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ABSTRACf 

This dissertation examines the historyof the Western Multistoried-Buildings garden 

(Xiyang lou) located within the Chinese imperial Garden of Round Brightness 

(Yuanrning yuan) of the Qing dynasty. As a "Western-like" garden designed and co

built bythe European Jesuits in China, the Western Multistoried-Buildings garden 

was unique in garden history. It provides a significant and unique case study of the 

cultural encounter between Chinese and European civilizations in the eighteenth 

century. The research reported in this thesis focuses on the communication between 

the visions of the Chinese emperor and the Western Jesuits during the construction 

of this European garden. The research demonstrates how Jesuit metaphysics fused 

with Chinese cosmology through the creation of the multiple Jïng, the bright views of 

the garden scenes, using the technique of the "line-method," which embodied the 

Chinese transfonnation of Western linear perspective. This research differs from the 

usual approach in history and cross-cultural studies that treats buildings and gardens 

as secondary objects re-presenting a priori or a posteriori ideas. It goes directlyto 

the mate rial context to analyze how the creation of a garden framed the minds of 

individuaIs who came from different cultures and religions. Such a "materialist" 

approach not onlyacts as a reflection of the Western metaphysical approach, but 

aIso attempts to initiate a new interpretative perspective that is closer to the poetic 

essence of the Chinese culture. As the Western Multistoried-Buildings garden 

demonstrates, there does exist a way bywhich cultural and religious conflicts are 

dissolved into the "round brightness" of cultural fusion, which in tum makes cultural 

differences shine. 
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RESUMÉ 

La présente thèse examine l'histoire de l'Edifice occidental du jardin à étages 

multiples (Xiyang lou) situé au sein du Jardin impérial chinoix de Yuanming Yuan 

O'Illumination Rondel Parfaite) de la dynastie Qing. En tant que genre occidental, le 

jardin à étages multiples, conçu et bâti en collaboration avec les jésuites européens de 

Chine, était unique dans l'histoire des jardins. Il constitue un cas signifiant pour une 

étude approfondie de la rencontre culturelle entre les civilizations chinoise et 

européene au dix-huitierne siècle. Cette recherche se concentre sur l'échange de 

vision qui eut lieu entre l'empereur de Chine et les jésuites occidentaux durant la 

construction de ce jardin européen. Elle a l'intention de démontrer comment les 

concepts métaphysiques jésuitiques se sont amalgamés à la cosmologie chinoise à 

travers la création de Jïngs multiples, vues illuminées des scènes du jardin, en utilisant 

la technique de la "méthode de lines", qui est la transformation chinoise de la 

perspective linéaire de l'Ouest. Différernent de l'approche usuelle des études 

historiques et inter-culturelles qui traitent les bâtiments et les jardins comme objets 

secondaires représentant des idées a-priori ou a-posteriori, cette thèse va directement 

au context matériel, pour analyzer comment la création d'un jardin a structuré l'esprit 

d'individus provenant de cultures et religions différentes. Une telle approche 

"matérialiste", non seulement agit comme une réflexion sur l'approche métaphysique 

occidentale, mais elle tente aussi à initier une perspective nouvelle d'interprétation, 

qui est plus proche de l'essence poétique de la culJ;ure chinoise. Comme le démontre 

l'Edifice occidental du jardins à étages multiples, il ya bien un moyen où les conflits 

culturels et religieux sont dissouds dans l'Illumination Parfaite de la fusion culturelle, 

qui à son tour fait briller les différences culturelles. 
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INTRODUCfION 

In modem-day China, when people hear the terrn yuanming IQII JYj (literally"round 

brightness"), theywould probablythink of two wonders: one is the bright full moon 

appearing at the middle of each month; another is the Garden of Round Brightness 

(Yuanming yuan 1QI113)j lm), which onlyexists in their minds. On the night of the 

eighth full moon, the moonlight is the brightest of the year, which is the traditional 

Mid-Autumn Festival. This festival is cele brated byeach family remembering its 

family members who live a great distance away. The memory of the dearest under 

the "round brightness" somehowechoes the nostalgia for the lost Garden of Round 

Brightness. 

The Garden of Round Brightness was an imperial garden during the Qing dynasty. 

TIUs garden is unique in the history of OUnese imperial gardens because of its 

grandness as well as an enclosed small European garden. For most Chinese during 

the 1980s, including myself as an architectural student, the mernory of this lost 

garden was typically composed of two pictures: the first was of the huge fire buming 

down the garden; the second was of those white marble stones of the Western 

buildings scattering among the grass. Regarding the name of the garde n, Round 

Brightness, there is not a clear and unified understanding in both the public and 

scholarship. What causes confusion is the question of how a poetical Chinese name, 

which recalled the full moon, could be connected with the exotic images of Western 

buildings. 

The Garden of Round Brightness was built by Emperor Y ongzheng, the third 

emperor of the Qing dynasty.l In a record for the garden, he attempted to intetpret 

the meaning of Round Brightness, which was named by his father Emperor Kangxi 

in 1709: 

1 have tried to research ancient books for the moral meaning of Round 

Brightness ... .1 do not seek leisure for myself but rather long for happiness 

1 Refer to a brief chronologyof Chinese dynasties in appendix 3. 



for aIl the people, so that generation after generation can step on the spring 

terrace and wander in the happy kingdom 2 

Aiter "research[ing] ancient books," Yongzheng expressed what he found with two 

historical allusions. The first was the "spring terrace," which, indicating a beautiful 

touring place, was quoted from the Daoist sage Laozi;3 the second was the" happy 

kingdom," which, indicating a fish pool, was quoted from another Daoist sage 

Zhunagzi.4 Both sages lived during the Warring States period, sorne two thousand 

years before Y ongzheng's time. He utilized these two historical allusions to express 

his ideal of a model nation and identified it with his Garden of Round Brightness. 

9 

In another record of the same garden, Emperor Qianlong, Y ongzheng's fourth son, 

reiterated the same historical allusions and went on to say: "During leisure hours 

between court audiences, an emperor must have his own place for roaming around 

and appreciating expansive landscapes."s The term "an emperor" here indicated not 

only Qianlong himself but aIso aIl the previous emperors in Chinese history. When 

he gave this statement, he was putting aIl the imperial gardens throughout history in 

his mind. Such a diachronically comparative perspective was further demonstrated 

when he stated that the Garden of Round Brightness accumulated "the blessings of 

the land and heaven [which] offers a touring place that nothing can swpass.,,6 

These two records of the Garden of Round Brightness demonstrate a strong 

historical dimension in interpreting the meanings of this garden. By referring to how 

other emperors functioned in their gardens throughout history, the Qing emperors 

tried to build up their own meaningful existence in the garden. The historical 

2 Yongzheng (Qing emperor), "Shizong xianhuangdi yuzhi Yuanmingyuan ji ttt*3t~*1IW1M~IIA 
Imiè." (1725), in YuZhi Yuanmingyuan tushi (Tian jing: Shiyin shuwu, 1887). See myannotated full 
translation of this record in section 1.1. Following the Chinese scholarlytradtion, for a historie al 
author in Chinese history, the dynasty in whieh he lived is marked within the parentheses after his 
name. 
3 See Laozi (Warring States), ehapter 20, Lao~, in Lao~, Zhuang~, anno. Fu YunIong & Lu Qin 
(Beijing: Huaxia ehubanshe, 2000), 27. 
4 See Zhuangzi (Warring States), ehapter "Qiu shui," Zhuangif', in Wang Fuzhi (Qing dyn.) anno., 
Zhuang~ jie (Xianggang: Zhonghua shuju, 1989), 148. 
5 Qianlong (Qing emperor), "Yuanmingyuan hou ji ~ BA lZ9.iEiè.," in YuZhi Yuanmingyuan tushi. See 
myannotated full translation of this record in section 1.1. 
6 Ibid. 
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dimension in their interpretations helped them de fine the historical horizon, the 

historicity, for their "roaming around" in the garden. The historical allusions in their 

records imply the importance of the historie al dimension in an interpretation of the 

Garden of Round Brightness. The historical dimension can be first drawn through 

diachronie comparison where this garden is observed within the historical context of 

Chinese imperial gardens. The diachronie comparison as part of this introduction is 

not a simple listing of what happened in the past along the chronologie al time-line; 

rather, it attempts to pinpoint sorne keyaspects of imperial gardens which helped 

de fine the historicity of this specifie Qing imperial garden. 

The "terrace" (tai Éî), e.g. the above mentioned Laozi's "spring terrace," as a type of 

garden building, can be traced back to the earliest imperial gardens in the Western 

Zhou dynasty where a square terrace was used for looking into the distance and 

observing the sky and celestial divinities. A famous example is King Wen's (Wl) )( 

.:E. "sacred terrace," which was recorded in the Shljïng (late Warring States period): 

King Wen began to build the "sacred terrace" [lingtai !R Éî], plan it and 

construct it .... He was in the "sacred enclosure" [lingyou !R1Il] where female 

deer were resting. The colored skins of the female deer were bright, and the 

feathers of birds were pure white. He closed bythe "sacred pool" [lingzhao 

!R rH] where water was full and fish were jumping.7 

Gting the same story, the Confucian saint Mengzi (3rd cen. Bq ernphasized the 

ethical importance of King Wen and his people working together to build the sacred 

7 Section "Ling taï," in chapter "Da ya," ShiJïng, in Nie Shiqiao ed., Shijing xing Zhu ai'nan: Qilu shushe, 
2000),503. A published translation of this part is as follows: 

When he built the Magic Tower, 
When he planned it and founded it. 

The king was in the Magic Park, 
Where doe and stag lay hid. 
Doe and stag at his coming leapt and bounded; 
The white herons gleamed so sleek 
The king was by the Magic Pool, 
Where the fish sprang so lithe. 

(See Poem 242 "The Magic Tower," chapter 'The Major Odes," in The Books of Song, trans. Arthur 
Waley[NewYork: Grave Press, 1996],239-240). 
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garden that theyultimatelyenjoyed together.8 Yongzheng's allusions to the "spring 

terrace" and "happy kingdom" certainly hinted at the ethical importance of King 

Wen's "terrace," that was, his own living in the Garden of Round Brightness was to 

"long for the happiness of ail the people."9 He identified his living in the garden 

with his moral administration of the nation. 

Embodying the belief of a "happy kingdom," the Garden of Round Brightness 

needed to be large enough for the emperor to "roam around and appreciate 

expansive landscapes." It is the size of the imperial garden that is of importance in 

this sense as it was traditional and characteristic for the imperial garden to be very 

large. During the Spring and Autumn period, the imperial garden Zhanghua Terrace 

(c. 535 Bq of the Chu Kingdom made use of the naturallakes, called Water of 

OoudyDream (Yunmeng ze ~1'#~), to procure an expansive view. As recorded 

by the Han scholar Sima Xiangru i§'j ~;f§:!m in his rhapsody, "the Ooudy Dream has 

nine hundred fi on each side. There are mountains in it."lo Such an expansive view 

was characteristic in imperial gardens but impossible in smailliterati gardens. 

To understand the difference between the expansive view in an imperial garden and 

the close view in a literati garden during the Chu Kingdom, we can refer to the 

romantic poem, "Goddess of the Xiang River," bythe great poet Qu Yuan Jlli@:: 

Build a house in the middle of water, 1Jl:~~>~7j(!:f, 

Lay lotus leaves on the roof. .z 4}{iIH~L 
PUlpie shells are paved in the court, :1ij\~4}~ti, 

Aromatic grasses are woven into the wall. ll fi7!j~4}~1it 0 

8 Mengzi (Warring States), Mengif, in Lu'!J'u, Mengif, anno. Liu Hongzhang & Qiao Qingju (Beijing: 
Huaxia chubanshe, 2002), 158. 
9 Yongzheng's "Record of the Garden of Round Brightness" was included in the Qing-court print, 
YuZhi Yuanmingyuan tJ!Yong (1887). In the postscript of this book, the editors and annotators, who were 
court officiaIs, specifically mentioned King Wen's "terrace" and "pool" as weil as his "happiness" (le 
5f-) and "brightness" (guangming J'GIlJn in the garden (See the postscript, in Qianlong, Yuzhi 
Yuanmingyuan tJ!Yong, anno. E Er'tai et al [Tian jing: Shiyin shuwu, 1887]. 
10 Sima Xiangru (Han dyn.), "Zixu fu," in Xiao Tong (Southem Dynasties), Wenxuan (Shanghai: 
Shanghai guji chubanshe, 1998),49-50. 
11 Qu Yuan (Warring States), "Xiang furen," in Chuci, anno. Wu Guangping (Changsha: Yuelu shushe, 
2001),62. No published translation of this part is available yet. 
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Qu Yuan tragicallydied as a political martyr. His student Song Yu *31 wrote in the 

poem "Summoning the Soul:" 

Sit in the hall and lean on the balustrade, *~{jè~, 

Look down on the winding pool. Ilaï aB rtE J1:~ 0 

Lotus flowers begin to bloom, *#~€î1t, 

Theydecorate lotus leaves.12 ~3t{iÎfJ1:~o 

Both poe ms told of the building of a beautiful place in the water for the arrival of an 

immortal being.13 The "winding pool" in a literati garden was certainly different 

from the lake that contained mountains in an imperial garden. 

Continuing the tradition of "massiveness" of imperial gardens, the "expansive 

landscapes" in the Garden of Round Brightness showed their uniqueness in the fact 

that they were completely artificially made, which differered from other imperial 

gardens where the landscapes were primarily natural. The huge scale of such an 

artificially-made imperial garden was unprecedented. The Shanglin Park (3 rc1 cen. 

Bq of the first Chinese emperor Shi Huangdi of Qin ~~€î li! '* was located 

between the Wei River and the Zhongnan Mountain. The garden was expansive but 

its large st part was, in fact, naturallandscapes. He depended upon the double-floor 

passageways to pass through the wilderness and move from one palace to another. 

The covered passageways, according to the history book Shljï (Western Han dynasty), 

were intended to hide the emperor's movement from the public so that he could "act 

mysteriously to avoid devils and meanwhile embrace virtuous individuals" and his 

spirit would "remain a secret, and panacea will be obtained."14 

12 Song Yu (Warring States), "Zhao hun," in ibid., 282. A published translation is as follows: 
Seated in the hall, leaning on its balustrade, 
You look clown on a winding pool. 
Its lotus es have just opened; 
Among them grow water-chestnuts. 

(See David Hawkes, The S ongs of the South: An Ancient Chinese Anthology of Poems by Qu Yuan and 0 ther 
Poets [England: Penguin Books, 1985],227). 
13 For an analysis of the building and landscape descriptions in both poems, refer to Feng Jizhong, 
"Qu Yuan, chuci, ziran," ShidaiJianzhu 2 (1997): Il. 
14 Sima Qian (Western Han), Shiji (Beijing: Jinghua chubanshe, 2002), juan 6: 38. 
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.As stated in the emperors' records, the Garden of Round Brightness symbolized the 

"happy kingdom" of the whole nation. Such a symbolic relationship between a 

garden and the macro world can be traced back to the pattem- "one pool, three 

[island] hills" (yichi sanshan -~m= llJ) in imperial gardens which first appeared in the 

Orchid Pool, east of Shi Huangdi's Xianyang Palace. The pattern symbolized the 

legendary three islands in the East Sea to which he repeatedly sent Daoists for 

panaceas. The S hiji records: 

Each previous king was unwilling to give up the fantasy. When Shi Huangdi 

of Qin united China, he joumed to the sea and heard the legend from many 

Daoists who were talking about the divine [island] hills .... He sent an official 

with [three thousand] boys and girls to seek these island hills. When their 

ships were out to sea, all were returned by wind.15 

The symbolic relationship between the huge water body in a garden and the sea was 

further developed in the imperial Shanglin Park of the West Han dynasty where the 

huge lake, Kunming, was symbolicallytaken as a sea for exercising the emperor Wudi 

of Han's ~.:zlËt* naval fleet. The symbolic relationship between the garden water 

and the sea continued into the Qing imperial gardens where an expansive lake was 

typicallycalled a "sea." 

Although the lake symbolized the sea, for the most part, Shanglin Park remained in 

wildemess without symbolization. Sima Xiangru's ~ ~ iffi ~Il rhapsody"Shanglin 

fu" says: 

Gaze around and look about, }ilfJ.w: ~z)(.m, 

[The scenes are] so plentiful and miscellaneous, ~j;~$L?Jj, 

[You feel] dizzy and dazed [when viewing them]. t t '1J't,~ 0 

Look at it [Shanglin Park] and it has no beginning, :tJQ,z7ëlllfij, 

Examine it and it has no end. ~z7ëtlI; 

The sun rises from its eastem pond, B tH * rt1 , 

15 Ibid., juan 28: 130. Réer to a published translation of this record in Burton Watson, "The Treatise 
on the Feng and Shan Sacrifices," Records of the Grand Histonan of China: The Shi chi of Ssu-Ma Ch'ien, 2 
vols. (New York: Columbia University Press, 1961),2: 26. 



Sets at its western pool. À.:p. g§ ~ 0 

Retreat palaces and remote lodges, ~'ê; JJIJti3, 

Scattered among the mountains and straddle the valleys. 5$ LU~:tt 0 

Tall covered-passageways pour out in four directions, ~ ml3 [98:, 

Double decks with angled multistoried-pavilions.16 :m:~ EIB III 0 

14 

The excerpts here tell us of the enormity of the Shanglin Park Sima's descriptions 

of landscapes were in awe of mystical nature. Buildings in the park were diminished 

bythe grandness of the landscapes and appeared dwarfed bytheir surroundings. 

Besides the expansive Shanglin Park, Wudi had sma1ler gardens at his palaces near 

the capital Chang'an. In the northwestern corner of the ]ianzhang Palace (104 Bq 

was the Lake of Primary Liquid where three islands were set up to symbolize the 

three fairylands: Penglai, Fangzhang and Ymzhou. According to the Shiji, the same 

names of these three fairylands were given to the three hills in the garden.17 By 

giving the same names, the emperor reinforced the symbolic relationship between his 

garden and the fairylands. Wudi even built watchtowers (guan x!M) on the shore of 

the East Sea to wait for the arrivai of immortal beings, because "immortal beings 

always prefer a multistoried residence.,,18 

16 See Sima Xiangru, "Shanglin fu," in Xiao Tong, 52-53. A published translation of this part is as 
follows: 

Gazing round, broadly viewing, 
One sees such plentious profusion, such a vast vista, 
He becomes dizzy and dazed, confounded and confused. 
Look at it and it has no beginning; 
Examine it and it has no end. 
The sun rues from its eastern pond, 
Sets at its western dike. 

Detached palaces, separate lodges, 
Stretch over the mountain, straddle the valleys; 
Tall corridors pour out in four directions, 
With double decks and twisting passageways. 

