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Abstract

Abstract

From the last century, especially from the 1950s onward, many historical gardens in China have
been repaired and restored. Although the aim was to preserve the cultural heritage, many of
these gardens were modified during the conservation projects. This thesis focuses on one of the
typical garden features, the rockwork. Like gardens, historic rockwork in China has often been

transformed from a particular into a generic style.

In view of this phenomenon, this thesis focuses on answering the following questions: How have
the original appearance and states of rockwork been maintained in conservation projects? How
can conservation practice be improved in order to accomplish more authentic restoration?
Guided by these two main questions, this thesis aims to contribute to a more authentic

restoration and conservation practice.

At the beginning, with a critical review of the history of rockwork in China, evidence is shown
that preferences in rockwork changed over time. Various trends and most common
characteristics of different periods are also identified. The subsequent analysis of legislation and
guidelines related to the conservation of rockwork reveal conservation principles during and
since the twentieth century, which continue to develop and change up to the present day. An
understanding of the various trends and conservation principles provides a solid basis for the
evaluation of conservation projects. Four individual cases were then studied in depth to
investigate the conservation treatments applied to historic rockwork and the influences on the
retention of their original appearance and state. These case studies demonstrate that historic
rockwork has been modified to various extents during the conservation process, its historic
significance has been overlooked, and some have been restored based on current aesthetic
standards. Even so, some of these projects are still considered as good examples to be followed.
Based on the problems and good practices identified in the case studies, specific
recommendations are finally provided, to prevent the repetition of past mistakes, and to guide

and improve future conservation practices.
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Preface

Preface

My interest on rockwork and historical Chinese gardens was closely related to my memory in
childhood. As my father is an experienced landscape architect who preferred the classical style
of garden design and applied it in many of his projects, | have been to many historical gardens
during our family trips. | became familiar with all kinds of garden features; rockwork, especially
those large ones with labyrinthic footpaths and caves, was the most joyful one for me in the

young age.

Being trained as a landscape designer since 2006, | spent six years learning and practicing
modern landscape design. During this process, my interest on the history of landscape design
and how it was formed became stronger. In 2012, | decided to follow my interest and begin a
doctoral research on garden history and conservation; eventually, | was able to focus on
rockwork in Chinese gardens, the favourite garden feature of my childhood, as | found my

current supervisor was also interested and curious about the development of it.

During the four years, | struggled and suffered, and also felt grateful and happy. Writing properly
in the second language was not easy; but | also realised, working in the topic of my own culture
could also be difficult. Because | have to avoid using some of the so-called ‘common sense’, and
make sure all the terms and contexts mentioned in the thesis were proofed and clearly explained.
The process was not always depressing; discovering new sources and having new findings always

generate excitement.

‘A journey of a thousand miles may not be achieved without every single step(ANFRE: 25 6 A
ZFHY. It is a Chinese verse from Xunzi £ (ca. 5" century BC — 3" century BC). For me,
every day of the past five years was a step of this research journey, and this research is an

important step of my life journey.
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Figure 2-23. A plan of Shizi Lin in Yuan Ming Yuan based on the model by
Yangshi Lei. (Source: Jia Jun T% I, ‘Qianlongdi xuejing xingle tu yu
changchunyuan shizilin xukao (HzFE & 547 R B 5KE R K85
[Further Exploration into Lion Grove in Garden of Eternal Spring and the
Painting of Qianlong Emperor in Snowscape)’, in Zhuangshi 2£1ffi [Chinese
Journal of Design], 3(2013), pp.52-57 (p.52).)

Figure 2-24. A plan of Shizi Lin in Imperial Mountain Resort of Chengde based
on the survey of remains and the model by Yangshi Lei. (Source: Jia Jun,
‘Further Exploration into Lion Grove in Garden of Eternal Spring and the
Painting of Qianlong Emperor in Snowscape’, in Chinese Journal of Design,
3(2013), pp.52-57 (p.55).)

Figure 2-25. The rockwork ‘Dou Dong’ in Qinghui Garden. (Source:
Guangdong jindai yuanlin shi |~ 7= 3 AX [l #k 52 [The History of Early
Modern Gardens in Guangdong], ed. by Zhou Linjie J& ¥ (Beijing:
Zhongguo jianzhu gongye chubanshe, 2011), pp.30-35 (p.35).)

Figure 3-1. (Left) Sketch plan of Garden of the Liu Family (Liu yuan XI|[id) in
Nanxun, by Tong Jun. It is a rough sketch which only points out the location
of each garden feature by text. (Source: Tong Jun ¥ &, Jiangnan yuanlin zhi
VL 75 [ K 7% [Records of Jiangnan Gardens], 2™ edn (Beijing: Zhongguo
jianzhu gongye chubanshe, 1984), p.121.)

Figure 3-2.(Right) Sketch plan of the Garden of cultivation (Yi pu Z:[#) in
Suzhou, by Tong Jun. He roughly sketched the layout of the garden. (Source:
Tong Jun, Records of Jiangnan Gardens, p.122.)

Figure 3-3. Detailed survey map of the Gazing garden (Zhan yuan H&[T) in
Nanjing, by Tong Jun. (Source: Tong Jun, Records of Jiangnan Gardens,
volume of illustration, no.23.)
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Figure 3-4. The second and third generations of the Han Family working on
the rockwork in West Garden (Xi yuan Pt [d) in Suzhou, 1955. (Source: Han
Liangshun i [ JIfi, Shanshihan dieshan jiyi 14353 1132 [Rockwork
Construction Techniques of Shanshi Han] (Beijing: China Architecture &
Building Press, 2010), p.6.)

Figure 3-5. Birds-eye view of the Garden of Harmonious Interest (Xiequ yuan
R [E), in the Summer Palace, surveyed by Lu Sheng in the mid-twentieth
century. (Source: Qingdai neiting gongyuan J5{C N IZE 36 [Gardensin The
Forbidden City], ed. by Tianjin University School of Civil Engineering (Tianjin
daxue jianzhu gongcheng xi I K553 1TFE R) (Tianjin: Tianjin daxue
chubanshe, 1986), p.39.)

Figure 3-6. Plan of the Garden of Harmonious Interest, surveyed by Lu Sheng
in the mid-twentieth century. (Source: Gardens in The Forbidden City, ed. by
Tianjin daxue jianzhu gongcheng xi, p.39.)

Figure 3-7. Flow chart of the conservation process; contents of the original
Chinese chart are the same in the 2002 and 2004 versions, but the whole
document was not translated until the 2004 version. (Source: ICOMOS China
(Guoji guji yizhi lishihui zhongguo guojia weiyuanhui 1E Br 7 28 ik B 2
v [E [ X 2% 51 £%), Zhongguo wenwu guji baohu zhunze H [E SCH) iy b (47
D, 2002, revised in 2004 [Principles for the Conservation of Heritage Sites
in China] (Los Angeles: The Getty Conservation Institute, 2004), p.77.)

Figure 4-1. Master plan of the restoration and reconstruction of the Qiao
Garden. Orange area: historic garden part; blue area: reconstructed garden
part; grey area: administrative area. (Source: Forest Products Industry
Design Institute of Nanjing Forestry University (Nanjing linye daxue linchan
gongye shejiyuan F§ ML KR Tl 11 F5), ‘Taizhou giaoyuan huifu
ji kuojian gongcheng guihua sheji 2= 1 77 [idl Yk 2 M ¥ 2 TR 9 &I % 11
[The Plan of the Reconstruction and Expansion Programme of the Qiao
Garden, Taizhou]’, 2006, held by Taizhou Bureau of Landscape and Gardens
(Taizhoushi yuanlinju Z& M 7 [l AR SR AL FE ).

Figure 4-2. The wooden inscribed board in the Qiao Garden, which is
engraved with the character =4[ [Garden of Three Peaks] and an article
by Daizhan fSH£. (Source: Qiao Garden, Taizhou.)

Figure 4-3. The south of the garden, which shows the rockwork, the three
peaks and the square pavilion. Zhou Xiang fi ¢ (ca. late eighteenth to
nineteenth century), ‘Sanfengyuan simian jing tu = % [ VY [ &
[Paintings of the Four Sides of the Garden of Three Peaks]’, 1825. (Source:
Taizhou Museum (Taizhoushi bowuguan Z&)N T T4 1E).
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Figure 4-4. The north of the garden, which shows the main cottage and all
the features on the north of it. Zhou Xiang, ‘Paintings of the Four Sides of
the Garden of Three Peaks’, 1825. (Source: Taizhou Museum).

Figure 4-5. The east of the garden, which shows the pavilion on the east of
the main rockwork, and some of the buildings on the north. Zhou Xiang,
‘Paintings of the Four Sides of the Garden of Three Peaks’, 1825. (Source:
Taizhou Museum).

Figure 4-6. The west of the garden. This side actually had many buildings
which were mentioned in Zhou Xiang’s description, but they are not shown
in the painting. They might be separated from the garden part, by a wall
behind the rockwork as illustrated in the painting. Zhou Xiang, ‘Paintings of
the Four Sides of the Garden of Three Peaks’, 1825. (Source: Taizhou
Museum).

Figure 4-7. Wu Yunlai %= 70fk (ca. nineteenth century), ‘Sanfeng caotang tu
=& E 5 I [Painting of the Thatched Cottage of Three Peaks]', 1881.
(Source: Taizhou Museum.)

Figure 4-8. The survey map of the Qiao Garden, created by Chen Congzhou
% M and Yu Weiguo i 4E[E . List of labelled buildings: 1. Thatched Cottage
of Sounding Mountains; 2. Hall of Fetching Water; 3. Tower of Blowing Pines;
4. Pavilion for Emulating the Nest-Father; 5. Pavilion of Counting Fish (ruins);
6. Half Pavilion. (Source: Chen Congzhoulf M J&, ‘Taizhou Qiaoyuan Z&/1|
7+l [Qiao Garden in Taizhou]’, in Wenbo tongxun X {#iE i [Journal of
Relics and Museology], 16 (November 1977), pp. 9-13(12).)

Figure 4-9. The middle part of the historic rockwork in the Qiao Garden. The
red frames highlight the three Bamboo Shoot Rocks. (Source: author, 2013.)

Figure 4-10. (Left) Linear cave made of brick walls; the bottom part is made
of Yellow Rocks. (Source: author, 2013.)

Figure 4-11. (Right) External surface of the cave, where the bricks are
exposed. (Source: author, 2013.)

Figure 4-12. (Right) Facade of the rockwork, which shows the external
surface of the cave in red frames. (Source: author, 2013.)
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Figure 4-13. Larger Taihu Rocks are displayed erect on the historical
rockwork of the Qiao Garden. (Source: author, 2013.)

Figure 4-14. Yellow Rocks were used under the stream and the embankment
but covered by Taihu Rocks. Rocks in the red frame are Yellow Rocks.
(Source: author, 2013.)

Figure 4-15. The individually displayed Taihu Rock in the Qiao Garden, which
Chen Congzhou believed is a historic one mentioned in Wu Wenxi’s garden
record in the nineteenth century. (Source: author, 2013.)

Figure 4-16. ‘Qiaoyuan hongxian tu 7+l 2.2l [Red-line Plan of the Qjao
Garden]’. No date provided. The original plan indicated the area of the Qiao
Garden Hotel (within solid red line), and the area planned to be renovated
(covered by dashed line). The yellow area shows the remaining historic part.
(Source: Taizhou Bureau of Landscape and Gardens (Taizhoushi yuanlinju 7%

PN T e AR ER A B ), 2017).

Figure 4-17. Master plan of the restoration and reconstruction of the Qiao
Garden. List of labelled buildings: 1. Thatched Cottage of Sounding
Mountains; 2. Pavilion of Counting Fish; 3. Half Pavilion; 4. Hall of Fetching
Water; 5. Pavilion for Emulating the Nest-Father; 6.Tower of Blowing Pines;
7 Historical rockwork; 8. Reconstructed rockwork made of Yellow Rocks;
9.Laiging Hall; 10. Tower of coming green; 11. Mountain House of Greens;
12. Studio of Banana Trees and Rain; 13. Charm of Noon Studio; 14. Wengui
Stone Boat; 15. Paths of Stone Forest; 16.Toilet; 17.Tea house. (Source:
Forest Products Industry Design Institute of Nanjing Forestry University
(Nanjing linye daxue linchan gongye shejiyuan 5§ 5 MOV KM= Tolk 1%
11Ft), ‘Taizhou giaoyuan huifu ji kuojian gongcheng guihua sheji Z& M 7x [
WE P TFERKI ¥ 1T [The Plan of the Reconstruction and Expansion
Programme of the Qiao Garden, Taizhou]’, 2006, held by Taizhou Bureau of
Landscape and Gardens (Taizhoushi yuanlinju Z&N 17 MK S0 FER).)

Figure 4-18. Reconstructed rockwork located on the south of Hall of
Fetching Water. (Source: author, 2013.)

Figure 4-19. The extended part under construction, which shows that a large
quantity of rockwork was constructed around buildings. (Source: author,
2013.)

Figure 4-20. Newly constructed rockwork in the Qiao Garden. It contains
many large-sized rocks, in contrast to the other historical rockwork in this
garden (Source: author, 2013.).
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Figure 4-21. The comparison of the size of rocks used in the historical
rockwork (left) and the newly constructed rockwork (right). The red circles
show the size of rocks used at the entrance of caves. (Source: author, 2013.)

Figure 5-1. Part of the Zhan yuan tu BE[d & [Painting of the Gazing
Garden]’, by Yuan Jiang % 7L (1662-1735). (Source: Taiping Heavenly
Kingdom History Museum (Taiping tianguo lishi bowuguan A>F-7% & Jjj 52
ELHE).)

Figure 5-2. Survey map of the Gazing Garden in Nanjing, by Tong Jun.
(Source: Tong Jun %, Jiangnan yuanlin zhi L7 W #kE [Records of
Jiangnan Gardens], 2nd edn. (Beijing: Zhongguo jianzhu gongye chubanshe,
1984), volume of illustrations, no. 23.)

Figure 5-3: The Moon Platform on the rockwork in Wenjin Chamber,
Chengde Imperial Mountain Resort. It is a small stone platform placed on
rockwork, which is quite different from the huge ancient platform that had
been constructed from rammed earth. (Source: author, 2014.)

Figure 5-4. Entrance of caves in the northern and western rockwork in the
Gazing Garden. (Source: author, 2013.)

Figure 5-5. Historic rocks in other sites that were considered as having
formerly belonged to the Gazing Garden in the Gazetteer of the Gazing
Garden. (Source: Water Conservancy Commission (Shuili weiyuanhui 7KF|
& 1%3), Zhanyuan zhi BEEE [Gazetteer of the Gazing Garden], 1942,
held by Nanjing Library (Nanjingshi tushuguan ¥ 511 K $57E).)

Figure 5-6: Two ponds in the Gazing Garden show in Tong Jun’s survey map.
(Source: Tong Jun, Records of Jiangnan Gardens, volume of illustrations,
no.23.) North arrow added by thesis author.

Figure 5-7. Schematic map of Water Conservancy Commission and the
Gazing Garden, 1942. (Source: Water Conservancy Commission, Gazetteer
of the Gazing Garden, held by Nanjing Library (Nanjingshi tushuguan Fd 5%
17 & F51H). North arrow added by thesis author.

Figure 5-8. Photo of the historians’ seminar on the 110" Anniversary of the
Taiping Rebellion. (Source: Zhang Lei 5K 75, Ruan Rong 7% %%, and Cao Zhijun
W EFE, Nanjing Zhanyuan shihua 7§ 5 &t 8215 [Historical Narratives of
the Gazing Garden in Nanjing] (Nanjing: Nanjing chubanshe, 2008), p.28.)
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Figure 5-9. The master plan for the conservation of the Gazing Garden
created by Liu Dunzhen and Ye Juhua in December 1965. The red frame
shows the historical part of the garden, while the yellow frame shows the
extended part. (Source: Zhang Lei, Yuan Rong, and Cao Zhijun, Nanjing
Zhanyuan Shihua T§ 5 & [l 52 i [Historical Narratives of the Gazing
Garden in Nanjing] (Nanjing: Nanjing chubanshe, 2008), p. 36.) North arrow
added by thesis author.

Figure 5-10. On the left is the plan for the conservation of the Gazing
Garden, originally created by Liu Dunzhen and Ye Juhua in December 1965.
On the right is the plan of the historical part only. The red frames show the
historical features of the garden, including 1. Northern rockwork, 2. Western
rockwork, 3. Central pond and 4. Southern pond. The yellow frame shows
the newly constructed southern rockwork (labelled 5). (Source: Zhang Lei,
Ruan Rong, and Cao Zhijun, Historical Narratives of the Gazing Garden in
Nanjing, p. 31, 36.) North arrow added by thesis author.

Figure 5-11. The northern rockwork of the Gazing Garden during the
restoration in the 1960s; it is shown as it appeared before it was repaired,
which involved a pavilion on the top. (Source: Zhang Lei, Yuan Rong, and Cao
Zhijun, Historical Narratives of the Gazing Garden in Nanjing, p.30.)

Figure 5-12. The northern rockwork of the Gazing Garden in 2013; showing
this historical rockwork after renovation. (Source: author, 2013.)

Figure 5-13. Photo of the western rockwork. The reconstructed fan-shape
pavilion is marked within the red frame. (Source: author, 2013.)

Figure 5-14. The southern rockwork of the Gazing Garden in 2013. (Source:
author, 2013.)

Figure 5-15. On the left is the plan for the conservation of the Gazing
Garden, originally created by Liu Dunzhen and Ye Juhua in December 1965.
On the right is the plan for the extended part only, reproduced by Ye Juhua
in the 1980s. (Source: Zhang Lei, Yuan Rong, and Cao Zhijun, Historical
Narratives of the Gazing Garden in Nanjing, p. 36; Ye Juhua M%j1E, Liu
Dunzhen Zhanyuan X i#EE [Liu Dunzhen and Gazing Garden] (Nanjing:
Dongnan daxue chubanshe, 2013), p.41.) North arrow added by thesis
author.

Figure 5-16: The lawn and individually displayed rocks in the extended part
on the east. (Source: author, 2013.)
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Figure 5-17. Design plan of the extended part on the north. (Source: Ye
Juhua, Liu Dunzhen and Gazing Garden, pp.96-97.) North arrow added by
thesis author.

Figure 5-18. On the left is Ye Juhua’s design of the Embracing Rock Studio
(Baoshi xuan #3141 %T), the Spring Wave Pavilion (Chunbo ting % ) and
the Grass Growing Pavilion (Tisheng ting #/£5). They were modelled on
the buildings depicted in Yuan Jiang’s Painting of the Gazing Garden, shown
on the right. (Source: Ye Juhua, Liu Dunzhen and Gazing Garden, p.111; Yuan
Jiang, ‘Painting of the Gazing Garden’.)

Figure 5-19. On the left is the newly constructed Tracing Moon Building in
the Gazing Garden. On the right is the Tracing Moon Building depicted in
Yuan lJiang’s Painting of the Gazing Garden. (Source: author, 2013; Yuan
Jiang, ‘Painting of the Gazing Garden’.)

Figure 5-20. Rockworks in the north expansion part. Red circles show the
gaps between rocks, where the wall is exposed; red lines shows the patterns
of rocks, which indicated that vertical and horizontal patterns are mixed
together in an irregular way. (Source: author, 2013.)

Figure 5-21. The patterns of rocks of the southern rockwork (left) and
northern rockwork (right); the patterns of a certain section or the main body
of the rockwork are consistent. (Source: author, 2013.)

Figure 5-22. Redundant materials placed on the south side of the southern
rockwork in the Gazing Garden. (Source: author, 2013.)

Figure 6-1. Plan of the He Garden, including the Mountain House; the
Mountain House is shown in the red frame. (Source: Ji Lin 75 #k, Fan Xuquan
JE4:4:, ‘Yangzhou heyuan jianzhu tese gianxi-zhongxi hebi de jianzhu he
weiyi quzhe de fudao huilang 37 M fa] [l 2 HURF L ik b — A VG A BE I 2 50
3% 36 il $7 ) &2 18 [0] B [A Brief Discussion on the Characteristics of
Buildings in the He Garden in Yangzhou-the Fusion of Chinese and Western
Architecture and the Winding Covered Walkways)’, in Gujian yuanlin jishu
W 4 [ MR [Traditional Chinese Architecture and Gardens], 3(2005),
pp.25-29 (p.25).) North arrow added by thesis author.

Figure 6-2. Survey plan of the Mountain House of Sliced Stones in the 1960s
(ground level of the rockwork) which shows the north side of the garden and
its rockwork before the regeneration. Features depicted in the plan include:
1. Remaining historic rockwork; 2. Remaining historic pond; 3. Possibly the
stone beam; 4. Lately constructed rockwork; 5. Nanmu Hall; 6. Lately
constructed building. (Source: Chen Congzhou P& M J& , ‘Yangzhou

pianshishanfang—Shitao dieshan zuopin #JH F A7 1L 5 — 1 %5 & 1L AE &
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[The Mountain House of Sliced Stones- Rockwork Piled Up by Shitao)’, in
Wenwu 3C%) [Cultural Relics], 2(1962), pp.18-20 (p. 18).)

Figure 6-3. Survey plan of the Mountain House of Sliced Stones in the 1960s
(upper level of the rockwork), which shows the layout of the garden and its
rockwork before the regeneration. Features depicted in the plan include: 1.
Remaining historic rockwork; 2. Remaining historic pond; 3. Possibly the
stone beam; 4. Lately constructed rockwork; 5. Nanmu Hall; 6. Lately
constructed building. (Source: Chen Congzhou, ‘The Mountain House of
Sliced Stones-Rockwork Piled Up by Shitao’, in Cultural Relics, 2(1962),
pp.18-20 (p. 19).)

Figure 6-4. The sketch of the western part of the remaining rockwork in the
Mountain House. It was drawn by Chen Congzhou in the 1960s, before the
garden and rockwork were restored. (Source: Chen Congzhou, ‘The
Mountain House of Sliced Stones-Rockwork Piled Up by Shitao’, in Cultural
Relics, 2(1962), pp.18-20 (p. 19).)

Figure 6-5. Caves in the remaining rockwork of the Mountain House. The
rectangular cave made of rocks is shown in the yellow area and the winding
cave made of rocks is shown in the red area. It was drawn by Chen Congzhou
in the 1960s, before the garden and rockwork were restored. (Source: Chen
Congzhou, ‘The Mountain House of Sliced Stones-Rockwork Piled Up by
Shitao’, in Cultural Relics, 2(1962), pp.18-20 (p. 19).)

Figure 6-6. Schematic map of the Jixiao Villa and the Mountain House, 25
February 1966. The Mountain House area is marked with yellow colour, and
the remaining area was belonging to lJixiao Villa. Numbered labels in the
maps: 14. Clinic of the No.10 Research Institute; 15. Newly constructed
cottage; 16. Old Nanmu Hall; 17 and 18. Kindergarten of the No.10 Research
Institute; 19. Dormitory of the No.10 Research Institute. (Source: He yuan
pianshi shanfang pingmian shiyi tu i/t 545 11 5P~ & B [Schematic
Map of the He Garden and the Mountain House of Sliced Stones], 25
February 1966, held by Administration Office of Cultural Relics in Yangzhou
Cultural Relics Bureau (Yangzhou wenwuju wenguan ban 4% XXV & U4
73).) North arrow added by thesis author.

Figure 6-7. Left, part of the ‘You huayangshan tu JiF*FH 111K [Painting of
Travelling in Huayang Mountain]’, by Shitao, undated; a waterfall can be
found within the red frame; right, part of the ‘Zhuoranlu tuzhou FH 2R/ &
B [Scroll of Outstanding Cottage], by Shitao, 1699. (Source: Shanghai
Museum.)

Figure 6-8. Sketch of the remaining peak on the rockwork of the Mountain
House of Sliced Stones, depicted by Wu Zhaozhao =’ 4%l|. (Source: Wu
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Zhaozhao 5%, ‘Shitao de renjianguben—pianshi shanfang yanjiu yu
xiufu sheji A% 7 NEINA - v A 1L ik 5t 512 2 %01 [The Unique
Work of Shitao — the Research and Restoration Plan of the Mountain House
of Sliced Stones]’, November 1988, held by Administration Office of Cultural
Relics in Yangzhou Cultural Relics Bureau (Yangzhou wenwuju wenguan ban

PN R SCE 3).)

Figure 6-9. The facsimile of stepping stones and embankment from
Shitao’s paintings, depicted by Wu Zhaozhao = % %l . (Source: Wu
Zhaozhao, ‘The Unique Work of Shitao — the Research and Restoration Plan
of the Mountain House of Sliced Stones’, held by the Administration Office
of Cultural Relics in Yangzhou Cultural Relics Bureau.)

Figure 6-10. Draft restoration plan of the Mountain House of Sliced Stones
(ground level). (Source: Wu Zhaozhao, ‘The Unique Work of Shitao — the
Research and Restoration Plan of the Mountain House of Sliced Stones’, held
by the Administration Office of Cultural Relics in Yangzhou Cultural Relics
Bureau.)

Figure 6-11. Draft restoration design of the northern part of the Mountain
House of Sliced Stones. (Source: Wu Zhaozhao, ‘The Unique Work of Shitao
— the Research and Restoration Plan of the Mountain House of Sliced
Stones’, held by the Administration Office of Cultural Relics in Yangzhou
Cultural Relics Bureau.

Figure 6-12. Draft restoration design of the southern part of the Mountain
House of Sliced Stones. (Source: Wu Zhaozhao, ‘The Unique Work of Shitao
— the Research and Restoration Plan of the Mountain House of Sliced
Stones’, held by the Administration Office of Cultural Relics in Yangzhou
Cultural Relics Bureau.)

Figure 6-13. The rockwork at the north east corner, before (left, taken in
1989) and after (right, taken in 2000) the restoration. (Source:
Administration Office of He Garden (He yuan guanlichu 1 [l %& ¥ 4b),
‘Heyuan jianzhu Liilibiao (pianshi shanfang jiashan xiujian Liilibiao) 1]} %
IR (A E R ILEE B JJ13R) [Resume of Buildings in He Garden
(Resume of the Conservation of the Rockwork in the Mountain House of
Sliced Stones)]’, held by the Administration Office of He Garden (He yuan
guanlichu 177 & & FRAL).)

Figure 6-14. The north and northwest side of the restored rockwork, photo
taken in 2000. The red frame shows the remaining peak. (Source:
Administration Office of He Garden, ‘Resume of Buildings in He Garden
(Resume of the Conservation of the Rockwork in the Mountain House of
Sliced Stones)’, held by the Administration Office of He Garden)
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Figure 6-15. Newly constructed rockwork added to the east side of the
rockwork. Comparing them with the size of people working on site, it is clear
that the rocks used for restoration are about one metre long or longer.
Photo taken in 1989. (Source: Administration Office of He Garden, ‘Resume
of Buildings in He Garden (Resume of the Conservation of the Rockwork in
the Mountain House of Sliced Stones)’, held by the Administration Office of
He Garden)

Figure 6-16. Current northwest side of the rockwork, where the rockwork
has been repointed and large trees have been removed. (Source: author,
2013.)

Figure 6-17. Current east and south side of the garden, where the repaired
and renovated revetment can be found. (Source: author, 2013.)

Figure 6-18. Sun Kehong #) %54 (ca.1532-1611), ‘Changlin shiji tu KA
JLK] [The Stone Table Garden]’ (part), 1572. This section of the painting
shows that some bizarre rocks were displayed in rows in the Youfang
Garden. (Source: Asian Art Museum in San Francisco.)

Figure 6-19. The painting of the scene of ‘Duojia ruyunZ % Ul = [Crops as
Beautiful as the Clouds]’, in Shen YuaniL.Ji (1736-1795), and Tang Daif# %
(1673-1752), Yuan ming yuan sishi jing &84 VU1 5% [Forty Scenes of the
Yuan Ming Yuan], 1744 (Source: MIT Visualizing Cultures,
<http://ocw.mit.edu/ans7870/21f/21f.027/garden_perfect_brightness/gall
ery/pages/ymy1024_Duojia.htm> [accessed 22 July 2016].)

Figure 6-20. Left, embankment in the Mountain House of Sliced Stones,
where the smooth surface of the concrete base is exposed. Right,
embankment in the Master of Nets Garden (Wangshi yuan M ifi[E) in
Suzhou; it is a historical embankment made of crude rocks. (Source: author,
2013.)

Figure 7-1. The historical well with engraved texts in the garden, and a
planting pot is currently displayed above. (Source: author, 2013.)

Figure 7-2. The main building of the Two-thirds of Bright Moon Hall, with
horizontal wooden boards that carries the garden name. It is a replica of the
historical board engraved with Qian Yong's (1759-1844) calligraphy.
(Source: author, 2013.)
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Figure 7-3. The Boat Hall (Chuang ting #iJT) and wavy patterns on the
pavement in the He Garden (He yuan {f[[id), Yangzhou. (Source: author,
2013).

Figure 7-4. Ge shan &1l [Mountains beside Belvederes] in the Bright
Moon Hall, which links the ground and first floor of the Building of Great
Immortal (Daxian lou KAl #), now known as Building of Sunset Glow
(Xizhao lou® E#%). (Source: author, 2013.)

Figure 7-5. Ge shan in the scene Wonderland of Cloudy Mountains (Yunshan
shengdiz 111 JJlE3B) in the Imperial Mountain Resort in Chengde (Chengde
bishu shanzhuang 7153 2 111 [1). (Source: author, 2014.)

Figure 7-6. Rockwork that connects the floors of buildings in the He Garden
(He yuanfil[id) (left) and the Ge Garden (Ge yuan”~[id) (right). (Source:
author, 2013 and 2017.)

Figure 7-7. The main hall in the Bright Moon Hall, which has seven bays.
(Source: author, 2013.)

Figure 7-8. Schematic map of the Two-thirds of Bright Moon Hall, undated.
(Source: Administration Office of Cultural Relics in Yangzhou Cultural Relics
Bureau (Yangzhou wenwuju wenguan ban M SC¥) & L& 73), 2017.)

Figure 7-9. Schematic survey map of the Two-thirds of Bright Moon Hall in
the early 2010s. (Source: Yangzhou Architecture Design & Research Institute
Co. Ltd. (Yangzhoushi jianzhu sheji yanjiuyuan youxian gongs i 17 & 5%
w it it 58 BE A PR 4 A ), Dayunhe—Yangzhou yanye lishi yiji baohu
gongcheng Kz i H st — 47 M EhMb 7y s i 5 R 47 T2 [The Application
for World Heritage for the Grand Canal—Proposal for the Conservation
Project of the Historical Heritage of the Salt Trading in Yangzhoul], held by
the Administration Office of He Garden (He yuan guanlichu 17 [ B Ab.)
North arrow added by thesis author.

Figure 7-10. South side of the pond and the fan-shape pavilion. (Source:
author, 2013.)

Figure 7-11. North side of the pond and the moon-shaped stone bridge; they
are in front of the main hall. (Source: author, 2017.)

Figure 7-12. The extended part of the south-east rockwork, the Ge shan.
(Source: author, 2013.)
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Figure 7-13. Current Building of Sunset Glow (Xizhao lou % H£4%). The red
frame shows the newly constructed wall. (Source: author, 2017.)

Figure 7-14. Current covered walkway and the Pavilion of Accompany the
Moon (Banyue ¥ H). (Source: author, 2017.)

