long arms gagharitheir embrace the
beauties of a garden court. When they folitv sweeping lines of a lake or look out on some
distant scenery, they may be transformed into a kind of diorama, offering changing views in
changing decorative frames. (Plafs 60.) They blend with nature in a more intimate way than
most other buildings. One might perhaps call them a leading voice in a polyphonic composition.
This conjunction of the galleries with the ground and thedaape is also emphasizedriman
Yeh, where it is said that tHang-fang"follow the rise and fall othe ground, sweep in curves
and are sometimes visible, sometimes invisible" (i.e., when following such winding lines as the
paths and the watercourseNp buildings were prized more highly; "they should never be
missing from any garden," the same writer asserts. Indeed, no Chinese garden would be complete
without an open gallery, a veranda, or similar construction; these are no less important for the
composition as a whole than the trees, the "mountains,” or the water.

The construction of the galleries is too obvious to require comment. The space between
the supporting posts is usually fairly wide, but the roofs have not such broad eaves as those of
the pavilions. The roofs on the older galleries are as asadelleshapedbut there are also those



with flat roofs, provided with balustrad&spossibly intended as places for viewing the garden.
As the walls are missing, the transverse and longitudinah®ed the ceiling are the more
visible; they may be seen frotine outside and are often richtiecorated with floral or geometric
designs in bright colors: red, green, blue and white. (BlajeMore important than this painted
ornamentation, however, are the ornamental balustradkgmbreuins betweethe pillars. We
have already observed themtbe pavilions, but in the galleries they appear in longer series, and
consequently attract more attention. Their continuous lingdhasize the enclosing and framing
function of the galleries, and their transparence contributes to the picturesque interplay of light
and shade which is so essential to these garden structures6Plate

How to designate thesgnamental girdles may be subject to discussion, but regarding
their fundamental decorative importance there can be only one opinion: the lower one is a
regular balustrade @ailing, but in the upper girdle the balustrade is turned upside down. It is
placed under the beam of the eaves, and usually carried by brackets projecting from the pillars.
It thus forms a decoration under the eaves, and may be said to resemble a lambrequin. The
ornamental patterns in the lower and the upper girdles are usuasyntiee

Most of these balustrade patterns are rectilinear, commdsepiare, rectangular,
triangular, rhomboidal or polygonal units in different combinations and positions, but preferably
in arrangements which avoid any interruption of the flow of linégs €ffect of pattern running
ad infinitum is a significant part of the fascination of the galleries. The possibilities of variation
are considerable, as the patterns may be given a diagonal direction or placed in a horizontal
position.

Some idea of the ay in which these possibilities of obtaining different combinations
could be utilized (at least theoretically) may be formed through a study of the illustrations in
Yuan Yeh. Introducing this series, the author writes:

| have been collecting patterns foany years; somef them are quite intricate, others
are simple and in good style. These patterns | have arranged in a series, grouped according to
their variations. From this you can take your choice. The series begins with thénhnaia
pattern.

Nowadays balustrades are sometimes made[wittaments dfsealcharacters, but these
are not distinguished by uniformity and they do not express any coherent méaniay.isthe
series presented in the following complete; you may vary the patterns piegsa.

The statement that stylized sezhiaracters had been used towards the end of the Ming
period as an ornamental motif tve balustrades is more surprising than convincing; if such was
really the case the characters must have been very simple buth balustrades have been
preserved, either in the original or in reproduction. The series illustrated by the author can in no
way be considered complete; it includes some sixty different patterns, arranged in groups
according to their essential conmamts. A full description of all these patterns would take us too
far; we must restrict ourselves to a few examples of the most characteristic types.

The first group, as already mentioned, is called the "bhastule" pattern, presumably
because the perpdicular lines stand out as the dominating feature, but they are combined with
short horizontals which tie them together or divide them in suitable propodiofitfie second
group comprises "horizontal and vertical Hpagtterns," so called from the rings, links, in the
form of rectangles with roundest chamfered corners which form the chief motif. They may be



placed either horizontally or vertically, and varied as in cruciform figdre# third group is

called "embracing [or enclosing] squares" sitfeese squares [or rectangles], also with rounded
corners, are interlaced by overlaps of their corners, thus forming-likeseries. This group

contains several variants of a more richly ornamental character, arrived at by duplication or
complex overlap, or by square figures being replaced by lozenge shap&se fourth group
comprises the threeornered patterns. The chief figures in this case are equilateral triangles
linked together either by overlaps or by connecting lines. There are numeroussvarie same
applies in a still higher degree to the patterns contained in the fifth and the sixth groups, which
are named after certain flowers: the hibiscus, plum blossom, sunflower, and others. As may be
readily understood, these patterns are madd gmall aresegments, joined together to form

open calyxes. They have not been used as often as the rectilinear patterns, perhaps on account of
technical difficulties. Some of them appear, at least in reproduction, like brpetigens.

Another very comptated design is called "the mirror pattern,” because it is made up of circular
figures within ornamental squares, joined together by smaller figures; but whether such a pattern
was ever executed except in the author's drawings is questionable. It doesstke had been
unable to resist the pleasure of varying or playing with several of these patterns; and it must
indeed be admitted that some of them were not suited for execution in wood and would hardly
have proved durable, as for instance the waatgern which calls for metal rather than wood as

its material.
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Ornamental balustrades from Yiian Yeh representing the brush-handle pattern.

Ornamental balustrades representing variations on the brush-handle pattern.
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Ornamental balustrades showing the horizontal and vertical ring pattern.
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Ornamental balustrades showing variations on the horizontal and vertical ring pattern.







Ornamental balustrades showing patterns consisting of enclosing or overlapping rectangles.
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Ornamental balustrades showing variations on the pattern of enclosing or overlapping
rectangles.
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Ornamental balustrades showing patterns of diagonally linked lozenges.
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Ornamental balustrades with patterns of overlapping or linked triangles.
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Ornamental balustrades showing variations on the triangular patterns.
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Ornamental balustrade showing floral or brocade-like pattern.
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Pattern for an ornamental border.
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Ornamental balustrades showing sunflower patterns.
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Ornamental balustrades showing convention
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on the sunflower pattern.











































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