(See Xiao Tong, Wen xuan orSe/ections ofRefined Literature, trans. and anno. David Knechtges, 2 vols. 
[princeton, NJ: Princeton University Press, 1987], 1: 87, 89). 
17 Sima Qian, juan 12: 85. 
18 Ibid., 84. 
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An expansive lake began to be formaIlycaIled a "sea" (hai #i) in the imperial gardens 

during the Southern and Northern Dynasties period. There was a sea, named Pool 

of Heavenly Deep-Water, in the imperial Hualin Garden in the capital Luoyang of 

the Northern Wei. According to the Luqyang qie/an Jï (Northern Wei), in the pool 

there was an island named Penglai on which there was the Celestial Lodge and the 

Fishing Terrace, both of which were connected bya rainbow sky-walk, where 

walking was like flying to and fro. 19 The Shu!Jïng Zhu (Northern Dynasties) recorded 

that visitors moved about in this garden like celestial birds, up and down in "a divine 

residence.,,2o Both records left us with an impression that the imperial Hualin 

Garden was intentionally designed to imitate a fairyland. 

The capital of the Southern Dynasties was Jiankang, where there was another 

imperial Hualin Garden (the same name as that of the Northern Wei). When 

Emperor Jianwen fa] Je '* of Eastern Jin entered this garden, he announced: "To 

meet my heart, [1] do not need to go far. The shady woods and cool water have 

made me feellike being between the Hao and Pu Riversj birds, beasts, poultry and 

fish aIl come to be intimate with me.,,21 The "Hao and Pu Rivers" allude to the story 

that the Daoist sage Zhuangzi fished by the Pu River and roamed around on a bridge 

of the Hao River. This classic historical tale signified delight in nature.22 Jianwen's 

expression was significant, as it demonstrated his longing for remoteness in the 

garden which was typical in literati gardens but rare in previous imperial gardens. It 

shows that imperial gardens in the Southern Dynasties had been influenced by 

private gardens. 

In later dynasties, such as the Sui and Tang dynasties, the original capita~ Chang'an, 

was located southeast of the Chang'an of the Han dynasty. Between the Wei River 

and the capital was the expansive area known as the Forbidden Park. In addition to 

19 Yang Xuanzhi (Northem Wei), Luoyang qielan Ji, anno. Han Jiegen Gi'nan: Shandong youyi 
chubanshe, 2001), 57. 
20 Li Daoyuan (Northem Dynasties), Shui;ïng Zhu, anno. Tan Shuchun et al (Changsha: Yuelu shushe, 
1995),246. 
21 See Liu Yiqing (Southem Dynasties), Shishuo xùryu, quoted in Zhou Weiquan, Zhongguo gudianyuanlin 
shi (Beijing: Tsinghua daxue chubanshe, 1999),97. 
22 See chapter "Qiu shui," Zhuang:d, in Lao:d, Zhunag:d, 272-273. 
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providing entertainment and hunting for the emperor, the park acted as a buffer 

zone between the Wei River to the north and the capital to the south. Strategically 

important for the defense of the capital, the park was also the place where the 

imperial troops were based. In consideration of provisions, the Sui and Tang 

dynasties adopted a two-capital system, with the western capital Chang'an and the 

eastern capital Luoyang. West of Luoyang was another Forbidden Park, which was 

planned around an artificiallake called Northern Sea in which the three sacred hills 

named Penglai, Fangzhang, and Yinzhou were built. In addition, five lakes were 

created to symbolize, for the first time in history, the geographical feature of 

China- "five lakes and four seas [huwu sihai Ji $'M [9 ~ ]." Sixteen groups of 

buildings were scattered about on the northern side of the Northern Sea. These 

building groups were in fact gardens within a garden. The strategic importance for 

defense and the pattern of "gardens within a garden" had significant influences upon 

later imperial gardens. 

The influence of fengshui, the ancient environmental philosophy that was connected 

with cosmology, was clearly manifested bythe imperial garden Genyue (1122) of the 

Northern Song dynasty. The name Genyue literally means "Gen hill." A Daoist 

fengshui master told the emperor Huizong (Zhao Ji) • * (~11!f) that the 

northeastern corner of the inner city of the capital was too low and needed to be 

raised for the prosperity of the royal family. Huizong was convinced and decided to 

build a hilly garden in that part of the city and personally took part in the design of 

the garden. Due to the Daoist cosmological diagram of bagua (Fig. 50), the northeast 

was calledgen ~; therefore the garden wa.s named "Gen hill." The whole garden 

wa.s composed of artificiallandscapes that included three main hills, three lakes, and 

sorne gorges connecting the lakes. No previous imperial gardens throughout history 

had been constructed with artificiallandscapes on such a huge scale. There were 

over one hundred recorded "spot scenes" (;ïng ~), most of which were named in 

two or three Chinese characters in accordance with the views of the scenes. 

Huizong's "Record of the Genyue" states: "The [beautifullandscapes] in this country 

are distant and different to each other, each of them ooly owns one side of the 
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beauty. Unlike them, the [Gen] Yue contains all of their beauties.,,23 The idea that 

the emperor's garden should be an epitome of the beauties of all other gardens in the 

country was stronglyexpressed. This idea was continued into the Garden of Round 

Brightness. 

Following the Song dynasty, the Yuan and Ming imperial gardens continued the 

pattern of "one pool, three [island] hills." It was during the Yuan dynastythat the 

capital of China moved to Beijing, where it continued to be located. Both the Yuan 

and Ming imperial gardens were located within the city. The gardens were arranged 

around the Lake of Primary Liquid where water originated from a spring on the 

Jade-Spring Hill, which was located in the northwestern suburb that was outside of 

the city. A parallel water source in the same suburb, Lake of Um-Hill, led into the 

Lake of Collected Water within the city, just north of the imperial gardens. During 

the Yuan dynasty, these two watercourses paralleled each other from the 

northwestern suburb to the west of the Inner Gty, yet they were strictly separated. 

The water from the Jade-Spring Hill was used to provide irrigation for the imperial 

gardens, while the water from the Lake of Um-Hill was used as a rn.ethod for food 

transportation. The separation of watercourses showed the importance of water 

qualityin the imperial gardens. It was during the Ming dynastythat these two 

watercourses rn.erged. The Lake of Collected Water, initially used for food 

transportation, was now connected to the Northem Sea (part of previous Lake of 

Primary Liquid) for the pmpose of irrigation of the imperial gardens. Thus, the 

water of the imperial gardens now came from bOth the Jade-Spring Hill and the West 

Lake (previous Lake of Um-Hill). The imperial gardens in bOth Yuan and Ming 

dynasties showed the importance of the water sources in the northwestem suburb. 

Later, during the Qing dynasty, an emperor began to perfonn administrative duties 

in his garden. Due to the serene environment of the Southem Sea (which was part 

of the Ming imperial gardens within the city), Emperor Kangxi engaged in nurn.erous 

activities within this portion of the garden, including processing national affairs, 

23 See Zhao Ji (Song emperor), "Genyue ji," in Sun Xiaoli ed., Zhichi shan/in (Shanghai: Dongfang 
chubanshe,1999),65. 
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receiving officiaIs and perlorming agricultural activities on an "imperial plot." At the 

midpoint of his reign, following the suppression of the internal riots and stabilization 

of the whole country, Kangxi began to shift his attention to the northwestern suburb 

to make new gardens. The site was selected for a myriad of reasons, including 

weather conditions, its being close to the beautifullandscape of West Mountain as 

weIl as the wilderness. The Qing emperors' ancestors, the Manchu people, 

originated from northeast China and were not accustomed to the hot sununers in 

Beijing and sought places that provided coolness. The first Qing emperor Shunzhi 

Jlrm ~ once commented: "Because Beijing has been the national capital for a long 

time, its environment is not clean and its water is salty; although it is acceptable to 

live here in spring, autunm and winter, its summer heat is unbearable."24 

The dominant landscape in the northwestern suburb of Beijing is the West Mountain 

(Fig. 46), which is described as the "right arm of the divine capital." The mountain 

range moved from the south to the north and one of its branches tumed east at the 

Fragrant Hill and surrounded a plain to the south and east where most of Qing 

imperial gardens were located. Traditional1y, the capital of China was located in the 

north to "look upon" the land towards the south; therefore the imperial throne 

always faced to the south. Since West Mountain was west of the capital, it looked 

like the "right arm" of the imperial throne. West Mountain served as a buffer zone 

between the capital and the northern frontier; therefore the northwestern suburb 

held a strategie importance. 

The first imperial garden of the northwestern suburb, known as the Garden of 

Uninhibited Spring (Changchun yuan ,~~Im), was built by Kangxi in 1687 during 

the Qing dynasty?5 In 1684, he visited the Jiangnan region for the first time and was 

extremely impressed by its beautifullandscapes and private gardens. Upon his return 

to Beijing, he immediately built the Garden of Ullnhibited Spring on the ruined 

24 The Chinese text is in Dong hua lu, cited in footnote 1 in Zhou Weiquan, "Yuaruningyuan de 
xingjian jiqi zaoyuan yishu qiantan," in Wang Daocheng ed., Garden of Round Brightness: lishi, xianzhuang, 
lunzheng, 2 vols. (Beijing: Beijing chubanshe, 1999), 1: 149. 
25 Refer to myannotated translation, Emperor Kangxi's "Record of the Garden of Uninhibited 
Spring," in appendix 2. 
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garden site of a Ming-dynasty royal family member. The water source for the garden 

was the spring water from the Village of Ten-thousand Springs (Wanquan zhuang Ji 

JRJl:) to the south. At that time, the western water sources from West Lake and the 

Jade-Spring Hill were not yet used for the imperial gardens in this area. Kangxi 

spent much time in the garden, where he occasionally received an audience and 

began to perform administrative duties. 

In 1703, Kangxi began to build a retreat garden, Mountain Hamlet for Summer 

Coolness (Bishu shanzhuang :lM=!- LlJ Jl:),26 which was located in Chengde, north of 

the capital. The location of the garden was directly related to the emperor's 

"northern patrol" where he received Mongolian aristocrats regularly in order to 

establish a stable state of affairs in the northern territory. Within the garden, he 

named thirty-six jing ~, each with a title of four Chinese characters. Each Jïng 

indicated a specifie garden scene. After narning the thirty-six Jïng, Kangxi ordered a 

court painter to create a painting of eachJïng for which he wrote a poem The paring 

of painting and poetry for the representation of ajing in imperial gardens was 

continued by later Qing emperors. 

One year after the Mountain Hamlet for Summer Coolness was built (1709), Kangxi 

tumed his attention back to the northwestern suburb of the capital. He granted a 

piece of land north of his Garden of Uninhibited Spring to his fourth son, Prince 

Yinzhen J~LtY!. On this site, Yinzhen built the Garden of Round Brightness. After 

Yinzhen took the throne and became Emperor Y ongzheng, he expanded the Garden 

of Round Brightness and used it as his permanent residence and a place for receiving 

an audience. This garden had continuously served as the permanent residence for 

five Qing emperors: Yongzheng, Qianlong, Jiaqing 3 JJ(, Daoguang :I:mJ't and 

Xianfeng )J3\t$ before being destroyed byfire in 1860 byforeign powers. 

26 Refer to myannotated translation, Emperor Kangxi's "Record of the Mountain Hamlet for 
Summer Coolness," in appendix 2. 
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The Garden of Round Brightness during the Qianlong reign in fact consisted of four 

gardens: three Chinese ones- Garden of Round Brightness, Garden of Eternal 

Spring (Changchun yuan *~lm), and Garden of Gorgeous Spring (Qichun yuan ~ 

~Im) which was latercalled Garden of Ten-thousand Springs (Wanchun yuan Jj~ 

lm)- and a small European garden ca11ed Western Multistoried-Buildings (Xiyang 

lou iffi~~), which was designed and co-built bythe European Jesuits, who served 

as painters and clock-malœrs in the imperial court (Fig. 2). Although the title of 

Round Brightness was originally given to the first garden in this compound, it later 

was used by the public to signify the totality of the whole compound; thus, all four 

gardens combined came to be known as the Garden of Round Brightness. To avoid 

confusion, 1 will applythe name "Garden of Round Brightness" to the first garden, 

namely Yongzheng's garden, and apply the term "Garden of Round Brightness 

compound" to the totality of four gardens. 

Qianlong expanded the Garden of Round Brightness into a compound. Like his 

grandfather Kangxi, he visited Jiangnan six cimes and was impressed by the private 

gardens there. For each garden that he liked, he would ask a court painter to 

produce a painting and bring it back to,Beijing for his reference to create new 

gardens. He made his first expansion of the Garden of Round Brightness by 1744. 

ln that expansion, there was no great increase in land size, but he forrnally 

established the so-called Forty Jing, at least twenty-eight of which were built by 

Yongzheng. In 1751, he built the Garden of Etemal Spring, which was located east 

of the Garden of Round Brightness. Meanwhile, he was building the European 

garden, Western Multistoried-Buildings garden, on the northern edge of the Garden 

of Etemal Spring. In 1772, the Garden of Gorgeous Spring was built south of the 

Garden of Eternal Spring. 

While expanding the Garden of Round Brightness, Qianlong's garden construction 

spread westward. He expanded the camping-palace garden on the Fragrant Hill, 

which was founded by Kangxi, and renamed it Garden of Tranquil Pleasure Gingyi 



yuan ~1iIm) in 1747.27 In 1750, he expanded the Garden of Tranquil Brightness 

Gingming yuan ~ I3A lm) on Jade-Spring Hill.28 In the same year, he began to build 

the Garden of Oear Ripples (Qingyi yuan ~i5~Im) based on the newlycreated 

landscapes of the Kunming Lake and Longevity Hill.29 
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During the Yongzheng reign, the water from the Jade-Spring Hill was utilized as a 

secondarywater source because the original water source of the Village of Ten

thousand Springs was no longer sufficient for the needs of the Garden of Round 

Brightness. The combined water sources entered the garden at its southwestem 

corner, flowed north to the northwestem corner, then from there diffused through 

the whole garden. The need for water increased as many more gardens were built; 

thus Qianlong made a thorough reconstruction of the water system in the 

northwestem suburb. When the spring water from the Village of Ten-thousand 

Springs no longer sufficiently supplied the gardens, most of the water had to come 

from Kunming Lake. Kunming Lake collected water from the Jade-Spring Hill, but 

the Jade Spring was the original water source for the Tonghui River, which was used 

for transporting food to the capital. This created a problem because as water was 

diverted and used for the gardens, the ferrying of food would be influenced. To 

solve the problem, Qianlong decided to use Kunming Lake as a reservoir, which 

collected water from the Jade-Spring Hill, West Mountain, and Fragrant Hill, which 

served the needs of the gardens while aIso providing water for ferrying food. 

During the Qianlong reign, the five well-knOWIl gardens in the northwestem suburb 

were: Garden of Round Brightness, Garden of Uninhibited Spring, Garden of 

Tranquil Pleasure on the Fragrant Hill, Garden of Tranquil Brightness on the Jade

Spring Hill, and Garden of Oear Ripples on the Longevity Hill. Theywere usually 

27 Refer to myannotated translation, Emperor Qianlong's "Record of the Garden of Tranquil 
Pleasure," in appendix 2. 
28 Refer to myannotated translation, Empror QianIong's "Record of the Best Spring of China [in the 
Garden of Tranquil Brightness] of the Jade-Spring Hill," in appendix 2. 
29 Refer to my annotated translations, Emperor Qianlong's "Record of the Garden of Oear Ripples of 
the Longevity Hill" and "Record of of the Kunming Lake of the Longevity Hill," in appendix 2. 
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described as "three hills and five gardens" (sanshan wuyuan .:=. Li.J.li lm) (Fig. 3).30 

Because of their bond with West Mountain and their affinity with naturallandscapes, 

these five gardens are categorized by modem scholars as "landscape gardens," which 

are differentiated from "palace gardens" and "urban gardens," and are praised as the 

highest achievernent of Qing imperial garden design.3
! 

There are continuing debates among Chinese scholars on exactlywhat the phrase 

"three hills and five gardens" indicated during the Qing dynasty. A prevalent 

explanation is that the "three hills" were, from west to east, Fragrant Hill, Jade

Spring Hill and Longevity Hill, while the "five gardens" were, from west to east, 

Garden of Tranquil Pleasure, Garden of Tranquil Brightness, Garden of dear 

Ripples, Garden of Uninhibited Spring and the Garden of Round Brightness.32 

Because the Garden of Tranquil Pleasure was located on the Fragrant Hill, the 

Garden of Tranquil Brightness, on the Hill of Jade-Spring, and the Garden of dear 

Ripples, on the Longevity Hill, there is a certain overlapping in terms of sites in the 

above definition of "three hills and five gardens," which creates sorne debate and 

confusion. Sorne scholars have attempted to prove that the "five gardens" were in 

fact those of the Garden of Round Brightness compound in its most prosperous 

time.33 In fact, the co-existence of the five gardens in the Garden of Round 

Brightness compound lasted onlya short period. Moreover, this second explanation 

excludes the Garden of Uninhibited Spring, the first Qing imperial garden in the 

northwestem suburb. Comparatively, the first explanation sounds more convincing 

30 Zhou Weiquan, Zhongguo gudianyuanlin .rhi, 338. Hou Renzhi, "Garden of Round Brightness," in 
Wang Daocheng ed., 1: 120. Zhao Xinghua, Beijingyuanlin .rhihua (Beijing: Zhongguo linye chubanshe, 
2000),110. Zhang Cheng'an ed., Zhongguoyuanlinyi,rhu cidian (Wuhan: Hubei renrnin chubanshe, 
1994),52. 
31 Zhou Weiquan, 338. Chen Congzhou, Zhongguoyuanlinjian.rhang cidian (Shanghai: Huadong shifan 
chubanshe, 2001), 202. 
32 Zhou Weiquan, 338. Zhao Xinghua, 187-189. See also Beijing Zhi: shizhengjuan:yuanlin /ühua Zhi, ed. 
Beijingshi difangzhi bianzhuan weiyuanhui (Beijing: Beijing chubanshe, 2000),15. Ma Hongtu, "Ye 
tan 'sanshan wuyuan,''' in Jinghua yuanlin congkao, ed. Beijing yuanlinju shizhi bangongshi (Beijing: 
Beijing kexue jishu chubanshe, 1996),87. 
33 See Zhang Enyin, '''Sanshan wuyuan' bianxi" and "Zai xi 'sanshan wuyuan," inJinghuayuanlin 
congkao, 84, 89. Zhao Xinghua, 187. The "five gardens" of the Garden of Round Brightness 
compound were: the Garden of Round Brightness, Garden of Etemal Spring, Garden of Gorgeous 
Spring, Garden of Cheerful Spring and Garden of Spring Cheerfulness. This definition of "five 
gardens" first appeared in the archives of the Imperial Households after 1780 when the Garden of 
Spring Cheerfulness was included within the Garden of Round Brightness. 



and its seeming redundancy can be understood as an emphasis of the compelling 

images of the three hills, which were intrinsically related to the five gardens. The 

debate itself demonstrates that there has been and continues to be a historical and 

physical context which is important for understanding the Garden of Round 

Brightness. 
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The scholarly review of the Garden of Round Brightness began after the compound 

was destroyed byfire in 1860. The earliest poems and prose on the lost garden were 

written by late-Qing scholars such as Wang Kaiyun ±'I~ JË and Xu Shujun ~:Wt1J, 

who wrote to express their deep melancholy in wandering through the ruins. Sorne 

Westerners, e.g., Ernst Ohlmer, Thomas Ollld and Théophile Piry, photographed 

the ruins in the 1870s. The first peak of the scholarship took place in the 1920-30s. 