Figure 7-15. Current Building of Welcoming the Moon (Yingyue lou 14 FH £%).
(Source: author, 2017.)

Figure 7-16. The newly constructed small fishpond, which was designed with
a crescent-shape. Currently, water plants are grown inside. (Source: author,
2017.)

Figure 7-17. Damaged features in the garden during the investigation, circa
late 2000s or early 2010s. (Yangzhou Architecture Design & Research
Institute Co. Ltd., The Application for World Heritage for the Grand Canal—
Proposal for the Conservation Project of the Historical Heritage of the Salt
Trading in Yangzhou, held by the Administration Office of He Garden, 2017.)

Figure 7-18. Moon-shaped features created during the restoration in 1991.
(Source: author, 2013 and 2017.)

Figure 8-1. Remaining historic rockwork in the Garden of Fuzzy Boundary.
The circular frame shows the gaps that were intentionally created; the
rectangular frame shows the original joints. Small gaps between rocks in the
original historical rockwork in Garden of Fuzzy Boundary (Xukuo yuan k& 5§
[l), Changshu. (Source: author, 2013.)

Figure 8-2. The historic rockwork in Mountain Villa with Embracing Beauty
(Huanxiu shanzhuang 75111 /E) in Suzhou, which was constructed by Ge
Yuliang and shows narrow joints between rocks, which are nearly invisible
from a distance. (Source: author, 2013.)

Figure 8-3. Repaired historic rockwork in the Garden of Fuzzy Boundary
(Xukuo yuan JZJ5iIH); the rectangular frame shows the wide joints left by
the repointing process. (Source: author, 2013.)
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Figure 8-4. Schematic survey map of the Two-thirds of Bright Moon Hall in
the early 2010s. (Source: Yangzhou Architecture Design & Research Institute
Co. Ltd. (Yangzhoushi jianzhu sheji yanjiuyuan youxian gongs! 3% T & 51
w it Bt 5 BE A FR 2 7)), Dayunhe—Yangzhou yanye lishi yiji baohu
gongcheng “Kiz i H1 5t — 470N 5 [ s s E R 47 LF2 [The Application
for World Heritage for the Grand Canal—Proposal for the Conservation
Project of the Historical Heritage of the Salt Trading in Yangzhou], held by
Administration Office of He Garden (Heyuan guanli chu 7] [ & ¥ 4L). North
arrow added by thesis author.

Figure 8-5. (left) Survey plan of Ge Garden, by Pan Guxi. (Source: Pan Guxi
WYV, Jiangnan lijing yishu YLFE ¥ 5t 2K [The Art of Landscaping in
Jiangnan] (Nanjing: Dongnan daxue chubanshe, 2011), p.151.)

Figure 8-6. (right) Survey plan of Ge Garden, by Meng Zhaozhen. (Source:
Meng Zhaozhen #: JE#i, 'Jiashan Qianshi & 1 ¥ X [Introduction of
Rockwork]', in Meng zhaozhen wenji: fengjing yuanlin lilun yu shijian &
W SCEE s K S I AR B R 5 SZ B [Proceedings of Meng Zhaozhen:
Landscape Practice and Theory], ed. by Qi Qige F:J:4% (Tianjin: Tianjin
daxue chubanshe, 2011), p.12.)

Figure 8-7. (left) Survey plan of Mountain Villa with Embracing Beauty by
Meng Zhaozhen, in which the rockwork was depicted with contour lines.
(Source: Meng Zhaozhen, 'Introduction of Rockwork', p.10.)

Figure 8-8. (right) Survey plan of Mountain Villa with Embracing Beauty by
Pan Guxi, in which the rockwork was depicted with dots and looked like
mounds. (Source: Pan Guxi, The Art of Landscape in Jiangnan Area, p. 181.)

Figure 8-9. Survey map of Wenjin Chamber, drawn by Yang Tianzai in 1983,
in which the main garden feature rockwork was not depicted except for the
footpath on it. The north compass is added by the author of this thesis.
(Source: Yang Tianzai # K 7E, ‘Bishushanzhuang de wenjin ge #2111 £ [
E & [Wenjin Chamber in The Mountain Resort]’, in Yuanmingyuan
xuekan [& Bl [E %% ] [Journal of Yuanmingyuan], 2 (1983), pp.163-165
(p.164).) North arrow added by thesis author.

Figure 8-10. Survey map of restored Garden of Cultivation, no date provided.
The north compass is added by the author of this thesis. (Source: Yipu zhi Z;
[f] & [Gazetteer of Garden of Cultivation], ed. by Suzhou Bureau of Garden
and Landscape (Suzhoushi yuanlin he liihua guanliju 777 17 el AR FO SR A0
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author. North arrow added by thesis author.
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Figure 8-11. The Han Garden in the ‘Pingjiang tu “-YL/& [Map of Pingjiang]’,
today’s Suzhou, carved in stone in 1229. The plan of the garden is very
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2014.) North arrow added by thesis author.

Figure 8-15. The top view image of the Four Dvipas generated from aerial
photos. (Source: author, 2014.) North arrow added by thesis author.

Figure 8-16. Hand-drawn survey map based on the top view image. (Source:
author, 2014.) North arrow added by thesis author.

Figure 8-17. 3D model of the rockwork in The Four Dvipas, produced by
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Conventions on Chinese language and translations

Conventions on Chinese language and translations

As a research on rockwork in Chinese gardens, many Chinese sources, terms, and names are
included in the main texts of this thesis. In order to help non-Chinese speaking readers to fully
understand the texts, translations of Chinese texts are provided. In order to reduce the
misunderstanding of the original Chinese texts, both the Chinese characters and pinyin, the
Romanization system that represents the pronunciation of Chinese characters, are included;
because some characters have more than one pronunciation and some different characters have

the same pronunciation.

When a person is mentioned for the first time in each chapter, pinyin and the Chinese characters
are provided, and the birth and death dates are also involved if it was a deceased person. When

the person is mentioned subsequently, only the pinyin is used.

When the names of books (or other sources), gardens, scenes, and certain Chinese terms are
mentioned for the first time in each chapter, the pinyin, Chinese characters and translations are
all provided. When they are mentioned subsequently, only the translations are used to help non-
Chinese speaking readers to quickly understand the meaning. Exceptions can be found for some
terms, including ‘xiujiu rujiu 1&1HUNIH’, ‘xiadong shangtai A I &’, etc.; where the pinyin is
used after the term is properly explained for the first time because there are no equivalent terms

in English, and they need a longer translation.

When Chinese sources are quoted, only the translations are involved in the main text. If it was
translated by the author, the original sentence is referred to in the footnote together with the
reference of the source; if it was translated by others, the full reference of the translated source

is provided in the footnote.
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Conventions on references

Conventions on references

When a source is referred to for the first time in each chapter, the full reference is provided in
the footnote; all the references and bibliography follow the MHRA style based on the MHRA
Style Guide: A Handbook for Authors, Editors, and Writers of Theses.? In all references to a
source after the first, the short intelligible form is used, which includes the author’s name, main
title of the source, volume number of the book, if applicable, and the page number. For the full
reference of Chinese sources, the pinyin and Chinese characters of the author’s name, and the
pinyin, Chinese characters and translation of the title, are provided and the rest follows the same
style as English sources; in later references, only the pinyin of the author’s name, the English
translation of the title, and the page number is used, so that non-Chinese readers can also

quickly understand the source and easily find them in the bibliography.

2 MHRA Style Guide: A Handbook for Authors, Editors, and Writers of Theses, ed. by Subcommittee of MHRA, 2" edn,
(London: Modern Humanities Research Association, 2008).
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Chapter 1. Introduction

Chapter 1. Introduction

‘Water and rocks are the last features that should be absent in gardens.” 3

In this quotation from the seventeenth-century book, Treatise on Superfluous Things, its author,
Wen Zhenheng 3 fE % (1584-1645), affirms that water and rocks are two essential elements in
Chinese gardens. This research focuses on one of these, the rockwork. As the quotation shows,
it has been a significant and iconic feature of Chinese gardens for many years. Although stone
structures are relatively stronger and more solid, many rockworks were destroyed and vanished
along with the gardens over the centuries. The majority of existing works were constructed in
the Ming and Qing Dynasties, the last two dynasties of imperial China. Even the existing ones
are found damaged to different degrees and extents. Although historic gardens have been
restored as a requirement of nation-wide conservation policies since the twentieth century, the
gardens and rockwork are often transformed into generic versions. Many historic gardens and
rockwork were restored based on the current understanding and impression of classical gardens
in general, rather than the characteristics that originally existed in each garden and rockwork.
Therefore, many restored gardens and rockwork would look similar, and lost their distinctive
historical appearance and characteristics. Thus, this thesis focuses on the origins of this issue,
and intends to analyse how and why it has occurred. The present research will provide a basis
of knowledge and understanding on which to improve conservation practice, so as to protect
historic rockwork as well as the gardens containing them. This chapter explores the context of

this issue, and states the narrative that is followed to carry out this research.

1.1 Definition of terms
Rockwork and jiashan:

In this thesis, rockwork is used as the translation of the Chinese term jiashan fEz1l1 [literally,
artificial mountains]. A rockwork is a man-made garden feature: at times made of naturally

formed rocks, sometimes made of earth, or both, in order to represent mountains.* Current

3 See original sentence ‘FAMIKAT, EAT T, in Wen Zhenheng SCE ™ (1585-1645), Zhangwuzhi jiaozhu K&
1 F[The Annotated Treatise on Superfluous Things], annotated by Chen zZhi [4E (Nanjing: Jiangsu kexue jishu
chubanshe, 1984), p.102.

4 Meng Zhaozhen #JE i, ‘Jiashan gianshi fi 1L [Basic Introduction to Rockwork]’, in Meng Zhaozhen i JK 4,
Meng Zhaozhen wenji: fengjing yuanlin lilun yu shijian 32 I8 305 : K5t [ AR ELE 5508 [Collected Works of Meng
Zhaozhen: Landscape Practice and Theory], ed. by Qi Qige J:J:#% (Tianjin: Tianjin daxue chubanshe, 2011), pp.1-14
(p.1).
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notions of rockwork or jiashan refer to various types and forms, which are explained in section
1.2.1. Although the earliest example recorded can be dated back to the Qin Dynasty (221BC -
206BC), the word ‘jiashan’ did not appear until the Tang Dynasty (618-907).> Nowadays, jiashan
refers to all types of rockwork, including those created before the Tang Dynasty, including

individually displayed rocks and mountain-shape rockwork.

In this thesis, the term ‘rockwork’ and ‘jiashan’ refers to rockwork of all kinds. Meanwhile,
‘artificial mountain’ refers to mountain-shaped rockwork so as to differentiates these types from

individually displayed rocks.
Features of rockwork:

There are various kinds of features found in rockwork. Common features include peaks, caves

and ravines.

) Peak (feng U%): In most cases, large individually displayed rocks which were placed on the
ground, or on a rockwork, are called peaks. Sometimes, peak also refers to the pointed
summit of a rockwork.

) Cave (dong ili]): A cave is a hollow structure of a rockwork; caves are generally accessible
with one or more entrances. Some of the caves are narrow and long, and are referred to
as tunnels.

. Ravine (jian jli): A ravine is an artificial valley constructed in rockwork. It is typically formed

by creating precipitous cliffs on either side.®
Earth platforms:

An earth platform is referred to as Tai () in Chinese. It is an ancient form of man-made terrace,
that appeared earlier than, and is slightly different from man-made earth mountains. Earth
platforms are usually large man-made mounds with a flat and level top. Such a feature is made
by piling up earth, and is not directly associated with mountains; and therefore, it cannot really

be included in the notion of rockwork or artificial mountains. They were mainly constructed for

5 Du Fu #LH (712 -770), ‘Jia shan {1l [Artificial Mountain]’, in Wang Jingtao . #1##, ‘Zhongguo huangjia yuanlin
dieshan yanjiu & 2 K [E M S (L FT [Study on Rockery of Chinese Imperial Gardens]’ (Unpublished doctoral
thesis, Qinghua daxue, 2009), p.44.

6 Wang Xingbo VE/£1H, ‘Jiashan {111 [Artificial Mountains]’, in Jianzhushi lunwenji disanji &35 5216 AR 26 =45
[Treatises on the History of Architecture, third volume], ed. by Qinghuadaxue jianzhu gongcheng xi (Beijing: Qinghua
daxue jianzhu gongcheng xi, 1979), pp.1-15; Ji Cheng i1k (1582-?), Yuanye zhushi [di87% % [The Annotated Craft
of Gardens] (1631), annotated by Chen zhi [#:48, 2" edn. (Beijing: Zhongguo jianzhu gongye chubanshe, 1988), p.219;
Ji Cheng T/ (1582-?), Craft of Gardens: the Classic Chinese Text on Garden Design (1631), trans. by Alison Hardie
(New York: Better Link Press, 2012), p.110.
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meteorological and astronomical observations, heaven-worshipping ceremonies, and military
defence. This form is believed to have originally appeared in the eleventh century BC,” and the

construction of new platforms gradually stopped in the third century BC.
Rockwork craftsmen:

The rockwork craftsmen are the people who actually participated in the construction of the
rockwork. Although sometimes paintings would inspire or guide the design of the rockwork, the
final presentation of the rockwork is highly dependent on the actual builder. The texture and
appearance of each rock cannot be predicted as they are naturally formed: thus, an experienced
craftsman is needed to arrange them together. Therefore, someone or someone’s painting could
inspire the construction of a certain rockwork, but s/he cannot be credited the work of the actual

rockwork craftsman.
Eremitism and reclusion:

The concept of eremitism and reclusion is an important idea in Chinese culture: it represents a
living attitude. The concept of eremitism has a close relationship with gardens and rockwork
that derives from the traditional understanding of reclusion and hermitage. In China, living a
reclusive life is not necessarily equal to being a real hermit and living away from society.® There
are numerous recorded examples of working people trying to live a reclusive life in cities, notably
using gardens as their sanctuary. As Wang Wei T 4 (699-759) expressed in his poem:
‘although your house borders on the realm of people, shutting the gate turns it into a

9

hermitage’. ° Thus, having a private miniature landscape created with rockwork and

watercourses allowed the garden owner and guests to live temporarily in an isolated world.*°

7 Hu lie, The Splendid Chinese Garden: Origins, Aesthetics and Architecture (New York: Betterlink Press, 2013) p.39.
8 Aat E. Vervoorn, Men of the Cliffs and Caves: The Development of the Chinese Eremitic Tradition to the End of the
Han Dynasty (Hong Kong: The Chinese University Press, 1990), p.8.

9 Wang Wei E4E (?-761), ‘Jizhou guo zhaosou jiayan G idi#X 8 X5 [Stopping at the Banquet in Old Zhao'’s
House in Jizhou]’, trans. by Xiaoshan Yang, in Xiaoshan Yang, Metamorphosis of the Private Sphere: Gardens and
Objects in Tang —Song Poetry (Cambridge: Harvard University Press, 2003), p.52.

10 Rolf A. Stein, The World in Miniature Container Gardens and Dwellings in Far Eastern Religious Thought, trans. by
Phyllis Brooks (Stanford: Stanford University Press, 1990), p.109.
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Common rock types:

The types of rocks used for constructing rockwork come in different colours, textures and forms.
In surviving historical gardens (created during dynastic China), the most common rock types

were the Taihu Rock, Yellow Rock, Bamboo Shoot Rock, and Lingbi Rock as follows:

. Taihu Rock: It is a type of limestone produced in the Taihu Lake area in Jiangnan. Shaped
by its stay in the water, the rocks typically present holes (Fig. 1-1). It is in white and light
gray colour. Taihu Rocks became a common choice for garden owners since the Tang
Dynasty.!! Although produced in Jiangnan, it was also transported to other parts of China,
and can be found in historic gardens in Beijing and Xi’an as well. It is not always considered
as the best choice for rockwork making, and it was criticised historically in the seventeenth
and early eighteenth centuries.

. Yellow Rocks: As the name implies, Yellow Rocks are normally of a yellow colour. Unlike
the Taihu Rock, the Yellow Rock does not contain holes; it is typically comes in angular
pieces with sharp edges, as shown in Figure 1-2. It can be easily found in various locations
such as the Yellow Mountain (Huang shan 3%111) in Changzhou, the Yaofeng Mountain
(Yaofeng shan 5&1%111) in Suzhou and so on.*? This is the reason why the Yellow Rock is
sometimes known as Yaofeng Rock.®?

. Bamboo Shoot Rock: A type of linear and pointy rock, which reminds the shape of bamboo
shoots. It is sometimes referred to as Jinchuan Rock (Jinchuan shi % )1147), Jinchuan being
the main production site of this rock. Another name for this type is Pine Bark Rock (Songpi
shi ¥4 % 47) which refers to its texture and pattern (Fig. 1-3).

. Lingbi Rock: Found in the Lingbi County, this type of rock was frequently mentioned and
highly praised in historic texts. Similar to Taihu Rock, the Lingbi Rock presents intricate
structures with holes and gullies. Its colour is usually black or dark grey, with white veins.
Another of its characteristics is that it makes a fine clear sound when knocked, which is
perhaps why Wen Zhenheng described it as miraculous (gi ye #F5).1* The Lingbi Rock is

also listed in the first place in the stone catalogue of the Song Dynasty.’® Examples of

11 Baj Juyi &%) (772-846), ‘Taihushi ji A#If71C [Record of Taihu Rock]’, trans. by Xiaoshan Yang, in Xiaoshan
Yang, Metamorphosis of the Private Sphere: Gardens and Objects in Tang —Song Poetry (Cambridge: Harvard
University Press, 2003), p.114.

12 Ji Cheng, The Annotated Craft of Gardens, annotated by Chen Zhi, pp.224-225; Ji Cheng, Craft of Gardens: the
Classic Chinese Text on Garden Design, trans. by Alison Hardie, p.115-116.

13 Wen Zhenheng, The Annotated Treatise on Superfluous Things, annotated by Chen Zhi, p.113.

14 |bid, p.111.

15 Edward H. Schafer, Tu Wan’s Stone Catalogue of Cloudy Forest: A Commentary and Synopsis (Warren: Floating
World Editions, 2005), p.50.
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Lingbi Rocks are rare in existing historic gardens, even though the local stone market in

Lingbi is very active today. Lingbi rocks of various sizes can be found to decorate interior

space as well as gardens (Fig. 1-4).

Figure 1-1. Taihu Rock in Shizilin, Suzhou. (Source: author, 2013.)
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Figure 1-3. The Bamboo Shoot Rocks displayed in bamboo groves in the Ge Garden, Yangzhou. (Source: author, 2013.)
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Figure 1-4. Lingbi rocks for sale as displayed in a local’s house in Lingbi County. (Source: author, 2015.)

Conservation:

This term is the English equivalent of the Chinese term baohu {£3", which has a broad concept
and conveys the practice of protection, maintenance, technical intervention, and

management.®
Restoration, repair and reconstruction:

Restoration is a common approach to garden and rockwork conservation. Corresponding
broadly with the Chinese term ‘xiufu 1& & ’, it includes ‘minor restoration’ and ‘major
restoration’. The former is referred to as ‘repair’ in this thesis, and includes ‘disassembly and
replacement of elements or addition of new fabric’.}” The latter implies the restoration of an
object to its known historic condition, and is referred to as reconstruction here. When
undergoing minor restoration, removing later, non-historic parts is considered, but not adding

new elements.

16 ‘English-Chinese Glossary’, in ICOMOS China (Guoji guji yizhi lishihui zhongguo guojia weiyuanhui E P i 2535 ik
bl et K% 1 4>), Zhongguo wenwu guji baohu zhunze 1 [E ¥ AR P HEN [Principles for the
Conservation of Heritage Sites in China], 2002, revised 2015 (Beijing: wenwu chubanshe, 2015), p.107.

17 bid., p.111.
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Characteristics:

The characteristics of rockwork include all types of features, materials, patterns, structures, etc.
Characteristics are intrinsic features of things, including rockwork, which make an individual
rockwork distinct from others. This thesis explores the characteristics of specific rockwork in the

case studies, so as to obatin a better understanding of their original appearance and state.

1.2 Literature review: categorisation, analysis and conservation of

rockwork

1.2.1 Types and functions of rockwork

According to its components, rockwork can be mainly divided into four types: individually
displayed rocks, rock mountains, earth-rock mountains and earth mountains. Individually
displayed rocks are called zhi shi B f1, which are single large natural stones placed individually,
rather than assembled together with others.’® Traditionally, one or more fine pieces of rock,
selected according to contemporaneous aesthetic standards, would be displayed in front of a
building or outside the window of a study studio, or at other focus points.?® They could be
displayed as a pair or a group, or be placed standing or lying amongst plants. The other three
types of rockworks were made of many rocks and/or earth, and generally took the shape of
mountains. Rock mountains (shishan fi1l1), are a type of artificial mountains made only of rocks,
while earth-rock mountains (tu shi shan £ 1l1), are artificial mountains rockwork made of
both rocks and soil. The latter can be further classified into two groups based on the proportion
of each material: some include more rocks which cover the soil while others are more like an
earth mountain with some rocks among the plants. The last type are earth mountains (tu shan
-1l1), most often referring to low man-made mounds made of earth and covered with dense
plants. This term also refers to large artificial mountains such as the 40 metres high Jingshan
Mountain, located north of the Forbidden City and covering 23 hectares. Among these four types,
individually displayed rocks, rock mountains, and rock-dominated mountains are the most

common kind to be found in surviving historical Chinese gardens.

Each type of rockwork has been well defined and discussed in previous research, but they have

not always been classified similarly. Some scholars put individual rocks into their own separate

18 Maggie Keswick (1941-1995), The Chinese Garden: History, Art and Architecture (Cambridge: Harvard University
Press, 2003), p.172.
19 John Hay, Kernels of Energy, Bones of Earth: the Rock in Chinese Art (New York: China House Gallery, 1986), p.15.

8
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category, since the techniques involved in displaying individual rocks are totally different from
the construction of artificial mountains. For example, Wang Xingbo V£ 21{H (1893-1979) notably
avoided discussing individual rocks in his paper ‘Jia shan 11l [Artificial Mountains]’ in 1979.%°
Unlike Wang, Meng Zhaozhen i JE 491, a garden historian specializing in rockwork, referred to all
these four types collectively as artificial mountains: he classified rockwork that made of only
earth or mainly made of earth as ‘earth mountains’, and classified individually displayed rocks,

rock-only and rock-dominated mountains as ‘rock mountains’.?

Figure 1-5. This woodcut shows the Baishi Pavilion (Baishi xuan JE41%¥T) in the Garden of Half Acre (Banmu yuan
T liH) in Beijing. Various types of rock features can be found in this illustration: 1. Rock mountains; 2. Stone wall; 3.
Individual rock; 4. A set of stone steps; 5. Stone screen. (Source: Woodcut ‘Baishi baishi F£4F£ A [Worshipping
rocks in the Pavilion for Worshipping Rocks]’, in Wanyan Linging S il EK (1791-1846), Hongxue yinyuan tuji #5%5
K% Eic [AWild Swan’s Trail), illustration by Wang Chunquan EZ4% (ca.late 18t-19th century), 3 vols (Hangzhou:

Zhejiang renmin meishu chubanshe, 2011), I, pp.838-839.)

The rockwork displayed in gardens came in different forms and functions. The nineteenth-
century woodcut of the Garden of Half Acre (Figure 1-5) is a good representative example of the

way in which rockwork has been used in gardens. The woodcut shows one courtyard of the

20 Wang Xingbo, ‘Artificial Mountains’, pp.1-15.

21 Meng Zhaozhen 7 Jk i, ‘Duoshan jishu #1113 AR [Techniques of Constructing Rockwork]’, in Zhongguo gudai
jianzhu jishushi *P [E 1 ACEHF AR S [History of Architecture and Technology in Ancient China], ed. by Zhongguo
kexueyuan ziran kexueshi yanjiusuo (Beijing: Kexue chubanshe, 1985), pp.480-496.

9
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garden, which contains rock mountains (1), individual rocks (3) in the middle of the courtyard as
well as in the middle entry room of the pavilion, and stone steps (4) at the entrance of the
pavilion. In Yuan Ye [difi [The Craft of Gardens], the seventeenth-century garden treatise, Ji
Cheng T % (1582-?) described nine common locations for rockwork in gardens. He also
identified several common structures that could be created in rockwork, such as peaks, caves
and ravines.? Ji Cheng discussed how rockwork should be placed in coordination with buildings
such as towers, belvederes, studios or women’s apartments. He also mentioned that rockwork
could be placed in a pond, or against walls. It is noticeable that The Craft of Gardens mainly
mentioned those with mountain shapes when demonstrating the design and arrangement of

rockwork, other types, such as stone steps, rocky shores etc., were not discussed.

Maggie Keswick observed that, besides mountain-shapes, historic rockworks were also designed
in t he shape of rocky shores of watercourses, and to form garden seats and tables.?® For the
display of individual rocks, she concluded that ‘the single grand rock would stand magnificently
alone in front of a pavilion specially placed for viewing it, or be placed “under a stately pine or
be combined with wonderful flowers” ’.2* Unlike Keswick, who only wrote succinctly about rock

design, Meng Zhaozhen systematically studied rockwork and its design and functions. In his book
Yuanlin gongcheng [ # T #& [Landscape Engineering] dedicated a chapter to rockwork,

providing information on different types and techniques.?> The rockwork that does not adopt a
mountain-shape was discussed in this chapter, and described as a way of increasing the sense of
a mountainous area in gardens. For example, a few steps made of flat natural rocks at the
entrance of a building are often found in surviving historical gardens. These stone steps were
called the Treads (taduo F51¥¢), which serve as a transition from a natural designed garden to a
geometrical building. Sometimes, erect rocks would be put on one or both sides of steps. This
single (or pair of) rock(s) was referred to as the Squatting (dunpei &) and serves as a retaining
wall to the stone steps. A pair of tones lions or stone drums could fulfll a similar function. Holding-
foot (baojiao #IJHl) and Filling-corner (xiangyu ##Ff) were also special forms of rockwork
intended to increase the feeling of natural landscape in a garden. As their names imply, the

holding-foot is a rockwork attached to the convex corners of walls. The filling-corner is a

22 Ji Cheng, The Annotated Craft of Gardens, annotated by Chen Zhi; Ji Cheng, Craft of Gardens: the Classic Chinese
Text on Garden Design, trans. by Alison Hardie.

23 Maggie Keswick, The Chinese Garden: History, Art and Architecture, p.172.

24 |bid, p.172.

25 Meng Zhaozhen 7 JK 1, ‘Jiashan gongcheng 111 T2 [Rockwork Engineering]’, in Yuanlin gongcheng [/d Ak 72
[Landscape Engineering], ed. by Meng Zhaozhen 7 Jk451, Mao Peilin FE£5#k, Huang Qingxi 5K and Liang Yiren
LT (Beijing: Zhongguo linye chubanshe, 1995), pp.201-232.

10



Chapter 1. Introduction

rockwork placed within the concave corners. Meng suggested that these forms of rockwork
would allow visitors to feel as if the buildings were sitting on a real mountain. He also
investigated the most common form of rockwork: the mountain-shaped type. Unlike Ji Cheng,
who classified rockwork by location in The Craft of Gardens, Meng explored the design of
rockwork in terms of its shape and appearance, for example the ways rockwork was associated

with watercourses, and how its main structure or peak could be established and highlighted.

Meng’s writing on the arrangement of rockwork is concise, but sometimes his descriptions are
rather ambiguous. Due to the lack of thorough discussion of actual examples, and little support
from pictorial materials, his texts are difficult to understand. His student Wei Feiyu Z13E 5 did
further research based on Meng’s findings, and completed a doctoral thesis on design
approaches to rockwork. Wei completed Meng’s approach by analysing various arrangements of

rockwork through a considerable number of examples.?®

1.2.2 Discussions and studies on rockwork during the twentieth and twenty-first

centuries

Western studies on Chinese gardens is often considered as began in the eighteenth century,
when detailed first-hand accounts were received, such as Jean Denis Attiret’s (1702-1768) letter
on the imperial garden Garden of Perfect Brightness (Yuan ming yuan [&#H[) and William
Chambers’ (1723-1796) book on Chinese gardens.?’” Nevertheless, Chinese gardens was not a
category in the bibliographies of Chinese and Asian studies until the twentieth century.?® Since
the Second Opium War (1856-1860), more sights and gardens were opened to foreigners, which
encouraged the studies on Chinese gardens, especially those in Beijing and northern China.?. In
the first half of the twentieth century, Osvald Sirén’s (1879-1966) books The Imperial Palaces of
Peking and Gardens of China, are two leading works in the field of Chinese gardens.>® Western

studies on Chinese gardens also affected domestic scholars: the outbreak of the May Fourth

%6 \Weij Feiyu ZE3ET, ‘Zhongguo yuanlin zhishi duoshan sheji lifalun H7 [E Fel 4k B 45 #8510 FE 8 [A Study on
Theories and Methods of Placing Stones and Piling Hills in Chinese Landscape]’ (unpublished doctoral thesis, Beijing
Forestry University, 2009).

27 Liangyan Ge, ‘On the Eighteenth Century English Misreading of the Chinese Garden’, in Comparative Civilisation
Review, 27(1992), pp.106-126; Jean Denis Attiret (1702-1768), ‘Lettre a M. d’Assaut, 1 er November 1743’, in Lettres
édifiantes et curieuses écrites des missions étrangéres par quelques missionnaires de la compagnie de Jésus (Paris:
Guérin, 1742); William Chambers (1723-1796), A Dissertation on Oriental Gardening (London: W. Griffin, 1773);

28 Stainslaus Fung, ‘Guide to Secondary Sources on Chinese Garden’, in Studies in the History of Gardens and Designed
Landscapes: an International Quarterly, 3(1998), pp.269-286 (p.269).

29 Ppeter Valder, Gardens in China (Portland: Timber Press, 2002), p.53.

30 Qsvald Sirén (1879-1966), The Imperial Palaces of Peking (Paris, and Brussels: Van Oest, 1926); Osvald Sirén,
Gardens of China (New York: The Ronald Press Company, 1949).
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Movement (Wusi yundong H.VUiz %)) in 1919 brought new ideas to Chinese academia, including

the Western concept of having ‘Chinese gardens’ as an academic subject.3!

At the same time, the loss of cultural heritage and the profound national identity crisis drew

32 since the Second Opium War, many

more and more attention among Chinese scholars:
traditional buildings and gardens have been damaged, and art objects and antiques were
plundered.® Therefore, led by Tong Jun ¥ % (1900-1983) and scholars from the Society for
Research in Chinese Architecture (Yingzao xueshe & i “#4%), historic gardens were surveyed
and studied. They also annotated and analysed ancient records about gardens and craftsmen in

order to understand the ancient garden culture and building techniques.