A Swedish scholar, Osvald Sirén, photographed and wrote about this garden in his 

book Les palais impériaux de Pekin (1926). In 1928, a Chinese scholar, Chen Yanshen 

~*m 1:., photographed the original paintings of the Forty Jing which were located in 

the National Library in Paris and published the pictures in his book Yuanmingyuan 

kao. Another Chinese scholar, Teng Gu ~Œ!I, discovered Ohlmer's negatives of the 

ruined Western Multistoried-Buildings garden in Berlin and published them in his 

book Yuanmingyuan oushigongdian can;ï in 1933. One year later, an American scholar, 

Carroll Brown Malone, who taught at Tsinghua University, which was adjacent to the 

ruined garden, published a monograph on the Garden of Round Brightness. In 

1931, the first public exhibition on the ruins of the Garden of Round Brightness 

compound was held by Beiping Library (today's National Librar0 in Beijing, where a 

set of working drawings of the Western Multistoried-Buildings garden, made bythe 

Qing-court contractor Lei family (Yangshi Lei ff;rt:m), were exhibited. Two years 

later, the joumal of Beiping Library, Guoli Beipin tushuguan guankan, published a 

special issue on the Western Multistoried-Buildings garden, which included sorne of 

the Lei drawings. 

Among the publications on the Garden of Round Brightness during the 1930s, 

Maurice Adam's book, Yuen Ming Yuen: L'Oeuvre Architecturale des Anciens jésuites au 
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XVIIIe Siècle (Beijing, 1936), was special, because it was the first monograph on the 

Western Multistoried-Buildings garden. In writing the book, Adam met a Chinese 

scholar, Jin Xun ~ lM, whose ancestors took part in the construction of the 

European portion of the garden. Mr. Jin drew most of the illustrations for Adam's 

book based on his own research and memory. 

In his research, Adam referred to both Chinese and Jesuit sources. His Chinese 

sources were primarily based on Jin's oral descriptions and pictorial illustrations. 

Before talking about the "Palais Européens" (namely, the Western Multistoried

Buildings garden), he devoted the first chapter to describing the broad context of the 

garden, such as the "Physionomie géomantique de Pékin," "Situation des Jardins à 

l'ouest de la Capitale," and "Les Maisons de Plaisance des Ts'ing."34 Although his 

descriptions were brief, his approach of starting from the context of the garden was 

quite Chinese-like. He attempted to intetpret the significance of the northwestem 

suburb through the perspective of Chinese cosmology . 

. 
Adam's descriptions of the Chinese portion of the garden depended exclusivelyon 

the Jesuit Jean-Denis Attiret's (Chinese name, Wang Zhicheng J:3&ifiX) letter from 

Beijing to M. d'Assaut de Dôle in Paris on November 1,1743. Fr. Attiret served as a 

court painter in the Garden of Round Brightness during the Qianlong reign. The 

letter played a key role in introducing the beauty of Chinese imperial gardens to the 

European public. It was first published in Lettres édifiantes et curieuses, écrites des missions 

étrangères, volume 12 (1819). Adam simplycited the whole part in this letter which 

was related to the Garden of Round Brightness without adding anyof his own 

analysis, yet it was a veryearlycase in the scholarship to present Jesuit sources. 

As for the keyindividuals in the construction of the European portion, Adam's 

attention was focused on Qianlong and the French Jesuit Père Michel Benoist 

(Chinese name,Jiang Youren $f1it1=), who designed the fountains in the garden. 

Adam's introduction of Qianlong was through a storyabout howan ItalianJesuit Fr. 

34 Maurice Adam, Yuen Ming Yuen: L'Oeuvre Architecturale des Anciens Jésuites au XVIIIe Siècle (Beijing: 
Imprimerie des Lazaristes, 1936), 1. 
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Joseph Panzi (Chinese name, Pan Tmgzhang ~~J.) painted a portrait for the 

emperor.35 In the story, Father Benoist acted as the translator between Qianlong and 

Panzi in their dialogue on the issues of shadow, posture, and truthful depiction in the 

portrait. 

The second peak of the scholarship in the West occurred during the 1950s-60s. The 

chief designer of the European portion was an ltalian Jesuit, Giuseppe Castiglione 

(Chinese name, Lang Shining ~~1t!:'T). The sinologist, George R Loehr, published a 

biographyon Castiglione in 1940. Hope Danbypublished the book The Garden of 
Peifeet Brightness in 1950. In 1966, a Gennan scholar, Alexander Schulz, published bis 

doctoral dissertation, His Yang Lou: Untersuehunger zu den "Europaisehe Bauten" des Kaiser 

Chien-Jung, which was the second monograph on the Western Multistoried-Buildings 

garden. Schulz's research emphasized the European connection of this garden and 

he accessed additional J esuit sources in Latin to darify the construction timetable of 

this garden. Although he attempted to find European sources of the garden in terms 

of its architectural forms and garden layout, his comparisons were aImost completely 

based on morphological similarities without presenting any historical evidence. His 

garden building descriptions were redundant, as he attempted to use language to 

describe objects in a waythat photographywould have done in a superior and more 

succinct manner, thus rende ring his analysis of little force and interpretative focus. 

Schulz's research, however, provided sorne dues for future studies on the 

connection between the Western Multistoried-Buildings garden and European 

garden design, such as Andrea Pozzo's linear perspective, Vignola's garden design, 

Guarino Guarini's architecture, and Georg Bockler's fountain illustrations. His 

research also impels us to move beyond formalist analysis to achieve an in-depth 

historical interpretation. The drawbacks of his formalist approach can be seen, for 

example, in his discussion regarding the issue of perspective. :He quickly rn.entioned 

multiple names such as Pozzo, Castiglione, Nian Xiya.o ~$% (who published the 

first Chinese treatise on Western linear perspective in 1729) and the Bibiena family 

35 Ibid., 17-19. 
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without providing any critical analysis of any of them. One encouraging point was 

that he attempted to find how the Chinese gardens influenced the Western 

Multistoried-Buildings garden in its spatial organization where a garden scene should 

be viewed as a painting from a clearly defined point of view.36 Unfortunately, Schulz 

did not extend his thinking any further into the Chinese context, and, in his 

bibliography, not a single Chinese source was mentioned. 

In the late 1980s, there began a cooperative project between the Chinese and French 

governments, led bythe sinologist Michele Pirazzoli-t'Serstevens, to studythe 

restoration of the Western Multistoried-Buildings garden. Theystudied the garden 

from the multiple perspectives of general history,37 architecture/8 garden history, 

photography/9 and botany.40 The study from the perspective of garden history was 

published by Vincent Droguet in his article "Les Palais Européens de l'empereur 

Qianlong et leurs sources italiennes.,,41 Although this research team was more 

sensible and knowledgeable in regards to the Chinese context through collaboration 

with Chinese scholars, Droguet's research continued Schulz's formalist approach. 

Based on the hypothetical clues from Schulz, Droguet attempted to make a more 

detailed comparison between the Western Multistoried-Buildings garden and its 

possible ltalian sources, juxtaposing the images of both sides to show their similarity. 

The article proposed sorne valuable points, one of which was that more attention be 

paid to the organization, articulation, and thematic repertoire of the garden as a 

whole, rather than to individual buildingS.42 It echoed Schulz's analysis in that the 

design of the Western Multistoried-Buildings garden was a collection of separate 

spaces that were designed to create a picturesque sequence, close1y related to the 

tradition of Chinese gardens. Although mentioning the "théâtre d'eau," "théâtre de 

36 See Alexander Schulz, His Yang Lou: Untersuchunger!?!, den "Europaische Bauten" des Kaiser Chien-Iung 
(Isny: Schmidt Schulz oHG, 1966), 76. 
37 Michele Pirazzoli-t'Serstevens, "APluridisciplinaryResearch on Castiglione and the Emperor 
Chien-lung's European Palaces," in National Palace Museum Bulletin (Taibei) 24.4 (1989). 
38 Antoine Durand, "Restitution des Palais Européens du Yuanmingyuan," Arts Asiatique 43 (1988). 
39 Régine Thiriez, Barbarian lens: western photographers of the Qianlong emperor's European palaces 
(Amsterdam: Gordon and Breach Publishers, 1998). 
40 Gilles Genest, "Les Palais européens du Yuanmingyuan: essai sur la végétation des jardins," Arts 
Asiatiques 49 (1994). 
41 Vincent Droguet, "Les Palais Européens de l'empereur Qianlong et leurs sources italiennes," 
Histoire de l'Art (May 1994). 
42 Ibid., 18. 



verdure," and the model of " bosco avec une colline plantée" in ltalian gardens, 

Droguet did not explore the role of linear perspective along these aspects in both 

Italian gardens and the Western Multistoried-Buildings garden. 
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After the scholar Wang Wei xml(; published the short book Yuanmingyuan in 1957, 

Chinese scholarship stailed during the Cultural Revolution. The Renaissance of 

Chinese scholarship began with the restoration map of the Garden of Round 

Brightness compound made bythe scholars He Chongyi {6J:m:x. and Zeng Zhaofen 

~ aB if in 1979 (Fig. 1). This detailed map provided a significant reference for ail 

later research. The resurgence of this research finaily led to the founding of the 

Academyof the Garden of Round Brightness in 1984, that published five influential 

issues of the journal, Yuanmingyuan: xueshu lunwenJï, from 1981-1992. These five 

issues included sorne important papers on the history of the garden compound, 

concentrating more on the Chinese portion of the garden than the European one. 

Meanwhile, in 1991, an important anthologyof Qing-court archives regarding the 

Garden of Round Brightness compound, Yuanmingyuan:Qingdai dang'an shiliao, was 

published. This anthology is the only published imperial archive of the garden to 

date. It was edited based on the Qing-court archives stored in The First Historical 

Archives (Diyi lishi dang'an'guan ~- JJ5 ~*~~m). 

ln 2000, Che-Bing Chiu published the book Yuanming Yuan: Lejardin de la clarté 

parfaite, which included his translations of Qianlong's poetry on the Forty Jing. This 

scholarlyeffort provided the French-speaking public to access sorne Chinese prirnary 

sources related to the garden. Moving in the same direction and intending to 

introduce a broader picture of the historical context, 1 include my twelve annotated 

full translations of the emperors' records of the Qing imperial gardens (Four records 

related to the Garden of Round Brightness compound are in sections 1.1 and 1.2, 

and the others are in appendix 2 of this research). Except for the Mountain Barnlet 

for Summer Coolness, ail the gardens recorded in my translations were located in the 

northwestern suburb. None of these records has been completely translated into 

English before. 1 first presented these translations and their classic Chinese texts 
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under the tide "The Emperors' Records of Qing Imperial Gardens" at the 

symposium "Readings on Chinese Gardens: An Anthology (4th meeting)" at the Asia 

Center of Harvard University in J anuary, 2003. 1 presented these translations with 

the tide "The Water Intention in the Emperors' Records of Qing Imperial Gardens" 

at the "Washington Area Traditional China Colloquium" in Washington, De in 

April, 2003. 

It was a nationalloss when the Garden of Round Brightness compound was 

suddenlydestroyed byfire. It is said that the year before the arson, the god of the 

garden (yuanshen Im;j:$) visited the emperor in a dream and asked for a leave.43 There 

is a pervasive melancholyabout the ruins that recalls the perlect brightness that the 

garden once enclosed. Thousands of people have visited the site attempting to 

retrieve the lost garden in their minds. A moving essay states: 

ln front of the ruins, 1 can only gaze distractedly. Wmd whisdes in tears in 

the nearby groves. A voice of "remain, remain ... " echoes over the ruins. In 

the twilight, the white marbles tend to talk to me. Do theywant to tell how 

theyexperienced the huge fire and how time was measured? .. Wmd, waving 

over the ruins, is calling.44 

With the ambiguityof "a garden in mind," the identityof the Garden of Round 

Brightness keeps splitting apart. Its split identity originated from the fact that both 

the garden compound and the original garden were called Round Brightness. It was 

further accentuated because the garden was not pure Chinese, but aIso partIy 

European. The tension between the Chinese and European portions was exposed 

bythe fire. Before the fire, the European portion was hidden within the Chinese 

portion. After the fire, the Chinese portions were bumt to cinders, while the ruins of 

the European portion remained. Presendy, the ruins of the Western Multistoried

Buildings garden are now well known, often identified as the Garden of Round 

Brightness. 

43 Bo Ti (Qing dyn.), "Ji yuanmingyuan," in Hufyizhai bicheng, Qingdai yeshi congshu (Beijing: Beijing 
guji chubanshe, 1999),76. 
44 Zong Pu, "Feixu zai zhaohuan," in Shu Mu et al ed., Yuanmingyuan ~liaoji (Beijing: Shumu wenxian 
chubanshe, 1984),306-309. 
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Since the garden was an imperial residence, conunon Chinese people had no chance 

to view it, but the Jesuits, working as clock-rnakers, painters, and garden designers 

for the emperor, had unparalleled and repeated opportunities to view the entire 

garden.4S For the two different groups of people, the Chinese and the Jesuits, the 

name of the garden did not rernain unified and consistent. Though the Chinese 

called the garden Round Brightness, the Jesuits originallycalled it "maisons de 

plaisance." The popular translation in current scholarship, Garden of Perfect 

Brightness, originated from the Jesuit translation "jardin de la clarté parfaite," which 

did not include the vision of roundness contained in the original Chinese term. 

The Western Multistoried-Buildings garden was once called bythe Chinese the 

Palace Halls of Water-Method (Shuifa dian 7j(yt~) during its construction, while 

the Jesuits referred to this garden in their letters as "un palais européen." For 

example, Father Florian Bahr called the garden the "Lust-Pallastj" Father Simon 

Gumb called it the "Europruschen Sommer-Pallasts.,,46 The use of the tenn 

"multistoried-building" (fou~) in the Chinese name of this European garden 

indicated the exoticism of the buildings for the Chinese eye. Qianlong was said to be 

arnazed bythe height and thickness of Western buildings when he observed the 

engravings in European books.47 The tenn "rnultistoried-building" not only 

indicated the secret exoticisrn of the European portion but aIso hinted at the 

contrastive feature of openness and expansiveness of the Chinese portion. 

The split identity of the Garden of Round Brightness, like Jorge Luis Borges's 

Garden of Forking Paths, maintains a sense of rnysterious rnateriality, which eludes 

the appropriation of rnonolithic ideas. In sorne recent research discussing cultural 

fusion, abstract concepts such as "hybriditi' were frequentlyused to generalize the 

45 Jean Denis Attiret, "APartieular Aeeount of the Emperor of China's Gardens near Pekin," 
translated from the originalletter of November 1,1743 by Joseph Spenee, in John Dixion Hunt ed., 
The English Landscape Garden (New York: Garland Publishing, lne., 1982),47-48. 
46 Sehulz, 21. 
47 Attiret, 34, 36. 
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scenes of the Western Multistoried-Buildings garden.48 Such a conceptual 

interpretation suggests a contemporary horizon of historical understanding, but it 

fails to account for the original sense of the garden at the time of its creation. We 

must acknowledge that the sense of the garden came first; and that it is the basic 

condition from which any further interpretation, such as hybridity, can be 

proposed.49 The Jesuit painter Attiret commented: "The onlywayto conceive it [the 

Garden of Round Brightness] is to see [my italic] it."so In the present Western 

scholarship, this primordial sense of the original vision of the garden, Round 

Brightness, is hardly given a chance to emerge. 

As Y ongzheng stated in his record of the garden, the meaning of the Round 

Brightness had to be traced in ancient books. To trace the original visions implied 

bythe tenn "round brightness," an etymological analysis becomes a necessaryand 

effectual step. For example, in the Southern Dynasties, the moon, the brightness in 

a full circle, was once signified bythe tenn "roundjïng" (yuan jing !21I~).51 The tenn 

jïng is a classic concept of Chinese gardens. According to the first Chinese garden 

treatise, Yuanye, "when [eyesight] touches ajïng, wonder will emerge; when emotion 

is contained [in viewing a jïng), the jïng will become fruitful [fù!R~~ 1St, ~'tff ~ 3& 

]."52 Ajïngcan integrate a garden scene and the mind into one unitywhere the 

48 See Victoria M. Siu, "China and Europe Intertwined: A New View of the European Sector of the 
Chang Chun Yuan," Studies in the History ofGardeni and Designed Landrcapei 19.3/4 (Jul-Dec 1999). 
49 For a philosophical discussion on the concept of "sense," refer to Jean-Luc Nancy, The Senie of the 
World, trans. S. Librett (Minneapolis: University of Minnesota Press, 1997). His idea of "sense" is 
based on Martin Heidegger's idea of "Dasein." My concept of "sense" is based on a historie al 
interpretation of the mode of Chinese perception, which is unfolded through this research. The 
modem Chinese phrase "sense of history," lishi gan JJJ ~ ~, echoes Heidegger' s concept of 
"historicity" (Geichichtlichkeit) (See Ch. V of Part Two, in Martin Heidegger, Being and Time, trans. John 
Macquarrie & Edward Robinson [New York: Harper & Row, 1962]. The concept of "sense" is 
defined by Maurice Merleau-Ponty as "sensation," which is "the living relation of the perceiver to his 
body and to his mind" (See Maurice Merleau-Ponty, Phenomenology of Perception, trans. Colin Smith 
[London: Roudedge, 1962],208). 
50 Attiret, 6. 
51 According to Ha'!)'u da cidian (The encyclopedic dictionary of the Chinese language) (Shanghai, 
1989). 
52 Ji Cheng (Ming dyn.), Yuanye, in Yua'!)'e Zhuihi, anno. Chen Zhi (Taiwan: Mingwen shuju, 1983), 
163. In a published translation of Yuanye, the same part is translated as "interesting thoughts can be 
aroused bya sudden vista, and inner feelings can be better expressed" (See The Crcift of Gardeni, trans. 
Alison Hardie [New Haven: Yale University Press, 1988],92-93). There are some questions about 
this translation. Firsdy, the jing here is not simply a vista. Secondly, the original Chinese sentence 
emphasizes the active involvement rather than a passive role of the viewer in forming a jing. 
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diffusion of brightness is the very flow of passion. The etymological and theoretical 

explanations of the ;ïng lead to the issue of how the diffusing brightness was 

bounded in the Garden of Round Brightness. 

The existence of ;ïng was deeply rooted in Chinese gardens and weil embodied by the 

Garden of Round Brightness. This thesis explores how the diffusion of round 

brightness '\Vas defined by its most remote boundary (physically and culturall'0, the 

European portion, into the existence of ;ïng in which minds were attracted and 

enlightened.53 The ;ïng can be a large-scale bird's-eye view in the Chinese portion or 

a small-scale perspective view in the European portion. My central argument is that 

it was through the ;ïng that Jesuit rnetaphysics fused into Chinese cosmology rather 

than the ;ïng representing pre-existing ideas. It is hard to find a direct causal 

relationship between Jesuits' religious norrns and their architectural and gardening 

activities in China.54 The fact is that garden creation enabled the Jesuits to 

accommodate their body and mind within an unfamiliar context. As Father Pedrini's 

letter recorded, "1 have continually incurred expenses, renovated it [the Xi Tang 

church in Beijing] from top to bottom .... l've planted trees in the garden, and flowers 

and even vines which this year have begun to give sorne grapes" (Fig. 49).55 

My approach to jing with regard to the history of the Western Multistoried-Buildings 

garden originates from the fact that before any idea can be imposed on a garden 

scene, the mind has to be opened to and involved in a certain '\Vay with that scene. 

The a Priori opening of the mind to'\Vards the materiality of a garden provides the 

ground for historical interpretation. It is therefore more rneaningful to study how 

the jing of the Western Multistoried-Buildings garden influenced the minds of the 

emperor and Jesuits in that specific time and space than to arbitrarilyclaim that the 

mixed view of the garden represents a posteriori ideas. 

53 The "boundary" here means that from wruch brightness begins its presencing. This definition 
refers to Martin Heidegger's concept of "boundary" wruch is "that from wruch something begins its 
presencing" (Heidegger cited in, Edward S. Casey, The Fate ofP/ace: A Phi/osophica/ History [Berkeley: 
University of California Press, 1997],63). 
54 Refer to norm 179, The Constitutions of The Socie!] of Jesus and Their Comp/ementary Norms: A Complete 
English Translation of the Official Latin Texts (Saint Louis: The Institute of Jesuit Sources, 1996),241. 
55 W. Devine, The Four Churches of Peking (London: Burns, Oates & Washbourne Ltd., 1930), 74. 
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Being a whole, the jing must be approached as a whole. The philosophical 

perspectives of subjectivism and objectivism conflict with the pursuit of;ïng. Marx's 

mate rial dialectics (which dominates the ideology of modem China) can only provide 

a nominal synthesis of object and subject without being able to grasp the mornentum 

of a;ïng, which can be sensed through analyzing what a scene is and how it is viewed. 

This is especiallytrue in howthe beholder's emotion and intention are projected into 

the garden scene. More precisely, the central question is how the Jesuits projected 

their intentions into the "round brightness" and how the emperor empathized with 

the "Western multistoried-buildings." The approach of;ïng, from the verybeginning, 

cannot treat anygarden scene as an object external to the sense of the garden. To 

the contrary, all the visual and linguistic sources are carefully organized in order to 

preserve and present that sense where the mind dwells. 

Starting from a study on J esuit contributions in Western architectural history and 

extending the obtained perspective into the Chinese context, my preliminary research 

on the ;ïng of the Western Multistoried-Buildings garden uncovered the importance 

of linear perspective, which the Chinese called "line-rnethod" (xianfa ~~), in 

creating the ;ïng. The general structure of this thesis was developed from my study of 

the representation of the twentycopperplates (1786) of the Western Multistoried

Buildings garden and its comparison with the representation history of Chinese 

gardens. To conduct this research, the garden collections at Dumbarton Oaks, the 

Chinese rare-book collection at U.S. Library of Congress, and the Chinese landscape

painting collection at Freer Gallery were consulted. Meanwhile, twelve annotated 

translations of the emperors' records of Qing imperial gardens including the Garden 

of Round Brightness were completed. 

A field and archive rf!search in Beijing during October-November 2002 explored 

further the emperor's emotions toward the;ïng and the ruined site of the Western 

Multistoried-Buildings garden. It was discovered through the research that it was 

Emperor Jiaqing rather than Emperor Qianlong that wrote poems on the jing of the 

European portion of the garden. Sorne of these poe ms have been published in 
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Chinese sources, but none in Western sources. The detailed imperial archives about 

the emperors' activities in the Garden of Round Brightness are stored in The First 

Historical Archives in Beijing. These unpublished archives provided valuable 

information about the emperor's dailyactivities in the garden, especially sorne of his 

edicts on the construction of the European portion, from which his comments on 

details of the Jesuit design could be found. Such information is extremely important, 

as it helps us understand how the emperor and the Jesuits exchanged ideas during 

the construction of the garden. 

The thesis that follows consists of four chapters. Chapter 1 explores the emperors' 

vision of round brightness and its cosmological and virtuous meanings. Section 1.1 

includes myannotated full translations of both Y ongzheng and Qianlong's records 

of the Garden of Round Brightness. Chapter 2 studies the meaning of jing from the 

aspects of Chinese garden and landscape lite rature, Chinese painting theories and the 

Forry Jing. Chapter 3 investigates the transformation of Western linear perspective 

in China-line-method (xianfa). The analysis starts from the traditional perspective 

in Chinese paintings, then moves to the Jesuit perspective, and finallyfocuses on the 

interweaving of the respresentation of two cultures. Section 3.3 includes the author's 

annotated full translations of the two prefaces (1729, 1735) of the first Chinese book 

on linear perspective, Shixue. Chapter 4 studies the application of the line-method in 

the design of the Western Multistoried-Buildings garden. The study includes its 

general plan, buildings, and theatrical settings. The author's annotated full 

translations of Emperor Jiaqing's poems of the European portion are aIso presented. 

In the conclusion, a critical perspective of the jing of line-method is established. 

The most comprehensive lite rature source for this research is the Qing /iuchao yuZhi 

shiwen Jï ~~ /\ ~j] ~ 1tu i=!f X. ~ (Anthology of imperial poems and prose of six Qing 

emperors) including all the poe ms and prose written by Emperors Kangxi, 

y ongzheng, Qianlong, Jiaqing, Daoguang and Xianfeng, which are availablein the 

Wenjing Branch of the National Library in Beijing. Y ongzheng's poetry focuses on 

specific areas within the earlyyears of the Garden of Round Brightness. These 

poems can be found in a brieflyannotated and punctuated anthology, Yongzheng 



shiwen zh"!Jïe (1996). Ali of Qianlong's poe ms and prose are about the Garden of 

Round Brightness and Garden of Eternal Spring. Although he committed the 

construction of the Western Multistoried-Buildings garden, he wrote little about it. 

Comparatively, Jiaqing wrote the greatest number of poe ms on the European 

portIon. 

The most comprehensive imperial record on the painting and building activities in 

the Garden of Round Brightness compound is the "Neiwufu zaobanchu ge 
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zuochengzuo huoji qingdang" I*J~JMm1J-~~fFpJZfFmit1~f~ (Archives of each 

built work by the Department of Construction of the Imperial-Household Minist1J? 

The Imperial-Household Minisuy was in charge of the construction of imperial 

gardens and other imperial constructions. The original archives are now stored in 

The First Historical Archives, but theyare not systematically catalogued and are 

preserved as papers tied up in bunches and scattered in various archivaI envelopes. 

These records are partially reprinted in the anthology, Yuanmingyuan: Qingdai dang 'an 

shiliao (1991). In this anthology, there are many descriptions of the painting activities 

of the Jesuits in the Garden of Round Brightness during both the Yongzheng and 

Qianlong reigns. It aIso gives cIues about the building procedures of the Western 

Multistoried-Buildings garden. 

The most comprehensive pictorial source of the construction of the Garden of 

Round Brightness is the collection of the Lei family's drawings in the National 

Libraryof Beijing. The Lei familyis aIso called Model Lei (Yangshi Lei ~s:\;m), 

which is the popular name of the official tide "Head of the Division of Model 

Construction- Lei family." Six generations of this family held the position in the 

Qing court. After the Qing dynasty ended, the descendants of the family sold the 

drawings and models for economic reasons. The largest part of the collection was 

purchased by Beiping Library (todays National Libra1J? in the summer of 1930, and 

a small part of the Lei drawings were purchased by the fonner Zhongfa University 

(Beijing). 
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The total number of Model Lei's drawings in the National Library is approximately 

2,200 of which over 1,700 concem the Garden of Round Brightness compound. 

Although the collection is currently closed to researchers with the excuse of not 

being catalogued, sorne Chinese scholars have reportedlyexamined all of these 

drawings, one by one, during the 1990s. According to a publication, approximately 

300 drawings were originally date d, ten drawings respectively belonging to the Jiaqing 

and Guangxu reigns and the rest to the Daoguang, Xianfeng and Tongzhi reigns. 

There is not a single drawing marked under the Qianlong reign.56 There is a general 

plan of the internaI watercourses of the garden compound and two general plans of 

the external watercourses, which l have viewed at the National Library. A small part 

of the Lei collection contains the Western Multistoried-Buildings garden. 

Fortunately, ten such drawings were published in Guo/i Beiping tushuguan guankan 

7.3/4 (May-Aug, 1932) (Fig. 12-21). The Zhongfa collection of the Lei drawings was 

catalogued in the Zhonga daxue rucang Yangi! Lei gongcheng t1(Yang mu/u in four volumes, 

which are now stored in the Wenjin Branch of National Library. The first volume 

marks five drawings of the European portion. Except for this catalogue, nothing is 

known about the drawings thernselves. 

The most comprehensive and detailed representation of the Western Multistoried

Buildings garden is the set of twenty copperplates (Fig. 22-41), drawn by Yi Lantai 

W ~ ~, and engraved in 1786 by multiple Chinese craftsmen who were under the 

supetvision of the official Shu Wen ~Jt. AIl of the copperplates were drawn in the 

line-method, namelya one-point central perspective. According to an imperial 

archive, over one hundred prints, five complete sets, were first printed from these 

copperplates.57 A set, which is said to be original, is housed in the Getty Research 

Center in Los Angeles. A high quality reprint in original size is published in Pa/ais, 

pavillons et jardins construits par Giuseppe Castiglione: dans le domaine impérial du Yuan Ming 

Yuan au Pa/ais d'Été de Pékin: 20 planches gravées, de 1783 a 1786 (1977). According to 

56 Zhang Enyin, Yuanmingyuan bianqianshi tanwei (Beijing: Beijing tiyu chubanshe, 1993), 178-179. 
57 "Neiwufu zaobanchu ge zuochengzuo huoji qingdang," in Yuanmingyuan: Qingriai riang'an shi/tao, ed. 
Zhongguo diyi lishi dang'an'guan, 2 vols. (Shanghai: Shanghai guji chubanshe, 1991),2: archive 820. 
END OF INTRODUCTION FOO1NOTES. 



myobservation, there is no notice able difference between the Getty set and the 

French reprint. 
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Since the various gardens in the Round Brightness Garden compound held different 

names for both the Chinese and the Jesuits, the issue of translation becomes 

important in mycomparative studyon the Western Multistoried-Buildings garden. 

Prior to the inception of the modem Chinese language at the beginning of the 

twentieth century, Chinese texts were written in c1assic Chinese, so-called wC'!Yan wcn . 

The translation from c1assic Chinese into English includes two basic steps: the first 

step is from classic Chinese into modem Chinese, and the second step is from 

modem Chinese into English. The translation from c1assic Chinese into modem 

Chinese requires intense research and intetpretation. It is at this step that differences 

of understanding among scholars emerge. 

Manyworks have been translated from classic Chinese to English by sinologists, but 

these published translations are onlya smaIl part of Chinese literature. As for the 

literature related to the Garden of Round Brightness, few have been translated, 

which is one of the primary reasons for presenting my own translations in the 

research. Another is that I rnay have the opportunity to engage in Chinese classic 

texts without being too far removed from the original texts. This will aIlOW me to 

gain the greatest understanding from what the author intended as weIl as to develop 

my own intetpretation. The third reason for presenting rny own translations is based 

on my observation that in many Western translations, a clear sense of the Chinese 

context is absent, especiallywhen the original "visions" irnplied byChinese works 

were lost or overlooked. From the perspective of sinology, the political context and 

rhetorical structure might be more important than an irnplied vision, but for a study 

of garden history, such a 10ss is disastrous. In Chinese poetry of gardens and 

landscapes, a significant aspect consists of the expression of the re1ationship between 

the view and the viewer, which is interwoven byan irnplied vision. For examp1e, the 

termyuan lm can be simplytranslated as "garden" in English, but a vision of 

"enclosure" is aIso irnplied bythe Chinese character. To maintain irnplied visions, l 

will adopt a strategywhich l call "literal translation." For example, the narne 



"Yuanrning Yuan" is usuallytranslated as "Garden of Perlect Brightness." For the 

pUlpose of this research, 1 translate it more literallyas "Garden of Round 

Brightness" to draw attention to the original vision of "roundness," which is so 

crucial for retrieving the primary sense of this garden. 
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For the cited Chinese classics, translations refer to the published translations as 

much as possible, presenting my own translations within the text and noting the 

major published translations within the footnotes. Unless otherwise stated, all the 

translations are that of the author. Ail the Chinese terms that are relevant for the 

English audience to understand the general context or details of the concerned 

gardens are translated into English; otherwise, theyare transliterated into pinyin. For 

the special Chinese terms (e.g., names of places, gardens, scenes, buildings, rivers, 

trees, and animaIs) whose meanings are helpful to the English audience in 

understanding the original context of the concemed topies, 1 translate them into 

English in order to provide a comprehensive pieture. The names such as Yuanming 

(Round Brightness) and Xiyang Lou (Western Multistoried-Buildings), for example, 

have to be translated into English because their meanings are essentially related to 

the understanding of the gardens, although these Chinese names have become 

increasingly familiar to Western scholars. In another example, the town in the 

northwestern suburb where most of Qing irnperial gardens were located is ealled 

Haidian #i~JÈ. 1 translate it into Shallow Lakes, because this area was famous for 

plentifullakes and springs. If it is not translated, the audience will not easily 

understand the geographical context of the gardens and why water was so important 

to the creation and evolution of gardens. If there is no real advantage for the 

English reader to have a specific word or name translate d, no translation was made 

and a transliteration was given in pinyin. For those important concepts, both the 

pÙ!J'in and their English translations are co-presented. For those who know bath 

English and Chinese, 1 provide bath pinyin and Chinese characters for sorne terms 

and names which are important in myanalyses. Ail mytranslations of Chinese 

poetry and major essays by Qing emperors are co-presented with the original 

Chinese texts (see appendix 4) in arder for the same audience to compare both texts. 

Sorne concepts like Jïng ~ have rich meanings and their meanings have changed over 
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time and specifie historical contexts. In this thesis, theJïng is a keyconcept whose 

meanings need to be explored. In order to maintain an open sense of this concept in 

each semantic context, the author would rather not translate this concept untillater 

in the thesis. 

My translations of the names of the Forty Jing and the multiple Jïng of the European 

portion are included in appendix 1. In appendix 2, myannotated full translations of 

the emperors' eight records of Qing imperial gardens, not including the Garden of 

Round Brightness compound, are included. These records provide references for 

understanding the broad context of the Garden of Round Brightness and the 

Western Multistoried-Buildings garden. A brief chronologyof Chinese dynasties is 

presented in appendix 3. The major Chinese prose, written in classic Chinese, which 

1 translated and annotated are attached in appendix 4. 
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CHAPTER ONE ROUND BRlGHTNESS 

If a Qing emperor used an imperial garden as his primary residence, the garden was 

known as the "emperor's garden" (y1fYuan fiEIllm), which was differentiated from other 

imperial gardens that he onlyvisited occasionally. In this sense, Emperor Kangxi's 

"emperor's garden" was the Garden of Uninhibited Spring; for Emperors 

Yonngzheng to Qianlong, Jiaqing, Daoguang, and Xianfeng, the emperor's garden 

was the Garden of Round Brightness. An emperor spent most time of a year in his 

residential garden. After the ritual of praying for grains in the first moon (month) of 

a new year, he moved from the Forbidden Gty to the Garden of Round Brightness 

on the fifteenth dayof this month, that was the first full moon of a year, until the 

winter solstice. 

1.1 Vision of Round Brightness 

The Garden of Round Brightness was narned by Kangxi, granted to Y ongzheng and 

expanded by Qianlong. Before a prince was assigned his own garden by the 

emperor, he would be assigned a residence in the emperor's garden; thus the 

memory of living in his father's garden was c10sely related to the rneaning of living in 

his own garden. While living with his father Kangxi in the Garden of Uninhibited 

Spring, Prince Yinzhen, the future Emperor Yongzheng, wrote poetry about his 

feelings for this garden. In the poem "On the Blooming Peonies in the Garden of 

Uninhibited Spring," he wrote: 

Daintypeonies lookso prettyin the breeze, J!'~t~~IIai)x\'~, 

Fragrance teases the studio curtain and flowers heap up like brocades.58 W~ 

The phrases hint that he was looking through the window of his reading room while 

appreciating the beauty of the outside peonies. The connection in the prince's mind 

between peonies and the Garden of Uninhibited Spring was later transforrned into 

58 Yongzheng (Qing emperor), " Changchunyuan shaoyaohua kai zuo *~Imï';J~f.Ë1f1f," in 
Yongzheng shiwen zh"!Jïe, anno. WeiJianxun (Shenyang: Liaoning guji chubanshe, 1996),5. 



the connection between peonies and the memory of his father in the Garden of 

Round Brightness. In the poem "Peony Terrace" (at the fourth Jïng of the Forty 

Jing), Yongzheng described: 

In overlaid douds layered rocks appear elegant, ~ -L-M:fi" ~ , 

Wmding water surrouncis the slant terrace. BE 7J<.~~ îS' #-40 

There is no comparison in the world, *-r xX]{ J1, 

This is the best flower in the human world. A fBJ ~ - ft. 0 
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Its gorgeous look was appreciated in the Garden of Golden Valley. ~j)[:@: 

~-w. 
1=1" .!T-l, 

Its fame was highly spoken of in Luoyang. ~ m:~~ ~S ~ 0 

Who can compare with this national beauty? OO-ê. it~*, 

She wears celestial dothes whose fabric is like rosydoucis.59 1ÙJ~~liH'f:fto 

Peonywas traditionallycalled the "king of flowers.,,60 The Garden of Golden Valley, 

owned bythe powerful official, Shi Chong:fi" *, in the WestemJin dynasty, was 

located in Luoyang, which was famous for peonies. The close view of the peonies 

was compared to the distant view of rosy doucis, and the present view was merged 

into the memoryof the pasto The PeonyTerrace was the place where the three 

generations, Kangxi, Y ongzheng, and Qianlong, appreciated the peony blossoms 

together. Such a picture of "being together" was part of the vision of Round 

Brightness for both Yongzheng and Qianlong in their mincis. Qianlong's poem of 

the same place recalled: 

I still remember the days when 1 was a teenager, ~[:'tz.~lr a , 
My receiving favors [from myancestors] started from here.61 *J~Ult.*JJ 0 

Yongzheng's love of his garden was demonstrated through his eagemess to retum to 

the garden immediatelyfollowing the ritualistic three-year mouming for his deceased 

59 Yongzheng, "Mudan tai 4±ft i:î ," in Yongzheng shiwen zhujie, 87-88. 
60 Wang Lu (Ming dyn.), Huashi zuo bian, 1615, in Xuxiu siku quanshu: v. 1117 (Shanghai: Shanghai guji 
chubanshe, 1995),7. 
61 Qiarùong (Qing emperor), "Louyue kaiyun ~..F.l7fz;;," in Yuanmingyuan sishijing '''!J'0ng, ed. 
Zhongguo yuanmingyuan xuehui (Beijing: Zhongguo jianzhu gongye chubanshe, 1985), 13. 
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father. According to an imperiai record, severai princes and officiaIs suggested to 

y ongzheng that "the Iandscape of the Garden of Round Brightness is fresh and 

clean, please go to reside there as you wish.,,62 Y ongzheng soon decided to perform 

administrative duties from his residential garden. An imperial record states: 

In the eighth moon of the third year [1725] of the Yongzheng reign, the 

emperor arrived in the Garden of Round Brightness .... He decreed to the 

Ministries of Officiais and Military Affairs: "1 live in the Garden of Round 

Brightness and this is not different from [my living in] the Palaces [of the 

Forbidden City]. AlI the dailyadministrative affairs [in the garden] should 

follow the regular procedure. You should report to me without any deIay."63 

Subsequently, he observed that officiais did not report to him about national affairs 

as frequentlyas before and thought it must be related to his living in the garden. In 

yet another imperial record, it was recorded: 

1 [Y ongzheng] sit in the Hall of Diligent Administration [in the garden] today 

waiting for officiais' reports, but none of them arrive. They might think that 

the reason that 1 live in the Garden of Round Brightness is for Ieisure, thus, 

intently simplifythe reports. The reason 1 live here is simply because the 

landscape and air of the suburb is fresher than the city. In terms of daily 

administration, there is no difference between the palaces and the garden. 1 

do not want to relax at anytime.64 

Yongzheng regarded the garden as both his home and his working place. A reason 

that he wanted to live and work here was because of the "pretty lands cape and fresh 

air." The record aIso demonstrated that the garden made him feel "relaxed" and 

"leisure." This "leisure" (xian 1*1) sentiment, as he admitted in his other writings, 

went though his life. 