Most of the publications in the early twentieth century focused on recording and introducing
the gardens and their typical features, including rockwork, watercourses, plants and
architectural elements. Having the information about the state of rockwork at that time, they
become valuable for helping us understand the changes in them since then. Later, with the
Reform and Opening-up, the Chinese economic reform program, starting in 1978, gave historic
gardens more attention in order to recover the national unity and promote traditional culture.
Also, relevant academic research in China has developed along with the rapidly expanding
economy in the 1980s and 1990s. The promotion of traditional culture soon achieved initial
success; and the number of relevant oversea studies also increased. Among these were some
concentrating on rockwork in particular which mainly discussed the cultural contexts and design
approaches. This section reviews the research related to rockwork in order to identify the
research gap that needs to be filled; it discovers that previous research covers the following

aspects.
1.2.2.1 The underlying meaning and aesthetic concepts of rockwork
As a long-standing feature of gardens, rockwork is closely related to the local culture and has

special meanings to the Chinese. Thus, much previous research focused on revealing the

underlying meanings of rockwork. Visitors from other cultures sometimes found themselves

31 Andong Lu, ‘Lost in Translation: Modernist Interpretation of the Chinese Garden as Experiential Space and Its
Assumptions’, in Journal of Architecture, 4(2011), pp.499-527; Alison Hardie, in ‘Chinese Garden Design in the Later
Ming Dynasty and Its Relation to Aesthetic Theory’, 3 vols. (unpublished doctoral thesis, University of Sussex, 2000).
32 Marc Andre Matten, ‘History, Memory, and Identity in Modern China’, in Places of Memory in Modern China:
History, Politics and Identity, ed. by Marc Andre Matten (Leiden and Boston: Brill, 2012), pp. 1-16.

33 Warren Cohen, East Asian Art and American Culture (New York: Columbia University Press, 1992); Lai Guolong,
‘The Emergence of “Cultural Heritage’ in Modern China: A Historical and Legal Perspective’, in Reconsidering Cultural
Heritage in East Asia, ed. by Akira Matsuda, and Luisa E. Mengoni, (London: Ubiquity Press, 2016), pp.47-85(p.56).
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‘overwhelmed by the rocks’ and even find the rockwork ‘slightly sinister — impressive, but alien

to our taste for greenery, colour and lightness.’®*

Immortality, eremitism and Confucianism are the main ideas embodied in rockwork. In Chinese
legends, the palaces of gods and dwellings of immortals are commonly described as located in
the sacred mountains; these dwellings and mountains are frequently depicted and reflected in
various kinds of artwork, such as paintings and incense burners. The latter were sometimes
created in the shape of a mountain; as they normally symbolise the sacred mountain called
Boshan 18111, this type of censer is called the Boshan Censer (Boshan lu & 1l14/).3° Sacred
mountains were also popular models for rockwork; many early earth mountains created in the
imperial gardens of the Qin and Han Dynasties were intended to mimic them. Emperors believed
that it would allow them to be closer to heaven and the immortal world, and would help achieve
a long life.3® Another common structure in rockwork, the cave, is also influenced by the desire
for immortality.?” According to Taoism, an influential philosophy in China, some caves in specific
mountains are pathways connecting heaven and earth, and immortals were believed to be living
in these caves. These caves are referred to as dongtian il 7%, which literally means cave-heavens.
Thus, the popularity of hollowed rocks like Taihu Rock, and rockwork with caves, is considered

to be associated with this idea.

The relationship between rockwork and Confucianism has been frequently discussed according
to Confucius’ concepts of ‘zhizhe [%17#] to enjoy the water, and renzhe [{-3] to enjoy the
mountains’.3® Zhizhe refers to wise people, while renzhe refers to altruistic, humane and
benevolent persons. The word ‘ren 1=’, or benevolence, is one of the most significant virtues
appreciated by Confucius : one text attributed to him states that the need for benevolence was
even more important than water and fire, as the latter may cause danger, while the former would
bring nothing but benefits.3® Following the proverb ‘see what he enjoys and you will know the

’

man’, rockwork connoisseurs wanted to show their humaneness and benevolence by

34 Maggie Keswick, The Chinese Garden: History, Art and Architecture, p.155.

35 Susan N. Erickson, ‘Boshanlu - Mountain Censers of the Western Han Period: A Typological and Iconological
Analysis,” in Archives of Asian Art, 45 (1992), pp.6-28.

36 Hu Jie, The Splendid Chinese Garden: Origins, Aesthetics and Architecture, p.24; Wang Duo £, Zhongguo gudai
yuanyuan yu wenhua T E X3 5 04k [Ancient Chinese Gardens and Their Culture] (Wuhan: Hubei jiaoyu
chubanshe, 2003), pp.88-92.

37 Kiyohiko Munakata, ‘Mysterious Heavens and Chinese Classical Gardens’, in RES: Anthropology and Aesthetics, 15
(1998), pp.61-88 (p.65); Stephen Little, and Shawn Eichman, Taoism and the Arts of China (Chicago, Berkeley: The Art
Institute of Chicago, University of California Press, 2000), p.376.

38 See original sentence ‘A1 57K, AZ# K1, in Bao Pengshan #ifl§1Li, Lunyu daodu #£1& 5% [The Confucius
Analects Review ] (Shanghai: Fudan daxue chubanshe, 2012), p.96.

39 Bao Pengshan, The Confucius Analects Review, p.282.
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constructing rockwork or collecting rocks.*® Confucius is attributed the sentence that ‘the wise

! implying that benevolent or moral people were normally

are happy and the humane live long’,*
open-minded and magnanimous.. Considering the long history and the relationship with
humanity, mountains became a symbol of longevity. Thus, many artificial mountains in gardens
were named ‘Longevity Mountain’. % For example, the main rockwork in the Northeast
Marchmont (Genyue R{%) (built in the early 12% century), the huge mountain in the Summer
Palace (Yihe yuan Fiil1[d) (originally built in the 12 century, and renamed as Wanshou Shan in
1751) and the Qionghua Island (Qiaonghua dao ¥ ) in Beihai Park (Beihai gongyuan L2y
Itl) (originally built in the 12" century, and renamed in 1271) either have or once had the name

of ‘Wansui shan 73 % 111’ or ‘Wanshou shan Jj7#111’, which translates into English as ‘Longevity

Mountain’.

Numerous landscape paintings reproduced or represented real scenery on paper while rockwork
and water normally created miniature landscapes in gardens.*® Scholars concluded that the
mountain represented for garden owners a way to escape from society, as it is such an important
part of the Chinese hermit culture.** West, the idea of being physically isolated from society,
that is, to live in an inhospitable place, was fundamentally important for a hermit; whereas in
China, physical isolation was not necessary to achieve eremitism.* Gardens were treated as a
sanctuary that allowed their visitors to temporarily get away from society, helped to achieve
inner peace and to purify their mind. While most Chinese garden history scholars associated the
creation of miniature landscapes with reclusive culture, some argued that gardens actually took
different meanings depending on their users. Imperial gardens for example show that the
creation of a miniature landscape is sometimes used as a way to display the ruler’s majesty and

power.* Philippe Forét showed that miniature landscapes and rockwork held a special political

40 Rolf A. Stein, The World in Miniature Container Gardens and Dwellings in Far Eastern Religious Thought, trans. by
Phyllis Brooks, p.95.

41 See original sentence ‘1% 4, {-3 F, in Bao Pengshan, The Confucius Analects Review, p.96.

42 Meng Zhaozhen, ‘Zhongguo gudian yuanlin yu chuantong zheli 1 [E 7 #it[El Ak 54 G B [Historical Chinese
Gardens and Traditional Philosophical Thoughts]’, in Meng Zhaozhen #:JK 15, Meng Zhaozhen weniji: fengjing yuanlin
lilun yu shijian FTICPICE: K EFEMAIEIL 5528 [Collected Works of Meng Zhaozhen: Landscape Practice and
Theory], ed. by Qi Qige H:H:A4% (Tianjin: Tianjin daxue chubanshe, 2011), pp.118-126 (p.120).

43 Edward H. Schafer, Tu Wan’s Stone Catalogue of Cloudy Forest: A Commentary and Synopsis, pp.4-5.

44 Rolf A. Stein, The World in Miniature Container Gardens and Dwellings in Far Eastern Religious Thought, trans. by
Phyllis Brooks, p.109.

45 Aat E. Vervoorn, Men of the Cliffs and Caves: The Development of the Chinese Eremitic Tradition to the End of the
Han Dynasty, p.8.

46 Stephen H. Whiteman, ‘From Upper Camp to Mountain Estate: Recovering Historical Narratives in Qing Imperial
Landscapes’, in Studies in the History of Gardens and Designed Landscapes, 4 (2013), pp.249-279 (p.254); Wang
Jingtao E£h##, ‘Zhongguo huangjia yuanlin dieshan yanjiu # & 2 FK i #kZ 1L ## 7T [Study on Rockery of Chinese
Imperial Gardens]’ (Unpublished doctoral thesis, Qinghua daxue, 2009), p.33.
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significance for emperors: by collecting rocks from various regions, and reproducing complex and

small gardens from other parts of the country, or even western countries.*’

Besides discussing rockwork as a whole, some research was conducted to understand the
appreciation of rocks as objects. Among them, John Hay provided much valuable information in
his 1986 book on the rock culture in China. He notably explored how the cultural value of rocks
was recognised in dynastic China, the reasons why certain rocks were appreciated, and the
intersection of rock appreciation and other Chinese arts.*® A year later, Hay produced another
paper focusing on the most frequently built structures of rockwork. Hay demonstrated how rock
amateurs showed a preference for narrow footed rocks, and discussed rock using aesthetic
criteria such as thinness (shou J8), openness (tou i%) and wrinkling (zhou 4f). Hay’s paper not
only explored the common features of rockwork but also revealed the reasons why these
features were appreciated and so frequently constructed.*® Other scholars such as Harrist and
Yang also noticed and discussed the preference for zoomorphic shapes and the so-called ‘ugly’
appearance in rocks. *° Except for Yang, most scholars did not take fashion trends into
consideration: some rocks’ shapes were preferred in certain periods, and were criticised in other
periods, especially during the seventeenth and early eighteenth centuries. This lack of
chronological context seems to be a common issue in many studies that focus on the traditional

aesthetic opinions of rockwork.

1.2.2.2 The design, construction and craftsmen

Comparing with foreign scholars, Chinese scholars paid relatively more attention to the design
and construction techniques. It may also be related to the urgent needs of restoring and
repairing historic gardens and rockwork after the Cultural Revolution. The investigation of
ancient methods of making rockwork mainly began in the late 1970s, with the exploration of
contemporaneous garden treatises and records. Led by Chen zhi [ #H (1902-2001), the

architect specialised on architectural and garden history, a large number of relevant historical

47 Philippe Forét, ‘The Intended Perception of the Imperial Gardens of Chengde in 1780’, in Studies in the History of
Gardens & Designed Landscapes, 3-4 (1999), pp.343-363; Wang Jingtao, ‘Study on rockery of Chinese imperial
gardens’, p.33; Hu Jie 175, and Sun Xiaoxiang #M&#+, Yitian suodi: gingdai huangjia yuanlin fenxi & R 48 158 2
FIEM M1 [Analysis of Imperial Gardens in the Qing Dynasty] (Beijing: Zhongguo jianzhu gongye chubanshe,2011).
48 John Hay, Kernels of Energy, Bones of Earth: The Rock in Chinese Art.

49 John Hay, ‘Structure and Aesthetic Criteria in Chinese Rocks and Art’, in Res, 13 (Spring 1987), pp.6-22.

50 Robert E. Harrist, ‘Mountains, Rocks and Stone Pictures: Forms of Visual Imagination in China’, in Orientations,
12(2003), pp.39-45 (p.39); Xiaoshan Yang, Metamorphosis of the Private Sphere: Gardens and Objects in Tang —Song
Poetry (Cambridge: Harvard University Press, 2003), pp.98-108.
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records were published with detailed annotation.>! These historical texts revealed ideas on the
design and construction of gardens as well as the rockwork of different periods. The paper
‘Artificial Mountains’ by Wang Xingbo was a pioneering study that summarised the approaches
to the making as well as the designing of rockwork based on ancient texts.>? At the beginning,
Wang observed that rockwork has been developing and changing throughout history, and was
transformed from the artificial mound to rock mountains. However, two seventeenth-century
books Xianging Ouji K 1&1#%F [Casual Expressions of Idle Feeling] and Yuan Ye [Eif [Craft of

>3 which means that the information summarised in

Gardens] were used as main references,
Wang's paper was actually the opinions and knowledge of the seventeenth century rather than
of Chinese rockwork in general. Besides historical materials, some studies investigated the
design and layout of rockwork by exploring and analysing surviving examples, such as those by
Meng Zhaozhen and Wei Feiyu.>* There still are limitations to this mode of study because it
cannot reflect the construction approaches in earlier periods while focusing on surviving
examples; moreover, the surviving examples might have been changed so looking different from
their original appearance. Although Wei’s work was informative and provided a clearer

explanation, it still relied on existing examples and seventeenth-century sources, the same

sources relied on by Wang Xingbo.

During the development of rockwork, many construction techniques were passed down orally
from generation to generation of craftsmen. It is therefore important to pay attention to
different groups of craftsmen and investigate and record their skills in order to have a better
understanding of contemporaneous skills. In the 1930s, a series of papers titled ‘Catalogue of
skilful craftsmen’ was published, in which many historical garden craftsmen were introduced,
based on historical records, including 34 specialists in the creation of rockwork. These papers
were later collected and published as a book, Zhejiang lu ¥ I 5% [Catalogue of Skilful

Craftsmen].*> Cao Xun # Jfi, a garden historian, devoted himself to providing accurate

51 Chen zZhi B&#H (1902-2001) was an architect who specialised on architectural and garden history, not the
contemporaneous forester of the same name. His annotated works include: Ji Cheng, The Annotated Craft of Gardens,
annotated by Chen Zhi; Wen Zhenheng, The Annotated Treatise on Superfluous Things, annotated by Chen Zhi;
Zhongguo lidai mingyuanji xuanzhu ' [ JJjAX 4 [© 12 &7 [Annotation of Selected Chinese Garden Records],
annotated by Chen zhi [#:4#, and Zhang Gongchi 5k /A it (Hefei: Anhui kexue jishu chubanshe, 1983).

52 Wang Xingbo, ‘Artificial Mountains’, pp.1-15.

53 i Yu ZF4(1610-1680), Xianqging Ouji &% % [Casual Expressions of Idle Feeling] (1671), annotated by Du
Shuying ¥ 53 (Beijing: Zhonghua shuju, 2007); Ji Cheng, The Annotated Craft of Gardens, annotated by Chen zhi;
Ji Cheng, Craft of Gardens: the Classic Chinese Text on Garden Design, trans. by Alison Hardie.

54 Meng Zhaozhen, ‘Rockwork Engineering’, pp.201-232; Wei Feiyu, ‘A Study on Theories and Methods of Placing
Stones and Piling Hills in Chinese Landscape’.

55 These papers were originally published in the Zhongguo yingzao xueshe huikan & i&2#4ICF] [Journal of
the Society for Research in Chinese Architecture], from 1932 to 1936. Later they were collected and published as a
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descriptions of those craftsmen and their contributions by critically analysing and reviewing
numerous historical texts, including garden records, travel notes, gazetteers, and so on. Many
historical figures known for making rockwork were studied, including Ge Yuliang X# K (1764-
1830), Zhang Lian 5K3% (1587-1671), Zhang Ran K8 (1621-1696), Zhang Xiong 7K fE(1618-?),
Shitao £17%(1630-1707), and Li Yu 25 (1610-1680).>° Some of them were evidenced as skilful
craftsmen and had special techniques of rockwork construction, whereas some were said to have
been misunderstood as they were not able to actually build rockwork, like Shitao and Li Yu.
Although Cao Xun’s work provided comprehensive information about individual craftsmen and
their works, few studies have attempted to compare their works and techniques and explore the

reasons for the differences.

Learning the design of historic rockwork is not only beneficial for conservation works, but also
for providing essential knowledge for the creation of new gardens but in the classical style. Since
the 1990s, many books and papers have been published offering practical advice on the making
of new rockwork. These have been written by professional landscape designers, architects and
senior craftsmen, and provide guidance for technicians and demonstrate the construction
process step-by-step.’” This represents significant progress for the creation of rockwork, since
craftsmen have rarely produced written materials in the past. However, there was a limitation in
recent books written by craftsmen; the exploration of the development of rockwork was
normally brief and less critical. The book Shanshi han dieshan jiyi 1114565 111572 [Rockwork
Construction Techniques of Shanshi Han] is worth mentioning.>® Its author, Han Liangshun &
KL, is the third generation of a family of rockwork craftsmen which started their business in
the nineteenth century. Entering this field at the young age of thirteen, he took part in the
construction of rockwork in the 1940s and joined many conservation projects from the 1950s to
the 1980s. Later, after participating in the construction of Astor Court at the Metropolitan

Museum in New York in 1980, Han Liangshun shifted his focus of work to the creation of new

book: Zhejiang lu ¥ |3 [Catalogue of Skilful Craftsmen], ed. by Yang Yongsheng #7k*E (Beijing: Zhongguo
jianzhu gongye chubanshe, 2005).

56 See his papers such as: Cao Xun |, ‘Zhuizong zhang xiong, xunzhao zhangshi zhi shan i85k 8, F-FR ik K2 1l
[Tracing Zhang Xiong, Looking for the Mountains of Zhang Family]’, in Jianzhushi #:5JT [The Architect], 5 (Oct 2007),
pp.96-103; Cao Xun ¥, ‘Zaoyuan dashi zhang nanyuan(yi)-jinian zhang nanyuan dansheng sibai zhounian % i X
gk Fg I (—)— 4 &k tE A PY I 4E [The Master of Garden Design Zhang Nanyuan — Commemorating the
400t Birthday Anniversary of Zhang Nanyuan (1)1’, in Zhongguo yuanlin F1 [E FE#k [Journal of Chinese Landscape
Architecture], 1(1988), pp.21-26.

57 zZhu Zhihong & & 4T, Jiashan gongcheng {1 T.#2 [Rockwork Construction] (Beijing: Zhongguo jianzhu gongye
chubanshe, 2009); Sun lJianzheng M 4+, Gujianzhu jiashan T ZHAK 1L [Rockwork of Classical Architectural
Complex] (Beijing: Zhongguo jianzhu gongye chubanshe, 2004).

58 Han Liangshun % [ )Iii, Shanshi han dieshan jiyi A& 1LF 2 [Rockwork Construction Techniques of Shanshi
Han] (Beijing: Zhongguo jianzhu gongye chubanshe, 2010).

17



Chapter 1. Introduction

rockwork.*® His rich experience and inherited skills have been valuable in inspiring the next
generation of craftsmen as well as garden historians. However, books by rockwork craftsmen
generally emphasise introducing construction techniques with their own projects while paying

less attention to the development of rockwork more generally.

1.2.2.3 Rockwork of a certain period or in a certain type of gardens

Scholars of Chinese garden history have identified and explored gardens of several types and
periods. Most scholars have, like Maggie Keswick (1941-1995) analysed imperial gardens and
literati gardens separately. Others like Zhou Weiquan J& 4E#{ (1927-2007), investigated
gardens according to the dynasty in which they were constructed and the regions they belonged
to, such as the north, the ‘south’ and Lingnan.®® However, most of twentieth century authors
that attempted to discuss the whole of Chinese garden history in one book, were therefore
unable to discuss each garden element comprehensively. There were a number of monograph
studies focusing on just one garden type or one period, such as Fruitful Sites: Garden Culture in
Ming Dynasty China and Yitian suodi: gingdai huangjia yuanlin fenxi % R 4gH : JEAC 2 5 [ Ak
M1 [Analysis of Imperial Gardens in the Qing Dynasty].?! The former explored not only garden
design but also its cultural context in the Ming Dynasty in Jiangnan, whilst the latter provided an
in-depth analysis of the Qing imperial gardens, identifying differences between northern and
southern gardens. Although neither discussed rockwork in particular, they have provided
valuable information to help understand the background to each period. Gu Kai J#igl’s Mingdai
jiangnan yuanlin yanjiu BTG FEAKHF 7T [Gardens of the Jiangnan Area in the Ming Period]
is another informative book which investigated Ming gardens.®? Just as Craig Clunas explored
contemporaneous society in Fruitful Sites: Garden Culture in Ming Dynasty China (1996), Gu
reviewed and analysed a considerable number of contemporaneous examples and identified the
characteristics of garden design in each period of the Ming Dynasty, including the arrangement

of rockwork.

The rockwork of certain periods and particular gardens has received more scholarly attention.

Notably, the fashion for appreciating individual rocks in the Tang and Song Dynasty has often

59 Han Liangshun, Rockwork Construction Techniques of Shanshi Han, pp.14-15.

60 Maggie Keswick, The Chinese Garden: History, Art and Architecture; Zhou Weiquan J& 44 (1927-2007), Zhongguo
gudian yuanlin shi /[ 1 84 A Ak 5 [History of Chinese Classical Gardens] (Beijing: Qinghua daxue chubanshe, 1990).
61 Craig Clunas, Fruitful Sites: Garden Culture in Ming Dynasty China (Durham: Duke University Press, 1996); Hu Jie,
and Sun Xiaoxiang, Analysis of Imperial Gardens in Qing Dynasty.

62 Gu Kai Bilgl, Mingdai jiangnan yuanlin yanjiu JASIT# W #KHE 5T [Gardens of the Jiangnan Area in the Ming
Period] (Nanjing: Dongnan daxue chubanshe, 2010).
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been studied. In the book Metamorphosis of the Private Sphere: Gardens and Objects in Tang-
Song Poetry, Yang Xiaoshan discusses this trend, by analysing numerous contemporaneous
poems in which he explored garden owners’ obsessions about so-called ‘ugly rocks’.®* Yang not
only investigated the rock amateurs’ aesthetic standards but also the metaphorical meanings
given to rocks at the time. The appreciation for ‘ugly rocks’ and the transportation of bizarre
rocks from the south to the north of the Chinese empire during the late Song Dynasty has been
regularly studied, as it has been a striking trend which has had a profound impact in Chinese
gardens. Because a greater number of records survive, imperial gardens have attracted more
historians. The doctoral thesis by Wang Jingtao T #$# has concentrated on rockwork in
imperial gardens. After briefly exploring their history, he focused on the construction process of
different dynasties and discussed the use of materials, including common types of rock, lime
powder and other bonding materials.%* With the help of surviving records from the Qing court,
he offered a clear understanding of the construction procedures and project management by
taking the Qing imperial gardens as case studies. Wang provided greater systematic and practical
knowledge of historical rockwork than other researchers before. While Wang focused on
imperial gardens, another scholar, Duanmu Shan i A 11, wrote his PhD thesis on rockwork in
private gardens of the Jiangnan region.%> Despite having investigated rockwork in all kinds of
gardens, Duanmu Shan’s thesis involved limited discussion on private gardens in Jiangnan in

particular, and did not identify the distinguishing features of rockwork in these gardens.

As this literature review shows, the rockworks of different periods and gardens types have been
researched from several angles. Some gardens were more discussed due to various reasons,
such as the large quantity of existing records. However, rockwork creation in different regions
would have certainly affected each other, and the development of rockwork cannot have
remained the same across the rise and fall of dynasties. Since very little systematic comparison
between periods and regions has been made, therefore there has been limited discussion of the

differences, changes and influences in the whole development of rockwork.

63 Xiaoshan Yang, Metamorphosis of the Private Sphere: Gardens and Objects in Tang—Song Poetry.

64 \Wang Jingtao, ‘Study on Rockery of Chinese Imperial Gardens’.

65 Duanmu Shan i LI, ‘Jiangnan sijia yuanlin jiashan yanjiu —xingtai yu qgiyuan YL AR MR LB R — B
FCJE [Study of Rockwork in Private Gardens in Jiangnan: the Forms and Origins]’ (unpublished doctoral thesis,
Zhongyang meishu xueyuan, 2011).
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1.2.3 Conservation of gardens and rockwork

In China, there was a tradition of repairing and restoring gardens and architectural structures as
well as constructing gardens: it is demonstrated in many historical sources and garden records,®
which will be dicussed in the Chapter Three. However, most conservation-related research
mainly focused on conservation projects that took place from the twentieth century onwards.
Because the national guidance and regulations were not promulgated until the early twentieth
century. A nationwide wave of heritage conservation took place followed the promulgation of
these guidance. A larger number of cultural relics have been restored and repaired since then,
especially after the 1980s, when there was a political demand for promoting traditional culture
and a growing economy to fund the projects.®” Also, the conservation practice was not
normalised until national regulations were set up. Since then, general conservation approaches

and principles have been suggested, and more records were required to document the process.

Since the 1950s, the key conservation principle in China is retaining the original appearance and
state; the details of which are further explored and discussed in Chapter Three. However, many
historical gardens were found to have been altered during the conservation process. Some
garden conservation practice was criticized as being based on an ‘imagined past’.®® Chen
Congzhou [% M J&(1918-2000), the garden and architectural historian, also argued that some
projects were actually ‘changing a garden (gaiyuan 24 [il)’ instead of ‘restoring a garden (fuyuan
&y, as the original appearance and techniques were not followed and historic sources were

not studied.®® He briefly mentioned some poor conservation examples, which he found had

66 Jiaging Emperor 5% /K (1760-1820)," Yuzhi xiequyuan ji fHIil|1& [@ic [Imperial Record of Xiequ Garden]’, in Liu
Ruoyan Xl # %, Yuanshi gouchen S YT [History of the Summer Palace] (Beijing: Zhongguo tiedao
chubanshe,2002), p.72; ‘Zhiyi dang Yuan Ming Yuan chongxiu gechu gongcheng zhundi & A% 5] B el 5 15 5% b T2
#HEJEX [Archived Imperial Edicts of Records of Various Chongxiu Projects in Yuan Ming Yuanl’, in Guojia tushuguan
yangshilei tudang yuan ming yuan juan chubian [E 5 B 1EFE R ERY R B [E &) [Preliminary Compilation of
the Yuan Ming Yuan Volume of the Yangshi Lei Archives in National Library of China], ed. by National Library of China
(Zhongguo guojia tushuguan [E [E FK K 451E) (Beijing: Guojia tushuguan chubanshe, 2016), pp.487-503; Zhang
Shusheng 5k 75 (1824-1884), ‘Chongxiu canglang ting ji &V YR551C [The Record of Restoring Surging Waves
Pavilion]’, in Canglang ting xinzhi &R 5 #1E [New Gazetteer of Surging Waves Pavilion] (1928), ed. by Jiang
Jinghuan %852, in Suzhou Museum: Ancient Book Database (Suzhou tushuguan gujiku 75 W B 78 W £8 2E),
<http://fzk.szlib.com/book/page?bookld=174&volld=7&pageld=22> [accessed 28 July 2017].

67 Zhu Yujie, ‘Cultural Effects of Authenticity: Contested Heritage Practices in China’, in International Journal of
Hertiage Studies, 6 (2015), pp.594-608; Lei Gao, ‘ ” Breaking and Repairing”: Conflicting Values in the Historic
Gardens of China’ (unpublished doctoral thesis, The University of Sheffield, 2010), p.189.

68 Tobie Meyer-Fong, ‘Civil War, Revolutionary Heritage, and the Chinese Garden’, in Cross-Currents: East Asian
History and Culture Review, 13(2014), pp.75-98.

69 Chen Congzhou %M JE (1918-2000), ‘Shuoyuan san ¥ilidl (=) [Discussions on Gardens (3)]’, in Yuanlin tancong
WK% [Essays on Gardens] (Shanghai: Shanghai renmin chubanshe), p.20.
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changed the old features, such as the revetment in the Humble Administrator’s Garden

(Zhuozheng yuan #H ¥ [ ) and the leaking window in the Garden of Pleasance (Yi yuan 1 [).”

To be more specific, few survive in their original form and have been transformed into a generic
style. Being treated as one of the representatives of China on the world stage, historic gardens
were restored as ‘sites of beauty and leisure enjoyment’;”? its full history, especially the darker
side, such as the changed, damaged, and destroyed part, was found hidden or transformed.
Certain styles were preferred and used as a base for conservation and restoration, such as
Suzhou gardens, which were considered as the national icon.”? Tobie Meyer-Fong found an odd
example: Yangzhou was once promoted as a city famous for well-preserved Suzhou-style gardens,

but it was famous for the local Yangzhou-style gardens during the Qing Dynasty.”®

Similar issues are also found concerning historic rockwork. But critical reviews are limited as only
a few researchers focused on rockwork, although it is recognized as an important element in
Chinese gardens. Research has not generally focused on the conservation of specific examples
or case studies, so specific issues are rarely recorded. Some well-known gardens or conservation
projects led by famed scholars were commonly praised, especially by Chinese academics and
landscape architects. For these reasons, current suggestions for the conservation of rockwork

are not detailed and targeted, and therefore not able to effectively improve the conservation
practice and states. Gujianzhu jiashan B #E /R Ll [Rockwork of Classical Architectural

Complex], the book supposed to provide practical guidance, can be taken as an example. It
suggested exploring the original style of the historic rockwork in order to restore the original
appearance.”* Despite this, the whole book did not investigate and analyse the various styles

of rockwork.

1.2.4 Research gaps

After reviewing a large number of studies related to garden history and rockwork, it appears
that much of previous research has focused on understanding the cultural meaning of mountain
and rockwork in dynastic China. In other words, previous scholars overwhelmingly focused on

explaing why rockwork was appreciated and displayed in gardens for such a long period. The

70 Chen Congzhou %M JE (1918-2000), ‘Xu shuoyuan £:#i[E [Continued Discussions on Gardens]’, in Yuanlin
tancong [N [Essays on Gardens] (Shanghai: Shanghai renmin chubanshe), pp.15-16.

7L Tobie Meyer-Fong, ‘Civil War, Revolutionary Heritage, and the Chinese Garden’, p.78.

72 |bid; Lei Gao, ‘ ” Breaking and Repairing”: Conflicting Values in the Historic Gardens of China’ (unpublished doctoral
thesis, The University of Sheffield, 2010), p.189.

73 Tobie Meyer-Fong, ‘Civil War, Revolutionary Heritage, and the Chinese Garden’, p.84.

74 Sun Jianzheng, Rockwork of Classical Architectural Complex.
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aspects of design and construction techniques have mainly been approached by Chinese
specialists in the field of architecture and landscape, usually basing their analysis on surviving
examples. However, many of those academics paid little attention to the fact that the design
and techniques of rockwork have changed over time, and did not identify the styles and
characteristics of rockwork of different periods. Moreover, when using existing examples to
discuss the forms and techniques, in most cases, scholars have ignored the changes that had
been made during recent conservation projects. Therefore, previous research has not often
been able to uncover the historic appearances and techniques of rockworks. In terms of
conservation, previous research revealed that restored gardens and rockwork had been changed
and transformed into a generic version, which affected whether the original appearance and
state had been retained. However, limited studies have been conducted to critically analyse and
review the specific cases so as to identify and discuss the issues that actually led to the
transformation. Many previous suggestions are not appropriate or targeted, so the issues still

exist.

Overall, changes to the original state, especially the physical forms and uses, are a severe issue
that is noticed in many historic gardens and rockwork. However, current conservation practice
has not been critically and thoroughly reviewed and discussed; thus, current suggestions
provided are not well-targeted and able to efficiently solve the problem. At the same time, the
knowledge and awareness of the changing styles and trends of rockwork-making and culture is
relatively weak, although it is considered to be necessary information to achieve authentic

conservation.”

1.3 Research aim and questions

Previous research suggests that rockwork forms an important feature in most gardens.”® Yet in
restoration work, its historic significance is frequently overlooked, and, like the gardens
themselves, it is often transformed into generic versions. This is due to a lack of knowledge and
understanding of the history of rockwork. This thesis aims to overcome this shortfall: a critical
history aims to outline the significance of rockwork to gardens and culture, and identify what
the trends and styles were, as a basis for identifying the characteristics of rockwork in individual

gardens, and thereby contribute to a more authentic restoration and conservation practice.