The "landscape and air of the suburb" described the environment of the 

northwestem suburb. Surrounded bythe West Mountain range, the northwestem 

suburb was rich with water sources (Fig. 46). In contrast to the south of China, the 

62 Yongzheng, "Shizong xianhuangdi shilu 1!!:**~ *~~" (1741), in Qing shilu (Beijing: Zhonghua 
shuju, 1985), v. 7: 435. 
63 Ibid., 536. 
64 Ibid., 596. 



north traditionally lacked plentiful water sources. In his "Record of the Garden of 

Round Brightness," Yongzheng explained why his father selected the site: "[He] 

drank the spring water which tasted sweet ... [and thought] if the residence was 

located here, how peaceful and auspicious [the garden would be]."65 It can be said 

that the intention of the Garden of Round Brightness was preliminarily fonned in 

accordance with water and by borrowing the view, or Jïng, of the West Mountain. 

There were the so-called Forty Jing in the garden during the Qianlong reign, but 

about thirty Jïng were alreadyestablished from the Y ongzheng reign. The third Jïng 

was titled Peace for Ali China. In the poem "Looking Far into the West Mountain 

from the Jing of Peace for Ali China," Y ongzheng described the relationship 

between the distant view of West Mountain and the garden: 

Raindrops strike reed leaves, Ji~llt x.f:RÎF"u, 
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I suddenlyfeel exceptionallyfresh and cool. "f::%fJT(Jj{Î!JXI.Î!JXI.~ 0 

The misty mountains look high and covered with one thousand layers of 

greenery. LlJ~~~f~~, 

The light of the lake is brilliant with ten thousand layers of waves. ~%~i~ 

]Jm:~o 

Swimming fish avoid fishhooks and depend upon cold aquatic plants, W1-€8 

j~H"J*~~, 

Flying birds dash to hide under green ivy. ~~ ~t~5~8Jt~~ 0 

Don't be surprised that golden wind hastens to change the order, ~i3J~)x\' 

Autumn sunlight has a predilection for a quick return to warmth and 

brightness.66 .tk~1ffiijH'I;1Hlt~O 0 

The distant West Mountain was a "borrowed Jïng" for the garden. The lake 

mentioned in the poem was Back Lake and the Jïng, or view, for Peace for AIl China 

65 Yongzheng, "Shizong xianhuangdi yuzhi Yuanmingyuan ji t!t**~ fiHŒiJ1I5tllQ1) 1IJ1llQiè.," in YuZhi 
Yuanmingyuan tushi ('Tian jing: Shiyin shuwu, 1887),2,4. 
66 Y ongzheng, "Y uhou ]iuzhou qingyan wang Xishan iiN fr5 iL mi ~~ ~ ~ i1!ï LlJ ," in Yongzheng shiwen 
Zh1!Jïe, 150. 



43 

was located on its southem bank (Fig. 1). Through observing the raindrops, reed 

leaves, misty mountains, reflection of lake, swimming fish, flying birds, and autumn 

light, he sensed the "order" of nature. 

y ongzheng connected the order of nature with autumn brightness. fIe also 

observed the "round brightness" in the garden, which was a reflection of his feelings 

between his heart and the full moon. In the poem "Hall of Wonderful fIeight," he 

stated: 

Inherent character and heaven mix together without differentiation of 

present and past, '1i7ÇM!k~7ë4-tï, 

Heart and moon in round brightness [my italic] brighten through the deep sky. 

Get up and shout through the northem window, HjjJ§~t$at-l!Jilq, 

Thousands of mountains echo to me smoothly.67 T LÙ~nrRJ § :tlll:tlll 0 

This is the only poem in which Yongzheng used the phrase "round brightness 

[yuanming IQII ~ ]," which clearly stated that in the unity of round brightness, the heart 

and the moon echoed each other. In the Ollnese language, the origin for thinking 

within the bodyis usuallycalled the "heart" (xin I~'), which is the most remote and 

most opaque place in the human body. If the heart can be brightened, it means the 

human being is fully integrated with the surrounding world. The vision of round 

brightness unified not only the heart and the moon but also the human being with 

heaven, the present and the past, as weIl as the individual and the landscape. 

The relationship between the moon and the vision of Round Brightness can be 

witnessed in Y ongzheng's other poems. In the poem "Hall of Reading in Deep 

Willows" (at the thirty-firstjïng of the FortyJing), Yongzheng described howthe 

moonlight slipped into the room and fused with his mind while he was reading on an 

autumn night: 

Thousands of thriving willows, 1f~WT**l9P, 

67 Yongzheng, "Miaogao tang :w)j@J~," in ibid., 57. 



Shades [from willowsJ coyer the thatched hall. ~A ~Aa1jtg: 0 

Waving silks caress the ink-slab and ink-stone, 'Af'~~9!Hi.m~, 

Flying wadding touches the bed for playing music. ~ ~ ,~~ '* 0 
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Orioles chant and [willow'sJ spring branches get warmed up, Jtp~tftta!, 

acadas chirp and autumn leaves get cool. !k~ ~,~ tic ~t fffi 0 

During the night the moon shadows come to the window, ~*iT JI~, 

Theymix with the fragrance of books.68 1tHJèfaj~tfo 

The "silks" indicate slim willow twigs. His eyes kept shifting between the interior 

and the exterior where the vision and smell interwove with each other into an 

atmosphere of "reading" under moonlight. The deep willows indicated a quiet place 

where the heart became tranquil, and it was at such a silent moment that the 

moonlight penetrated into the window and fused with the heart. 

The fusion of view and the mind is an important phenomenon for understanding 

Yongzheng's vision of Round Brightness. In the poem "Golden-Fish Pool" (at the 

thirteenthJïng of the Forty Jing [Fig. 8], he demonstrated how both his vision and 

mind merged under the moonlight: 

The brick ground is in the form of the Buddhist swastika, ~±tl!PX: ï1!.*, 

The pool is filled with water to raise brilliant fish. a:7.K 1i)t{a 0 

Underwater grass looks very green, ~HJè+7t~, 

Balustrades define the pool on each side. *i lE IZY 00 m 0 

Fish swim freely after the tide of the brook, tjc~1JU~t§, 

They strik.e the water under the nascent bright moon. ~~U JI ~;fJJ 0 

Their carefree character fits weil within the environment, ~'1i1~~~, 

Watching them closely my mind feels leisure toO.69 11$:XJi.',~~ti 0 

The "fish pool" alluded to the Daoist sage Zhuangzi's "happy kingdom of fish." 

y ongzheng first described in detail the physical characteristics of the fish pool, then 

depicted the activities of the fish under the moonlight. The final two sentences tell 

68 Yongzheng, "Shenliu dushu tang ~~p~~1it," in ibid., 86. 
69 Yongzheng, "Jinyu chi ~i8 rfu," in ibid., 88. 
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us that the carefree characteristics of the fish were aIso the state of the garden and of 

his mind. As he gazed at the fish pool under moonlight, both his view and his mind 

became unified. The same site was transformed into Qianlong's thirteenth Jïng, 

Universal Peace, on which he stated: "Whenever at a moon night in high autumn, 

the brilliant moon in the clear sky [appears like] the round spirit [my italic] in the 

mirror."lO He tried to express that in the round brightness the full moon was so 

close to him. 

In another poem, "Calm Lake under the Autumn Moon," Yongzheng expressed his 

notion that the circle of his heart could identify with that of the moon: 

The top of the tree disappears into dusk mists, ~fj;.:mJ1&, 

Oear light chases the water flow. ~jt~7j(mL 

Laid-back herons stand on shallow sands, ~~ tJ; I*l.lz:. , 

Peaceful gulls float on light waves. ~~lH~H~~ 0 

The heart and the moon are two round mirrors. I~\ J.J XX~ît, 

The lake and the sky are unified into the monochrome of autumn. ~ 7Ç-

It seems like being in heaven, 1Jt~~~jJZ..m., 

An illusion of strolling in the Daoist paradise.71 ~~Il'J> 3S.ffiW1 0 

The symbolic connection between the heart and the full moon was established based 

on the round form. The term "mirror" means that the heart and the full moon 

corresponded to and brightened each other. The inter-reflection between the sky 

and the lake enhanced the unity of the heart and the moon. 

The round moon and the round heart met at the surface of the calm lake. The 

essential relationship among tranquility, brightness, and the mind originated from 

writings bythe Neo-Confucianist Zhou Dunyi JWJ.tt~ of the Northem Song 

dynasty. According to him, tranquility and void leads to brightness, and brightness 

70 Qianlong, "Wanfang anhe 7JÎJ~5fIl," Yuanmingyuan sishi;ïng !"!Y0ng, 3I. 
71 Yongzheng, "Pinghu qiuyue -'f1Mttf1 ," in Yongzheng shiwen ZhuJie, 158. 
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leads to thorough understanding. He connected the tranquility of water with Dao of 

the world: 

A spring cornes out of the mountain feet. It is tranquil and clear. If it 

gurgles, it will be disorderly. The disorder will have no smoothness. [That is 

why] one should be careful, and can onlytake [Confucius's] timelymiddle 

wayas the principle .... Tranquility rneans a stop. The stop rneans no 

behavior. Behavior rneans no tranquility. The Dao here is too deep [to 

understand].72 

Wrl±L~.o l'fltïTiHRllio ~JJ1IjISLo ISL/GlRllio 't~~o ~rtat9=':p. ...... l'flt, 

JJ11l.LL J.t, ~ ~ ;kJ lli 0 ;kJ, /G J.t lli ~ 0 ~ it! lli ~ :p. 0 

By describing the tranquility of water, Zhou Dunyi was proposing the tranquility of 

the heart, where onlya tranquil heart could approach Dao of the world. 

The vision of round brightness in Yongzheng's mind was best described by his 

"Record of the Garden of Round Brightness" (1725).73 The full translation of this 

record is as follows, with myannotations in brackets (For the original Chinese text, 

see text 1 in appendix 4): 

North of the Garden of Uninhibited Spring, the Garden of Round 

Brightness was granted to me as my residence garden. During his leisure 

time, after a court audience, my father, the majestic emperor [Kangxi], 

strolled along the shore of the Lake of Red Hill [Danlin pan]. After tasting 

the spring water and finding it sweet, he decided to change a ruined villa 

from the Ming dynasty, reduced its site and built the Garden of Uninhibited 

Spring for his residence in high spring and summer. Accompanying him, 1 

was granted an area here with clear elegant forested-hills and still, deep and 

expansive waters. 1 built pavilions and houses following the layof the land, 

rising with hills and diving with the waters. 1 chose to delight in nature and 

72 Zhou Dunyi (Northem Song dyn.), chapter 40, Tongshu, in Taiji tushuo, tong shu, (Shao Yong's) guanwu 
pian (Shanghai: Shanghai guji chubanshe, 1992),48. 
73 73 The translation is based on the punctuated and annotated version in Chen Zhi et al ed. and 
anno., Zhongguo lidai zhaoyuan wenxuan (Hefei: Huangshan shushe, 1992), 194-195. It also refers to the 
punctuated version "Shizong xianhuangdi yuzhi Yuanmingyuan ji" in Yuanmingyuan: xueshu /unwen Ji, 
ed. Zhongguo yuanmingyuan xuehui 4 (1986): 102, and the un-punctuated version in YuZhi 

yuanmingyuan tushi (1887), 1-19. 
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spare myself the vexations of construction. Flowers by the balustrades and 

trees on the dike flourished without watering. Flocks of birds enjoyed 

soaring; schools of fish dove freely. The place was bright, high and dry; 

fertile soil and abundant springs promised prosperity. How peaceful and 

auspicious it was to reside here! When the garden was built, thanks to my 

father's benevolence, it was granted the name Round Brightness. 

[The Red Hill is aIso the name of the birthplace of the legendary emperor 

Yao. The name therefore implied a blessed imperialland. The Garden of 

Uninhibited Spring was located on the site of the former Garden of Delicate 

Brilliance of the Ming dynasty.74 Besides springs on the site, the water of the 

Garden of Round Brightness came from the Hill of Jade-Spring in the west 

and the River of Ten-thousand Springs in the south. During the 

construction of the garden, earthworks from digging watercourses were used 

for creating many hillocks. The phrase of "chose to delight in nature" 

alludes to Zhuangzi's ideas of iiqu § IfX, literally" choose by oneself.,,75 ln 

the garden, birds and fish enjoytheir own nature. Such a self-enjoyment 

alludes to Zhuangzi's another idea iide § ~~, literally"obtain by itself,,76]. 

1 waited respectfully for my father's arrivaI, enjoyed his kindness, celebrated 

with him the heavenly joy, and expressed how sincerely 1 cherished this 

moment. Flowers and trees, forests and springs, aIl bathed in his glory and 

philanthropy. After inheriting the throne, 1 mourned dayand night and 

fasted to pay respect to my departed father. Although the summer was hot 

and muggy, 1 did not mind it. Three years passed and the rite of mourning 

was over. Because of aIl the administrative affairs now waiting for me, 1 

should calm down to be blessed with good fortunes and keep away from 

disturbances. For a clear and beautiful atmosphere, a garden residence is the 

best. 1 therefore ordered the Bureau of the Imperial Households to restore 

the garden with great care. AIl the pavilions, terraces, hills and gullies were 

74 It was owned by Li Wei, the father of the Ming emperor Shenzong's mother. 
75 See chapter "Qi wu lun," Zhuangii, in Guo Qingfan (Qing dyn.) anno., Zhuangiiji shi, 4 vols. (Rpt., 
Beijing: Zhonghua shuju, 1982), 1: 50. 
76 See chapter "Xiaoyao you," Zhuangi!', 24-26. 
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retumed to their original appearances. A wing was added for various 

administrative departments, so all the retinues and on-duty officials could 

have workplaces. A hall was built in the south of the garden for audiences. 

[In the third moon of 1722, Prince Yinzhen invited his father Kangxi to the 

garden twÏce. A famous place for appreciating flowers in the garden is the 

PeonyTerrace at the fourthjing, Carving the Moon and Unfolding Oouds, 

where hundreds of peonies were planted. The three generations of the Qing 

emperors, Kangxi, Y ongzheng and Qianlong, liked to appreciate peonies 

together in the spring. Such an activity was taken as a symbol of peace and 

prosperityof the country. The "garden residence," yuanju Iffim, is a 

significant concept developed in Qing imperial gardens, implying a multiple 

function of imperial residence, entertainment and administration. According 

to the Qing imperial system, all national projects were administrated by the 

Ministryof Construction [Gong bu] and had to abide bythe unified building 

regulations. The construction of imperial gardens was under the charge of 

the Bureau of Imperial Households [Neiwu fu], especially, the Garden of 

Round Brightness had its own specific building regulations without being 

subject to any others]. 

When the first rays of the morning sun appear and the shadow of the sundial 

is sti11long, 1 call officiais for consultation. 1 frequently change my diurnal 

schedule in order to spend more time with my officials. Plots were planted 

for crops and vegetables. The flat farmland is fertile and crops are abundant. 

With a casual glance into the distance, my reverie extends to the whole 

country, as well as wishes for a good harvest. When 1 lean on a balustrade 

inspecting the crops or stand beside the field watching the douds, 1 wish for 

a good rain to come during the right time and hope for a climate responsive 

to sturdy seedlings. Images of assiduous and tired peasants and of the toil of 

tilling the land suddenly seem to appear in the garden. When the forest light 

shines bright and c1ear, the pools are crystal c1ear and tranquil; the distant 

peaks break into this mirror. The morning sun and the evening moon; 

greenery is reflected and the sky is contained [by the water]. [Bence,] magic 



effects of Dao emerge unconsciouslyand the bosom of heaven suddenly 

becomes bright. 
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[The sundial is on the southem façade of a dock tower at the seventh Jïng, 

Mercy douds Protecting All. It can be watched dearly from the third Jïng, 

Peace for All China, where the emperor usually lived. The agricultural field 

in the emperor's garden alluded to Confucius's thought that a country must 

have sufficient provisions.77 The emperor's intention towards the mirror-like 

water surface alluded to Zhuangzi's idea of zhi-shui .Lt7J<., literally"still 

water," which meant that only when water was still was the world most 

dearly reflected and collected78
]. 

During short breaks from my administration, l study the dassics to shape my 

character. l explore rhythm for poems, practice calligraphyand dedicate 

myself to the studyof the classics. My life follows a strict routine, 

enlightened by my father's holy model, which l respectfullyobserve all the 

time and dare not surpass. The ceilings, columns, wa11s and doors of the 

buildings are in a simple fonn without superfluous omament, following the 

lead of my father's simple life. l communicate with vassals during the day, 

review their reports and propositions at night, collate texts while standing on 

a front step and watch archers in a practice field. At leisure or on duty, l 

follow the same nùe of conduct, following the lead of my father's diligence. 

In the fine days of spring and autumn, when the scenery is fresh and fragrant, 

and birds sing a hannonious chord and limpid dew congeals on flower petals, 

l sometimes invite princes and ministers to appreciate the scenes at their own 

pace, to boat and enjoy fruits. We give a free rein to our feelings, displaying 

accordinglyour sense of well being, looking up and gazing down and 

roaming at leisure. Nature disdoses itself to the fullest; heart and mind 

exults with joy, following the lead of my father's openness to worthyand 

virtuous people, and his consideration for his courtiers and ability to avail 

himself of circumstances. 

77 Zhang Dainian ed., Kongif da cidian (Shanghai: Shanghai cishu chubanshe, 1993),280. 
78 See chapter "De chang fu," Zhuangs;/, in Zhuangifji shi, 193-194. 
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[Studying the classics was based on the Confucius' thought that a virtuous 

man should have extensive knowledge of the classics and that diligent study 

could enhance virtue?9 The phrase "looking up and gazing down" alludes to 

the sentences "look up at the bigness of the cosmos, gaze down at the 

flourishing of categories of things {qJ'x~*'iiz.:A, {Jff~rft:t~z.~" from 

the prose "Recount of the Orchard Pavilion" (Lan ting xu), by Wang Xizhi, a 

calligraphyartist of the Eastern Jin dynasty.80 The phrase "roam at leisure" 

originated from Zhuangzi's idea of xiaoyao you Jl1JiWf, which meant that 

when the heart was not burdened bythings 'and expectations, it could move 

to infinity.81 The phrase "nature discloses itself to the fullest; heart and mind 

exults with joj' expressed the vivid experience of the Round Brightness]. 

Round Brightness, the narne granted bymyfather, has a deep and far-ranging 

meaning, not easily perceived. 1 have tried to research ancient books for the 

moral meaning of Round Brightness. "Round" rneans the perfection and 

concentration of the mind, implying the tirneliness and moderation of the 

behavior of a virtuous man. "Brightness" me ans to illuminate all things to 

reach human perspicacity and wisdom.82 Round Brightness is used to 

highlight the meaning of the residence, stimulate the body and mind, piously 

experience the idea of heaven, cherish forever [myfather's] holyinstruction, 

propagate an creatures and maintain harmonyand peace. 1 do not ask for 

peace for myself but rather wish it for the whole country. 1 do not seek 

leisure for myself but rather long for happiness for an the people, so that 

generation after generation can step on the spring terrace and wander in the 

79 Zhang Dainian, 259, 261. 
80 See Wang Xizhi (EastemJin), Lan ting;i' (Shanghai: Guangyi shuju, 1915). 
81 See chapter "Xiaoyao you," Zhuangif, 1. Refer to a published translation of this chapter of Zhuangif 
in A C Graham, part two: 1 " Going rambling without a destination," Chuang-Tzu: The lnner 
Chapters (Indianapolis: Hackett Publishing Company, lnc., 2001). 
82 A published French translation of Yongzheng's explanation of Round Brightness is: "Le parfait 
atteint le divin, comme l'homme pénétré de vertu est à l'exact milieu du jour; la clarté se répand en 
tous lieux, telle l'intelligence pénétrante d'un sage, accompli" (See Che-Bing Chiu, Garden of Round 
Brightness: Le Jardin de la Clarté Parfaite (paris: Les Editions de L'Imprimeur, 2000), the loose page). The 
English translation of this French translation is: "The perfection reaches the divine, as the man who is 
fully immersed in virtue stands at the very center of day, brightness spreads over ail places, as would 
the penetrating mind of a perfectlywise man." What is missing in this translation is the primaryform 
of "roundness," which needs to be preserved. 



happy kingdom. 1 stabilize the mighty foundation of the country ta make 

people's good fortune and weil being last into the future. If [what 1 have 

done] can show my gratitude to the blessing my father bestowed upon me, 

my heart at this moment might feel a little relieved. l therefore write this 

record to express my deep feelings. 
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[In chapter "Xici shangzhuan" of the ancient cosmological book Yizhuan [co 

4th cen. Bq, it says, "Therefore, the virtue of shi becomes round and divine; 

the virtue of gua becomes square and intelligent ... Thus, the Dao of heaven 

is brightened [Hd&Wzt~œ1mH$, !~z{!1J~)Jm ...... JËl2AIl)j-=fxz 

:Œ].,,83 This quote is probablythe oldest source that can be found about the 

original meaning of "round brightness." The "concentration of the mind" 

ailuded to Zhuangzi's idea "condensation of the mind," ningshen ~~$.84 

According to a Qing scholar Wang Fuzhi's 3:.:xz interpretation, in such 

condensation of the mind, the world is fully occupied byan individual's 

spirit.85 The phrase "timeliness and moderation," shi-zhong st q:t, literaily 

"timely middle," was a central idea of Confucius. The "middle" echoed with 

the "round" form. The connection between "timeliness and mode ration" 

and "a virtuous man" was established by Confucius, who said in the book 

Zhongyong, "A virtuous man acts timelyand moderately."86 Yongzheng 

alluded to two Daoist tenns to compare his garden to a model of the ideal 

nation, where "happiness" was shared by "ail people." The first term "spring 

83 See chapter "Xici shangzhuan," Yizhuan, in Tang Mingbang ed. & anno., Zhouyi pingzhu (Beijing: 
Zhonghua shuju, 1997),216. 
84 See chapter "Xiaoyao )'Ou," Zhuangif, in Guo Qingfan (Qing dyn.) anno., Zhuangif Ji shi (Beijing: 
Zhonghua shuju, 1982),28. l translate the term shen flfl as "mind." According to Guo's interpretation, 
when the mind is condensed, one can accomplish anything without being conscious of it; once the 
mind is condensed, all other things will be obtained without effort. So, Zhuangzi's "condensation of 
the mind" does not simply mean to drawattention. To the contrary, at the precise moment when the 
mind is condensed, there is nothing on the mind in which to focus and true freedom is thus released. 
Such a seeminglyparadoxical Daoist idea is quite close to French philosopher Jean-Paul Sartre's 
concepts of "consciousness" and "nothingness." In a published translation of Zhuangif, the term shen 
is translated as "daemonic" (See A C Graham, Chuang-T ~ : The Inner Chapter [Indianapolis: Hackett 
Publishing Company, Inc., 2001], 46). l translate the shen as "mind" or "spirit," because Zhuangzi's 
ideas are basically about human existence. 
85 See Wang Fuzhi (Qing dyn.) anno., Zhuang!{fjie (Hong Kong: Zhonghua shuju, 1989),7. 
86 See Zhongyong, in Zhen Xuan (Han dyn.), Daxue, Zhongyong (Shanghai: Shanghai guji chubanshe, 
2003), 1. 
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terrace" was from Laozi's saying "Lustily, the people seem enjoying a feast or 

ascending a terrace in springtime" and signified in general the beautiful place 

for touring.87 The second terrn "happy kingdom" was from Zhuangzi who 

used it to describe the freedom of fish. He said, "To wander leisurely is 

fish's happiness"88]. 

In 1744, Yongzheng's son, Qianlong officially named the Forty Jing of the Garden 

of Round Brightness. Three years later, the construction of the Garden of Eternal 

Spring and the Western Multistoried-Buildings garden began. Although Qianlong's 

garden expansion moved eastward, he maintained the view towards the distant West 

Mountain, which his father so enjoyed. In the poem of the twenty-seventh )ïng, 

Elegant View of West-Mountain Peaks, Qianlong stated: 

On the terrace a high wood pavillon was built, ±~:I:t!!~$f~*7v, 

In summerthe wind is invigorating as if in autumn. *~~~jZO*rlt 0 

The western windows face right towards the West Mountain, ïffi '@ iExt ïffi 

W~, 

The distant peaks were connected to feellike theywere several feet away.89 

In the poem of the thirty-third )ïng, Cottage with a View of Pretty Mountains, he 

stated: 

The door is connected with the elegant West Mountain, ? ~ ïffi W *, 
The window is bordered with the northern islets in the clear water. '@11ffi~t 

The qin [a musical instrument] and books are my hobbies, ~1=5:g. PlTY.f, 

The pines and bamboo are myfriends.90 f0t'rï5zM 0 

87 See chapter 20, Laoi}", in Laoi}; Zhuangif, anno. Fu Yuruong & Lu Qin (Beijing: Huaxia chubanshe, 
2000),27. Also refer toA Translation of Lao TZU's Tao Te Ching and Wang Pi's Commentary, trans. Paul]. 
Lin (Ann Arbor: The University of Michigan, 1977),35. 
88 See chapter "Qiu shui," Zhuangif, in Wang Fuzhi, 148. 
89 Qiarùong, "Xifeng xiuse [§~~13," in Yuanmingyuan sish!;ïng t"!J'ong, 59. 
90 Qiarùong, "Jiexiu shanfang tf(~wm," in ibid., 71. 
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The view of the West Mountain acted as a "borrowed jÏng" that was framed by the 

window of a garden building. In the borrowed Jïng, the West Mountain appeared as 

part of the garden. 

Compared with his father, Qianlong certainly held a larger picture in his vision of 

Round Brightness. His intention was witnessed by his ordering the court painters 

(Lang Shining ~~t!t~ [Castiglione], Tang Dai mm, Sun Hu f/J\~~, Shen Yun tt~, 

Zhang Wanbang 51f7J*~ and Ding Guanbeng T)(.!ïi1e) to paint a huge panorama of 

the Garden of Round Brightness in 1737. For the painting, he penned the title, 

"Grand View [daguan *)(.!ïi1]," which was poetized later bya Qing scholar Wang 

Kaiyun .:E Ilm:iË as "moving the sky and reducing the earth into the imperial bosom 

[f$x~±t!rtE~lrf]."91 The cosmos was integrated with the emperor's mind into the 

diffusing perfect brightness which was best experienced as a whole. 

The diffusion of brightness in the "grand view" was observed bythe Western Jesuits 

who worked in the garden. The most complete description was made by the French 

Jesuit painter, Jean-Denis Attiret (Chinese name, Wang Zhicheng .:E3&~), in a letter 

he wrote in 1743. Regarding the watercourses in the garden, he wrote: 

They go from one of the valleys to another, not by fonnal straight walks as in 

Europe; but byvarious tumings and windings .... The sides of the canals are 

not faced with smooth stone, and in a straight line; but look rude and 

rustic .... [Theyare] the work of nature.92 

The changing views along the winding path in the garden aIso impressed him, 

because "these paths too are irregular," winding along the banks of the water.93 As 

far as the buildings in the garden, he noted that they had "a beautiful disorder," 

"seldom run on in straight lines; but make a hundred turns and windings.,,94 In 

Attiret's eyes, the watercourses, fo"otpaths, and buildings in the enclosure of the 

91 Wang Kaiyun (Qing dyn.) , "Yuanmingyuan ci," in Qingren shuohui (Shanghai, 1928),260. 
92 Jean-Denis Attiret, "A Letter from a French Missionary in China, Peking, Nov. 1, 1743," in John 
Dixon Hunt ed., The English LAndscape Garden (New York: Garland Publishing, Inc., 1982),8-9. 
93 Ibid., 10. 
94 Ibid., 38, 42. 



garden collectively contributed to the "beautiful disorder" through their "hundred 

tums," which physicaily defined the diffusion of brightness. 
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While the Jesuits' accounts present a different perspective, one of the best sources 

for us to understand the vision of Round Brightness in Qianlong's mind is his "Later 

Record of the Garden of Round Brightness" (1770). The full translation of the 

record is as foilows, with myannotations in brackets (For the original Chinese text, 

see text 2 in appendix 4): 

In the past, my father [Emperor Y ongzheng] repaired and improved a garden 

that my grandfather [Emperor Kangxi] granted him. Basic administration 

space was added so that he could issue decrees at will, establish new policies 

and keep close to his worthyofficiaIs. For the administration buildings, 

garden buildings, the jutting hillocks and receding pools arranged behind 

them, plainness rather than magnificence, seclusion rather than conspicuous 

displaywere valued. When planting is enjoyed, shrubberyand flowerbeds 

excitedly burst open into bloom.. When agricultural activity is conducted [by 

experienced people], fields and vegetable gardens are managed as if weather 

was under control. The wind through the pines and the moon [reflected] 

deep in the water penetrated his bosom and magic Dao surges by itself. He 

carefully protected the country, communicated frequently with leamed 

officials and studied classics to shape his character. Here he could 

thoroughly enjoy himself, sing or recite poems, have ail his senses in full alert 

or at ease. 

[The "plainness" [pu H] is a keyconcept of Laozi's thought, which indicates 

the primordial materialitythat was raw, opaque and unnamable. When it 

dispersed, useful tools were bom.95 In Chinese, the term "seclusion" [you ~] 

means in general deep and concealed. Laozi first used this word to describe 

95 See chapter 28, Lao!\!, in Liu Dianjue ed., Lao!\! Zhu:;;! sUf!Yin (Xianggang: Shangwu yinshuguan, 1996), 
10. 
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Dao that was obscure and active.96 The same concept was used in the Daoist 

book Huainan i! to describe Dao as "concealed, deep and dark"97]. 

The concems for the welfare of the country that both my father and 

grandfather placed ahead of their own pleasure surrounded ail things and 

thus came to forro the "round brightness." The meaning of "round 

brightness" indicates the timeliness and mode ration of behavior of a virtuous 

man. My grandfather gave this name to the garden he granted to my father, 

who accepted it respectfullyas an uplifting of his own person and spirit, and 

as an ever-present memory of his father in the garden. Rather than expecting 

peace for himself, he wished it for the whole country. Rather than seeking 

leisure for himself, he longed for ail the people to live a merry life. It was my 

father's intention to make [the people's] weil being and wealth last forever. 

l, as his son, revere the ancestors' palaces and gardens and am often afraid of 

demeaning them How could 1 clare add to or modify them? Therefore, 

after inheriting the imperial throne, when the construction department 

submitted a proposaI to build a new garden, 1 refused. Since then, out of 

mouming, 1 have resided in the old garden of my father. During leisure 

hours between court audiences, an emperor must have his own place for 

roaming around and appreciating expansive landscapes. If a balance of work 

and leisure is obtained, the garden will foster good personality and shape the 

character. If balance is not achieved, he will indulge in futility and confuse 

his sense of pUIpose. If he pays too much attention to palace buildings, 

riding and archery, rare skills and curiosities, his attention to worthyofficiaIs 

and their propositions, his diligent administration and his love of the people 

will grow thin. The damage is reaily beyond description. 

[The original phrase "surrounded ail things and thus came to form the round 

brightness" literaily means "encircle the cosmos and things into the round 

96 See chapter 21, Laoii, in Ym Zhenhuan, Boshu laoii shixi (Guiyang: Guizhou renmin chubanshe, 
1995),33l. 
97 Liu Dianjue, 1. 
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brightness [)l!fJ *4o/Jïffi ml aJj ill]." It is a key sentence for understanding 

Qianlong's own intetpretation of the meaning of Round Brightness. The 

Fairy Lodge in Etemal Spring, the twelfth Jïng in the garden, was where 

Qianlong as a prince used to live. To commemorate this place, he named a 

new garden in the east with the same name E temal Spring. The original tenn 

of "a balance of work and leisure" isyi 1[, which means in general calm and 

appropriate. The Daoist sage Zhuangzi thought that each thing had its own 

appropriate place in the worldj only when everything became appropriate was 

infinity reachedj98 when heart roams in indifference, the world will be 

govemed99
]. 

Myfather did not reside in the Garden of Uninhibited Spring [of his father], 

because he already had the Garden of Round Brightness. By tuming down 

carvings and decorations, he was of one mind with the pure and simple 

inclinations of his father. However, the spacious and open scale, deep gullies 

and quiet hills, bright and beautifullandscapes, and high and remote 

buildings [of this garden] are beyond imagination. Such a place accumulating 

the blessings of the land and he aven oHers a touring place that nothing can 

sUtpass. [For the same reason,] my offspring should certainly not give this 

garden awayand waste people's wealth to build another one. This matches 

deeply with my desire of following my father's diligent and frugal 

inclinations. Although ancient books say an emperor should not live in his 

parents' houses, this imperial taboo cannot be compared with the smart 

praise made by Zhang Lao of the Jin Kingdom It is worth meditating [on 

this]. 

[Zhang Lao *:$5, named Zhang Meng 5·j(~:, was a court official in the Jin 

kingdom of the Spring Autumn period. The prince of the Jin kingdom, Wen 

98 See chapter "Da zongshi," Zhuang~, in Guo Qingfan,232. Research has revealed that the German 
philosopher Martin Heidegger once interpreted the meaning of Dao with two German terms, eignen 
(being suitable) and Ereignis (appropriation), which can be related to the concept yi (See Reinhard May, 
Heidegger's Hidden Sources: East Asian Influences on His Work, trans. Graham Parkes [London: Routledge, 
1996],40-41). 
99 See chapter "Ymg diwang," in ibid., 294. 
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Zi )( -T- [Zhao Wu fMiIt], built a new residence, and the grand officiais went 

to visit it. Zhang Lao praised, "How sublime and beautifully omamented it 

is! Here, you can sing for rites, cry for mourning and celebrate with friends 

and relatives." Wen Zi then realized that Zhang Lao pretended to praise the 

building but rather in fact eritieized its extravagance in order to prevent him 

from doing this again. Virtuous men therefore aeclaimed Zhang Lao for his 

"smart praise."IOO Qianlong used this storyto allude to the faet that he 

preferred living in his father's garden to building a new one]. 

My father has aeeounted in his record the history of building the garden and 

his intention to avail himself of eircumstances, inerease his seholarlywisdom 

and military courage, multiply alllife under the sun, proteet the harmonie and 

peaceful world, let the people step on the spring terrace and wander about 

the happy kingdom. How dare his son restate them here! lOI 

[The phrase "proteet the harmonie and peaceful world" alluded to the phrase 

"proteet peace for universal harmony' [baohe taihe {~jUIJ **IJ] in the aneient 

eosmologieal book Yizhuanl02
]. 

A major expansion made by Qianlong to the Garden of Round Brightness was the 

creation of the Garden of Etemal Spring, of whieh he wrote manypoems. A full 

translation of his "Poem of the Garden of Etemal Spring with a Preface" is as 

follows, with myannotations in braekets (For the original Ollnese text, see text 3 in 

appendix 4): 

100 See the Chinese text in Sun Xidan (Qing dyn.) anno., "Tan gong xia," Lijijijie, 2 vols. (Rpt., Taibei: 
Wenshizhe chubanshe, 1990), 1: 299. For a published translation of this story, see James Legge, Book 
II "The Than Kung": Section II: Part III, Li chi: Books of Rites, 2 vols. (New Hyde Park, NY: 
University Books, 1967), 1 : 196. A French translation is in Mémoires sur/es bibenséances et les cérémonies, 
Tome 1, Première Partie (paris: Cathasia, 1950),252-253. 
101 The translation is based on the punctuated and annotated text "Yuanmingyuan houji" in Chen Zhi, 
200-201. 1t also refers to the punctuated version "Yuanmingyuan houji" in Yuanmingyuan: xueshu 
/unwenji, ed. Zhongguo yuanmingyuan xuehui 4 (1986): 185, and the un-punctuated version in YuZhi 

yuanmingyuan tushi (Tian jing: Shiyin shuwu, 1887). An incomplete translation of this record is in 
Carroll Brovvn Malone, History of the Peking S ummer Palaces under the Ch 'ing Dynas!J, Illinois Studies in the 
Social Sciences, 19.1-2 (Urbana: The University of Illinois, 1934): 64-65. 
102 See chapter "Yuan zhuan," Yizhuan, in Gao Heng, Zhouyi dazhuanjinzhu ai'nan: Qilu shushe, 1980), 
55. 



[Foreword:] Mountains and waters syrnbolize joyand longevity, and a 

pleasant mood follows that which is encountered. The sun and the moon 

bring out scenes from fairylands. Springtime thus becomes etemal. l 
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opened up an unused field in the imperial garden [Garden of Round 

Brightness] and named it after the good tide of my former residence [in the 

Garden of Round Brightness], Eternal Spring. Reflecting on this title, given 

by my father [E mperor Y ongzheng] in the pas t, l happen from time to time 

to get close to the principle of the whole. WlShing for a peaceful residence in 

the future, l begin to arrange it beforehand. 