75 Chen Congzhou [ JE (1918-2000), ‘Shuoyuan wu Pt (F) [Discussions on Gardens (5)1’, in Yuanlin tancong
[ #K % M [Essays on Gardens] (Shanghai: Shanghai renmin chubanshe), pp.30-34(p.34).
76 Meng Zhaozhen, ‘Basic Introduction to Rockwork’, p. 1.

22



Chapter 1. Introduction

This research is guided by the following questions:

1. How have the historic significance and original appearance and states of rockwork
been maintained in conservation projects?
- What are the general significance and styles of rockwork in Chinese gardens?
- What are the significance and characteristics of rockwork in individual gardens?
- Have they been well-retained during the conservation practice?
- What are the policies and approaches applied in the conservation practice?
- What are the issues in terms of retaining a rockwork’s historical significance,

original appearance and state?
2. How can we improve conservation practice, retain the original appearance and state,

and accomplish more authentic restoration?

1.4 Research methods and approaches

In order to achieve the aims, and answer the research questions at the core of this thesis, historic
information is collected and critically assessed in order to provide a context for the assessment
of case studies. The latter aim to provide a range of examples revealing both good and bad
rockwork conservation practices. This research approach is an appropriate strategy to answer
‘how’ questions, and to investigate real-life context, such as the key questions of this research.”
During the research fieldworks, visits to various gardens have been conducted to collect primary
data for the understanding of recent conservation projects. Some of the visited gardens were
subjected to in-depth analysis in the form of case studies. Carrying out this research with
multiple-case studies is not only to make the result more compelling, but also to obtain both
‘similar results’ and ‘contrast results’.”® The predicted ‘similar results’ are that issues and
changes to the original look would be found in various conservation practices, even under
different conservation approaches; meanwhile, the predicted ‘contrast results’ are different
issues found in various specific circumstances. With this method, the conservation practice
would be critically reviewed and issues would be identified. The following explains how the

fieldwork and case studies are carried out and how the research is structured.

77 Catherine Marshall, and Gretchen B. Rossman, Designing Qualitative Research, 6 edn (Los Angeles, London, New
Delhi, Singapore, Washington DC and Boston: Sage, 2016), pp.19-20; Robert K. Yin, Case Study Research: Design and
Method, 5t edn (Los Angeles, London, New Delhi, Singapore and Washington DC: SAGE, 2014), p.10.

78 Robert K. Yin, Case Study Research: Design and Method, p.63.
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1.4.1 Fieldwork approach

This thesis research involved different fieldworks in 2013, 2014, 2015, and 2017. A total of ten
cities and twenty-six gardens were visited. Table 1 shows the basicinformation of these gardens,
including the name, location, date of origin, type of rockwork, and the conservation approaches
have been applied to the rockwork. The fieldwork was conducted to investigate the current state
and the context. It had the following objectives: Firstly, to visit the sites in order to explore the
conservation state of the physical remains of historic rockwork. Secondly, to visit relevant offices
and talk to relevant staff in order to obtain records and information about conservation
practices that took place on the corresponding sites. Thirdly, to access local libraries, museums
and archives, and retrieve historic sources related to a specific garden and/or regional garden
culture. By comparing and analysing the data collected, it has been possible to increase the
understanding of the historic appearance and characteristics of historic rockworks, and to

explore if, and to what extent, they had been changed during the conservation work.
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Sites visited concentrated on the generalized Jiangnan area and a small part of the North China
Plain region (mainly Beijing and Chengde). The former is located in the Yangtze River Delta and
around the Taihu Lake, while the latter is the area around Beijing, which has been the capital
since the Ming Dynasty (Fig. 1-6). The selection of these two regions was determined by various
reasons. First of all, with limited time and funds, the scope of this research had to be restricted,;
it was not possible to visit historic rockwork in all the regions of China, although garden culture
and existing examples are spread throughout China. Secondly, garden culture and the
construction of rockwork have been celebrated in the two selected areas, even till today, and
gardens are both easy to find and accessible. In the Jiangnan area, merchants and scholars had
congregated creating an economic and cultural centre, where affluence ensured a flourishing
garden culture;” it also has a rich production of various types of rocks, and is known for its rock
culture as well. In Beijing and Chengde, imperial and noble gardens were the well-known
examples. Having the highest political power, emperors were able to afford to transport rocks
from various origins so as to decorate the imperial gardens. Because of the relatively larger
number of historic gardens and rockwork existing in these two areas, conservation practices
started earlier. This is another reason for including them in the research. Many of the gardens
experienced several phases of restoration or repair, which has also affected rockwork; by
reviewing and comparing each phase, it is possible to reveal the differences and changes

between phases.

79 Hu Jie, The Splendid Chinese Garden: Origins, Aesthetics and Architecture, p.39.
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e Chengde

Beijing o

Suzhou (Anhui)

®  Taizhou

Yal_t_gzho.u i .wo“xbhangshu
Nanjee 9 p‘(unshan
Taihu Lake™ Suzhou

North China Plain
Region

Jiangnan Area

Figure 1-6. Location of visited sites based on the current map of China. (Source: drawn by author, 2017.)

The data collected from the fieldwork included records of conservation projects, photos and
physical surveys, interviews, and historical sources. However, not all types of data were obtained
for each garden visited. The accessibility and availability of data, especially primary data, was
limited. A list of cities and gardens, the materials collected, and organisations visited to obtain
materials are summarised in Appendix 1. The method of approaching data and the use of each

type of data is explained below:

The records of conservation projects can be found in both primary and secondary sources. Most
of the primary data recorded conservation practice from the mid-twentieth century onwards.
Primary records were mainly found in the form of registration forms of historical and cultural
sites, schematic survey maps, photos, proposals of conservation projects, and official responses
to proposed conservation projects. During the fieldwork, primary material was obtained from
various local offices, such as the Bureau of Garden and Landscape (exact names vary from city
to city), the Bureau of Cultural Relics, the Bureau of Urban Planning, Urban Construction

Archives, the administration office of each garden, and sometimes libraries.
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Secondary sources are basically published books, papers and academic theses; they normally
include descriptions, old photos and survey maps that related to the conservation process or
the state of the site before and after conservation projects. By providing contemporaneous data,
primary sources are relatively more authentic. Therefore, they are used as the basis for
understanding the state of the rockwork of different periods, and the conservation approach

and principles implemented in practice.

However, in many cases, the primary sources were incomplete, and records of rockwork even
more so. For example, rockworks are commonly symbolised roughly in schematic survey maps,
which offer limited accurate information about their form, size and location. Comparing with
primary data, secondary sources are less reliable, because much of the information given is not
clearly referenced. Therefore, publications written by individuals or organisations who

participated in the conservation projects, received relatively more attention in this research.

Photos and physical surveys were an important part of primary data collected on-site. Photos
were taken in all gardens visited to record the current appearance, condition, and the use of the
historic rockwork. A few sites were measured with common surveying tools and filmed with
drones. Videos collected by drones provide aerial images of the rockwork in an attempt to
increase both speed and accuracy in surveying, as well as exploring the possibility of three-

dimensioned models.

Interviews carried out in this research were mainly informal conversations with staff working
on-site and in the relevant offices as well as three formal interviews with rockwork craftsmen
and designers. Communicating with staff on-site increases the understanding of the recent
conservation treatments as well as the current conservation state of the garden and rockwork.
Communicating with staff in government offices provided information about how historic
gardens and rockwork were recorded and how the records were stored. Formally interviewed
craftsmen and designer had participated in conservation projects of different periods; the
interviews enhanced the general understanding of the conservation process and some issues
they noticed in the process. Interviews aimed to provide additional information and enhance
understanding of the site and conservation work more generally, so only a few have eventually
been quoted in this thesis. A list of the interviews is included in Appendix 2. Part of the

transcripts of formal interviews were translated and attached in Appendix 3.

Historical sources were also collected in order to reveal the historical context and development
of the sites and its rockwork. This type of source allowed to uncover the historic style,

characteristics and function of rockwork in the past. By analysing historical sources, the
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contemporaneous cultural context such as aesthetic standards, politics and philosophy can be
better understood. Sources obtained include gazetteers, garden records, poems, relevant
ancient books, essays on stone inscriptions, paintings, etc. Most of the available textual sources
were re-publications of original texts, and were accessed in local libraries. Stone inscriptions
were commonly obtained from the site, while some copies were obtained from local libraries or

museums.

Although they are historical sources, they should still be used carefully and reviewed critically
because some historic texts may not record contemporaneous conditions but describe an earlier
state based on other sources or rumours; and some of the authors had never visited the site in
person. Moreover, the re-publications may also bring errors. Paintings were accessed in
museums and from published sources. Although they offer visual and direct evidence of
rockwork compared with textual material, the information they delivered was carefully used.
Similar to textual sources, the artist of a garden painting also may or may not have visited it in
person. Due to the issues the historical sources might have, it is crucial to evaluate the validity
and authenticity of the information the sources provided. In the historical research, there are
many discussions on the evaluation of sources, such as the From Reliable Sources: An
Introduction to Historical Methods, The Landscape of History: How Historians Map the Past, and
The Landscape of History: How Historians Map the Past.® The methods this thesis used to
criticise sources consulted are based on these research findings. First of all, when the
descriptions about one aspect of a certain rockwork are consistent in all the sources, this
information can be considered as correct or close to the fact. But when different opinions or
descriptions appeared, the majority may not be correct. Secondly, primary sources are
generally more reliable than secondary sources. Third, it is also necessary to investigate the
informants, for example, whether the informant was the garden owner, or has a special
relationship with the owner; this information can help understand if they would be interested
in creating bias. Among all informants, eyewitnesses are more reliable; because they are more
likely to describe the fact, or provide the opinions and ideas of their contemporaries. Thus, this
thesis will pay more attention to contemporaneous and primary sources; it will also compare
the information delivered by different sources; the identity of the informants will also be

explored, as well as their relationship with the garden and rockwork. Additionally, in order to

80 Martha Howell, and Walter Prevenier, From Reliable Sources: An Introduction to Historical Methods (Ithaca: Cornell
University Press, 2001), pp.70-71; John Lewis Gaddis, The Landscape of History: How Historians Map the Past (New
York: Oxford University Press, 2002), pp.43-45; W.H. McDowell, Historical Research: a Guide (London and New York:
Routledge, 2002), pp.54-76.
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avoid errors in the re-publications, this research chose to use common versions of re-
publications that are widely used among academics. For example, re-publications from reliable
publishers like Zhonghua shuju *H#43)5), and those annotated by key scholars in this field,

such as Chen Zhi and Chen Congzhou.

1.4.2 The selection of case studies

This research is carried out with multiple case studies. As shown in Table 1, the information
about the rockwork and gardens visited is analysed and summarised, including the construction
date, rockwork types, conservation approaches and so on. This helped with the selection of
cases for in-depth research. In order to study examples that represented styles of different
periods and the different conservation treatments received, four cases were selected: the Qiao
Garden in Taizhou, the Gazing Garden in Nanjing, the Mountain House of Sliced Stones in
Yangzhou and the Two-thirds of Bright Moon Hall in Yangzhou, They were originally constructed
in the late sixteenth or early seventeenth century, the sixteenth century, the first half of the

eighteenth century, and the early nineteenth century.

Historic rockwork in all of these four gardens had been damaged during the conservation
process. In this thesis, the order of case studies is arranged based on the extent of the damage
to their rockwork. The analysis of the Qiao Garden is considered first because its remaining
historic rockwork had not been changed much. In the Gazing garden, which is analysised in the
second case study, the volume of historic rockwork was increased due the extension. In the third
case study, the destroyed and vanished part of the historic rockwork was reconstructed. In the
last case study, the key historic rockwork was completely demolished and later replaced by other

features.

Although more than one treatment was integrated in the practice, the main conservation
approaches implemented differed: reinforce the remaining rockwork and reconstruct historic
rockwork that has disappeared; transform the historic rockwork and add new constructions;
partially restore the historic rockwork; and replace the vanished historic rockwork with new
garden features. By investigating cases of different circumstances, it would be possible to
discover as many types of issues as possible. Another important and realistic reason for choosing
the four cases is the availability of research material. Although twenty-six gardens were visited,
it was not possible to obtain primary data for in-depth research into each one. In order to
conduct thorough case studies which are needed in this field, cases with more data were a

priority.
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Admittedly, selecting cases located in the same region would be the main limitation of this
research. But the research result would be more convincing based on rich and available research
materials and critical analysis of them. Also, the approach and framework used in this research
might be applied in cases of other regions in the future, when more data is found and made
accessible; in future work, the result of this research can also be used to compare with other
case studies. Thus, the selection of these four cases is still valid and useful for the argument of

this research and for extending our knowledge about rockwork conservation.

The four case studies were carried out with the same framework of four steps. First, exploring
the history of the historic rockwork in order to reveal its development and cultural contexts,
then the following step is exploring their characteristics and original appearance. The third step
is to investigate the conservation practices and treatments they experienced. Conservation
practices reviewed here were those implemented during the twentieth century and mainly since
the mid-twentieth century since most available records are dated since then and also national
conservation policies were issued by then; hence, large-scale conservation practices took place
afterward. Conservation is a long-term and continuous process, most gardens and rockwork
experienced conservation treatments for more than one time, which was the case in these four
cases. Thus, the treatment of each round is referring to a conservation phase in this thesis. The
last step assessed whether the characteristics, original appearance and significance had been
retained along with the old forms, features and functions. With these four steps, this research
is able to identify good and bad practice of rockwork conservation; so that we can further

provide appropriate and targeted recommendations to solve current issues.

1.5 Research ethics

In order to complete the interviews necessary to this research, an ethics review was submitted
and approved by the Ethics Review Committee on 7 February 2013, before the interviews were

carried out.

The main ethical issue in this research was to obtain the informed consent of the interviewees.
Interviewees received an information sheet to explain the research topic, and a participant
consent form to approve the process before the formal interviews started. For informal
conversations, the same process was used, but only oral consent was obtained: this was deemed
more appropriate to address the cultural sensitivity in China about putting one’s signature on
contract-like documents. Oral consent was also obtained for one formal interview with a

rockwork craftsman, as the interview took place via the telephone. With permission from the
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interviewee, the conversation was recorded by audio (formal interview) and notes (informal
conversations) for personal use only by the researcher. An undertaking was given that the
interview transcript would only be included in the thesis if the interviewee gave permission for

its release. Parts of the conversation have been used as primary data for case studies.

1.6 Structure of the chapters

The structure of this thesis is guided by the research questions. Before studying individual cases
in depth and being able to explore how the significance and original appearance and states have
been maintained, it was necessary to first investigate and understand the context of rockwork
history and conservation practice. Therefore, in Chapter Two, this thesis critically reviews the
cultural context of rockwork, and focuses on the investigation and identification of trends in
rockwork making; it reveals the common style and characteristics of each period, and how
rockwork was appreciated at that time. Chapter Three investigates the conservation policies in
China and its development since the early twentieth century. It reviews the changes of policy
which affect the conservation practices and attitudes towards different conservation
approaches. The following four chapters (Four to Seven) are the four case studies, in which the
history, original appearance and characteristics of rockwork, and conservation practice are
thoroughly explored and discussed. The review of its own history and the general historical
context information investigated in Chapter Two helped to reveal the original appearance and
identify the characteristics. The research result from Chapter Three forms the reference for the
assessment of conservation practice, such as if the policies were obeyed or if they were helpful
for the conservation of rockwork. The final two chapters, Eight and Nine, are the discussion and
conclusion of the whole thesis. By analysing the results, the answers to some questions would
be clear, such as if the original appearance and characteristics had been maintained, if the
historic rockwork retained its original appearance and what the causes of the current
conservation state are. Most importantly, it summarises good and bad conservation practice

and eventually provides recommendations for the improvement of rockwork conservation.
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Chapter 2. A typology of rockwork in gardens

As mentioned in Chapter One, various types of rockwork can be found in existing gardens; each
type actually emerged in different periods following contemporaneous trends. In the long
history of rockwork, the changing context, including the aesthetic standards, development of
craftsmanship, economic conditions and politics, strongly affected the creation and styles of
rockwork: the preferred forms, structures, and features therefore changed over time, and the

construction techniques evolved.

As previously explored, very little research has thoroughly investigated how the style and trend
of rockwork-making changed over time; later studies have generally adopted the findings from
earlier research. Cao Xun and David Ake Sensabaugh are two key researchers who have written
papers focusing on the development of rockwork.8! Publishing their research in the 1980s and
1990s respectively, they produced different findings. Cao broadly divided the styles or trends of
rockwork into three groups: from the Qin Dynasty (221BC-206BC) to the Tang Dynasty (618-
907AD), large size rockworks were constructed to represent real mountains in terms of size and
features; from the Jin Dynasty (265-420) to the Song Dynasty (960-1279), smaller sized
rockworks were created to represent and symbolise large mountains, which Cao Xun
summarised as ‘xiaozhong jianda /NF WK [multum in parvo]’;#* in the Ming Dynasty (1368-
1644) and Qing Dynasty (1644-1911), the trend was to construct rockwork to represent a small
section of real mountains instead of the entire mountains, so as to make the visitors feel as if
they were in the real landscape on entering. It is true that earlier trends would not completely
disappear when the later trend emerged, and Cao also argued for this as the trends were just
leading styles rather than the only style that can be found in one period. Although he critically
reviewed the dominant trends, the result and summarised trends are too broad and each trend
covers a very wide time period. Hence, the common characteristics of each trend cannot be
generalised, making the findings incapable of providing practical information for conservation

works.

81 Cao Xun ¥, ‘Luelun woguo gudai yuanlin dieshan yishu de fazhan yanbian &3 E w5 AQ M B 1L Z AR K &
J#4% [Brief Discussion of the Development of Rockwork in Ancient Chinese Gardens], in Jianzhu lishi yu lilun 23 )
S 5B [History and Theory of Architecture], 1 (1980), pp.74-85; David Ake Sensabaugh, ‘Fragments of Mountain
and Chunks of Stone: the Rock in the Chinese Garden’, in Oriental Art, 44.1(1998), pp.18-27.

82 Cao Xun, ‘Brief Discussion of the Development of Rockwork in Ancient Chinese Gardens’, p.83.

39



Chapter 2. A typology of rockwork in gardens

Compared with Cao Xun’s paper, the classification provided in David Ake Sensabaugh’s work is
more refined. He summarises that earth mountains with animals and exotic flora were the
leading style of the Qin Dynasty (221BC-206BC) and Han Dynasty (206BC-220AD); that miniature
mountains were the leading style from the third to sixth century, which were perhaps smaller
than the earlier trend but ‘only gave the appearance of vastness’ with amassed stones and

8 single rocks were appreciated and leading the trend from the late Tang

planted groves;
Dynasty (618-907). But the trends after the tenth century are not clearly identified in the paper,
although some well-known examples are discussed, including the Northeast Marchmount
(Genyue R.{%) of the Northern Song Dynasty (960-1127) and the Lion Grove (Shizi lin Jfi§#K),

originally constructed in the Yuan Dynasty (1279-1368).

The findings of both scholars emphasise that the styles of rockwork were changing over time,
and help to focus attention on the development of rockwork. However, for the purposes of
rockwork conservation, their research findings and revealed historic information are not
detailed enough to provide direct guidance. To be more specific, more information, such as the
common forms, structures, features and sizes of each trend, needs to be explored so as to help

reveal the possible style of a certain period.

In order to extend the current historic knowledge of rockwork and, most importantly, to help in
retaining the significance and the original appearance and state of historic rockwork and in
improving conservation, which is the aim of this thesis, this chapter critically reviews the
development of rockwork in order to identify various styles and their characteristics. While
critically reviewing the development of rockwork, this chapter pays more attention to the trends
in the Ming and Qing Dynasties, especially from the sixteenth century to the nineteenth century.
Because most of the historic rockwork | visited during the survey turned out to be constructed
during this period, the four in-depth case studies from Chapters Four to Seven are from this

period.

2.1 Reproducing sacred mountains: the Qin and the Han Dynasties

(second century B.C. — second century A.D. )

As discussed in section 1.1.1, rockwork in the Chinese context is a kind of garden feature that is
formed with earth and/or rocks and represents real mountains. That is why rockwork is referred

to as artificial mountains. Some historical sources indicate that a man-made mountain was

83 David Ake Sensabaugh, ‘Fragments of Mountain and Chunks of Stone: the Rock in the Chinese Garden’, p.21.
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constructed in the eleventh century BC. For example, the Deer Platform (Lu tai £ &) that was
planned by Emperor Zhou of Shang 74l £ (?-1046BC) was recorded as ‘three /i wide and
thousands of chi high’ and could be used to ‘observe the wind and rain’.®* Although the
description might not be accurate, as no contemporaneous sources survive, the remains of it
evidenced that the Deer Platform did exist.®> The man-made earth mountains called tai (&)
were actually large earth platforms. They were not associated with mountains; in fact, they were
mainly constructed for meteorological and astronomical observation, and sometimes, for
military defence. Tai were in use in the Spring and Autumn period (770BC-476BC) and the
Warring States period (475BC-221BC); however, the construction of tai had nearly stopped by

the third century AD.2®

Veritable artifcial mountains was created in the Qin (221BC-206BC) and Han Dynasties (206BC-
220AD), in response to the emperors’ desire for immortality. It is recorded that Qin Shi Huang
ZRUR . (First Emperor of Qin, 259 BC-210 BC) and Emperor Wu of Han 777 (156 BC-87 BC)
constructed earth mountains in their imperial gardens, modelling them on the legendary sacred
mountains, Penglai 3¢, Yingzhou ¥l and Fangzhang 773, in the East Sea 7. In the
Orchid Pond Palace (Lanchi gong ==& ), Qin Shi Huang created earth mountains inside a man-
made pond, to represent these sacred mountains. The Han Dynasty book Sangin Ji =Z&i¢
[Records of the Three Qin Area] described that only one earth mountain was constructed to
represent Penglai Mountain while some later sources documented the number of earth
mountains differently; all of them associated the man-made earth mountains with sacred
mountains.®” According to Shi Ji 521t [Records of the Grand Historian], Emperor Wu of Han

also created earth mountains in a man-made pond in his palace, the Jianzhang Palace (Jianzhang

gong 75 F); there were three earth mountains in total, carrying the names of the three sacred

84 See the original sentence ‘FK=H, mT R, KE=W’, in Liu Xiang X[ (ca. 77BC-6BC), Xin Xu Jiaoshi #TJ7
& [The Annotation of the New Prefaces], annotated by Shi Guangying £ ¥t (Beijing: Zhonghua shuju, 2001),
p.800; In the Pre-Qin Period, one /i equalled about 550 metres and one chi equalled about 23 centimetres, according
to Endymion Wilkinson, Chinese History: A New Manual, 4t edn. (Cambridge (Massachusetts) and London: Harvard
University Asia Center, 2015), p.553.

8 Wang Duo -4, Zhongguo gudai yuanyuan yu wenhua " [E #7483t E 5 304k [Ancient Chinese Gardens and their
Culture] (Wuhan: Hubei jiaoyu chubanshe, 2003), p.2.

86 |bid, p.2; Wu Hung, ‘The Art and Architecture of the Warring States Period’, in The Cambridge History of Ancient
China: From the Origins of Civilization to 221 BC, ed. by Michael Loewe and Edward L. Shaughnessy (Cambridge:
Cambridge University Press, 1999), pp. 651-744 (p.653); Oji Oka [X| K%, Zhongguo gongyuan shikao & & 5t [7E] Ak
$12% [History of Chinese Imperial Gardens], trans. by Chang Yingsheng # #i’E (Beijing: Nongye chubanshe, 1988).
87 Xin Shi 2% [, and Pan Yue i & (247-300), Sangin Ji Jizhu Guanzhong Ji Jizhu =Z& 087 E 5 FHi0 8 [ Annotation
of the Records of the Three Qin Area and the Records of the Guanzhong Area], ed. by Liu Qingzhu XI|JAE (Xi'an:
Sangin chubanshe, 2006), p.8; Zhou Weiquan J&4Ef (1927-2007), Zhongguo gudian yuanlin shi " [E v i@ 4k s
[History of Chinese Classical Gardens] (Beijing: Qinghua daxue chubanshe, 1990), pp.25-33.
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mountains.®® The same source also quoted stories of how these two emperors were influenced
by an alchemist and tried to find and access the sacred mountains in the East Sea: Qin Shi Huang
sent thousands of boys and girls to the East Sea to seek and please the immortals, and himself
visited the coast of the East Sea many times during inspection tours; Emperor Wu of Han also
paid several visits to the eastern coastline, expecting to find the sacred mountains; both of them
failed.®® The reliability of this book is actually questioned by many scholars, as it covers the
history from more than two thousand years earlier till the Han Dynasty; it was written by Sima
Qian @] %if (ca.145BC-86BC), the Grand Astrologer (Taishi ling /< 514*) of the Han Dynasty,
who carried on this personal project from his father. But as a book that started to be written in
the late second century BC and was completed in the first century BC, the contemporaneous
information is considered as relatively more reliable.®® Also, the rockwork in Qin Shi Huang and
Emperor Wu of Han’s gardens are likely to have existed while the book was being written.
However, some detailed descriptions might be exaggerated by the author, such as the vast size

of the garden and the massive undertaking of searching for the sacred mountains.

Despite the possibly exaggerated information, the aim of reproducing sacred mountains is clear.
It reflects the emperors’ passion and desire for supernatural ability and immortality.* On the
one hand, the emergence of artificial mountains is possibly influenced by the widely believed
legends of immortals and elixirs at that time. On the other hand, it shows the emperors’ greed
after becoming the ruler, especially in the case of Qin Shi Huang, who conquered the other

regions and unified the former seven warring states for the first time.

Although the reproduction of sacred mountains was mainly the trend in the Qin and Han
Dynasties, the imitation of sacred mountains continued until the Qing Dynasty, and expanded
from the imperial gardens to other private gardens. But by that time, the imitation of sacred
mountains was used in a purely symbolic way, which is quite different from the practice in the
Qin-Han period when the belief was real. After the Qin-Han period, some features would be
placed in water to symbolise the three sacred mountains, such as three rocks, three islands,

three buildings, three stone lanterns and so on. This becomes a common layout called ‘Yichi

8 Sima Qian &) iE (ca. 2" century BC), Shiji 52ic [Records of the Grand Historian], 10 vols. (Beijing: Zhonghua
shuju, 1959), IV, p.1402.

89 |bid, p.1397; Sima Qian, Records of the Grand Historian, |, p.274.

%0 Joseph Needham, Science and Civilization in China: Volume 1, Introductory Orientations (Cambridge: Cambridge
University Press, 1954), p.88.

91 Pjerre Rambach and Suzanne Rambach, Gardens of Longevity: in China and Japan (New York: Rizzoli International
Publications, 1987).
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sanshan (—iB=111)" in Chinese gardens, which literally means ‘one pond and three mountains’;

it is commonly, but not necessarily, related to rockwork.”

2.2 Reproducing real landscape: from the Han to the Sui Dynasties

(second century — seventh century)

While the reproduction of sacred mountains was still a trend, especially in imperial gardens, a
new style of artificial mountains was emerging; no record shows that these were associated with
sacred mountains; they were more like real mountains in terms of their size and features. The
emergence of this style was probably related to the contemporaneous cultural context, when
natural landscape received increasing attention and appreciation. As Xiao Tong 7%t (501-531),
the Prince Zhaoming of Liang #:H B KF, replied when it was suggested that he should have
performances of music and dance in his garden, ‘Why is there a need to play musical instruments?
Mountains and water themselves are playing a fine piece of music.”®* By quoting this verse from
the poet Zuo Si /£ /& (ca. 250-305), Xiao Tong clearly presented his idea that the beauty of the
natural landscape was much to be preferred and appreciated. The genre of Mountain and Water
Poems (Shanshui shi 1L17K7F), and Mountain and Water Paintings (Shanshui hua 1117K1H]) were

also formed in this period.%*

A celebrated private garden, the garden of Yuan Guanghan %) 7%, contained a rockwork of
this new style. Yuan was an extremely wealthy merchant of the Western Han Dynasty (206 BC-
25 AD), and his garden was recorded as being four /i long in the east-west direction and five /i
long in the north-south direction.®® Inside this garden, ‘(he] constructed a mountain with rocks,
which was more than ten zhang high, and several lilong’, ‘all kinds of rare plants and trees were
planted’, and many exotic beasts and birds were put in the mountain, such as white parrots,
purple mandarin ducks and yaks.?® The earliest source for Yuan’s garden is the Xijing zaji 7 &%
Z&41t. [Miscellanies of the Western Capital], which was written in the fourth century AD.% It is

unlikely that the author would know very detailed information about a garden constructed three

92 Hu lie, The Splendid Chinese Garden: Origins, Aesthetics and Architecture (New York: Betterlink Press, 2013), p.24.
93 See the original sentence ‘AF 22 547, 1LI/KAEIE ', in Yao Silian BkJEBE (557-637), Liang shu %+ [Book of
Liang], 3 vols. (Beijing: Zhonghua shuju, 1974), |, p.168.

% Wang Yi £3%, Zhongguo yuanlin wenhua shi 1 [E [ #k3C4k 52 [History of Chinese Garden Culture] (Shanghai:
Shanghai renmin chubanshe, 2004), p.90.

9 Zhou Weiquan, History of Chinese Classical Gardens, p.69; in the Han Dynasty, one /i equalled about 715 metres,
according to Endymion Wilkinson, Chinese History: A New Manual, pp.555-556.

% Ge Hong &Vt (293-343), Xijing zaji i A4ic [Miscellanies of the Western Capital] (Beijing: Zhonghua shuju,
1985), p.18.

97 1bid.
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hundred years earlier. However, he probably revealed how that garden looked in the fourth
century; by then, artificial mountains might be of a large size, covered by dense groves, and used

to accommodate animals.

Examples can also be found in records from the sixth century. For example, Zhang Lun’s k4%
(ca. late 5%-6™ century) garden had a similar rockwork. Zhang was a powerful official in the
Northern Wei Dynasty (386-534). In his garden, there was a man-made Jingyang Mountain
(Jiangyang shan 5:FH111). As described in a sixth-century book, the huge rockwork contained
dense and tall plants and some features like rough stone paths, streams and ravines.*® Jiang Zhi
Z i (ca. 6™ century), who visited this garden, commented that ‘on visiting [this artificial

mountain], it always reminds visitors of real mountains and water.”®®

Both mountains were described as very large, but in reality they might just have given the
impression of vastness. They were probably large-size earth mountains, as groves were planted
on them; and a small amount of rocks might be used to form features like stone paths. These
features helped to form the atmosphere of a real landscape, as Jiang Zhi felt on his visit; this was

the key characteristic of this style.

2.3 The appreciation of small rockwork and individual rocks: the Tang

and the Song Dynasties (eighth century — fourteenth century)

In early trends, rockwork seems to have been constructed on a very large scale, as a
reproduction of real or legendary mountains. But there is a dramatic change in the style of
rockwork in this period, as the size was significantly reduced; rockwork started to be regarded
as a symbol rather than a recreation of real mountains, and appeared more frequently in
gardens. Rocks began to be used as the main material, and the appreciation and collection of

individual rocks emerged in this period.