[When in his teens, Qianlong's residence in the Garden of Round Brightness 

was called Fairy Lodge in Eternal Spring. The name Eternal Spring itself 

thus became the connection between the two gardens as well as between the 

two generations of Qing emperors. The "principle of the whole"indicated 

the unity of history, which integrated past and present]. 

The water is connected to the Lake of Good Fortune [in the Garden of 

Round Brightness], and an unused field to the east is covered with 

magnificent sacred mulberrytrees. The wall winds along the banks of the 

dear River, and sweet smells of corn float over the northern fields. 

Glancing at ancient books entertains my spirit; a hall is used for storing them 

l wield the brush in writing poe ms to enjoy myself; a gallery of 

Unsophisticated Transformation is used [for storing stone tabletsJ The 

longing for diligence is everlasting and it is modeled after a chapeL With my 

bosom opened to spectacular views, 1 climb this tower. Views of any hill and 

anyvalleyare prettyenough to delight my heart. Pavilions along the water or 

on top of a hill oHer views that attract myeyes. 

[The water of the Garden of Eternal Spring came from the Fortunate Lake in 

the Garden of Round Brightness through a five-arch floodgate in the 

northwest, which was nearbythe entrance of the Western Multistoried

Buildings garden. The mentioning that the water source of the Garden of 

Eternal Spring was from the Garden of Round Brightness was intended to 

demonstrate the close relationship between these two gardens. The sacred 
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mulbenytree,jusang 1}ç*, is well known in Chinese mythology. It is said the 

sun rises from the foot of the tree. The Gallery of Unsophisticated 

Transformation was built for storing the stone tablets from the Tower of 

Unsophisticated Transformation of the Song dynasty]. 

Strolling and resting here during moments snatched away from public affairs, 

1 think of staying forever in good health and in peace into myeighties and 

nineties. If a reign should last for sixty years [before retirement as my 

grandfather did], 1 am afraid my long hoped for wish will tum out to be 

extravagant. Up to now 1 still have twenty-five years to fulfill, how could 1 

dare feel tired already? 

1 compose a poem to go along the above foreword: 

[The Garden of] Etemal Spring dares not compare to [the Garden of] 

Uninhibited Spring, 

[Qianlong's] note: The Garden of Uninhibited Spring is south of the Garden 

of Round Brightness. It was built by my grand father and is now the 

residence of my mother. 

[1] imitate the Jïng of the famous gardens [in Jiangnan] for a certain reason. 

My past residence [in the Garden of Round Brightness] was named Fairy 

Lodge in Etemal Spring, 

[Qianlong's] note: The FairyLodge in Etemal Spring is one of the FortyJing 

of the Garden of Round Brightness. It was named by my father Emperor 

y ongzheng and now 1 use the same name for the new garden. 

When getting too old to work 1 will seek a residence for retirement. 

[Qianlong's] note: 1 have a long cherished wish that in the sixtieth year of my 

reign, namelyat the age of eight-five years old, 1 should retire. 1 therefore 

prepare a garden east of the Garden of Round Brightness for myfuture 

residence. Although this might be an extravagant hope, if the garden is really 

built, it could aIso be seen a good fortune for mycountryand as a celebration 

of my people. 

1 plant pine tree saplings and observe their growth, 



1 collect [precious] rocks and wait peacefully for a future reward. 

The remaining twenty-five years still requires prudence. 

60 

[Qianlong's] note: 1 am sixtyyears old nowand still need another twenty-five 

years to retire. Nevertheless, 1 dare not relax at aIl and my will is for 

diligence in public affairs. Only after retirement can 1 enjoy myself. 

ln my late eighties and nineties 1 shall stroll about leisurelyand joyously.103 

[Although Qianlong said he imitated the Jïng of the famous gardens in 

Jiangnan "for a certain reason," he did not point out what that reason was. 

He aIso c1aimed that his Garden of Etemal Spring dared not to compete with 

his grandfather's Garden of Uninhibited Spring. In fact, in the Garden of 

Uninhibited Spring, Kangxi had alreadyasked the craftsmen fromJiangnan 

to imitate the Jïng of literati gardens. Qianlong possibly leamed this from his 

grandfather ]. 

Qianlong's major strategy for constructing this garden was to imitate the famous 

gardens in Jiangnan, one of which was the Lion Grove garden in Suzhou (Fig. 70), 

which was famous for its rocks. The Lion Grove had been replicated at least twice 

in Qing imperial gardens. One example was the Lion Grove located in the retreat 

garden, Mountain HamIet for Sununer Coolness; another example was the Lion 

Grove located in the northeastem corner of the Garden of Eternal Spring, which 

bordered the Square River in the Western Multistoried-Buildings garden. The Lion 

Grove in the Garden of Eternal Spring not only imitated the model in Suzhou but 

aIso replicated sorne of the well-known lands cape buildings of Ni Zan's N,JI (the 

proposed designer of the Lion Grove garden in Suzhou) villa in his hometown, such 

as the Hall of doudy Forest and the Pavilion of Aloof Remoteness. 

To the east of the Garden of Lion Grove was the seven-arch exit floodgate of the 

watercourse of the Garden of Etemal Spring (Fig. 1). In the poem "Water Gate," 

Qianlong wrote: 

103 The translation is based on the punctuated text "QiarÙong sanshiwunian yuzhi Changchunyuan tiju 
you xu" in Yu Minzhong et al (Qing dyn.) ed., Rixiajiuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 
2001), 3: 1379-1380. 
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The water flows through agate beyond the garden wall, :1:& j~ ** lm 7./( fF fl , 

Boating here tas tes 1ike being at the water source of Wulin. 1z.*~1!;J,fËt~ 

t!o 

Though it [the water source of Wulin] was recorded by [Tao] Yuanrning, Ji. 

It cannot match the old man's [Ni Zan] painting scrolp04 /F.&ff~~IfID~ 

Although the water gate was the exit of the watercourse of the garde n, it was still 

regarded as a "water mouth" which evoked a mystical feeling to the emperor. :He 

connected the mystical feeling of a watercourse with the mystical feeling of a painted 

garden scroll. 

Qianlong was impressed bythe Lion Grove in Suzhou during his multiple visits.to 

the Jiangnan. A Qing record of this garden says: 

The Lion Grove is the famous Jïng in the garden of the Huang family in 

Suzhou. In the renwu year [1762], Emperor Qianlong came to the Jiangnan 

and revisited this garden. :He painted the Jïng of the garden and inscribed a 

poem within the painting. :He then compared his painting with Ni Yunlin's 

15t L-** [Ni Zan] which he specifically brought with him from Beijing. Upon 

retum to his home, he decided to build a Lion Grove in the Garden of 

Etemal Spring. When the garden was built, he asked a court painter to paint 

a scroll of the garden in Ni's style. :He wrote a poem on the scroil and stored 

it in the Pavilion of Aloof Remoteness in the new Lion Grove. Meanwhile, 

he hung Du Qiong's Hm painting of Lion Grove on the wall. In the 

garden, Emperor Qianlong first obtained eightJïng .... Later on, he obtained 

another eight.10S 

104 Qianlong, "Shuimen 7.k n ," in Zhu Jiajin et al ed., "Qing wuchao yuzhiji zhong de Yuanmingyuan 
shi," in Yuanmingyuan 4 (1985): 66. 
105 See the Chinese text in Wu Zhenyu (Qing dyn.) , Yang/izhai conglu, juan 18 (Beijing: Beijing guji 
chubanshe, 1983). Also rpt. in Wang Daocheng ed., Yuanmingyuan: lishi, xianzhuang, lunzheng, 2 vols. 
(Beijing: Beijing chubanshe, 1999),2: 880. 
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The record demonstrates the cohesive relationship between paintings and the 

gardens (of both the new and old). Qianlong recorded the Jïng of the old garden with 

a painting and recreated the Jïng of the new garden for a painting. In the colophon of 

his Lion Grave scroil (1373), the Yuan painter Ni Zan stated: "1 and Mr. Zhao 

Shanchang ~ #1f discussed creating a painting of the Lion Grove garden with 

intentions [yi ~], which would inherit the intentions of Masters Jing [Hao] *~~ and 

Guan [Tong] ~~.,,106 This statement shows that the painting was not a mere 

representation of the garden, but rather an expression of the painter's intention 

towards the garden. Following Ni Zan's intention, Qianlong shifted between the old 

garden, the new garden, and their pictorial representations. 

Qianlong wrote poetry in regards to his Lion Grave at least six times. In the 

foreword of the poem "On the Jing of the Lion Grove," he wrote: "The fame of the 

Lion Grove evolves from Pedant Ni's [Ni Zan] painting sc roll. The bamboo, rocks, 

hillocks and gullies here [in my own Garden of Lion Grove] all imitate the Jïng in his 

painting.,,107 In the foreword of the poem "Artificial Hill," he wrote: "The Lion 

Grave [garden] is famous for its rocks. It is said that it was sited by[the great Yuan 

painter] Ni [Zhan]. l now order the masters from Suzhou [in the Jiangnan] to mak.e 

some smallJïng and trytheir best to imitate [the original garden].,,108 These 

descriptions demonstrate the cohesive relationship between the old and new Lion 

Graves in Qianlong's mind. In the foreword for a group of poe ms tided "Other 

Eight Jing of the Lion Grave Once Again," he stated: 

In the colophon of his painting, Ni Zan stated that he discussed with Zhao 

Shanchang on creating a painting of the Lion Grove [garden]. ... The painting 

did come from Ni's hand, but whether the laid racks and buildings also came 

from him is not certain. Furthermore, it has been over four hundred years 

[since the building of the garden] and the owner has changed several tirn.es, 

with the current owner being the Wang family. AIthough today's pavilions, 

106 Ni Zan in Chen Chuanxi et al, "Ni Zan," in Zhu Boxiong et al ed., Zhongguo .fhuhua minl}ïajingpin 
dadian, v. 1 (Hangzhou: Zhejiang jiaoyu chubanshe, 1997), 415. Jin Hao and Guan Tong were 
painters in the Five Dynasties period. 
107 Qianlong, "Shizi lin Jjl~T~*," in Zhu Jiajin, 65. 
108 Qianlong, "Jiashan ffll LlJ ," in ibid. 
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terraces, peaks and pools [of my ovm Lion Grove garden] can be sirnilar to 

the Lion Grove of Suzhou, it cannot be completely sirnilar to what Ni's 

painting depicts. Though l chant poems to express myadmiration, my 

intention goes to Ni rather than Huang. People like to keep talking about 

that which is worth talking about, therefore l [continue to] carry on what can 

be chanted in the other eightJïng for the Lion Grove.109 

It is clear that Qianlong adrnired not only the garden of the Lion Grove in Suzhou 

but also the painting of the garden created by the famous painter Ni Zan. The 

emperor's intention of replicating the Lion Grove and building a newone in his 

Garden of Etemal Spring was to imitate the painter's intention. As his poem "Lion 

Grove" in 1773 said, 

The painting of the Lion Grove was created by[Ni] Yunlin [namely, Ni Zan], 

~»~T- OOJ71-B~L'**, 

The spirit of the whole seroU flows through to today. -~;ffj:f,1ïttA, 0 

[l,] however, imitate it bybuilding a garden, *P ~~~tJ f:!:im, 

It is like painting a copyof the original painting.110 9E:~Q;f)}*!ltm:11{ij 0 

For the emperor, making the Lion Grove garden was like recreating the painting. It 

can even be inferred that the garden was built only because of that famous garden 

painting. 

The activity of replicating a famous garden from the Jiangnan within an imperial 

garden in Beijing unavoidably raises the question of truth. In the poem "Studio of 

Exploring the Truth," Qianlong stated: 

l want to ask about the bounded environment [my italic] of the Lion Grove, 1-1\ 

Which one is fictionai and which one is truthful? ~JttJ~J~JtJL 

The She Garden [of today's Huang farnily, namelyprevious Lion Grove] is in 

fact an imitation [of Ni's oid painting], ~ lm ~ frj 1{f , 

109 Qiarùong, "Xuti 5hizilin ba jing ~~~~T~*)U~:," in ibid. 
110 Qiarùong, "Shizi lin ~~T**," in ibid., 67. 



64 

The real image is actuallyin the Treasure Box of the Stone Ditch.!11 ~:ît~ 

The Treasure Box of the Stone Ditch was the imperial place specificallyfor storing 

paintings. Among the Lion Grove in Suzhou, the Lion Grove in the Garden of 

Etemal Spring and Ni's painting of Lion Grove, which one was more truthful? For 

Qianlong, the answer was the last one. This does not mean the painting was more 

valuable than the actual gardens, rather it demonstrates that the "intention" 

expressed by the pictorial representation of the garden was as important, if not more 

important, as the garden itself. As long as the pictorial intention was preserved, it 

did not matter if the garden was a replica or not as that was a secondary 

consideration. 

A famous feature in both the old and new Lion Grove gardens was their rocks. The 

hill made of rocks was cailed an "artificial hill" in Oùnese gardens. In the poem of 

the "Artificial Hill" of the new Lion Grove, Qianlong stated: 

The Lion Grove of Suzhou, *~~»~-=f**, 

Is structured by[Ni] Yunlin. ~ftJ~**~ 0 

T oday, the resembling imperial garden, &P A, ~ ~ lm , 

Is not much different from the original model. B:ff!$}*1Eo 

Think about that in the Stone Ditch collection, X/~\~ mml, 

There are manyworks bythis old man. j).m~wr~E3 0 

Un-scroil and look at thern, theyare 50 real, JI~JQ ,&1!;J.J1{., 

Whyshould we saythis one [of myLion Grove] is not? 1ilJ~!lult~1Flo 

The painting is 50 vivid that it even lets you walk around, JJj JJj {5L PT tJ; , 

It certainly is better than [Ni' s] other paintings. i~ fi - ~ -tE 0 

But in a long or short time, ?~ ffij !J.... fg fBJ, 

The reason cannot be understood bymany.ll2 :Jt:F:!'rg:~~O 

111 Qianlong, "Tanzhen shuwu ::R1t1=5&.," in ibid., 68. 
112 Qianlong, "Jiashan fIljw," in ibid., 75-76. 
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With a topic on rocks, Qianlong was thinking about the issue of truthfulness and the 

relationship between the original garden and the replie a garden. For him, it did not 

matter whether it was a replie a garden or the pictorial representation of the original 

garden; if they looked "real" and "vivid" in the mind, theywould be perfecto The 

"real" (zhen Â) here does not necessarily mean exactly how much the replie a garden 

physically resembled the original garden, but rather that the former "seems to let you 

[your mind] walk around" in the same wayas in the painting of the latter. 

Through reviewing the various representations of the old Lion Grove, Qianlong 

attempted to verifythe true designer of this garden. In 1786, the same year that the 

twenty coppetplates of the Western Multistoried-Buildings garden were engraved, he 

wrote the foreword for a grouping of poe ms entitled "Chanting on the Sixteen Jing 

of the [New] Lion Grove:" 

1 originallythought the Lion Grove was created by Ni [Zan], *JJi'fB}J~**~€l § 

17è, 

But who knows that [the monk] Weize had taken the title [of the designer of 

the garden]. il9;Q~1HlIJl1!:t~lïo 

It was appreciated that he did not forget his [Buddhist] rnaster, 'tt11B/f~* 

yrp~, 

Whom he put in his he art. ~1-3ftHjJ-t/-Z} 0 

[Qianlong's] Note: The Lion Grove in Suzhou was always said to be Ni 

Zan's garden. During myvisit to the south in the Jïachen year [1784],1 

obtained twelve paintings of the Lion Grove byXu Bi 1~jî. Yao 

Guangxiao's t\15r~ colophon [for those paintings] says: "[Xu] Bi painted 

for Ruhai ~QlliJ:, the third-generation disciple of the Yuan monk Weize tt!Jl1J 
." 1 thus knowthat the hearsaythat the Lion Grove was Ni's garden is 

wrong. Furthermore, Lu Shen's ~~ colophon [for those paintings] says 

that Weize obtained his Buddhist principles from Benzhongfeng who lived 

then by the Lion Crag of the Tianmu Mountain. It is most likely that [by 



building the garden] Weize intended to recognize where he leamed [his 

Buddhist principles] from without forgetting his master. ll3 
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During the Ming dynasty, two painters created paintings of the Lion Grove in 

Suzhou: the first one was Xu Bi and the second, Du Qiong Hfffi. In the colophon 

of Du's painting, the painter wrote: "Xu y ouwen q* 13:.)J:. [Xu Bi] once created the 

paintings of the Lion Grove for the Buddhist master Ruhai. There are twelve 

sections each of which was paired with a poem.,,1l4 In his foreword, Qianlong 

expressed his high appreciation of the moving friendship between the monk Weize 

and his master Benzhongfeng :;$: ~ *. Byemphasizing this historie friendship that 

evolved around the Lion Grove garden, Qianlong tried to express the memory of his 

father and grandfather "whom he put in his heart." 

There were other gardens within the Garden of Eternal Spring which imitated the 

famous literati gardens in Jiangnan. Qianlong intended to include an the beautiful 

Jïng, even the exotic Jïng from the West, into his vision of Round Brightness. The 

Lion Grove is important to this research, as its location is near the eastern end of the 

Western Multistoried-Buildings garden and also controIs the exit of the watercourse 

in the garden. Three commonalities are quite clear in both the replie a garden (Lion 

Grove) and the European garden (Western Multistoried-Buildings): both were 

"gardens within a garden;" both evoked the issue of truth; and in both cases, garden 

representation played a significant role. 

113 Qianlong, "Ti Shizilin shiliu jing JlU~T*+7'\:J:," in ibid., 84. 
114 For Xu and Du's paintings, see fig. 29, 30 in Yuan/in minghua tezhan tu/u (Taibei: Guoli gugong 
bowuyuan, 1986). 
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1.2 Cosmology of Round Brightness 

The vision of Round Brightness mediated between the physical garden and the 

emperor's intentions in the garden. The emperor's garden intentions of Round 

Brightness can be further related to the cosmological orders of the typical symbolism 

of cosmos in Chinese imperial gardens. The connection between heaven, the round 

fonu, and brightness was first mentioned in the ancient book of rituaIs, Da dai Ji 

(Zhou dyn.). It says: "The Dao of he aven is called round; the Dao of earth is called 

square. The square is called remotej and the round, bright."115 This ancient theory is 

important, because it established the direct symbolic connection between Dao, 

roundness, and brightness. Liu An )(IJ~ (Western Han), the author of Huainan tf, 

compared the round fonn of the human head with the round form of heaven. 