9 Yang Xuanzhi #1412 (ca. 6t century), Luoyang gielan ji 7% FAAI#IC [Records of Temples in Luoyang], annotated
by Shang Rong 2K, 5 vols. (Beijing: Zhonghua shuju, 2012), I, pp. 140-145; Yang Xuanzhi #%4 2 (ca. 6% century),
W.J.F. Jenner, Memories of Loyang: Yang Hstian-chih and the lost capital (493-534), trans. by W.J.F. Jenner (New York:
Oxford University Press, 1981), pp.188-192.

9 Jiang Zhi 25 (ca. 6% century), ‘Tingshan Fu FZILITX [Rhapsody on Courtyard Mountain]’, in Yang Xuanzhi %14
2 (ca. 6t century), Luoyang gielan ji &AM iC [Records of Temples in Luoyang], annotated by Shang Rong it
2k, 5 vols. (Beijing: Zhonghua shuju, 2012), |, pp.143-145; Yang Xuanzhi #1422 (ca. 6t century), Memories of Loyang:
Yang Hsian-chih and the lost capital (493-534), trans. by W.J.F. Jenner, pp.190-192.

44



Chapter 2. A typology of rockwork in gardens

2.3.1 Small gardens and small rockwork

In this period, especially the Tang Dynasty, there was a dramatic increase in the number of
gardens, which contributed to the flourishing garden culture. One of the causes, perhaps the
direct cause, was the completion and implementation of the imperial examination system (keju
#£}%48) in the Tang Dynasty. Candidates who passed the exams and were awarded degrees could
be selected as officials at various levels, and formed the class of scholar-officials (shidafu 1K
k). The rise of this group encouraged the construction of new gardens, especially private
gardens.’® The construction of private gardens peaked in the eleventh century, when the status
of the scholar-officials was consolidated. Because many of them suffered banishment and self-
imposed retirement at that time, building gardens provided a way to take a break and recover

from the stresses of political life and conflicts with rivals. !

Compared with imperial gardens, gardens of scholar-officials were much smaller in size due to
their limited power and wealth. Many of these gardens were referred to as ‘small garden (xiao
yuan /NiE)’; and small rockwork was constructed on a correspondingly small scale, 2 as is
evidenced not only by contemporaneous poems but also by archaeological findings: the
foundations of historic rockworks found on the archaeological sites of many Tang Dynasty
gardens and palaces were much smaller, compared with rockwork mentioned in earlier records;
the foundation of the largest remaining rockwork in the Shangyang Palace (Shangyang gong L
FHE) in Luoyang has a diameter of only two metres.'®® A noteworthy fact is that the term
‘iiashan (fixLL)’, literally meaning artificial mountain, appeared for the first time in this period
and has become the most common name for rockwork since then. The term comes from a

poem by the contemporaneous poet and official Du Fu #L:F§ (712-770), which depicted the

rockwork in his uncle’s garden.’® According to Du, this rockwork was made of earth, and was

100 Although imperial gardens were also private for emperors, the private gardens to be discussed in this thesis are
those owned by commoners, in which the size and design concepts differed from those of the large imperial gardens.
101 Robert E. Harrist, ‘Site Names and Their Meanings in the Garden of Solitary Enjoyment’, in The Journal of Garden
History, 4 (1993), pp.199-212 (p.200).

102 vy Xin J§ifE (513-581), ‘Xiaoyuan fu /K [Rhapsody of Small Garden]’, in Chen Yihong [ E 7t, ‘Yuxin
xiaoyuan fushangxi J8i{g (/NEMR) HHT [The Appreciation and Analysis of Yu Xin’s “Rhapsody of Small Garden”7’,
in Mingzuo xinshang % AF i [Appreciation of Famous Literary Works], 2(1989), pp.14-17; Rolf A. Stein, The World
in Miniature: Container Gardens and Dwellings in Far Eastern Religious Thought (Stanford: Stanford University Press,
1990), p.40.

103 pyanmu Shan %A L1, Jiangnan sijia yuanlin jiashan yanjiu =xingtai yu giyuan YLE AR MR LT R — TS5
HCJ& [Study of Rockwork in Private Gardens in Jiangnan: the Forms and Origins]’ (unpublished doctoral thesis,
Zhongyang meishu xueyuan, 2011), p.59.

104 pyFu #EY (712-770), ‘Jiashan {5 Ll [Artificial Mountain]’, in Wang Jingtao £ £, ‘Zhongguo huangjia yuanlin
dieshan yanjiu F [E 2 K[ Z 1L FT [Study on Rockery of Chinese Imperial Gardens]’ (Unpublished doctoral
thesis, Qinghua daxue, 2009), p.44.
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about the size of one kui [&& and only one chi high.2®> Originally, kui was the name of a kind of
small basket for carrying soil. As this is a poetic description, in reality the rockwork might have

been small but probably not just the size of a basket of soil.

The emergence of the term jiashan reflected the new understanding and style of rockwork.
Before then, rockwork was constructed as reproductions of real mountains; they were normally
huge man-made earth mountains, sometimes with groves and animals. But from the Tang
Dynasty on, rockworks, especially those of smaller sizes, were treated as symbols of mountains
and features to form miniature landscapes. The eighth-century official, Dugu Ji JH9K % (726-
777), believed that artificial landscapes were built to achieve the spirit of natural ones, so being

on a large scale was not essential.1%®

The miniature landscapes constructed in a garden conformed to the reclusive culture which was
widely accepted among the elite at that time, who enjoyed different ways of being a hermit. At
that time, ‘shutting the gate’ of a garden was considered as a way to ‘turn it into a hermitage’*’
because a garden with artificial mountains and rivers provided a space in which the owner could
be temporarily separated from society. Thus, in order to fit the reduced size of gardens and meet

the need to form an isolated world for hermitage, miniature landscapes and small rockworks

were constructed and widely accepted.

2.3.2 The display and appreciation of individual rocks

Along with the development of small gardens, small rockwork started to be presented in a new,
rather abstract, form: natural rocks were displayed individually in gardens to symbolise
mountains, an arrangement which is now commonly known as zhi shi B f1 [individually
displayed rocks]. This was a trend especially in the Tang and Song Dynasties, and became an

important type of rockwork later.

Many garden owners started to collect rocks and display them in gardens. Niu Sengru 2} {i £
(780-848) and Li Deyu Z=f % (787-850) were two of the best known connoisseurs of this

period for their large collections and their obsession with rocks. Stories of their rocks were

105 |n the Tang context, one chi equalled 30.6 centimetres, according to Endymion Wilkinson, Chinese History: A New
Manual, p. 556.

106 pugu Ji JhAK K (726-777), ‘Langya xishu FRIff% i [Essay on Langya Stream]’, in Quan tangwen 4= & X
[Complete Collection of Tang Texts], 12 vols. (Beijing: Zhonghua shuju, 1983), IV, p.3961.

107 Wang Wei E4E (701-761), ‘Jizhou guo zhaosou jiayan & 1id X 8 X % [Stopping at the Banquet in Old Zhao's
House in Jizhou]’, trans. by Xiaoshan Yang, in Metamorphosis of the Private Sphere: Gardens and Objects in Tang—
Song Poetry (Cambridge: Harvard University Press, 2003), p.52.
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frequently mentioned in poems and essays of later times, although they were also two rival
officials and the protagonists of ministerial factions, commonly known as the ‘Niu-Li factional
conflict (Niuli dangzheng 2F-Z4=44+) 1% According to essays written by themselves and their
friends, both of them collected rocks and plants from various origins such as Zhenze =¥,
Wuling 0%, Luofu #7F and Lufu J/5 &, for display in their gardens.'® Although they may have
overstated their collections with the intention of competing with each other, it seems that
collecting rocks of different types and from various locations was prevalent and praised among

contemporaneous rock connoisseurs.

Similarly to small artificial mountains, individually displayed rocks were also treated as symbols
of real mountains. Bai Juyi H/& %) (772-846), the celebrated poet and scholar-official of the
Tang Dynasty, as well as the close friend of Niu, described feeling as if he were among real

mountains, and the beauty of the Five Mountains could be seen while sitting in Niu’s garden.

Apart from the symbolising of mountains, further aesthetic standards appeared for the
evaluation of garden rocks. ‘gi %}’ was an important characteristic of the valued garden rocks
in this period. It is commonly translated as bizarre, or sometimes, grotesque and fantastic.'°
Many rocks were described as bizarre rocks. For example, Li Deyu described his collection as
‘precious plants and bizarre rocks (zhenmu gishi 32K %7 41)’, and Bai Juyi described Niu’s rocks
as ‘competing in bizarreness and grotesqueness (zhenggqi chengguai 4+ 77 J2 ). The
bizarreness of rocks mainly refers to the shape and texture, which can be inferred from
descriptions such as ‘[rocks] look like [a] dragon or phoenix, as if curling up or moving’.!*? Along

with the appreciation of a bizarre and grotesque appearance, Taihu Rocks, which have varied

108 Ari Daniel Levine, Divided by A Common Language: Factional Conflict in Late Northern Song China (Honolulu:
University of Hawaii Press, 2008), p.39.
109 |jDeyu Z=f#EAAE (787-850), ‘Pingquan shanzhuang caomu ji “F-JR LI JEEAID [The Record of Plants and Trees in
the Level Spring Mountain Residencel’, in Quan tangwen 4= /3 3. [Complete Collection of Tang Texts], 12 vols. (Beijing:
Zhonghua shuju, 1983), VI, pp.7367-7368; Li Deyu Z=f#i#% (787-850), ‘Pingquan shanju jie zisun ji ~F4& Ll &l T 9
it. [Admonition for My Descendants on the Level Spring Mountain Residence]’, in Quan tangwen 4= /& [Complete
Collection of Tang Texts], 12 vols. (Beijing: Zhonghua shuju, 1983), VII, p.7367; Bai Juyi [1}&%) (772-846), ‘Taihushi ji
KiAiC [Record of Taihu Rock]’, trans. by Xiaoshao Yang, in Metamorphosis of the Private Sphere: Gardens and
Objects in Tang-Song Poetry (Cambridge: Harvard University Press, 2003), p.114; Niu Sengru 2}-f&4{# (780-848), ‘Li
Suzhou yi taihushi gizhuang juelun yinti ershi yun fengcheng mengde letian 2= 75 M i A 14 2R 4a 46 RS — %)
BEA15IKK [Prefect Li of Suzhou Presented Me with Some Lake Tai Rocks, the Strange Shape of which was
Matchless; Hence | Wrote Twenty Couplets, which | Presented to Mengde and Letian], trans. by Xiaoshan Yang, in
Metamorphosis of the Private Sphere: Gardens and Objects in Tang—Song Poetry (Cambridge: Harvard University Press,
2003), p.106.
110 Xiaoshan Yang, Metamorphosis of the Private Sphere: Gardens and Objects in Tang—Song Poetry, pp.129-138.
111 1j Deyu, ‘Admonition for My Descendants on the Level Spring Mountain Residence’, p.7367; Bai Juyi, ‘Record of
Taihu Rock’, trans. by Xiaoshao Yang, p.114.
112 Bai Juyi, ‘Record of Taihu Rock’, trans. by Xiaoshao Yang, p.114;
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shapes and a holey texture due to the erosion of water, became one of the most valuable types
of rocks from the eighth and ninth centuries onwards; Niu even categorised these as ‘first-class’
rockwork.!*?* Later, in the eleventh century, Mi Fu >K7f7(1051-1107), the artist and calligrapher,
mentioned his specific aesthetic criteria for individual rocks; his criteria conformed to the
characteristics of Taihu Rock. They include shou ¥%, zhou 4, tou i% and lou J. Shou means
emaciated and sparse, but it also embodied the dense interior force within a rock. Zhou literally
means corrugated, which was a requirement for the surface pattern. Tou means perforated,
which was a description of the foraminate structure of rocks such as the Taihu Rock.'** Lou
describes something which can be seen through; like tou, it required a rock to have many holes
which should be connected, so that water drops and smoke could pass through.'**> Although
originally put forward in this period, these four criteria were put together and became formulaic

terms in the seventeenth century.®

The ninth-century painting of ‘Gaoyi tu =i%/& [Painting of Highly Respected Recluses]’ may
illustrate the most appreciated garden rocks and reveal how they were included in gardens. in
this painting, the artist Sun Wei #M. (ca. 9™ century) actually depicts the gathering of the
‘Seven Sages of the Bamboo Grove (Zhulin gixian 7T#-E'%)’, which was a group of scholars in
the third century. It is unlikely the ninth-century artist could accurately recreate the figures and
garden features of four hundred years earlier. He possibly created this scene based on
contemporaneous gardens. As shown in Figure 2-1, they have intricate shapes with holes and
gullies, similar to Taihu Rocks which were currently appreciated. If this hypothesis is correct,
individual rocks in the ninth century might be displayed directly on the ground, together with

plants beside them.

1
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3 Ibid, p.114.

4 John Hay, ‘Structure and aesthetic criteria in Chinese rocks and art’, in RES, 13 (Spring 1987), pp.6-22(p.6).

5 Rolf A. Stein, The World in Miniature: Container Gardens and Dwellings in Far Eastern Religious Thought, p.28.
6 Xiaoshan Yang, Metamorphosis of the Private Sphere: Gardens and Objects in Tang—Song Poetry, p.102.
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Figure 2-1. Sun Wei FMi. (ca. 9t century), ‘Gaoyi Tu(fi% &) [Painting of Highly Respected Recluses)’ (the surviving
part), undated. This painting depicts the gathering of the Seven Sages of the Bamboo Grove (Zhulin gixian 7Tt %),

a group of scholars in the third century. (Source: Shanghai Museum.)

Contemporaneous scholar-officials provided explanations of their veneration of bizarre rocks.
For them, although these rocks would be considered ugly, the bizarreness is a special value
which could not be recognised and appreciated by ordinary people but could only be discovered
by the transcendent mind.*'” This opinion sounds like a metaphor for the poor condition of their
political life. At that time, officials suffered from political instability and redeployment; some of
those who worked at court were sent to the south, to the Jiangnan area where various types of
bizarre rocks originated. Speaking highly of the bizarre rocks and their unrecognised value, they
were actually complaining about not being valued by the court. This might only be the opinion
of some connoisseurs; others like Niu and Li, who seem to have had a fetish for rocks, were

considered as being pretentious or ‘flashy’. Niu was criticised as a hypocritical person, more

117 LyGuimeng FHEfAZE (?-881), ‘Taihu Shi Ki#Ifi [The Lake Tai Rock]’, trans. by Xiaoshan Yang, in Metamorphosis
of the Private Sphere: Gardens and Objects in Tang—Song Poetry (Cambridge: Harvard University Press, 2003), pp.104-
105; Bai Juyi &5, ‘Shuang shi X471 [A Pair of Rocks]’, in Xiaoshao Yang, Metamorphosis of the Private Sphere:
Gardens and Objects in Tang—Song Poetry (Cambridge: Harvard University Press, 2003), pp.100-101.
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interested in building networks than liking rocks.*® Even in his friend Bai Juyi’s essay, Niu is said

to have received numerous bizarre rocks while governing the Heluo area in Luoyang.

2.3.3. Emperor Huizong of Song and his influences in the Jin and the Yuan Dynasties

The trend of appreciating individual rocks and displaying them in gardens started in the Tang
Dynasty, and was pushed to its peak by Emperor Huizong of Song “K#&(5% (1082-1135). His
collection of rocks was on an unprecedented scale; although his imperial garden, Genyue, was
not the largest imperial garden, it was considered the most influential, not only in this period
but in all the history of Chinese rockwork.’® As an emperor as well as an artist, his obsession
with rocks and plants might have been influenced by painting, but was greatly expanded after
the establishment of the garden, Genyue, in which he constructed a large artificial mountain
with numerous exotic rocks and plants. On the suggestion of a Taoist priest, the emperor
decided to raise the terrain in the northeast of the capital Bianliang 7F% (today’s Kaifeng JF
$f) so as to pray for more offspring for the public at large as well as the imperial family.!?°
Therefore, Genyue was constructed in 1117, with several artificial mountains within it; the name
literally means marchmount on the northeast. Although the garden was demolished four years
after its completion, when the Jurchen army conquered Bianliang, the garden was documented
in several historical articles and books, which help us to visualise its appearance. Among these
materials, two essays were written by people who had certainly been to Genyue: the ‘Imperial
record of Genyue’ by the owner Emperor Huizong, and the ‘Record of Huayang Palace’ by a
monk, Zuxiu 175, who visited it both before and after the garden was destroyed by the Jurchen

army.

The most important element in Genyue was rocks. Countless numbers of them were displayed
all over the garden and many were used to construct artificial mountains. Just like those
appearing in poems and essays in the Tang Dynasty, rocks in Genyue were described as having
‘a thousand postures, ten-thousand shapes’.}”! One of Emperor Huizong’s paintings depicts a

bizarre rock from his collection, shown in Figure 2-2. It is not clear if it was part of the collection

118 Xiaoshan Yang, Metamorphosis of the Private Sphere: Gardens and Objects in Tang—Song Poetry, p.91.

115 Maggie Keswick (1941-1995), The Chinese Garden: History, Art and Architecture (Cambridge: Harvard University
Press, 2003), p.53.

120 Zhang Hao 7Ki% (ca. 12th century), ‘Genyue ji R {1t [Record of the Northeast Marchmount]’, trans. by James
M. Hargett, in ‘Huizong’s Magic Marchmount: The Genyue Pleasure Park of Kaifeng’, in Monumenta Serica, vol. 38
(1988-1989), pp.1-48 (pp.32-43).

121 7yxiu 75 (ca. 11th century), ‘Huayanggong ji #£FH & it [Record of the Hua Yang Palace]’, trans. by James M.
Hargett, in ‘Huizong’s Magic Marchmount: The Genyue Pleasure Park of Kaifeng’, in Monumenta Serica, vol. 38 (1988-
1989), pp.32-43(p.38).
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in Genyue, but it shows the type of rock appreciated at this time. Similarly to one of the rocks in
Figure 2-1, it features pores and holes. This is the rock that he referred to as the ‘Auspicious
Dragon’. According to the poem that he wrote for it, he could see the frightful presence

contained in the rock and felt as though a giu (L) was coming out of the rock.}??> Qiu was a kind

of dragon, of a sacred and auspicious species.

Figure 2-2. Emperor Huizong of Song A#I5% (1082-1135), ‘Xianglongshi tujuan #F 1 f1 & % [Painting Scroll of

Auspicious Dragon Stone]’(part), undated. (Source: The Palace Museum, Beijing.)

Individual rocks were included in this garden in different ways: some stood in rows along the
footpaths; some were located in courtyards; large pieces were displayed individually in their
own pavilions.??® This is possibly the earliest detailed description of how individual rocks were
displayed in gardens, although Sun Wei’s painting (Fig.2-1) from an earlier time provides some
clues. The thirteenth-century book Qidong yeyu 5% 7% %fi& [Unofficial Records of East Qi

mentioned that all the rocks were classified into groups according to aesthetic values, and large

122 Emperor Huizong of Song K52 (1082-1135), poem written on ‘Xianglongshi tujuan £ 841 % [Painting
Scroll of Auspicious Dragon Stone)’, in The Palace Museum. <http://www.dpm.org.cn/shtml/117/@/122900.html>
[accessed 18 July 2016].

123 Zuxiu, ‘Record of the Hua Yang Palace’, trans. by James M. Hargett, pp.32-43(p.38).
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and delicate ones would be given names and even be ennobled and given a gold belt.!** Since
this work is not contemporary with Genyue, the information it provided cannot be fully trusted.
However, the naming of the rocks is likely to be the case. Zuxiu’s record mentions a rock in the
garden named Divine Conveyance Peak (fiz1%). > Emperor Huizong’s painting of Auspicious

Dragon Stone also shows that he would give names to rocks.

Although rocks were the key element in Genyue, many of them were used to decorate and
construct the large artificial mountains. According to the emperor’s record, the whole garden
could be divided into two parts, ‘the mountainous area on the left and the water on the right’,
which ‘covers dozens of Ii".12® Vague and exaggerated descriptions of the location of each
mountain and pond make it difficult to recreate the garden plan, but we can be sure that large
man-made earth mountains were the foundation of the artificial mountains in Genyue, with
many rocks placed on them. Both the emperor and Zuxiu’s records described that these
mountains contained high peaks, and that among them were features like ravines, caves,
streams, ponds, cliffs and waterfalls. Various types of flowers, grass and trees were planted
among them, as well as groves of bamboo, plum trees, and so on. Some of the characteristics
were similar to earlier trends: the artificial mountains in Genyue were constructed in a large size,
and involved groves, which is similar to the trend from the second to the seventh centuries; this
was also related to the emperor’s desire for immortality, just like those in the Qin and Han
Dynasties. The main mountain was called Longevity Mountain (Wansui shan Jj % 1l1) and the
entire garden was established with the purpose of gaining descendants. Later sources even
mention that man-made mist and clouds, which were described as ‘Tribute Clouds (Gongyun 71
Z) were created among these mountains to create a mysterious atmosphere; however, the
authenticity of this statement cannot be verified.!?” All these characteristics of artificial
mountains in Genyue show that an earlier preferred style of rockwork would not completely

disappear, rather it would just become less fashionable in a new period.

According to the garden record written by Emperor Huizong, rocks and plants were collected

from various locations, especially the centre, south-east and sometimes the south-west of the

124 ZhouMi JEZ (1232-1298), Qidong Yeyu 5+ %< 71 [Unofficial Records of East Qi], annotated by Zhang Maopeng
KX ME (Beijing: Zhonghua shuju, 1983), p.117.

125 Zuxiu, ‘Record of the Hua Yang Palace’, trans. by James M. Hargett, pp.32-43 (p.41).

126 Emperor Huizong of Song AR5 (1082-1135), ‘Yuzhi genyue ji ffIfi R {510 [Imperial-authored Record of the
Northeast Marchmount]’, trans. by James M. Hargett, in ‘Huizong’s Magic Marchmount: The Genyue Pleasure Park
of Kaifeng’, in Monumenta Serica, vol. 38 (1988-1989), pp. 34-38; one /i equals about 600 metres, according to
Endymion Wilkinson, Chinese History: A New Manual, pp.554-555.

127 Zhou Mi, Unofficial Records of East Qi, annotated by Zhang Maopeng, p.117.
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country. Although this seems like an exaggeration by the garden owner, it was actually achieved
by a special group called Huashi gang ({t.f14X), or the Transportation Team of Rocks and
Flowers; and the Suzhou Provision Bureau (Suzhou yingfeng ju 75 . 2% J5)) was established in
Suzhou in 1104 in order to find and collect exotic rocks and plants. Collected rocks and plants
were transported by boats to the capital via the Grand Canal. Due to the location of the Grand
Canal and the location of common rock origins, most rocks came from the central and south

eastern regions (Fig. 2-3).

Beijing
Luoyang
R
Kaifeng

Taihu Lake 8 s:Suzhou
.Ilangzhou

The Grand Canal

Areas where Emperor Huizong
collected rocks

Figure 2-3. Map of China today. With the help of marks this shows the areas where Emperor Huizong of Song collected

rocks and the location of the Grand Canal in the twelfth century. (Source: author, 2015).

There were two basic sources of rocks: quarrying, and ‘taking’ (that is, forcibly removing from
private collectors) or buying. Many of Emperor Huizong’s collection were directly quarried from
their place of origin, such as Lingbi County and Taihu Lake. Some rocks were taken from ordinary
people. A twelfth-century book mentioned that workers of the Huashi Gang would directly enter

a garden which contained valuable rocks or desirable plants without permission, and take and
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transport those selected to the capital.}?® A significant amount of labour and financial resources
were spent on the emperor’s collecting, and the team might have to ‘excavate rivers, break
bridges, destroy weirs and pull down locks’ during the transportation process.'? The operation
of the Huashi Gang shows the emperor was greedy and indulged in garden rocks; this was

another important reason that has made Genyue famous ever since.

Collection of rocks across the country strongly influenced garden culture in various regions,
especially those in which the rocks originated. It is in this period that the specialised rockwork
craftsmen, referred to as shanjiang 1liIT, were first recorded.’*® However, this record came
from Zhou Mi’s (1232-1298) book, which is not contemporary with Genyue; the only information
that can be confirmed is that the term shanjiang LIl appeared no later than the thirteenth

century, when Zhou Mi wrote about it.

Apart from the appearance of shanjiang, Emperor Huizong and Genyue exerted a more direct
and profound influence on later gardens and garden culture. The garden was destroyed in the
late 1120s, when the Jurchen army conquered the capital of the Northern Song Dynasty. After
the Jurchen established the Jin Dynasty (1115-1234), many rocks in Genyue were transported to
the new capital, Zhongdu H#E (today’s Beijing). 3! These fine rocks collected from various
locations became an important resource for the imperial gardens in Beijing. According to recent
research, some of them are found in the existing rockwork of gardens in the Forbidden City, and
some were documented as being used in the rockwork in the Southern Sea (Nanhai Fdif).'3
Since the Southern Sea currently serves as the headquarters of the State Council, it can not be
confirmed if those descriptions are correct. Apart from the re-use of these rocks, emperors and
garden owners in the Jin and Yuan Dynasties also followed the practice of the Northern Song:
they invested in the collection of bizarre rocks and the construction of gardens. They were also
recorded as collecting and transporting rocks from various locations. ** These actions might
really have occurred and be related to the indulgent and luxurious life that contemporaneous

emperors lived, although the scale and details of the collections are not clear. Later, emperors

128 Fang Shao /7] (ca. 11t-12th century), Qingxi Kougui % 7% %L [Traces of the Bandits of Qingxi] (Beijing:
Zhonghua shuju, 1991), p.3.

129 See the original sentence ‘Wi, ZIEYRIF’, in Tuotuo M (1314-1355) et al., Song shi K52 [History of
the Song Dynasty], 20 vols. (Beijing: Zhonghua shuju, 1977), IV, pp.2101-2102.

130 Zhou Mi i (1232-1298), Guixin zashi 25 4% [Miscellaneous Notes from the Guixin Quarter], annotated by
Wang Genlin EfR#K (Shanghai: Shanghai guji chubanshe, 2012), p.7.

131 James M. Hargett, ‘Huizong’s Magic Marchmount: The Genyue Pleasure Park of Kaifeng’, in Monumenta Serica,
vol. 38 (1988-1989), pp.1-48 (p.27).

132 Wang Jingtao, ‘Study on Rockery of Chinese Imperial Gardens’, pp.83-88.

133 |bid, pp.83-84.
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in the early Ming Dynasty referred to the same lifestyle of emperors from the Northern Song,

Jin and Yuan Dynasties when suggesting the establishment of a humble and thrifty society.?3

2.4 Being ‘humble’ in the early Ming Dynasty (late fourteenth — early

fifteenth century)

Emperors and garden owners in the Jin and Yuan Dynasties followed the earlier trends of
investing in the collection of bizarre rocks and the construction of gardens. However, the passion
for garden making and the development of rockwork slowed down dramatically, and the

number of new constructions reduced from the later fourteenth century onwards.

This was caused by strict policies issued by the first Ming emperor, Zhu Yuanzhang 2k JGH
(1328-1398), who had suffered from the chaotic days of the late Yuan Dynasty and hated corrupt
officials. Therefore, he issued strict rules to restrain the power of officials and hindered the
development of their gardens and rockwork. As recorded in the Ming shi B 52 [History of the
Ming Dynasty], a rule was set up in 1393 making specific requirements for officials’ houses and
gardens: meritorious officials were allowed to occupy some free space around their houses, but
this land could only be up to ten zhang behind the buildings and five zhang to each side of the
house; occupying a larger space than specified was not permitted, especially if it was for
ornamental and aesthetic purposes and contained pavilions and ponds.'®*> Since the History of
the Ming Dynasty was compiled in the seventeenth century, it is not contemporary with Zhu
Yuanzhang and may not provide accurate information on actual practice, although it is very likely
that the court authors of the Qing Dynasty had access to the documents of the past Ming

Dynasty, such as the imperial edicts.

Following the rules set up by the first Ming emperor, only a small number of gardens were
constructed in the fourteenth and fifteenth centuries. Many of them were frugal and used as

productive and economic horticultural land.’*® Thus, the construction of rockwork was limited.

134 7hy Zhanji ZRIEFE (1399-1435), ‘Yuzhi guanghan dian ji ffIfil) € EiC [Imperial Record of Guanghan Palace]’,
in Ming Shilu W5Z3% [Veritable Record of the Ming Dynasty], 25 vols. (Taipei: Zhongyang yanjiuyuan lishi yuyan
yanjiusuo, 1962), XXI, pp.2258-2261.

135 ‘Baiguan dizhai i B 254 [Rules for Houses and Gardens of Officers]’, in Zhang Tingyu iK#EE (1642-1755),
Ming shi%] 5 [History of the Ming Dynasty], 28 vols (Beijing: Zhonghua shuju, 1974), VI, pp.1671-1672;In the Ming
context, one zhang equalled 3.2 m, according to Endymion Wilkinson, Chinese History: A New Manual, pp.555-556.
136 Craig Clunas, Fruitful Sites: Garden Culture in Ming Dynasty China (Durham: Duke University Press, 1996), p.21-22.
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2.5 The appreciation of peaks: the middle and late Ming Dynasty

(fifteenth-sixteenth centuries)

In the early Ming Dynasty, society had advocated thrift and frugality, following the lead of the
emperors. Later, in the fifteenth and sixteenth centuries, as the economy prospered, this ethos
started to change and there was a debate about whether people should spend or save money.
More and more people began to argue that those who kept surplus wealth were slaves to it,
while those who used it judiciously were its masters and could benefit in the long term.*®’
Influenced by these changes in thought about social values, more gardens were constructed and
the creation of rockwork also greatly increased. Gu Qiyuan Jii;fZ Jt (1565-1628), a Vice-
Minister of Personnel (Libu zuoshilang i /= £ EE), mentioned that even common people
spent a significant amount of money on establishing gardens by the end of Jiajing Period (1522-
1566), while before the Zhengde Period (1506-1521), houses were low and small;*® but Wang
Qi F%# (1433-1499), another Ming author, observed that gardens and pavilions were already
all over cities like Wuzhong 5= (today’s Suzhou) by his time.*® In any case, their texts show
that garden culture had recovered and garden making was back in vogue in the fifteenth and

sixteenth centuries.

This section focuses on one of the best known gardens of this period, the Yanshan Garden
(Yanshan yuan 33111 [7); by exploring the types and styles of rockwork within it and comparing
them with other contemporaneous examples, the trend of this period can be revealed. Yanshan
Garden was a garden belonging to Wang Shizhen 117 (1526-1590), an important writer as
well as an official of the Ming, who also wrote, visited and owned gardens; his ‘You lJinling
zhuyuan Ji Jif & #&d1c [Record of Visits to the Gardens of lJinling]’ provided significant
information on some gardens in contemporaneous linling 4% (today’s Nanjing).**° Yanshan
Garden was the largest among all the gardens belonging to the Wang family in Taicang A3,

for which Wang Shizhen wrote a series of eight essays, documenting it in detail.}*! Located in

137 Joanna F. Handlin Smith, ‘Gardens in Ch’i Piao-chia’s Social World: Wealth and Values in Late-Ming Kiangnan’, in
The Journal of Asian Studies, vol.51, 1(Feb 1992), pp.55-81.

138 Gu Qiyuan WS G (1565-1628), Kezuo zhuiyu %% FEESTE [Talks with Guests], annotated by Tan Dihua &4,
and Chen Jiahe [# K (Beijing: Zhonghua shuju, 1987), pp.169-170.

139 Wang Qi F4 (1433-1499), Yupu zaji & 8 Z4%1c [Miscellanies of Yupu], annotated by Zhang Dexin 7K {& (5
(Beijing: Zhonghua shuju, 1984), p.42.

140 Wang Shizhen E 1t 51 (1526-1590), ‘You linling zhuyuan ji 745 # it [Record of Visits to the Gardens of
Jinling]’, in Yuan zong % [Collection of Garden Records], ed. by Chen Congzhou [ M J& and Jiang Qiting ¥ )5 %2,
annotated by Zhao Houjun #X 514, 2 vols. (Shanghai: Tongji daxue chubanshe, 2011), I, pp.136-145 (p.140).

141 \Wang Shizhen T 51 (1526-1590), ‘Yanshan yuanji #=1Li[@ic. [The Record of Yanshan Garden]’, in Yuan zong
&l 7 [Collection of Garden Records], ed. by Chen Congzhou %M )& and Jiang Qiting % & 22, annotated by Zhao
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the centre of Taicang, and frequently used for social purposes, it soon became famous and

influential in Jiangnan.#?

According to Wang himself, the rockwork in Yanshan Garden occupied forty percent of the land.
Two types of rockwork can be found within it: mountains constructed with rocks as well as earth,

and individual rocks displayed among them.

From analysing the lengthy garden records, it seems this garden contained three earth-rock
mountains, named Central Yanshan (Zhong yan " %), Western Yanshan (Xi yan PH%) and
Eastern Yanshan (Dong yan 7R 3F) respectively; they have three main characteristics: the
structure of ‘caves beneath and platforms or buildings on top’; the repeated use of feng I, or

single peaks, and their integration with water.

The structure integrating caves and platforms or pavilions was mentioned by Wang several times
in his essay. The Dim and lllusory Tower (Piagomiao lou ZE411%) was described as being located
on the summit of one of the artificial mountains, while the Qiu Dragon Cave (Qiangiu dong ¥&
4ILL7[]) was beneath. Above another cave, named ‘Horns and Teeth (Zouya FiF*), there was a
platform with some plants and individual rocks located beside it.}*3 Several more caves and
platforms were mentioned, but the relationships between them were not explained. By creating
caves in Yanshan Garden, the owner showed his desire to be associated with sacred mountains,
referred to as dongtian il 7k. As explained in Chapter One, dongtian means cave-heaven. In
Taoist belief, cave-heavens were caves within specific sacred mountains that connected heaven
and earth.'* Also, the garden name ‘Yanshan’ came from the name of a sacred mountain
described in the ancient book Shanhai Jing.** This structure of cave and platoform was
common in contemporaneous rockwork, as can be evidenced by some existing examples. The
rockwork Piling Up the Delicacy (Duixiu #£45) in the Imperial Garden of the Forbidden City, the

northern and western mountains in the Gazing Garden (Zhan yuan F£[) in Nanjing, and the

Houjun #X /&), 2 vols. (Shanghai: Tongji daxue chubanshe, 2011), I, pp.87-98; Wang Shizhen F 111 (1526-1590),
‘Yanshan yuanji #r1L[Eic [The Record of Yanshan Garden]’, trans. by Alison Hardie, in ‘Chinese Garden Design in
the Later Ming Dynasty and Its Relation to Aesthetic Theory’, 3 vols. (unpublished doctoral thesis, University of Sussex,
2000), 1lI, pp.44-76.

142 Kenneth J. Hammond, ‘Wang Shizhen’s Yan Shan Garden Essays: Narrating A Literati Landscape’, in Studies in the
History of Gardens & Designed Landscapes, 3-4(1999), pp.276-287(p.280).

143 Wang Shizhen, ‘The Record of Yanshan Garden’, trans. by Alison Hardie, pp.44-76(p.56).

144 Stephen Little, Shawn Eichman, Taoism and the Arts of China (Chicago, Berkeley: The Art Institute of Chicago,
University of California Press, 2000), p.376.

145 A Chinese Bestiary: Strange Creatures from the Guideways through Mountains and Seas, ed. and trans. by Richard
E. Strassberg (Berkeley, Los Angeles and London: University of California Press), p.195.
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rockwork in the Qiao Garden (Qiao yuan 7% [@) in Taizhou were all originally constructed in this
period and contained this structure (Fig.2-4). The last two are discussed in depth in Chapters
Four and Five. This structure was summarised as xiadong shangtai ( Fiil_I. ) in the garden
treatise published in the early seventeenth century, Yuan ye {5 [The Craft of Gardens]; Its
author, Ji Cheng i1J% (1582-?), mentioned it was a common structure in rockwork at that time,
which he was actually criticising.'® Although the term literally means ‘caves beneath and
platforms above’, the upper element is sometimes formed of buildings rather than platforms in

recorded and existing examples.

Constructing a cave inside a rockwork was not easy, at least in this period, in terms of the
technological level it required, especially when buildings would be constructed above it.
Therefore, some caves would be located next to a brick wall or constructed with bricks.
According to Wang Shizhen’s work on gardens in Jinling, the rockwork in the garden Jinpan li
yuan £%:75[H had a cave on the ground level and a pavilion above it; a wall was constructed
next to the cave and rockwork in order to provide structural support.**” Existing rockwork in the
Gazing Garden and Qiao Garden contains caves constructed with bricks; this is explored in later
chapters. It is not clear if the cave in Piling Up the Delicacy was made of bricks as it is currently

closed to the public.

146 Ji Cheng i1/l (1582-?), Yuanye zhushi [Ei571:F¢ [The Annotated Craft of Gardens] (1631), annotated by Chen
Zhi %48, 2d edn. (Beijing: Zhongguo jianzhu gongye chubanshe, 1988); Ji Cheng (1582-?), Craft of Gardens: The Classic
Chinese Text on Garden Design (1631), trans. by Hardie, Alison (New York: Better Link Press, 2012).

147 Wang Shizhen E 1t 51 (1526-1590), ‘You jinling zhuyuan ji Ji#4:F%#Eic [Record of Visits to the Gardens of
Jinling]’, in Yuan zong % [Collection of Garden Records], ed. by Chen Congzhou [ M J& and Jiang Qiting ¥ )5 %2,
annotated by Zhao Houjun X /£15, 2 vols. (Shanghai: Tongji daxue chubanshe, 2011), I, pp.136-145 (p.140).
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Figure 2-4. The rockwork named Piling Up the Delicacy (Duixiu H£75) in the Imperial Garden of the Forbidden City,
Beijing. It was made of a large number of bizarre Fangshan Rocks; many pointed Bamboo Shoot Rocks were also
displayed on it as peaks. The image on the right shows the entrance of the cave, which is labelled in the red frame of

the left image. (Source: author, 2014.)

Besides the ‘xiadong shangtai’, other features like precipitous cliffs, ravines, stone screens,
streams and waterfalls were also mentioned. Among all these, one frequently described feature
was feng %, or peaks. In Wang Shizhen’s essays, this actually refers to erectly displayed rocks.
For example, on the summit of one artificial mountain, there was a peak ‘named Red Twist
Peak... [which] is the finest of Dongting [Taihu] rocks ... one keeps coming across fine rocks, with
a single Jinchuan peak which is particularly choice, the finest of Sichuan rocks; it is named Dark
Jade Bamboo-shoot.”'*® The painting of Yanshan Garden commissioned by Wang Shizhen (Fig.
2-5) also depicted many pointed features on the artificial mountains; however, they were not
depicted as individual rocks in terms of their size, which indicates that paintings are insufficiently
accurate to show the exact appearance of a garden or a rockwork although they may provide
some useful information, such as the pointed shape in this case. Rocks on Piling Up the Delicacy
could show us these peaks in reality, although in a very serried way (Fig.2-6). More discussion of

rocks themselves can be found in later paragraphs about individual rocks.

148 Wang Shizhen, ‘The Record of Yanshan Garden’, trans. by Alison Hardie, pp.44-76 (p.63).
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Other than rockwork, water is another important element in Yanshan Garden, as it occupied
thirty percent of the land. Most importantly, the water was integrated with the design of
rockwork. Both the painting and the garden records indicate that there were ponds, streams
and waterfalls among and around the three mountains. Wang Shizhen’s comments reveal that
the forms of water features became more diverse, and there were new ways of integrating
water features and rockwork at that time; in the past, rockwork would be simply located in
ponds, such as those representing sacred mountains in the East Sea. Wang wrote, ‘for a
mountain to be surrounded by water is a great wonder, and for water to have the benefit of a

mountain is another great wonder’.1#°

Figure 2-5. Qian Gu %%%% (1508-1578), “Xiaozhi yuan tu /)& [E B [Painting of Xiao Zhi Garden]’!°(part), 1574.

(Source: James Cahill, Huang Xiao ¥ %, and Liu Shanshan X3, Buxiu de linquan: zhongguo gudai yuanlin huihua
AR P EERFEAZE [Garden Paintings in Old China] (Beijing: Sanlian shudian, 2012), p.89.).

145 Wang Shizhen, ‘The Record of Yanshan Garden’, trans. by Alison Hardie, pp.44-76 (p.73).
150 Xiaozhi yuan [Xiaozhi Garden] is another name of the Yanshan Garden.
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Fig.2-6. Red frames show rocks erectly displayed on the rockwork Piling Up the Delicacy, which might be the real feng,

or peaks, described in sixteenth-century texts. (Source: author, 2014.)

Individual rocks in the Yanshan Garden seem to have conformed to the earlier aesthetic
standards of the Tang Dynasty. Rocks and plants were mentioned as grotesque rocks and bizarre
trees; and rocks were described as being in various shapes, such as those of lions, giu dragons,
oxen, and rams.’? Just like the rocks in Genyue, rocks in Yanshan Garden were also given names,
which were generally based on their shapes. They were brought from different origins, as some

were mentioned as coming from Dongting JAli (an alternative name of Lake Taihu), Yaofeng

2% and Jinchuan %3)11.

Wang's essay mainly described the shapes of individual rocks; it is not clear how they were

displayed except that some were mentioned as being surrounded by plants and some were

151 Wang Shizhen, ‘The Record of Yanshan Garden’, trans. by Alison Hardie, pp.44-76 (pp.53-54).
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displayed in groups. Some other sources provide more information about the use of individual
rocks in the sixteenth century. Figures 2-7 and 2-8 illustrate two circumstances in gardens where
rocks were displayed. According to the postscript by the artist himself, Figure 2-7 is a painting
created for a garden named You Fang /75 in Chongde 5%f#, owned by Lii Jiong £/ (1519-
1586), a scholar from a wealthy family. This painting shows that there was an earth mountain
next to a pond, where several rocks of different types and sizes were displayed in a row and
among some plants; the pond has straight edges that appear to be in a rectangular shape with
a smooth sidewall. The artist clearly mentioned that he had never been to this garden, but was
required to create this drawing.’®? Although the painting would not be able to present the
precise appearance of the garden, it shows the artist’s understanding of gardens and rockwork
of this period. In Figure 2-8, the artist Qiu Ying f/L7% (1493-1560) depicts a cluster of rocks
erected in the relatively open space in front of a pavilion, along with some plants; this cluster is
located in the central part of this garden. The artist depicted a Taihu Rock with its holes in the
middle and two pointed Bamboo Shoot Rocks on either side, which formed a rather symmetrical
look. This painting may not present the authentic look of a specific garden, as, similarly to the
previous painting, its name is not given. The forms and arrangement of rockwork were possibly

created based on the artist’s understanding of contemporaneous garden features.

The way of displaying rocks in these two paintings also conformed to Ji Cheng’s description in
the Craft of Gardens, although it was detested in his book. He described rocks in gardens as ‘hills
of knives, tree of swords’, for the way that they were displayed erectly, either in a row (as in
Fig.2-7) or on artificial mountains (as in Yanshan Garden and Piling Up the Delicacy).’®® The
symmetrical arrangement shown in Figure 2-8 was also common in the sixteenth century,
according to Ji Cheng; it was criticized as looking ‘like the censer flanked by two vases on an

altar’.**

152 James Cahill, Huang Xiao #%, and Liu Shanshan X3}, Buxiu de linquan: zhongguo gudai yuanlin huihua ¥4
FIMRR: R EEAREMRZ E [Garden Paintings in Old China] (Beijing: Shenghuo dushu xinzhi sanlian shudian, 2012),
pp.122-130.

153 Ji Cheng, The Craft of Gardens, trans. by Alison Hardie, p.104.

154 |bid, p.104.

62



Chapter 2. A typology of rockwork in gardens

Figure 2-7.Sun Kehong #) 54 (ca.1532-1611), ‘Changlin shijitu K445 JLI& [The Stone Table Garden]’(part), 1572.
It shows that some bizarre rocks were displayed in rows in the Youfang Garden. (Source: Asian Art Museum in San

Francisco.)

Figure 2-8. Qiu Ying fILFE (1493-1560), ‘Yuanlin shengjing tu [E#I: 5 & [Wonderful Scenery in a Garden]’ (part).
Three rocks displayed as a group in the middle of the courtyard (detail from the centre of this image). (Source: Nanjing

Museum.)
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Apart from revealing the use and display of rockwork in this period, the example of the Yanshan
Garden introduces a contemporaneous craftsman, Zhang Nanyang 5K kg FH (1517-1596).
According to Wang Shizhen, Zhang constructed the rockwork which made the Yanshan Garden
famous among Jiangnan gardens. Zhang was also known as Wushi Shanren &£ 1L\ or Woshi
Shanren EMF il N. Shanren literally means mountain person, and has the meaning of hermit.
Thus, this term was commonly used in studio names, especially for scholars. It is possible that
Zhang Nanyang used this term on purpose: to associate himself with reclusion as well as with
his profession as a rockwork craftsmen. The currently well-known Yellow Rock Artificial
Mountain (Huangshi da jiashan # £ K& 1l1) in Yuyuan Garden (Yu yuan ¥ Idl), the
representative historic garden in Shanghai, was also constructed by Zhang. Another of his clients,
Chen Suoyun F&FT2E (1543-1626) wrote a biography of him as well as mentioning him in a
garden record.’® Chen recorded that Zhang would first survey the site to check its size and the
number of rocks it contained, and then started the construction after having completed a design

plan.

Although Chen’s description of the preparation before construction might or might not be true,
the texts that recorded this specific rockwork craftsman and highly praised his works indicated
that the social status of rockwork craftsmen increased in this period. Previously, craftsmen
would be mentioned as an occupation and a group, while individual figures were documented

and praised only from the fifteenth and sixteenth centuries.

2.6 Recreating the 'atmosphere’ of real mountains: the Ming-Qing
transition and early Qing Dynasty (seventeenth - early eighteenth

centuries)

In the seventeenth century, there was a change of regime, from the Ming (1368-1644) to the
Qing dynasty (1644-1911). It was accompanied by social unrest and a conflict of cultural trends;
there were new ideas on various issues. New theories on the creation of gardens and rockwork
appeared, and preferences for the form of rockwork changed. The previous trend of arranging
bizarre rocks in rows and constructing the common structure of xiadong shangtai was criticized

in the seventeenth century, while a new trend in rockwork-making aimed to create a ‘natural’

155 Chen Suoyun MRFTZi (1543-1626), ‘Rishe yuanji H#1ic [Record of the Daily Visit Garden]’, in Yuan zong
4% [Collection of Garden Records], ed. by Chen Congzhou [ MJE and Jiang Qiting % 5 28, annotated by Zhao
Houjun #X /&1, 2 vols. (Shanghai: Tongji daxue chubanshe, 2011), Il, pp.4-7.
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environment. **® However, this was different from the trend between the second and seventh
centuries, when artificial mountains were constructed as reproductions of real mountains in the
form of large earth mountains, covered by forests and animals. The new trend emphasised
pursuing the atmosphere of the real landscape and avoiding artificial traces, rather than

reproducing the real mountains in terms of size.

Zhang Lian 7KJ% (1587-1671) and Ji Cheng ifJi% were the most influential figures in rejecting
the earlier trend and suggesting a new style of rockwork. Zhang Lian was a rockwork craftsman
who produced a great deal of rockwork. Although no texts written by Zhang himself have
survived or been discovered, contemporaneous records of the rockwork he created can still
reveal his designs and preferences. Ji Cheng was known for his garden treatise, which contained
a thorough chapter on the construction of rockwork. This section explores the style and
characteristics of rockwork of this period mainly by investigating these men’s works and

advocacy. Some other examples are included to present this style.

2.6.1 The preference for individually displayed rocks

‘Why do you not imitate the appearance of real mountains, instead of those heaps of fist-shaped
stones?’*> This was a query by Ji Cheng which questioned the previous trend of using pointed
and erect rocks to symbolise real mountains. In his biography, Zhang Lian was also described as
arguing against earlier these trends and regarding this practice as ‘a trick to fool children’.2*®
But in fact, they were not completely opposed to the inclusion of individual rocks or peaks.
Individual rocks were introduced as one type of rockwork in the Craft of Gardens, and were also
referred to as peaks. Other scholars and garden connoisseurs, such as Wen Zhenheng &%
(1585-1645) and Li Yu Z¥¥fi (1610-1680), also commented that they understood the use of

individual rocks, as it was the type of rockwork that most common people could afford.**

It is actually not the inclusion of individual rocks or peaks that was argued against, but the way

they were used. As mentioned earlier, Ji Cheng compared symmetrical and linear arrangements

156 James Cahill, Huang Xiao, and Liu Shanshan, Garden Paintings in Old China, p.46.

157 Ji Cheng, The Craft of Gardens, trans. by Alison Hardie, p.37; Ji Cheng, The Annotated Craft of Gardens, annotated
by Chen Zhi, p.42.

158 Wu Weiye ZfFMl (1609-1671), ‘Zhang Nanyuan zhuan 5KF§1E4% [The Biography of Zhang Nanyuan]’, trans.
by Alison Hardie, in ‘The Life of A Seventeenth-century Chinese Garden Designer: “The Biography of Zhang Nanyuan”
by Wu Weiye (1609-71)’, in Garden History, vol. 32, 1 (Spring 2004), pp.138-139.

159 Wen Zhenheng S ¥ (1585-1645), Zhangwu zhi jiaozhu KH)EALVE [The Annotated Treatise on Superfluous
Things], annotated by Chen zhi #R#E (Nanjing: Jiangsu kexue jishu chubanshe, 1984); Li Yu Z5¥ (1610-1680),
Xianging ouji K15 {35 [Casual Expressions of Idle Feeling] (1671), annotated by Du Shuying L4 (Beijing:
Zhonghua shuju, 2007).
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of rocks to a ‘hill of knives’, ‘tree of swords’, and ‘censer and vases’. On the contrary, he
suggested the natural and disorderly display of individual rocks in groups or with plants, in the

way they were found in real mountains.®°

2.6.2 The preference for artificial mountains

‘They should have a feel of the wilderness about them’.2%!

This sentence in the Craft of Gardens revealed the principle of this new trend of rockwork-
making. Artificial mountains were created capable of being walked in and making visitors feel as
if they were walking on a real mountain. In order to achieve this goal, new styles of structure

and materials were suggested, which were very different from the earlier trend.

In the limited records about Zhang Lian and his works, his recommended rockwork style was
described as ‘level hillocks and gentle slopes, mounds and hummocks ... tamping earth between
shuttering, [so that] they can be set with rocks placed crisscross among them’.*%2 One of the
paintings of the Suburbs Garden (Jiao yuan %P [itl) illustrated the rockwork which was
constructed by Zhang Lian. 1% As shown in Figure 2-9, there was a series of earth mountains
with some rocks placed at their foot and beside the stream; it conforms to the description of
‘level hillocks and gentle slopes’. Although Zhang Lian did not write these texts or produce the
painting, it is very likely that these sources recorded the common style of seventeenth century
rockwork. Ji Cheng and Li Yu also suggested constructing an earth mountain as the foundation
of rockwork, which would be able to follow the natural undulations of the land or be integrated

into real mountains, and avoid obvious traces of artificiality. 1°*

160 Ji Cheng, The Craft of Gardens, pp.104, 111; Ji Cheng, The Annotated Craft of Gardens, annotated by Chen Zhi, pp.
206, 221.

161 Ji Cheng, The Craft of Gardens, trans. by Alison Hardie, p.111; Ji Cheng, The Annotated Craft of Gardens, annotated
by Chen Zhi, p.221.

162 \Wu Weiye, ‘The Biography of Zhang Nanyuan’, trans. by Alison Hardie, pp. 137-140(p.138).

163 James Cabhill, Huang Xiao, and Liu Shanshan, Garden Paintings in Old China, p.224.

164 Zheng Yuanxun #8JTH) (1603-1644), ‘Yingyuan ziji 5[ [ iC[A Personal Record of My Garden of Reflections]’,
trans. by Duncan M. Campbell, in ‘Zheng Yuanxun’s “A Personal Record of My Garden of Reflections™, in Studies in
the History of Gardens & Designed Landscapes, vol.29, 4(2009), pp.270-281(p.276); Zheng Yuanxun £ JGi (1603-
1644), ‘Yingyuan ziji 5217l HiC[A Personal Record of My Garden of Reflections]’, in Yuan zong %5 [Collection of
Garden Records], ed. by Chen Congzhou [%: M & and Jiang Qiting % 5 Z2, annotated by Zhao Houjun #X /&1, 2 vols.
(Shanghai: Tongji daxue chubanshe, 2011), |, pp.39-43(p.41); Li Yu, Casual Expressions of Idle Feeling, annotated by
Du Shuying, p.208.
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Figure 2-9. Painting of ‘Xue zhaiZ® 7 [Snowy Studio]’, in Shen Shichong 7L+ 7¢ (ca. late 16t to 17t century),
“Jiaoyuan shi’er jing yuan&B i+ 5 [Album of Twelve Paintings of Suburbs Garden]’, 1625. (Source: James Cabhill,
Huang Xiao, and Liu Shanshan, Garden Paintings in Old China, p.222-223.)

For the structure of rockwork, Ji Cheng and Wen Zhenheng recommended allocating features
and structures appropriate for different sites; %> the previous trend of creating the same
‘xiadong shangtai’ structure for all rockwork did not continue in this period. In the Craft of
Gardens, Ji Cheng described the way to choose and understand the site in detail, and introduced
various types of features that could be included in rockwork, as well as the basic construction
techniques required. Various types of rockwork were categorised based on their locations, such
as Ting shan JT1lI [mountains in courtyards], Chi shan #8111 [mountains beside ponds], Ge
shan &1l [mountains beside belvederes]; an existing example of Ge shan is discussed later, in
Chapter Six. Features he introduced include ponds, peaks, caves, torrents, waterfalls, and so on.
For ponds, both Ji and Wen emphasised making a rocky revetment with rustic rocks, and
avoiding the creation of ponds in geometric shapes such as squares, circles and octagons (Fig.
2.7 shows a squared pond of the sixteenth century). Ji Cheng also documented a practical way
of constructing caves. He suggested first constructing several pillars with rocks, then building
the rest as though constructing cliffs and, finally, using longer rocks to make the ceiling. With

this method, caves of rocks could be made as firm as earlier ones which relied on the support of

165 Ji Cheng, The Craft of Gardens, trans. by Alison Hardie, pp.104-106; Wen Zhenheng, The Annotated Treatise on
Superfluous Things, annotated by Chen Zhi, p.102.
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brick walls. It is possibly from this period that progressively fewer brick walls were used to help

construct caves inside rockwork; most existing rockwork contains rock caves.

Rockworks in this period were constructed with improved new methods for creating features,
such as ponds with winding edges and rocky revetments, and rockwork with rock caves; fewer
fixed structures and arrangements were implemented, such ‘xiadong shangtai’ and the display
of individual rocks in a row. Thus, rockwork in this period was considered as having fewer traces
of artificiality. One of Ji Cheng’s clients, Zheng Yuanxun %JGH)] (1604-1645), satisfied with Ji’s
work on Zheng’s Garden of Reflections (Ying yuan 52[), commented with some exaggeration

that his rockwork gave ‘no visible sign of the effort of man. "1%®

2.6.3 Representative examples created by the followers of this trend

The trend initiated by Ji and Wen was first followed and spread by their successors from the
early seventeenth century onwards. Zhang Lian left his business to his four sons and other
descendants.'®” Two of them, Zhang Xiong 7K #E (1618-?) and Zhang Ran K% (?-1699), were
engaged in a large number of projects and later also became well-known rockwork craftsmen in
the Jiangnan area and Beijing respectively.'®® Zhang Lian’s nephew, Zhang Shi 5K#{ (ca. 17t
century), was also a rockwork artisan. Their works were frequently compared with Zhang Lian’s,
and were considered as having successfully inherited his style and techniques.'®® The ‘Bayin
Ravine (Bayin jian /\ 1) in the Jichang Garden, Wuxi, is an existing rockwork constructed by
Zhang Shi. It is based on an artificial earth mountain which has gentle slopes, and it is known for
the rocky and deep ravine that cut the earth mountain into two parts; this arrangement is similar
to the mountain torrents (jian i) and meanders (qushui Hi7K) introduced in the Craft of

Gardens (Fig. 2-10). Ji Cheng tells us he also intended to pass all his techniques to the next

166 Zheng Yuanxun, ‘A Personal Record of My Garden of Reflections’, trans. by Duncan M. Campbell, pp.270-
281(p.276); Zheng Yuanxun, ‘A Personal Record of My Garden of Reflections’, annotated by Zhao Houjun, pp.39-43
(p.41).

167 Huang Zongxi TH>5Z% (1610-1695), ‘Zhang Nanyuan zhuan 5K F41H4% [The Biography of Zhang Nanyuan]’, in
Zhejiang Lu T 3% [Catalogue of Skilful Craftsmen], ed. by Yang Yongsheng #7K4: (Beijing: Zhongguo jianzhu
gongye chubanshe, 2005), p.333.

168 Zhang Xiong 5K R, was styled as Shuxiang FUFE; Zhang Ran 3K4%, was styled as Tao’an PEJE; Cao Xun HH,
‘Zaoyuan dashi zhang nanyuan(yi)-jinian zhang nanyuan dansheng sibai zhounian i [/& X Jfi5K Bt (—)— 2 & 5K B
FHHEA JU T B 45 [The Master of Garden Design Zhang Nanyuan — Commemorating the 400t Birthday Anniversary
of Zhang Nanyuan (1)]’, in Zhongguo yuanlin # [E [E#k [Journal of Chinese Landscape Architecture], 1(1988), pp.21-
26 (p.26).

169 Cao Xun ¥, ‘Zhuizong zhang xiong, xunzhao zhangshi zhi shan IBEEFK R, F-#KIK K21l [Tracing Zhang Xiong,
Looking for the Mountains of Zhang Family]’, in Jianzhushi ZE3%fi [The Architect], 5(2007), pp.96-103.
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generation by writing the Craft of Gardens, but no further records were found showing that his

sons succeeded him in the profession of making gardens and rockwork.”°

Figure 2-10. Rocky part of the Bayin Ravine in the Jichang Garden, constructed by Zhang Shi 7K$#. (Source: author,
2013))

170 )i Cheng, The Craft of Gardens, trans. by Alison Hardie, p. 121.
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The trend was not only led by figures like Ji Cheng and Zhang Lian, and followed by their
descendants, but also spread widely and influenced other garden designers and owners.
Contemporaneous rockwork in both private gardens (those belonging to commoners) and

imperial gardens presented characteristics of this trend.

An early eighteenth century painting, the ‘Painting of East Garden’, depicted a garden with
various types of rockwork, all of which conformed to those advocated by Zhang Lian and Ji Cheng.
The painting was created by the artist Yuan Jiang 3=27L (ca. 1671-1746) in 1710, one year after
the completion of the garden. It was commissioned for presentation to Wang Shizhen 4
(1634-1711), who had been asked to write a record of the garden.’* As he was too old to visit
it in person, the owner commissioned this painting with the expectation that it would depict the
garden realistically.?’? In fact, of course, he may also have wanted the garden’s scenery to be
shown in the best possible light. Whether the picture shows the authentic garden or not, the
painting itself presents the artist’s understanding of contemporaneous gardens and rockwork,
which also satisfied the owner. According to the painting, the whole garden was divided into
two sections separated by a stream: the residential part with the building complex on the right
side of the painting, and the garden part on the left. As shown in Figure 2-11, the residential part
included some small rockwork: stepping rocks and individual rocks beside plants, which were
not displayed erect or in a row. The garden part on the left was dominated by artificial mountains:
earth mountains were the basis, and rustic rocks were used to form rocky revetments and cliffs
randomly placed among groves with no pointed peaks (Fig. 2-12). This was very similar to Zhang

Lian’s work with ‘level hillocks and gentle slopes’.

171 This Wang Shizhen 141 (1634-1711) is differed from earlier Wang Shizhen F1: 51 (1526-1590), the owner
of the Yanshan Garden.

172 David Ake Sensabaugh, ‘A Few Rocks Can Stir the Emotions: Chinese Gardens and Scholars’, in Orientations, vol.31,
1(2000), pp.32-39 (p. 34).

70



Chapter 2. A typology of rockwork in gardens

Figure 2-11. Residential part of the East Garden, in Yuan Jiang FYL (ca. 1671-1746), ‘Dongyuan tuZ: i & [Painting

of East Garden]’ (part), 1710. (Source: Shanghai Museum.)
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Figure 2-12: Garden part of the East Garden, in Yuan Jiang, ‘Painting of East Garden’, 1710. (Source: Shanghai

Museum.)

71



Chapter 2. A typology of rockwork in gardens

Although very different from gardens belonging to private individuals, the imperial garden
Garden of Perfect Brightness (Yuan ming yuan BH [dl, hereafter Yuan Ming Yuan), also
contained many rockworks of this style in the eighteenth century; erect peaks had probably
come to be appreciated again, at least by the Qianlong Emperor ¥ 7 (1711-1799). Originally
established in 1707 by the Kangxi Emperor FER+; (1662-1722), the garden continued to be
developed by later emperors, it was a large complex of more than 800 acres. Due to its being
ransacked and burnt down during the Second Opium War (1856-1860), its ruins today can
scarcely reveal its original appearance and features; but the painting album ‘Yuan ming yuan
sishi jing |7 B [ JU—+3%[The Forty Scenes of Yuan Ming Yuan]’ commissioned in 1744 by the
Qianlong Emperor provides some information about this garden before Qianlong adding new
complexes and gardens within it. According to the paintings and the existing ruins, the garden
was dominated by continuous earth mountains and watercourses. Rocks were utilised for the
construction of various types of smaller features. Some were used to form key features, such as
the torrent in the scene ‘Sitting on Rocks Overlooking the Stream (Zuoshi linliu A 1l ii)’ . The
relevant painting shows some pointed and erectly displayed rocks along the stream, with earth
mountains in the background (Fig. 2-13); Qianlong’s poem also describes ‘bizarre rocks standing
in rows as firm rocks or stepping stones, as [an] islet or revetment.!’® Yet it is currently unknown
if they were actually bizarre rocks and displayed in a row, as the painting and the poem might
only express Qianlong’s preference for displaying individual rocks. In the painting of other scenes,
small rocks were used for the revetment, flat ones were used as stepping rocks, and larger ones
were displayed erect at focal points, such as on the side of a bridge or around a pavilion, as

shown in Figure 2-14.

173 See the original sentence "7 A UE%), RHNHE, A5 A%, in Qianlong Emperor B2[%%7 (1711-1799), ‘Zuoshi

linliu A2HIEYE [Poem on Sitting on Rocks Overlooking the Stream]’, in ‘Yuan Ming Yuan sishijing tuyong [5 B 72 P

+5EUK [Poems of Forty Scenes of the Yuan Ming Yuan]’, ed. by Wangzhi Lishi Y£ /71K, in Yuan Ming Yuan xuekan
CEBAEDY %1 [Academic Journal of Yuan Ming Yuan], 2(1982), pp.74-155(p.151).
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Figure 2-13. The Orchid Pavilion and rockwork depicted in the scene ‘Zuoshi linliul 45 Ilfi it [Sitting on Rocks
Overlooking the Stream]’, in Shen Yuan 7L (1763-1795), and Tang Dai JEf% (1673-?), ‘Yuan ming yuan sishi jing
B [ PO+ 5% [The Forty Scenes of Yuan Ming Yuan]’, 1744. (Source: MIT Visualizing Cultures,
<http://ocw.mit.edu/ans7870/21f/21f.027/garden_perfect_brightness/gallery/pages/ymy1038_Zuoshi.htm>
[accessed 22 July 2016])

Figure 2-14. The scene of ‘Duojia ruyunZ & U1z [Crops as Beautiful as the Clouds]’, in Shen Yuan PLJE (1763-1795),
and Tang Dai JH#{Y (1673-?), “Yuan ming yuan sishi jing[& B [l P4} 5 [The Forty Scenes of Yuan Ming Yuan]’, 1744.
(Source: MIT Visualizing Cultures,
<http://ocw.mit.edu/ans7870/21f/21f.027/garden_perfect_brightness/gallery/pages/ymy1024_Duojia.htm>
[accessed 22 July 2016].)
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2.7 Southern inspection tours and their influences: the middle and late

Qing Dynasty (eighteenth-nineteenth centuries)

In the second half of the eighteenth century, the construction and number of gardens
dramatically increased in the areas along the Grand Canal. It was affected by the Nanxun F§i&
tours of the emperors; these were inspection tours to the south, starting from the capital and
going all the way to the Jiangnan area via the Grand Canal. The inspection tours had various
purposes: politically, the tours were intended to resolve issues of tax relief and water
conservancy, and to project imperial power and consolidate Qing control of Jiangnan; the
emperors also claimed to be acting out of filial piety by taking their mothers on tour. Both the
Kangxi Emperor and the Qianlong Emperor had six southern inspection tours. During the reign
of Kangxi, new travel lodges (xinggong 1T &) and some other complexes were constructed, but
the inspection tours of Qianlong had greater influence on garden culture and rockwork-making,

with a larger scale of construction taking place.'’*

These gardens were mainly created by merchants and officials, who tried to flatter the emperor
and win his favour. As many of them were rich and able to afford the pursuit of a luxurious life,
expensive materials and features were included in their gardens. In terms of rockwork, the
proportion of rocks was much higher than in the earlier trend. The previously preferred form of
‘level hillocks and gentle slopes’ was not pursued in this period; intricate structure, with more
garden features and a larger proportion of rocks, became the main characteristic of rockwork.
After visiting the south, Qianlong created many Jiangnan style gardens in his massive imperial
gardens in the north, which were modelled on selected well-known gardens in Jiangnan.
Reproduced gardens and garden features formed a significant and noticeable part of garden-

and rockwork-making in this period.

2.7.1 Rockwork and gardens created for the reception of royal visits

Many contemporaneous records mention the wave of construction and decoration of local
buildings and the environment to prepare for a royal visit. For example, imperial records note

that ‘at all the gaps between houses, [local merchants and officials] built fake rockwork with

174 Lucie B. Olivova, ‘Building History and the Preservation of Yangzhou’, in Lifestyle and Entertainment in
Yangzhou, ed. by Lucie B. Olivova, and Vibeke Bgrdahl (Copenhagen: NIAS Press, 2009), pp.3-36 (p.9).
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mats, and painted and decorated poor buildings’.}”> The eighteenth-century novel Shitou ji f1
31t [The Story of the Stone; also known as Honglou meng 2145, also described the situation
when a family prepared to receive an imperial consort: ‘The way they spent silver on that visit
[to receive the Emperor on one of his visits in the Suzhou area], why, it was like pouring out salt
sea water!"'® Admittedly, imperial records may have exaggerated the facts, and descriptions in
novels were artistically created to tell the story. Nevertheless, these sources reflect the
grandiose preparations during the tours. Yangzhou, the city where wealthy salt merchants
gathered, can be taken as an example. According to Yuan Mei #=Z4{ (1716-1798), a scholar-
official of the Qianlong reign, the area along the Baozhang He fx[&% "] [Baozhang River]
(today’s Slender West Lake) in Yangzhou used to be a narrow river with only a few pavilions and
dense plants beside it; this area was decorated and developed after Qianlong’s first visit to
Yangzhou, and a series of new gardens was constructed along the banks thereafter.”” Figure 2-
15 is a schematic map of Baozhang River from 1765, after the fourth inspection tour; it shows

that a large number of gardens existed along the river by then.

Although the Qianlong Emperor commanded the locals in Jiangnan to continue their normal
work and avoid a flattering atmosphere during the first southern tourin 1751, he was pleased
by those ‘Potemkin Villages’ and the luxurious life in the new gardens. According to the official
records of Qianlong’s southern tours, many locals were given grants and rewarded, including
garden owners and officials who provided accommodation, citizens who came to welcome the

royal household, the boat trackers and so on.*”®

175 Cao Zhenyong H#z4# (1755-1835), Dai Yunyuan #12)JC (1546-1840), Yinghe JEF (1771-1840), Wang
Tingzhen ¥ #E£¥ (1757-1827), Daging renzongrui (Jiaging) huangdi shilu XiE - 5248 (32/K) 27523 [Renzong
Rui (Jiaging) Emperor of the Qing Dynasty], 8 vols. (Taipei: Huawen shuju, 1990), VI, p.3121.

176 Cao Xueqin B 25 /7 (ca.1715-1763), Shitou ji F1<1C [The Story of the Stone], trans. by David Hawkes, V
(Bungay: Penguin Books, 1973), |, p.314.

177 Yuan Mei 3R (1716-1798), ‘Yangzhou huafang luxu 7 /1 Hifi/i3% /5 [Foreword to Pleasure Boats of Yangzhou!’,
in Li Dou Z=3} (1749-1817), Yangzhou huafang lu %/ Eifli5% [Pleasure Boats of Yangzhou] (1795), annotated by
Zhou Guangpei Jfl %1% (Yangzhou: Yangzhou guangling guji keyinshe, 1984), p.4.

178 Zhao Erxun #%/K & (1844-1927) and Ke Shaomin #[#1% (1850-1933), Qing shi gao i 524 [Draft History of
Qing] (Taipei: Hongshi chubanshe, 1981), p.410.

179 GaolJin mi¥5 (?-1779), Qinding nanxun shengdian &€ 7 i B [Imperial Records of Southern Imperial Tours]
(Shanghai: Shanghai guji chubanshe, 1987), vol.69-73.
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Figure 2-15. Map of gardens along the Baozhang River in Yangzhou, 1765. (Source: Zhao Zhibi # 2 B¢ (ca. 18th
century), Pingshan tang tuzhi “T-1L 5 K& [Records of Level Mountain Hall], ed. by Du Jiexiang fLifi#E (Taipei:

Mingwen shuju, 1980), pp.46-47.)

The large scale construction of gardens also affected the development of rockwork. The change
in the style of rockwork may have had a close relationship with the aim of flattering the emperor
and demonstrating the region’s booming economy. Compared with the trend led by Zhang Lian
and Ji Cheng, the new trend shows more intricate structures and large portions of rocks
containing many caves and holes that became a fashionable feature, increasing the complexity
of the structure and texture of rockwork. According to contemporaneous descriptions of
Yangzhou gardens, which were relatively more comprehensive and detailed, many of their
rockworks had these characteristics.’®® One of these gardens was known for the ‘best rockwork
among suburban gardens’. ! It was named Juanshi dongtian % 413l K after its main
rockwork, which literally means ‘cave heaven made of rocks’.?®? In some sources, the first two
characters are written as Quanshi 2547, which means fist-sized rocks.'®® According to the late

eighteenth century book Yangzhou huafang lu 47 HEf/i5% [Pleasure Boats of Yangzhou]), the

180 Lj Dou %53} (1749-1817), Yangzhou huafang lu 3N Eiffi 3% [Pleasure Boats of Yangzhou] (1795), annotated by
Zhou Guangpei &34 (Yangzhou: Yangzhou guangling guji keyinshe, 1984); Zhao Zhibi #XZ B (ca. 18t century),
Pingshan tang tuzhi “V-1L1# & [Records of Level Mountain Hall], ed. by Du Jiexiang #i%#f (Taipei: Mingwen
shuju, 1980).

181 |j Dou, Pleasure Boats of Yangzhou, annotated by Zhou Guangpei, p.137.

182 |bid, p.137; Li Dou, Pleasure Boats of Yangzhou, annotated by Zhou Guangpei, p.143.

183 Chang Jianhua # ZE /£, ‘Shengqing Yangzhou de chengshi shenghuo yi Yangzhou huafang lu wei zhongxin #7&
PH A3 1T A 7% — LA M 5 3% R0 [Urban Life in Yangzhou during the High Qing — with Focus on the Pleasure
Boats of Yangzhoul’, in Shengging shehui yu Yangzhou yanjiu 5512 531 7T [Studies on the Society of High
Qing and Yangzhou], ed. by Feng Mingzhu {& 82k (Taipei: yuanliu chuban gongsi, 2011), pp.227-259 (p.254).
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rockwork was constructed by a craftsman called Monk Dong E i& 1. Described as ‘empty in the
middle and bizarre on the outside’, the rockwork may possibly have contained at least one cave,
matching its name, and it had many bizarre rocks on its surface; the bizarre and hollowed Taihu
Rocks made the whole rockwork look to the author like beehives and ant-nests. ¥ As well as
there being a cave in the middle, bridges, ponds, pavilions, stone terrace and stone screens were
associated with, and located on or beside, the rockwork. The author also described the rockwork
Juanshi Dongtian as containing nine peaks, each resembling a lion; it was therefore also referred
to as the Mountain of Nine Lions (Jiushi shan JUiLLI). Although the association with lions might
be in the author’s imagination, there were a number of contemporaneous rockworks in Jiangnan
resembling lions with the same name, including the Mountain of Nine Lions in Jichang Garden
in Wuxi, and the one in Little Pangu Garden (Xiao pangu /N%%4%) in Yangzhou. Animal-like
rockwork was also widely constructed in the gardens of nineteenth century Guangdong. Juanshi
Dongtian was also recorded in other books, such as Pingshan tang tuzhi “F- 1115 & [Records
of Level Mountain Hall], written and edited by the official Zhao Zhibi X Z B (ca.18™ century)
who served on Qjanlong’s southern inspection tours. ¥° Although the description in this book
is more concise, the information about each element and rockwork conforms to that in Pleasure
Boats of Yangzhou. The rock mountain and individually displayed rocks were also described as
bizarre and grotesque, and the former contained various features. However, the numbers of caves

and holes were not emphasised.

Garden culture thrived in the Jiangnan region during the inspection tours. When the inspection
tours ended, many suburban gardens were neglected due to the cessation of the imperial visits,
such as those in the Baozhang River area: ‘buildings fell down and flowers and trees withered’,

according to Ruan Yuan PFtyc (1764-1849), who visited it in 1803 and 1819.18

Even though gardens prepared and constructed for the inspection tours were abandoned,
gardens in the cities of Jiangnan were still developing. Also, the style of rockwork did not show
many differences from before. Ge Garden (Ge yuan ™) in Yangzhou is one of the gardens

established in this period, which still exists today. Its rockwork has the distinct characteristics of

184 See the original sentence ‘H1 %541 and ‘4 5 AH L, WUIIHHL’, in Li Dou, Pleasure Boats of Yangzhou, annotated
by Zhou Guangpei, p.137.

185 Zhao Zhibi, Records of Level Mountain Hall, p.223.

186 See the original sentence ‘BE & 8%, TEAMZ’, in Ruan Yuan BLJTG (1764-1849), ‘Yangzhou huafang lu ba #|
H 5K [Postscript to Pleasure Boats of Yangzhou!’, in Li Dou 253} (1749-1817), Yangzhou huafang lu 17 Eifji
3% [Pleasure Boats of Yangzhou] (1795), annotated by Zhou Guangpei & Y63 (Yangzhou: Yangzhou guangling guji
keyinshe, 1984), p.7.
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this period. As Figure 2-15 shows, rockwork mainly made of rocks is the main element in it. It
was established in 1818 by the leader of the salt merchants in northern Jiangsu province, Huang
Zhiyun ¥iF %% (1770-1838).%7 Its best-known feature was its four-seasons-themed rockwork:
each element was made of a certain type of rock, which was chosen for its texture and colour;
together with selected plants, each rockwork formed a scene that represented one season. Mt.
Spring is formed with several pointed Bamboo Shoot Rocks displayed among a bamboo grove;
the other three are rock mountains. Mt. Summer and Mt. Autumn contain many features, such
as caves with various entrances and footpaths, cliffs, bridges above water and in the air,
pavilions, platforms, stone tables and desks and stone stairs (Fig. 2-16). Another important
characteristic they possess is the large number of holes found in the rockwork: on Mt. Summer,
for example, some were the original texture of the Taihu Rocks, and some were artificially

created by leaving large gaps between rocks (Fig.2-18).

Artificially creating these holes in the rockwork may be related to limitations in the materials:
possibly smaller pieces of Taihu Rocks with fewer holes could be obtained and available for
construction. In the case of Ge Garden, Yangzhou, the city in which the garden is located, is
neither beside the Taihu Lake nor close to other sources of rocks, so the use of Taihu Rocks in
Yangzhou gardens was restricted. Another important reason may have been the reduced
production of Taihu Rocks. Much of the historic rockwork in existing late Qing gardens was made
of relatively smaller rocks; not only those in Yangzhou, but even examples in the areas
surrounding Lake Taihu, such as Suzhou, contained small rocks. For example, rocks used in the
Mountain Villa with Embracing Beauty (Huanxiu shanzhuang 375111 [f), created in the early
nineteenth century, were also small, and the holes were formed by the connection and

arrangement of rocks; the techniques used in this rockwork are discussed later.

187 pan Guxi %4V, Jiangnan lijing yishu YLEFEE 5t Z AR [The Art of Landscaping in Jiangnan] (Nanjing: Dongnan
daxue chubanshe, 2011), p.149.
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Pavilion of Fine Fall

Studio Suitable for Rain

%ﬁ Studio of Leaking the
Al—-o  Wind and Moon

Entrance

Mt. Spring Mt. Summer Mt. Autumn Mt. Winter

Figure 2-16. Survey map of Ge Garden. The location of each rockwork and the main buildings is marked. (Source: Pan
Guxi &1, Jiangnan lijing yishu YLFIEEFZ R [The Art of Landscaping in Jiangnan] (Nanjing: Dongnan daxue
chubanshe, 2011), p.151.)

Figure 2-17. Mt. Summer (left) and Mt. Autumn (right) in the Ge Garden. (Source: author, 2013.)
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Figure 2-18. The Mt. Summer in the Ge Garden; the holes that the craftsmen created between rocks looked artificial

and like frames. (Source: author, 2013.)
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With rapid development since the mid-eighteenth century, building techniques also improved.
An influential and skilful craftsman appeared in this period. Ge Yuliang K44 R (1764-1830),
who came from Changzhou # #M in Jiangnan, was considered to be one of the most significant
artisans of the Qing Dynasty.'®® He was known for creating natural-looking rockwork with his
own technique, the ‘Hook and Connect Method (Goudai fa %77 7%). This was a way of
constructing the ceilings and arches for caves. Where earlier craftsmen had used slabs of stone
to make cave ceilings, he would ‘make an arched structure with many rocks, just like the way of
constructing an arch bridge, then [the cave] could last for thousands of years, and be as natural
as caves in real mountains’.'® For him, to imitate the arrangement of rocks in real mountains
and reduce the traces of artificiality was the approach to creating natural-looking rockwork. His
existing works in Swallow Garden (Yan yuan #&[) and Mountain Villa with Embracing Beauty
(Huanxiu shanzhuang 3475111JT) reveal the result of the ‘Hook and Connect Method’: rocks
pushed against each other to keep their balance. Figures 2-19 and 2-20 show the different
results of Ge’s work with the ‘Hook and Connect Method’ compared to the common method of
other contemporaneous craftsmen. Another of his methods that | explored is his way of creating
holes. Since aesthetic standards had not changed much, rockwork holes were still expected by
garden owners. Thus, Ge Yuliang’s work in Mountain Villa with Embracing Beauty also has a
surface with holes. However, compared with the ‘leaking’ holes in Mt. Summer, which look like
window frames, the holes in this garden’s rockwork were formed by sunken rocks and their

shadows (Figs. 2-18 and 2-21).

188 Cao Xun # 7, ‘Ge yuliang zhuan kaolun-ge yuliang yu woguo gudai yuanlin dieshan yishu de zhongjie(shang)
B RAAEZR- M R S EHRERE L EARPIZ L (L) [Studies on the Biographies of Ge Yuliang-Ge Yuliang and
the End of Historical Rockwork in Chinese Gardens (1)1', in Jianzhushi ZE30Jfi [The Architect], 4(2004), pp.98-
104(p.98).

189 See the original sentence ‘R AEKG K/NA TR IBELS, WHEIAFE, ATULTEAR, BMEITFRE—R, in Qian
Yong £&¥Kk (1759-1844), Lilyuan conghua JEIE M\ i% [Random Jottings from the Li Garden] (Shanghai: Zhonghua
shuju,1979), p.330.
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Figure 2-19. The ‘Hook and Connect Method’ that Ge Yuliang applied in the caves of Mountain Villa and the Swallow
Valley. (Source: author, 2013.)

Figure 2-20. The rockwork in the Pan Gu Garden (Xiao pangu /NiE4Y), Yangzhou. The ceiling was made of linear

stones. (Source: author, 2013.)
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Figure 2-21. Rockwork in the Mountain Villa with Embracing Beauty, which contained many natural looking holes.

(Source: author, 2013.)

2.7.2 Recreation of Jiangnan gardens in imperial gardens

A direct impact of the imperial inspection tours was the reproduction of the famed Jiangnan
gardens. Between 1751 and 1784, Qianlong travelled on six inspection tours to the south, during
which he visited many scenic spots and numerous gardens; nearly half of the poems that he
created during the tours were about natural scenery and gardens.’® Impressed by these
gardens, Qianlong ordered the re-creation of some of his favourite Jiangnan gardens in his own
gardens in Beijing. In doing so he followed a tradition: his predecessors the Kangxi Emperor and
the Yongzheng Emperor % IE%7 (1678-1735), had already named certain sections in their
gardens after famous scenic sites in Jiangnan.’! Qianlong was particularly interested in gardens;
thus, in total at least 47 gardens were constructed modelled on Jiangnan gardens, including the
re-creation of whole gardens and individual building complexes, and the display of

representative Jiangnan rocks and rockwork.

190 Zhao Bingzheng i I IEL, ‘Qianlong: shanshui shi- yuanlin ¥ F%- 1L 7K - #& [Qianlong Emperor, Landscape
Poetry and Garden of China]’, (Unpublished masters dissertation, Tianjin University, 2011), p.9.

191 Chen Baozhen [ 5, ‘Kangxi he gianlong erdi de nanxun jigi dui jiangnan mingsheng he yuanlin de huizhi yu
fangjian R AR B 75 1) B A8 T HOn VL e 44 AT e AR IR 251 S5 077 [The South Inspection Tours of the Kangxi
and Qianlong Emperors and the Painting of Jiangnan Sites and the Imitation of Jiangnan Gardens]’, in Gugong xueshu
jikan HUE S AZ=F] [The National Palace Museum Research Quarterly], vol.32, 3(2015), pp.1-62 (p.19).
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There were three main reasons for reproducing Jiangnan gardens. First of all, re-creating
Jiangnan gardens in the imperial residences was a way of manifesting the emperor’s power.
Creating buildings and gardens from different areas was a way to declare his sovereignty; as a
Manchu ruler, he aimed to cultivate and control the ‘five peoples’ (the five main ethnic groups
within the country at that time).'®? Secondly, re-creating Jiangnan gardens would remind
Qianlong of the southern region and the Han people; he directly expressed this feeling in several
poems, such as those he created for the reproduced Lion Grove and Garden of Little Heaven
(Xiaoyoutian yuan /N5 K[t). 3 Qianlong’s personal interest in renowned Jiangnan gardens
was the third reason. For example, he visited the original Lion Grove on six occasions and created
two reproductions of it in different imperial gardens, while the garden Thousand Chi of Snow

(Qianchi xue T JXZ)** was reproduced three times.

In order to successfully reproduce Qianlong’s favoured gardens, drawings and even models of
the prototypes were commanded to be made and brought back to the capital.'®® For rockwork
in particular, the Qianlong Emperor employed craftsmen from Jiangnan; according to himself,
this was to ensure the rockwork was constructed using the same techniques.’®® He brought back
not only craftsmen, but also rocks from Jiangnan. Unlike Emperor Huizong of Song, who
transported a huge number of rocks to build Genyue, Qianlong took back only a small number
of rocks for individual display. For instance, the Blue Lotus Rock (Qinglian duo T 3%%<) currently
displayed in Beijing’s Zhongshan Park (Zhongshan gongyuan 7' 1112 it]) came from Hangzhou,
during his first trip to the south in 1751 (Fig. 2-22).

192 James A Millward, New Qing Imperial History (London: Routledge Curzon, 2004), p.19.

193 Qjanlong Emperor ¥2[& 7 (1711-1799), ‘Qingbi ge i [I/& [Qingbi Chamber]’, in ‘Ti wenyuan shizilin shiliujing
youxu LM FART /N5 E T [Poems of Sixteen Scenes in Wenyuan Lion Grove with Preface]’ (1774), in Qing
gaozong yuzhi shiwen quanji i 5 sl HHF L 44E [Imperial Poems and Essays of Qing Gaozong], 10 vols. (Taipei:
National Palace Museum, 1976), VII, p.33; Qianlong Emperor ¥ [&7 (1711-1799), ‘Record of the Garden of Little
Heaven within the Garden of Eternal Spring’, trans. by Hui Zou, in A Jesuit Garden in Beijing and Early Modern Chinese
Culture (West Lafayette: Purdue University Press, 2011), p.41.

194 |n the Qing Dynasty, one chi equalled about 32 centimetres, according to Endymion Wilkinson, Chinese History:
A New Manual, p.555-556.

195 See imperial edict that was commanded on 231 April 1771, in Yuan Ming Yuan & ¥, ed. by The First Historical
Archives of China, 2 vols. (Shanghai: Shanghai guji chubanshe, 1991), II, p.1504.

196 Qianlong Emperor ¥2[% % (1711-1799), ‘Jiashan {111 [Artificial Mountain]’, in ‘Yuzhi shizilin bajing shi i
FHJ\ i [Poems of Eight Scenes of Lion Grove]’ (1722), in Yu Minzhong T4 (1714-1780), Rixia jiuwen kao
H FIH[E [Collection of Chronicles of the Capital], 4 vols. (Beijing: Bejing guji chubanshe, 1983), IlI, p.1387.
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Figure 2-22. The Blue Lotus Stone (Qinglian duo & 3%2%) in Zhongshan Park, Beijing. (Source: author, 2014.)

Although most of the reproduced gardens have been destroyed or severely damaged, their
remains and historical sources reveal that many replicas did not entirely follow the original
designs.’ Some gardens and rockwork were found to be very different from their prototypes
in terms of layout and shape, such as the Garden of Harmonious Pleasure (Xiequ yuan 14 [id)
in the Summer Palace compared to its prototype Jichang Garden in Wuxi; some replicas of the
same garden were also found to be different from each other, such as the reproduced Lion
Grove in Yuan Ming Yuan and in the Imperial Mountain Resort of Chengde (Chengde bishu
shanzhuang 7 {5382 111 ). Figures 2-23 and 2-24 are plans of these gardens, created based
on archaeological findings and on historic models by the imperial architects, the Lei Family

(Yangshi lei ¥ E7).28 In these two plans, the series of rockwork on the east side clearly have

197 j Yang Z=H, Li Xiong Z= M, Sun Hao fM=, ‘Wenyuan shizilin de fang yu chuang 3 & WiiT Ak 145”7 5 “61)” [The
Imitation and Innovation of Wen Yuan Lion Grove]’, in Fengjing yuanlin A5t @A [Landscape Architecture], 3(2014),
pp.103-106; Jia Jun T{HH, ‘Qianlongdi xuejing xingle tu yu changchunyuan shizilin xukao ¥z [£ % E AT REA) 5K
F I Pli-F#REE% [Further Exploration into Lion Grove in Garden of Eternal Spring and the Painting of Qianlong
Emperor in Snowscape]’, in Zhuangshi %%fi [Chinese Journal of Design], 3(2013), pp.52-57.

198 The Lei Family, also known as Yangshi Lei #£3(7, was taking charge of the imperial building office during the
Qing dynasty. Their job included design, construction, survey, modelling and mapping.
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disparate layouts, as do the ponds and footpaths among them, although but the number and

location of buildings in the garden part are nearly the same.

By exploring Qianlong’s poems, some clues can be found to explain these differences. In his
poem on the reproduced Garden of Little Heaven, he wrote: ‘[one] should not imitate the rich
forms and utmost prettiness, but emulate only the yi [spirit and intention].”**® For him, the ‘i’
was most important, that is to say the spirit of the garden or the intention of its design. The spirit
or intention of the original gardens and rockwork was presented in replicas in various ways: the
original design would be followed by applying the same techniques, by recreating key features,
and by imitating the surroundings. For example, when reproducing the Thousand Chi of Snow
on three occasions, his essay indicates that he was trying to reproduce a garden with a waterfall,
old pine trees, quaint rocks and the sense of the wild and natural. The prototype was a scene in
Han Shan Villa (Hanshan bieye €111 7]\V.), a private garden in Suzhou that was originally
established in the Ming Dynasty; it was known for the waterfall on the rockwork. Qianlong
believed its key features, like the waterfall, old pine trees, etc, formed the yi that he was

pursuing.?®

199 Qianlong Emperor ¥zB&7 (1711-1799), ‘Xiaoyoutian yuanji /NE K1t [Record of the Garden of Little Heaven]’,
in Qing Gaozong yuzhi shiwen quanji 15 =1 s IR L2 4E [Imperial Poems and Essays of Qing Gaozong], 10 vols.
(Taipei: National Palace Museum, 1976), |, p.4.

200 Qjanlong Emperor 2[5 (1711-1799), ‘Panshan gianchixue ji %% 1T /R E ¢ [Record of the Thousand Chi of
Snow in Panshan Palace]’, in Yu Minzhong T+ (1714-1780), Rixia jiuwen kao H T IHIE % [Collection of
Chronicles of the Capital], 4 vols. (Beijing: Bejing guji chubanshe, 1983), IlI, pp. 1903-1904.
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=

=

Figure 2-23. A plan of Shizi Lin in Yuan Ming Yuan based on the model by Yangshi Lei. (Source: Jia Jun %3, ‘Qianlongdi
xuejing xingle tu yu changchunyuan shizilin xukao {#ZFE 5 54T KDY SKEFETIFFMAE# [Further Exploration
into Lion Grove in Garden of Eternal Spring and the Painting of Qianlong Emperor in Snowscape]’, in Zhuangshi 2 1fi

[Chinese Journal of Design], 3(2013), pp.52-57 (p.52).)
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Figure 2-24. A plan of Shizi Lin in Imperial Mountain Resort of Chengde based on the survey of remains and the model
by Yangshi Lei. (Source: Jia Jun, ‘Further Exploration into Lion Grove in Garden of Eternal Spring and the Painting of

Qianlong Emperor in Snowscape’, in Chinese Journal of Design, 3(2013), pp.52-57 (p.55).)

2.7.3 Rockwork in Guangdong gardens

It is worth mentioning that the rockwork culture in Guangdong rapidly developed in this period,
and some specific characteristics can be found therein, which are different from those in other
areas. Although located on the South China Sea coast and being far from the capital, Guangdong
was also important to the inland regions. In the late seventeenth century, the ban on maritime
trade was lifted and trading resumed under Kangxi’s new policy: the southeast province of
Guangdong became an important port area. Many businessmen from Jiangnan and other areas
came to Guangdong with cargo ships and started businesses.?’! Being a region of maritime
trading ports, it also became a place to acquire exotic and foreign objects and culture. For

example, Qianlong used to obtain European-style objects, such as glass windows, clocks,

201 ‘Bochong fengbo miao siji xiangdeng zhangcheng beiji ¥4 78 KA JH 8 53 A 4T = FEMEIC [Tablet Inscription of the
Worship Ceremony of the Bochongfengbo Temple]’, in Chaozhou gugang zhanglin: ziliao yu yanjiu ¥ 15 A
ZHHRL 58P [The Old Port of Zhanglin in Chaozhou: Records and Studies], ed. by Lin Yuanhui #RiZ#% (Beijing:
Zhongguo huagiao chubanshe, 2002), pp.192-193.
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watches, furniture and European-style paintings from Guangzhou; although many were
imported ’ocean goods (Yanghuo 7 17), the majority of them were produced by artisans in local

workshops. 202

As with the association between merchant wealth and the flourishing of garden culture in cities
such as Yangzhou, the development of garden and rockwork culture in Guangdong was
associated with maritime trade and the Hong merchants. The principal merchants in Guangdong
cooperated with each other and started the organisation Co-Hong (Gonghang 1T ),
monopolising the trade; they were known as the Hong merchants.?® After 1759, Guangzhou
became the only port open to foreign trade. The local customs revenues increased with
considerable speed and soon reached a large amount. The gathering of merchants and the
booming economy promoted the construction of gardens. The number of gardens dramatically
increased in the nineteenth century, and many were owned by Hong merchants as well as
officials. Although the Opium Wars which took place during the 1840s and 1860s and the treaties
which followed destroyed some gardens in Guangzhou and the luxurious life of the Hong
merchants, the economy of the whole of Guangdong was not completely destroyed. Rich

families who survived the chaos continued constructing gardens.

In large gardens, such as those of Pan Shicheng % {1:j% (1804-1873), large-size rockwork made
of either earth or rocks could be found, while in small gardens, which were the majority in
Guangdong, small-size rockwork was more common. By investigating these works, three main
characteristics can be found. First of all, rockworks in Guangdong gardens were relatively smaller,
and precipitous mountains (Qiaobi shan I§EZ1l1) built up against a wall or stone screen were
commonly found among them.?* One example is the rockwork named Dou Dong =*}if in
Qinghui Garden (Qinghui yuan 5 [d), the garden established by the official Long Tinghuai ¥
$EFE (1750-?) after he had resigned and returned home in 1800. Located in the narrow gap

between two main buildings, Dou Dong was constructed like a thin stone screen, separating the

202 Kristina Kleutghen, Imperial lllusions: Crossing Pictorial Boundaries in the Qing Palaces (Seattle, and London:
University of Washington Press, 2015), p.182.

203 paul A. Van Dyke, The Canton Trade: Life and Enterprise on the China Coast, 1700-1845 (Hong Kong: Hong Kong
University Press, 2005), p.20; Xiao Guoliang 7 [Fl %%, ‘Qingdai Guangzhou hangshang zhidu yanjiu 7& %) M 47 & 1] &
#5¢ [The Guangzhou Cohong System of the Qing Dynasty]’, in Qingshi yanjiu J& S2HF 70 [Studies in Qing History],
1(2007), pp.32-48.

204 |ju Guanping XIJ& 1, Lingnan yuanlin 1 g [@AK [Lingnan Gardens] (Guangzhou: Huanan ligong daxue chubanshe,
2013), p.122.
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space (Figure 2-25). In order to make full use of the space, the craftsmen created caves and

peaks with a small pond beneath.?%

The second characteristic was an association with animals. Many rockworks in Guangdong
gardens were created in the shape of animals and named after them; powerful animals like lions,
tigers and dragons were commonly imitated.?® The Qinghui Garden also contained one called
the ‘Three Lions Playing with a Ball (Sanshi xigiu =Jix%¥K)’. It was a small rockwork located on
an earth mountain and surrounded by dense planting; three peaks were considered to be in the

shape of three lions.

The selection of various rocks was another characteristic. Guangdong being far from the
Jiangnan area, the use of Taihu Rocks and Yellow Rocks, which were common choices for many
gardens there, was limited; rockworks in Guangdong gardens were mainly made of local rocks,
such as Yingde Rocks (Yingde shi Ji{&47), Coral Rocks (Shanhu shi ¥ 47), Yellow Wax Stones

(Huangla shi 351 47), and so on. The Dou Dong and Three Lions Playing with a Ball were both

made of Yingde Rocks.

Figure 2-25. The rockwork ‘Dou Dong’ in Qinghui Garden. (Source: Guangdong jindai yuanlin shi |~ Z< Al A 52
[The History of Early Modern Gardens in Guangdong], ed. by Zhou Linjie f#tJ (Beijing: Zhongguo jianzhu gongye
chubanshe, 2011), pp.30-35 (p.35).)

205 Guangdong jindai yuanlin shi |~ ZRITARFEM S [The History of Early Modern Gardens in Guangdong], ed. by Zhou
Linjie JAI#3% (Beijing: Zhongguo jianzhu gongye chubanshe, 2011), pp.30-35.

206 |y Qi FE¥, Lingnan sijia yuanlin W55 FAZX [E K [The Private Gardens of Lingnan] (Beijing: Qinghua daxue
chubanshe, 2013), p.180.
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The creation of rockwork developed rapidly in the eighteenth and the early nineteenth centuries,
especially in the middle and late eighteenth century under the influence of Qianlong’s southern
tours. Thus, the majority of existing historic gardens contain rockwork. However, the
construction of gardens and rockwork began to lose ground in the nineteenth century and fewer
new works were created. This started with the decline of salt merchants in the 1830s, when new
rules were introduced to strengthen control of the salt trade and reduce smuggling. The new
system affected the profits of the salt merchants, and they could no longer afford a luxurious
lifestyle or their investment in gardens.??” Later, between the 1840s and 1860s, the outbreak of
the two Opium Wars and the Taiping Rebellion significantly affected the entire Chinese society
and its economy. Numerous gardens, including those of imperial dwellings, were destroyed or
seriously damaged during this period; the economic recession also affected and nearly stopped
the construction of new gardens and rockwork. In the late nineteenth century, old gardens
and features started to be restored; only a few new gardens were constructed, many of which
were influenced by western culture and design; therefore, even fewer rockworks were
constructed. Thus, the exploration of rockwork in Chinese gardens ends with the imperial

dynasties.

2.8 Conclusion

Based on my exploration and research on the development of rockwork, this chapter provides
evidence that the creation of rockwork underwent distinctive changes in different periods,
reflected in its forms, sizes, textures, fabrics, etc. The changing styles and trends of rockwork
were the embodiment of the changing aesthetics, garden culture, policies and social contexts.
This chapter has carefully investigated and critically reviewed the available sources to identify
the style of rockwork of various trends; the following table summarises the main types of
rockwork of each trend and their characteristics (Table 2). The findings of this chapter are more
comprehensive and detailed than those of earlier research. They provide a better understanding
of the history of rockwork, and the significance of certain features in certain periods. My findings
can also help to identify the time of construction or restoration of a particular rockwork, and to

analyse the remains of historic rockworks so as to achieve a more authentic conservation. In the

207 | jy Changshan X% LLI, ‘Taoshu yu lianghuai yanwu gaige Pt 5 97 555 202 [Tao Shu and the Revolution of
Salt Trading System of Lianghuai District]’, in Fengjia renwen shehui xuebao i& F N\ 3C#E x4 [Feng Chia Journal
of Humanities and Social Sciences], 11(2005), pp.223-251. According to contemporaneous salt trading system, China
was divided into eleven districts. The Lianghuai district was the wealthiest and most important one with headquarters
in Yangzhou. The Jiangnan area was mainly included in the Lianghuai district. One district would contain more than
one province and one province could also be divided into parts that belonged to different districts.
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later chapters on conservation case studies, these findings are used as important sources to help

in identifying and understanding features of historic rockwork.

Although preferences changed and at any particular time a certain type would be the most
common form in vogue, it is noteworthy that the changes in trends rarely led to the
disappearance of any older types of rockwork. More than one type of rockwork was constructed

in each period, but the relative popularity of each type differed.
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Chapter 3. Conservation policies and development

As revealed in Chapter Two, the aesthetics of, and preferences for, rockwork were changing over
time which led to the formation of various trends in different periods. The preferred style of
rockwork in each period has distinctive characteristics. But, were these characteristics and
features well retained in conservation? How are these distinctive and unique characteristics to

be protected? These are urgent questions to be answered.

Before finding the answers with individual case studies on the conservation of historic rockwork,
it is important to explore the context of garden and rockwork conservation in China. First, this
chapter briefly discusses the conservation tradition and then focuses on the exploration of
conservation policies, including the changes and development of policies, and the treatment
that historic gardens and rockwork received under these policies. Since there were three periods
of relatively obvious changes and evolutions, the exploration and discussion of conservation

polices has been divided into three parts in this chapter.

In this thesis, the investigation of conservation policies and practices mainly focuses on the
period from the twentieth century onwards, which is determined by the following reasons.
Firstly, it is because the nation-wide conservation policies were generated in the early twentieth
century; since then, the conservation practices across the country have unified requirements
and principles, although the implementations were varied in different cases. Secondly, relatively
more records and materials about the practices from the twentieth century onwards are
available; with these records, we can further investigate the aims, principles and approaches of

individual practices, and whether they affected the retention of historic characteristics.
3.1 The tradition of conservation, or ‘chongxiu’

As the architectural historian Jukka Jokilenhto demonstrates, the theories of conservation in
different countries were actually formed based on their own cultural background, which
therefore led to the differences between theories.?®® It is the same for China. The care of old
buildings and gardens has long been a tradition. But this has been different from the present-

day concept of conservation; and the current term of baohu {&#" [conservation] was not

208 Jykka Jokilehto, History of architectural conservation (Routledge, 2007).
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frequently used until the early twentieth century. As can be seen from many existing garden
records, some gardens were constructed based on historical or dilapidated gardens by new
garden owners, such as the Net Master’s Garden in Suzhou, the Qiao Garden in Taizhou, and so

205 some gardens would be repaired by the same owner or the same family when they

on;
became old or damaged, as were many imperial gardens. Some of the practices were specifically
referred to using the term chongxiu F.{&. ‘Chong’ means repeat and ‘xiu’ means repair as well
as construct; as the literal meaning indicates, chongxiu means to repair or restore something.
Many such restorations were documented and written about in records of chongxiu. '
However, it is not as simple as restoring everything; modifications can also be found in chongxiu
and other traditional practices. So, what did chongxiu and similar practices actually mean and

how did people treat old gardens in the past? These questions can be answered by exploring

pre-modern practices.

The garden named Surging Waves Pavilion (Canglang ting 18R )1 in Suzhou is one garden
that has been chongxiu several times in its history. It was a garden established by Su Shungin 75
ZEER (1009-1049), an official and scholar of the Song Dynasty. According to Su’s garden record,
the garden had a simple layout: it contained streams and endless bamboos; the pavilion had the
same name as the garden located in the north, with bamboos in the front of the pavilion and
streams at the back.?!? The pavilion was possibly the only building that Su constructed, at least

the only one mentioned in his record. After the death of Su, the garden changed hands many

209 Syzhou Bureau of Garden and Landscape (Suzhoushi yuanlin he liihua guanliju 5 T &l AR AN 440 5 32 )5,
Wangshi yuan zhi Wil £ [Gazetteer of Net Master’s Garden], ed. by Xiong Yong F& B (Shanghai: Wenhui
chubanshe, 2014), p.143; Chen Congzhou [% M J& (1918-2000), ‘Taizhou Qiaoyuan Z£JM 7+ [Qiao Garden in
Taizhoul’, in Wenbo Tongxun 1B R, 16 (1977), pp. 9-13.

210 Jiaging Emperor %% /K (1760-1820), Yuzhi xiequyuan ji #1111 [E it [Imperial Record of Xiequ Garden]’, in Liu
Ruoyan Xl # &, Yuanshi gouchen $1 4 YT [History of the Summer Palace] (Beijing: Zhongguo tiedao
chubanshe,2002), p.72; ‘Zhiyi dang Yuan Ming Yuan chongxiu gechu gongcheng zhundi 5 =A% 5 B [ B4 & 4b T8
HEJEC[Archived Imperial Edicts of Records of Various Chongxiu Projects in Yuan Ming Yuanl’, in Guojia tushuguan
yangshilei tudang yuan ming yuan juan chubian B 7% 57 20 E B A% [ BH [ %5414 [Preliminary Compilation of
the Yuan Ming Yuan Volume of the Yangshi Lei Archives in National Library of China], ed. by National Library of China
(Zhongguo guojia tushuguan " [E [E X I 157E) (Beijing: Guojia tushuguan chubanshe, 2016), pp.487-503; Zhang
Shusheng K4 7 (1824-1884), ‘Chongxiu canglang ting ji FIZI VR [The Record of Restoring Surging Waves
Pavilion]’, in Canglang ting xinzhi &R =¥ E [New Gazetteer of Surging Waves Pavilion] (1928), ed. by lJiang
Jinghuan %852, in Suzhou Museum: Ancient Book Database (Suzhou tushuguan gujiku 75 W B 78 W 8 2E),
<http://fzk.szlib.com/book/page?bookld=174&volld=7&pageld=22> [accessed 28 July 2017].

211 Although ‘Surging Waves Pavilion’ might not be an accurate translation, it is now widely used in academic writings
and accepted by common readers, and this thesis will also use this translation. But canglang actually means the water
is a dark blue-green colour. See Xu Yinong, ‘Interplay of Image and Fact: The Pavilion of Surging Waves, Suzhou’, in
Studies in the History of Gardens & Designed Landscapes, 19.3-4 (1999), pp.288-301 (p.300).

212 Sy Shungin #FEEK (1009-1049), ‘Canglang ting ji #3512 [The Record of Surging Waves Pavilion]’, in Canglang
ting xinzhi &R 5 H & [New Gazetteer of Surging Waves Pavilion] (1928), ed. by Jiang Jinghuan %51 % (1896-1981),
in Suzhou Museum: Ancient Book Database (Suzhou tushuguan gujiku 7N B 18 5 &5 2E),
<http://fzk.szlib.com/book/page?bookid=174&volld=7> [accessed 28 July 2017].
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times; at least four of the later owners of Surging Waves Pavilion attempted chongxiu, with each
writing a record.?* They all mentioned that the aim of chongxiu was to reproduce the original
appearance of this garden based on Su Shungin’s garden record. But in fact, the original
appearance was unclear, as the descriptions by Su were poetic rather than factual. Even the

limited features mentioned in Su’s record were not retained or correctly reconstructed or

2 KX

reproduced: in 1696, Song Luo “Kz= (1634-1714) reconstructed the pavilion but located it on

the summit of a man-made mound rather than by the water, and more buildings were
constructed;?'* in 1873, the then owner Zhang Shusheng 5K# /= (1824-1884) replaced the
previous man-made mound with a rock-earth hill, and reconstructed the buildings, including the

pavilion.

It is clear that the garden’s original appearance from the Northern Song Dynasty was not
reproduced, even though the later owners claimed so. Thus, what did they actually restore? The
name Surging Waves, or Canglang in Chinese, came from the verse in Mencius: ‘when the
Canglang waters are clear, | can wash my hat strings in them; when the Canglang waters are
muddy, | can wash my feet in them’.2> By using this term, the first owner, Su Shungin, suggests
that a person should pursue a position in the government when it is righteous, and could be less
involved if the government became corrupt but without the need to give up on it. According to
the garden record, Su aimed to create a place for reflecting on himself and self-overcoming
(zisheng HE ). Itis traditionally believed that zisheng is a powerful ability of a person. This idea
is clearly explained in the classic text Daodejing: ‘He who knows others is clever; He who knows
himself has discernment. He who overcomes others has force; He who overcomes himself is
strong’.?!® Hundreds of years later, when Song Luo was working in Suzhou as the provincial
governor of Jiangsu, he decided to restore the Surging Waves Pavilion once he discovered its
site. He kept the named Surging Waves and took two more terms from Su’s record to name new
buildings: zisheng and guanyu M.ffi [watching the fish]. Although not suffering difficulties in
his political career like Su, Song also believed that occasionally resting himself in a place like

Surging Waves Pavilion would refresh his aspirations and vigour and enable him to remain

213 Canglang Ting xinzhi 1R = #i & [New Gazetteer of Surging Waves Pavilion] (1928), ed. by Jiang Jinghuan %3
¥, in Suzhou Museum: Ancient Book Database (Suzhou tushuguan gujiku 77N B H1E & £ 2E),

< http://fzk.szlib.com/book/page?bookld=174> [accessed 28 July 2017].

214 |juy Dunzhen XIJZ#l (1897-1968), Suzhou gudian yuanlin 757 & BLFE#k [Classical Gardens of Suzhou] (Beijing:
Zhongguo jianzhu gongye chubanshe, 1979), p.63.

215 Mencius, trans. by Xu Yinong, in ‘Interplay of Image and Fact: The Pavilion of Surging Waves, Suzhou’, in Studies
in the History of Gardens & Designed Landscapes, 19.3-4 (1999), pp.288-301(p.293).

216 Laozi, Tao Te Ching, trans. by D.C. Lau, 2nd edn (Hong Kong: The Chinese University Press, 1989), p.51.
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unconfused by unexpected difficulties.?” Later when Zhang Shusheng undertook chongxiu in
this garden in the late nineteenth century, he elicited different meanings. When he became the
provincial governor of Jiangsu, he wished to recover the prosperity after the chaos of the Taiping
Rebellion. Therefore, he treated the chongxiu of Surging Waves Pavilion as a sign of the
revitalization of the country, which ‘should not be treated as extravagant hope, but as an

encouragement’?8,

Apparently, the so-called ‘reproduction of the original appearance’ was not implemented. As Xu

Yinong has argued, the retaining of the physical appearance was less important;2*°

chongxiu, or
other similar traditional practices, actually pursued the association with certain spirits and
meanings that were symbolised by an old garden or old building. This tradition has been
discussed in academic research, and Chen Wei and Willem Derde contrasted it with the West.??
Chen related this tradition to the philosophical context, such as the idea of tianren heyi K \&
— [heaven and humanity are one entity]. According to this idea, individual objects or their
physical forms were carriers of deeper meanings or spirits; and therefore, the inner meaning or

connotations were valued in the traditional practice.??

This is very different from the current notion of conservation, which generally means the
protection and retaining of historic fabrics. Since the new concept was formed in the policies of
the twentieth century, the purposes and approaches of conservation have greatly changed. The
new understanding and aims of garden conservation, which became embodied and stated in the

relevant policies, are explored in the following section.
3.2 Emergence of conservation policies: 1910s-1940s

The purposes and principles of chongxiu or other conservation practices were varied, until the
national regulations and conservation system were set up in the early twentieth century. This

was a dramatic change and challenge to the tradition, and was actually a consequence of a series

217 Song Luo #R#E (1634-1714), ‘Chongxiu canglang ting ji 23R 5210 [The Record of Restoring Surging Waves
Pavilion]’, in Canglang ting xinzhi ¥R = #H & [New Gazetteer of Surging Waves Pavilion] (1928), ed. by Jiang
Jinghuan #4352, in Suzhou Museum: Ancient Book Database (Suzhou tushuguan gujiku 751 B PR T 58 %),
<http://fzk.szlib.com/book/page?bookld=174&volld=7&pageld=17>[accessed 28 July 2017]

218 7Zhang Shusheng, ‘The Record of Restoring Surging Waves Pavilion]’.

219 Xu Yinong, ‘Interplay of Image and Fact: The Pavilion of Surging Waves, Suzhou’, p.299.

220 Chen Wei, and Andreas Aass, ‘Heritage Conservation: East and West’, ICOMOS Information, 3(1989), pp.3-8;
Willem Derde, ‘Heritage and its Cultural Boundaries: Challenging the Western Paradigm by Means of the Example of
China’, Heritage 2010-Heritage and Sustainable Development, vol.2, ed.by Rogério Amoéda, Sérgio Lira, and C.
Pinheiro (Barcelos: Green Lines Institute, 2010), pp. 827-836.

221 Chen Wei, and Andreas Aass, ‘Heritage Conservation: East and West’, p.8.
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of changes that emerged in contemporaneous society. The change of ownership is one of
these. In the past, art works were normally in the hands of the imperial family or private
collectors; sites like gardens and temples also belonged to private owners or religious groups.??
After the imperial dynasties ended, many ancient remains, especially the ones that used to be
in imperial collections, became state properties. Their protection therefore became a national
task. Other than the change of ownership, the loss of a vast number of cultural relics also
provoked public awareness of the protection of ancient remains. The two Opium Wars and the
Taiping Rebellion that took place between the 1840s and 1860s caused the destruction of
ancient gardens, palaces and other architectural complexes, and the plundering of antiques.
More importantly, the Opium Wars led to the opening of more Chinese ports for foreign traders.
As a result, the beginning of the twentieth century was even referred to as ‘a Golden Age for
collecting Chinese art objects’, since the majority of Chinese antiques now belonging to
Westerners were collected during this period.?® Regarding the outflow of ancient relics as a
loss to the dignity of the nation, the public’s concern over conservation increased. Meanwhile,
western ideas were introduced and absorbed. The study of western languages and knowledge
started from the Opium Wars, when some officials suggested the strengthening of China’s
power to catch up with the West. In the 1910s, the outbreak of Xinwenhua yundong 1 XAtz
Zl] [New Culture Movement] and Wusi yundong 1.VYiz%)) [May Fourth Movement] further
introduced and advocated new ideas from the West. Scholars who were educated in Japan and
the United States came back in the early twentieth century and brought back knowledge of
modernization as well as the conservation of ancient sites. *** The conflicts between Chinese
and Western ideas and the discovery of new knowledge formed the social context that

promoted the formulation of early Chinese policies on conservation.

Drawing on various influences, conservation regulations and guidance were set up in the early
twentieth century, after the final collapse of the imperial dynasties, in order to rescue and
protect ancient remains which were in danger; and governmental departments and non-

governmental organisations contributed to conservation practice in different ways.

222 Sysan Naquin, Peking: Temples and City Life, 1400-1900 (Berkeley; London: University of California Press, 2000).
223 Warren Cohen, East Asian Art and American Culture (New York: Columbia University Press, 1992); Lai Guolong,
‘The Emergence of “Cultural Heritage” in Modern China: A Historical and Legal Perspective’, in Reconsidering Cultural
Heritage in East Asia, ed. by Akira Matsuda, and Luisa E. Mengoni, (London: Ubiquity Press, 2016), pp.47-85 (p.56).
224 |j Jian 254, ‘Woguo wenwu baohu fazhihua de faduan —lun gingmo baocun guji tuiguang banfa F&[E C#) R
LR R — 8 TE R CPRAF b iZb 4 k) KT SE/EF [The Origin of the Legalization of Cultural Relics
Protection in China- ‘Measures to Promote the Preservation of Monuments’ in the Late Qing Dynasty and Its Historical
Role]’, in Shandong daxue xuebao (zhexue shehui kexueban) 7R K- (24L& FF24R) [Journal of Shandong
University (Philosophy and Social Sciences)], 6 (2015), pp.153-160.
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3.2.1 Early conservation policies

The systematic conservation of heritage started with defining the range of remains that needed
to be protected. The Baocun guwu zanxing banfa & 1% 5 W) 1T /5 ¥%  [Provisional
Administrative Measures on Antiquities Conservation] was the first official guideline on
conservation, and was issued by the government of the Republic of China in 1916. As this was
an initial attempt to preserve historical remains across the country, the scope of the protected
objects was limited. This directive mainly focused on objects such as weapons, utensils, coins,
statues and gravestones; historical gardens and garden features like rockwork and buildings did
not come under its protection. ?** The conservation of rockwork was beyond the scope of

official protection until the late 1920s, when new rules on conservation were issued.

In the Mingsheng guji guwu baocun tiaoli %4 117 5 )R A7 2649 [Regulations Governing
Preservation of Scenic Resorts, Ancient Remains and Relics] of 1928 and the Guwu baocun fa T4
W R 4775 [Relics Preservation Law] of 1930, historical gardens and their features were
respectively categorised under ancient establishments and historical architecture and were
required to be protected.??® By defining ancient remains, the significance of rockwork and other

garden features was acknowledged, which protected the remains from further damage.

The main proposition of these early policies was to repair damaged remains: ancient structures,
including rockwork, ‘shall undergo repairs whenever required with funds to be raised in
consultation with local organizations. Those having historical referencial value or remains still
surviving but gradually becoming disappeared shall have tablets set up for future reference.” 2%’
It shows that the government started to take measures for the historical remains. However,

specific conservation approaches were not clarified in the regulations; thus, there might be no

225 Hyang Xiangyu 25 #1Fi, ‘Minguo yilai guwu baocun fazhi zhi dansheng beijing shixi B [E PLK & ¥R A7 1) 2 i
A 5T (1911-1930) [Background Analysis of the Birth of Legalization of Antiques Preservation (1911-1930)]’, in
Guoshiguan guankan [E 21815 F] [The Academia Historica Journal], 34 (2012), pp. 1-44.
226 Ministry of Interior of the Republic of China (Guomin zhengfu neizhengbu [E FSEURF W), Mingsheng guji guwu
baocun tiaoli % 15 75 WIRAF 4% [Regulations Governing Preservation of Scenic Resorts, Ancient Remains and
Relics] (1928), Article 2.
<http://www.unesco.org/culture/natlaws/media/pdf/china/china_regulation_13_09_1928 eng_orof.pdf>
[accessed 26 Jul 2016]; Lin Huicheng #k <37, ‘Bainian laide guji baocun F 45K {#7F [The Conservation of
Cultural Relics in the Past Century]’, in Humanities Research Center of National Chengchi University (Guoli zhengzhi
daxue renwen zhongxin SV G- B - -2 N G L 8 p.3
<http://hc.nccu.edu.tw/public/att/efOb3cdcOaedc6cadf622d58c458cd9b.pdf> [accessed 17 May 2016].
227 The quotation was adopted from the official translation of the following document, , available on the online
database of UNESCO: Ministry of the Interior of the Republic of China, Regulations Governing Preservation of Scenic
Resorts, Ancient Remains and Relics, article 4.
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or inexplicit practical guidance on how to carry out the conservation works or more specifically,

their repair.

Although the guidance on practice lacked detail, special custodian offices were set up to manage
the relics. According to the Relics Preservation Law (1930), custodian offices were under the
control of several governmental departments, including the Ministry of Education (Jiaoyu bu #{
B ), the Ministry of the Interior (Neizheng bu P E(:%8), and the Central Relics Custodian
Commission (Zhongyang guwu baoguan weiyuanhui F1 9 5 M) {# & 2% 123 hereafter the CRC
Commission). The CRC Commission was set up to explore, preserve and repair cultural relics
based on the relevant directives. It also determined the sphere and categories of relics.??® But
the existence of multiple competent authorities brought conflicts in the management of
heritage and therefore became an obstacle to conservation practice. Both the Ministry of
Education and the Ministry of the Interior had the power and right to supervise and guide the
work of the CRC Commission and other offices. As noted by Huang Xiangyu, there were serious
conflicts between authorities in the 1940s. 2%° This was a time when these two ministries fought
for administrative power over the CRC Commission. After an interval of a few years from 1939,
due to the chaos and budget shortage caused by the Second Sino-Japanese War (1937-1945),
the Ministry of the Interior was given the power to restart the CRC Commission. This
arrangement was opposed by the Ministry of Education, which insisted that the value of heritage
equated to its academic value, so this Ministry should have the management of the relics and

the CRC Commission.

The Second Sino-Japanese War (1937-1945) affected the implementation of conservation
policies. In such a chaotic period, protecting ancient remains in the war areas became a new
task: preventing the destruction and disappearance of relics was more urgent and practical than
further intervention such as repair and restoration. Although the CRC Commission stopped its
work after 1939 due to the chaos and budget shortage caused by the war, new organisations

and policies were established. Inthe 1930s and 1940s, several international conventions were

228 7hou Yuan AU, ‘Nanjing guomin zhengfu shigi de mingsheng guji baohu (1927-1837) 55 [ EEBURF I H ) 4
it LR PP (1927-1937) [The Protection of Historical Sites by the Nanjing National Government]’, in Yangzhou
daxue xuebao (renwen shehui kexue ban) M K2E24R (N XS FF240R) ournal of Yangzhou University
(Humanities & Social Sciences)], 9(2007), pp. 118-122 (p.118); Legislative Yuan of National Government (Guomin
zhengfu xingzheng yuan [E REUFITENE), Guwu baocun fa ¥R 4712 [Relics Preservation Law] (1935).
<http://www.unesco.org/culture/natlaws/media/pdf/china/china_law_10_11_1935_eng_orof.pdf > [accessed 26 Jul
2016].

229 Hyang Xiangyu % #IHi, ‘Guwu baocun fa de zhiding jigi shixing kunnan 5 ¥ ARAF2 ) H) 2 S HEAT FIE [The
R.0.C.’s Antiquities Conservation Law and Its Implementation Difficulties]’, in Guoshiguan guankan [E S21E1E T [The
Academia Historica Journal], 32 (2012), pp. 41-88 (pp.78-79).
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signed to protect the heritage of belligerent nations; China also participated in the discussion of
these conventions. Having closer cooperation with relevant international organisations and
being encouraged by the American Commission, China followed other countries in setting up its
own ‘Commission for the Protection of Cultural Relics in War Areas (Zhanqu wenwu baocun
weiyuanhui %X SCYRAFEZE F142) in 1945.2%° |t was divided into four groups, which were
dedicated to four types of relics: architecture, art, antiques and books. The main task of the
architecture group was to compile a catalogue of ancient buildings in war areas and their
locations, which was titled Zhanqu wenwu baocun weiyuanhui wenwu mulu diyihao jianzhu yu
moya X IR GFREASMHFKE —5 @M EEE [Chinese Commission for the
Preservation of Cultural Objects in War Areas List of Monuments:No.1- Architecture & Cave
Temples; hereafter the List of Monuments]. The list and map were sent to the army, which was
asked to assist by avoiding military actions near historical remains.?2! Many historical gardens
were included in the list, such as the Lion Grove and Lingering Garden (Liu yuan A [@) in
Suzhou.?®? Attached to the list, there was a series of principles to guide the identification of
ancient buildings; however, the identification and protection of other garden features were not
mentioned. This indicates that the conservation works during the war period mainly focused on

buildings; other elements in gardens, such as rockwork, may have received less attention.

3.2.2 The study and survey of historic gardens and rockwork

Along with the issuing of policies and the establishment of special custodian offices, an initial
conservation system was set up. Although the policies required the protection and repair of
ancient sites and immovable objects on site, like rockwork, the lack of knowledge about
conservation and the social instability caused by the Second Sino-Japanese War hindered the
implementation of the policies. The urgent need was to find and locate ancient remains and
document their state prior to restoration and repair. Therefore, the surveying of relics and the

studying of historic sources were the main practices; although there are some records of the

20 |bid., p.11.

231 |bid., p.11.

232 |in Zhu #kik, ‘Liang Sicheng yu quanguo zhongyao jianzhu wenwu jianmu 2B %5 (4 E R E@HK W H )
[Liang Sicheng and the National Short List of Monuments’, in Jianzhushi lunwenji di shier ji B30 S8 RS 12 48
[Treatises on History of Architecture(XIl)], ed.by Zhang Fuhe 5k & & (Beijing: Qinghua daxue chubanshe, 2000), pp.7-
17.
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repair of ancient buildings, such as the southern turret (Jiaolou ffi#%) of the Forbidden City, 233

very few rockworks received treatment.

Many of the surveys were carried out or led by scholars; the private research group Yingzao
xueshe ik 24t [The Society for Research in Chinese Architecture; hereafter the Society]
played the leading role in the survey of and research on ancient buildings and gardens. The
Society was established by Zhu Qigian 4<J5 % (1872-1964), the Minister of Internal Affairs
(Neiwu zongzhang W45 2.K:) and the president of the Municipal Council of Beijing (Jingdu
shizheng gongsuo i #l T LA FIT) in the Beiyang government (1912-1928). Zhu had an
influential impact on the modernization of Beijing, especially the public parks and road
system.?* Having spent his childhood in France and frequently travelling to western countries
and Japan, he understood modernity and attempted to apply it to transform Chinese cities.
Therefore, he launched the Central Park project (Zhongyang gongyuan 7+ 9/ [id, which is now
the Zhongshan Park) and opened some royal gardens and scenic spots to the public.®> Aware
of the value of ancient buildings and sites, Zhu gathered some architects to form the Society.
Similarly to Zhu himself, most of its members had been trained abroad, mainly in Japan and the
USA, including the architectural and garden historians, Liang Sicheng %28 % (1901-1972), Liu
Dunzhen XI|Z(#ji (1897-1968) and Lu Sheng /48 (1918-1977), who thereafter devoted their

lives to the conservation of ancient sites.?3®

The society had two tasks: to study ancient approaches to architecture and garden making, and
to survey and document ancient sites and remains. They annotated and published many earlier
treatises on the making of gardens and buildings, such as the seventeenth-century book Yuan
ye [Wif [The Craft of Gardens] and the early twentieth-century book Yingzao fayuan & &7

J5i [Source of Architectural Methods].?” The Society also systematised records about ancient

233 ju Shourou X573, ‘Wenhua yichan baohu shijiaoxia de zhongguo yingzao xueshe gongzuo jigi guannian fenxi
SCAGIE = ARAP R A T 1) R 7S 3 2 A AR R W& /34T [Analysis of the Works and Philosophy of the Society for
Research in Chinese Architecture from the Perspective of Cultural Heritage Preservation]’, Zhongguo wenwu kexue
yanjiu T ESCYIREBE ST [China Cultural Heritage Scientific Research], 4 (2007), pp.37-52 (p.38).

234 | ai Guolong ‘The Emergence of “Cultural Heritage” in Modern China: A Historical and Legal Perspective’, pp.47-
85(p.68).

235 Jin Lei 4%, ‘Zhu qigian:  zhongguo jinxiandai wenhua yichan baohu de xianqu — xiezai zhu gigian xiansheng
danchen 135 zhounian zhiji 4Ja%: FEITZIRSCILE = R 1 IR—— SR B AR 135 FHEZ bR
[Zhu Qigian: the Pioneer of Chinese Modern Cultural Heritage Preservation- Written on the 135th Anniversary of Mr.
Zhu Qigian’s Birth]’, in Zhongwai jianzhu H 4M 57 [Chinese and Overs