Through the similarity of forms, he attempted to establish the essential connection 

between the human being and the natural world. He wrote: 

Tranquility and indifference is the house of spiritual brightness; void and 

nothingness is the dwelling of Dao .... The head is round and like the heaven; 

the feet are square and like the earth .... The gallbladder is douds; the lung is 

qi; the liver is wind; the kidney is rain; the spleen is thunder; so that [the 

human body] corresponds to heaven and earth, and the heart is the master 

[of the world]. Therefore, the ear and eye are the sun and moon; the blood 

and qi are wind and rain.116 

D1~:1r, 1$1Y3Z.~-tB; m7ë:1r, m:z.J5JT Ji!f-tB ...... ~Z.ImtE.~jÇ, ,@Z.1J-tB 

~j:tg ...... ~f!)'g 7i, ~fjJ)'g '={, Jff J'v~, I~ J'v m, M)'g 1ft, l2J. ~ jÇj;tg{§ ~ tE., rm 
Jù J'v z ±: 0 1Ë iij(Éf § ::tf, B ~ tE.; Jfn. ,={::tf, ~ ffi tE. 0 

In both quotes, the "round brightness" was clearly re1ated to heaven, the Dao of the 

world. Liu An established the connection between tranquility and brightness as weIl 

as between the round head and the round heaven. Because the origin of thinking 

was traditionally called heart, a tranquil heart was therefore related with "round 

brightness," which embodied the cosmos. 

115 According to Peiwen yunfu (Qing dyn.) (Taibei: Taiwan shangwu yinshuguan, 1937). 
116 Liu An (Western Han dyn.) et al, Huainan :;;f, in Huainan~:' quatryi, anno. Xu Kuangyi (Guangzhou: 
Guangzhou chubanshe, 2001), juan 7 "Jingshen": 367. 



68 

The ancient philosophical thought that "the heart is the master of the world" was 

discussed by Y ongzheng in his essay"Discourse on Inherent Character and Reason" 

(Xing li lun ,tiJJll. i1?:). A full translation of this essay is as follows, with my 

annotations in brackets (For the original Chinese text, see text 4 in appendix 4): 

The relationship of inherent character to reason is like, at the high level, non

ultimate-pole [w1ijï Xf'&] to ultimate pole [taijï::tf.&]; or at the low level,yin 

to yang within ultimate pole. Inherent character is established in accordance 

with reason; reason emerges from inherent character. As for the emergence 

of reason, we usually only know about reason rather than inherent character. 

As for the establishment of inherent character, we usually orny know about 

inherent character rather than reason. Reason means appropriateness [yi B:] 

of things. AlI things in the world have their own appropriateness in nature, 

which is not imposed by human beings. 

The inherent Dao and the discourse on merciful character cannot be reached 

without ultimate sincerity. The so-called sincerity means one [individual] that 

is always sincere without being fake. If there are two parts [in the individual], 

then that [sincerity] can only be fake. The Dao of sincerity me ans , for the 

relationship between an emperor and officiais and between father and son, 

loyalty and filiality. In other words, all things have their own 

appropriateness. Is there any other loyalty and filiality besides that of the 

emperor-official and father-son? For the same reason, aIl things and all 

reasons can be brightened [my italic] within the same unity and become 

autonomously clear. Following and applying appropriateness is the heart of 

Dao; being against and not applying appropriateness is the hurnan heart. 

This is whyancient sages lead later scholars from the low to the high, from 

the concentrated one to the adherence at the middle. If later scholars cannot 

reach the concentrated one and the adherence at the middle, it is better to let 

them follow the instruction of the heart of Dao instead of the human heart. 
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[The central ideas in the ab ove paragraphs are: ail things in the world have 

their own appropriateness in nature, and ail things and ail reasons can be 

"brightened within the same unity [-1* Jm ffiJ § a)j *J" and become 

autonomously clear. The situation of this bright uniry was further described by 

y ongzheng as the "ultimate sincerity"]. 

Although there are yin and yang at ultimate pole, they do not appear at 

ultimate pole. It is impossible to gain yang from yin, or vice versa. Therefore, 

if we seek ultimate pole from yin and yang, it would be even more impossible. 

It means that inherent character cannot be obtained if based on the heart of 

Dao, let alone based on the human he art. As for the theories that yin has yang 

andyang hasyin; thatyin andyang are contained byultimate pole; and that 

ultimate pole cannot be separated from yin and yang; if theyare concemed 

with inherent character, theyare certainly right. But what is the reason for 

this argument? It is the same as the theories that day has night and night has 

day, that masculinity has femininity and femininity has masculinity, and that 

water has fire and fire has water. 

Furthermore, can the human heart be the heart of Dao? It is worse that 

somebody adamantlytakes his arbitraryview as the heart of Dao. By 

selecting and giving away, one byone, fromthousands of dues [about the 

relationship between Dao heart and human heart], he takes mediocre and 

hackneyed expressions as rules. Foilowing such a wayof seeking boughs and 

leaves without seeing trunks is as difficult as counting sand grains in the sea 

to reach upwards to the Dao of unified yin ,yang and ultimate pole, namely the 

origin of inherent character and reason. 

Chengzi stated: "Once a thorough understanding is obtained, the outer and 

inner and the essence and appearance of things are easily reached and the 

entirety of my heart is completelyenlightened." His discourse really reaches 

the inherent characters of ultimate pole,yin and yang and the reason of 

deliberating things to gain knowledge. Later scholars should understand why 
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ancient sages left those words, eliminate their 0"WIl lusts, always maintain the 

heavenly reason and follow it devoutly. They should work hard day by day, 

one month after another. Once the thorough understanding is reached, the 

Dao can be met. Zengzi stated: "If our intention is onlyto seek superficial 

ideas, how can we talk about the Dao of inherent character and reason?" It 

is no wonder that ancient sages emphasized this repeatedly, while common 

people cannot be insistent [on these princip les ]. 117 

[Chengzi l~-T named Cheng Hao fïl,W. He and his younger brother Cheng 

Yi fï~~ were two leading Neo-Confucian philosophers in the Northem 

Song dynasty. Zengzi ~-T named Zeng Shen W~, Confucius' student. 

The Neo-Confucianism advanced that the "thorough understanding," the 

bright unity, could only be reached through "deliberating things to gain 

knowledge," gewu ZhiZhi m4m3&3;Q.118 Yongzheng followed the Neo

Confucianism thought that only in the "thorough understanding" was "the 

entirety of my heart complete1yenlightened." :He sought for that primordial 

unity that made any differences possible]. 

There are many philosophical concepts in Yongzheng's discourse. How he defined 

each concept is less important than his seriousness to understand what a human 

being was. :His answer is: a11 things in the world have their own appropriateness in 

nature, and a11 things can be "brightened vvithin the same unity" and become 

autonomously clear; a human being living in such a bright unity can reach his "ultimate 

sincerity" where "the entirety of my heart is complete1y enlightened." Within the 

same bright unity, the human heart identified vvith the heart of Dao and it was 

unnecessary to differentiate them Y ongzheng did not isolate the inside of a human 

being in order to understand the human beingj rather, he looked for that bright unity 

that could unify the human being with the cosmos. 

117 See Yongzheng (Qing emperor), "Xing li lun tEll ii?:," in Yongzheng shiwen Zh1ffie, anno. Wei Jianxun 
(Shenyang: Liaoning guji chubanshe, 1996),228-29. 
118 The Neo-Confucian idea "gewu ZhiZhl' was developed From the classic book Daxue and analyzed by 
the Neo-Confucian philosopher Zhi Xi in his book S hishu JïZhu. 



71 

According to ancient thoughts, the cosmos could be integrated with human-built 

constructions. In the earliest Chinese treatise on constructions, Kao gongJï (Records 

of thinking on constructions), of the late Warring States period, any masterwork of 

human beings was considered to be connected with divinity. It states: 

Works made bycraftsmen are all committed bysaints. Wrought metal to 

make a knife; congeal clay to make a household utensil; make a cart to travel 

on land; make a boat to travel on water. [Ail these utensils] are committed by 

saints. Heaven has its timeliness; earth has its qi; each mate rial has its beauty, 

and craftsmanship has its ingeniousness. When these four aspects come 

together, a masterwork can be produced. ll9 

~I~., ~~A~~ili: ~~~~~,.±~~., ~$~~~, 

~~~~*,~~~A~m~ilio ~~~, ~~~, M~~, I~ 

l50 .g-~[g~, r~J§~~~ ~o 

A masterwork by human beings was the integration of he aven, earth, materials and 

craftsmanship. The traditional Chinese term for "cosmos" was tiandi ~:I:-&, which 

literally meant "heaven and earth." A saint was a human being with high wisdom 

and great virtues, and works created bya saint were related with the cosmos. An 

imperial garden could be regarded as a work made bya saint with whom the emperor 

usually identified. 

China was traditionally called Nme States, as the term "nine states" appeared in the 

chapter "Yu gong" of the ancient book Shangshu (c. 5th cen. Bq (Fig. 51). It is said 

that during the Zhou dynasty, the world was divided into Nine States according to 

constellations in the sky.120 In Yongzheng's Garden of Round Brightness, the front 

portion was composed of nine islands surrounding a circular lake, which echoed the 

full moon that enveloped the peaceful world into its universal brightness. The layout 

of nine islands surrounding a circular lake was intended to syrnbolize that the full 

119 See chapter 6 "Dongguan kaogong ji," Kao gongii Oate Warring States), punctuated, in Zhou/i, anno. 
Qian Xuan et al (Changsha: Yue1u shushe, 2001), 387-388; also an un-punctuated version, in Ren Jiyu 
ed., Zhongguo kexueiishu dianji tonglu: jishu juan: juan 5 (Zhenzhou: !ie'nan jiaoyu chubanshe, 1994), 15. 
120 Yu Minzhong (Qing dyn.) et al ed., Rixia iiuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 2001), 
1: 1. In ancient China, the concept of "nation" (guo) was not differentiated from the concept of 
"world" (tianxia). lt is said that it was the legendaxyemperor Ku 1!t that founded the system of "nine 
states" (See Wang Qi [Ming dyn.] ed., San cai tu hui, 1607 [Taibei: Chengwen chubanshe, 1974],458). 
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moon unified the whole nation. The emperor sat in the hall of Peace for Ali China 

at the thirdjïng (Fig. 6), the southemmost island, and look.ed north across the Back 

Lake, viewing the other eight islands with the clear and tranquil water surface as the 

central "round brightness." 

The relationship between the round fonn of the full moon and perfect brightness 

had been established as a Chinese mindset long before the Qing dynasty. In his 

poem "The Moon at the Mid-Autumn Day," Han Qi fl5~ of the Song dynasty 

wrote: 

The moon is full during the Mid-Autumn night, }j ~ ~ fk ~, 

Everybodycherishes this perfect brightness. l2l ÀÀ'l1fliiIlA 0 

On the Mid-Autumn night, the eighth full moon, the brightest of the year, appears. 

The "perfect brightness" suggested the brightness from the circle of the full moon 

and in this respect, the Round Brightness as perfect brightness can be understood. 

On describing the moonlight of a Mid-Autumn Day, Y ongzheng wrote a poem: 

"One vast sheet of enclosing light in which ail things look the same [-Jt7't*:h~ 

The existence of Round Brightness was related not onlyto the full moon but also to 

the desire for perfect brightness in the garden. In order for buildings to receive the 

perfect brightness, they had to face towards the south for full sunlight to emanate 

throughout the building. The orientation to the south was aIso connected to the 

bright mindset and management needed bythe emperor. Confucius stated: "The 

master of the nation should face south during his administration.,,123 This means 

that the emperor should physicaily face to the south in order to receive brightness on 

his face and in his mind for the management of the country. This symbolism was 

clearlyembodied bythe audience hall at the firstjïng, Uprightness and Brightness 

(Fig. 5). 

121 Han Qi (Song dyn.), "Zhongqiu ye," in Wu Zhizheng (Qing dyn.) ed., Song shi chao (Beijing: 
Zhonghua shuju, 1996), 107. 
122 Yongzheng, "Zhongqiu rpt}(," in Yongzheng shiwen zhUJïe, 85. 
123 See chapter six "Yong ye," Lu'!Yu, in Lu'!Yu zhengyi, anno. Liu Baonan, Zhuzi jicheng edition 
(Shijiazhuang: Hebei renrnin chubanshe, 1992), v. 1: 111. 
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One waya person perceived the diffusing brightness was to stand high while looking 

into the distance. In Huainan il:, Liu An (Western Han) wrote: "Standing high makes 

a pers on desire to look into the distance; being close to the deep distance makes the 

person desire to peer at it. It is the place itself that makes a pers on act like this.,,124 

By standing high, the spectator borrowed the viewof distant landscapes into the 

garden. Scholars in the Ming dynasty had already written about the unique view of 

West Mountain. In the poem "Watching the West Mountain from the Town of 

ShallowLakes" (Fig. 3), Wang Jiamo .:E..~ proclaimed the West Mountain as "my 

old friend.,,125 A famous Ming dynastygarden, Dipper Garden, located in the 

northwestern suburb and weil known for its water views, was owned by the painter 

Mi Wanzhong 7[(]:J 9=J. In the poem "Pass by the Dipper Garden of Mi Zhongzhao 

[Mi Wanzhong]," Ye Xianggao rlt [ÎiJ j§j wrote: 

[In] the high tower under the night of bright moon, j§j~!=IA Ji ~, 

l smile at the West Mountain.126 ~Îj\xïjgg LiJ 0 

The Ming poems demonstrate how the view of West Mountain was a characteristic 

that was frequently borrowed in the gardens in the northwestern suburb. The 

borrowed view of West Mountain expanded the spectator's bosom. 

The borrowed view of West Mountain was intensely maintained in the Garden of 

Round Brightness. In the poem of the fifteenth Jïng, High Mountain and Long River, 

Qianlong stated: 

[Foreword:] In the southwestern corner of the garden, the topography is flat. 

Therefore, a multistoried building with several bays was built. Whenever l 

look over [from the building], the distant mountains [West Mountain] look 

like women's piled-up hairs, and the near suburbs appear as interwoven 

embroideries. 

[poem:] 

124 Liu An, juan 16 "Shuo shan": 971. 
125 Wang Jiamo (Ming dyn.), "Haidian wang Xishan," in Liu Dong & Yu Ytzheng (Ming dyn.), Dijing 

jingwu /üe, anno. Sun Xiaoli (Shanghai: Shanghai guji chubanshe, 2001), 322. 
126 Ye Xianggao (Ming dyn.), "Guo Mi Zhongzhao Shao yuan," in ibid., 325. 
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The multistoried building rests upon the fiat land, m: t1;] tt f ) Il , 

The ten-thousand Jïng of lakes and mountains become complete.127 1im ÙJ li 

The high place in the garden brought about a complete view of the world while the 

borrowed view of West Mountain extended the emperor's vision of Round 

Brightness to the cosmological scale. It was at this high place that firworks were 

periodicallyviewed as they brightened the whole garden at night. From the 

thirteenth to nineteenth days of the first moon, there would be splendid firework 

displays at this Jïng. The emperor would often invite many guests to view the 

fireworks, including tribal leaders and foreign embassadors; thus, the artificial 

brightness from fireworks and lanterns became a rn.eans for the emperor to unify the 

loyalty of foreign tribes.128 In describing the fireworks in the garden, the Jesuit 

painter Attiret praised in his letter: "1 have never seen anything of that kind, either in 

France or Italy."129 

Height was often symbolized through an artificial hill, or rock art, in Chinese 

gardens. An example of an artificial hill, which "lured people to wander spiritually," 

in the Garden of Round Brightness was the Longevity Hill, located behind the 

audience hall at the first Jïng, Uprightness and Brightness (Fig. 5). In his poem of this 

Ji'ng, Qianlong stated: 

The spacious cave [in the rocks] often makes [my] heart open, 1IWJ:it i lym-mt 

The cool environment blocks the dusty world.130 ~ tJj(:ljgî5~ 0 

The symbolism of rock art had been well established by the Song dynasty. In the 

Ming pattern book of rocks, S uyuan shipu, the author Lin Y oulin **~. stated: 

The wonderfulness of a rock completely lies in its elegance, leak and 

transparency. If a rock is just a block of mass without any singularity, 

127 Qiarùong (Qing emperor), "Shan'gao shuichang L1J f.li7l< -If," in Yuanmingyuan sùhijing t"!Y0ng, ed. 
Zhongguo yuanmingyuan xuehui (Beijing: Zhongguo jianzhu gongye chubanshe, 1985),35. 
128 Yu Minzhong, 3: 1349. 
129 Jean-Denis Attiret, "A Letter from a French Missionary in China, Peking, Nov. 1, 1743," in John 
Dixon Hunt ed., The Eng/ùh Landscape Garden (New York: Garland Publishing, Inc., 1982), 21. 
130 Qiarùong, "Zhengda guangming .ïEjc::7't~," in Yuanmingyuan sùhijing t"!Y0ng, 7. 
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although it is very old, it is not worth record .... A rock has its own form and 

spirit. Now, a drawing can only record its form, but at its wonderful place 

there are varied postures of dancing and changing, which lure people to 

wander spirituallythere and let the fascinated viewer thus obtain the 

wonderfulness of his own accord.l3l 

-:Ez~, ~fr~l)ZJ!~o t5U-'r&7G~,!il tï~ff<.. . ... -:E~%~ 

1~o ~JYTOO, lt%lfo 3?:;t:t.1~~5l.t, A~~~~f\JZ~, 4i-A1~WJMr§], 

~1f~~~ § 1~Zo 

ln this example, the rocks not only provide an opportunity to stand high but aIso 

present the voids in which the spectator's mind can "wander spiritually[she1ryou 1~W1 

J," as in the mountain caves in nature. For Qianlong, the openness of his heart was 

identified with the openness of rocks. 

The cosmological dimension of height was aIso embodied in the topographyof the 

garden. For example, a Buddhist temple containing the portraits of previous 

emperors was built on the northwestem hill in the garden. The purpose of placing 

the temple at the highest point within the garden was to provide protection (i.e. by 

ancestors) that would permeate throughout the encire garden along the course of qi. 

ln the preamble of his poem on the seventeenth jing, Great Kindness and E te mal 

Blessing, Qianlong stated: "The northwestem portion of the garden is the brightest 

and highest. 1 build the temple here for worshiping my grandfather and father in 

order to extend their endless solicitude."132 ln Qianlong's mind, the brightness of 

the ancestors' blessing certainlyflowed down in accordance with the topography. 

The combination of the ancestors' portraits and the Buddhist temple in the garden 

manifested the fusion of Confucianism and Buddhism, which was a typical 

phenomenon in Chinese religions. With the same gesture of the extended bosom, 

the border of the garden was identified with the range of West Mountain and the 

blessing of the ancestors was spread over the whole garden. 

131 Ibid., 42. 
132 Qianlong, "Hongci yonghu y.r~ ~jj(:J? ," in Yuanmingyuan sishijing tl9'0ng, 39. 
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In addition to West Mountain, another environmental characteristic of the 

northwestern suburb was the rich water sources, which constituted a significant part 

of the Garden of Round Brightness. The symbolism of water in Chinese cosmology 

can be traced to sorne religious thoughts of nature. The Mengi/ recorded: 

Zhongni 1* fË [Confucius] praised water and said: "Alas, water! Alas, waterl" 

Whydid he do so? Mengzi [Mencius] explained: The original spring gurgles 

without stopping clay and night. It fills hollows and moves forward into the 

four seas. The origin [of the world] is like this [Spring].133 

Guanzi ~ T, an ancient political philosopher during the early S pring and Autumn 

period, proposed that a virtuous man, such as an emperor, must have knowledge 

about the natural movement of water in order to cultivate his virtues. J-fe described 

water as the "blood and qi of earth. It is like blood flowing through the veins.,,134 

According to him, a virtuous man can cultivate his virtues by"roaming in the suburb 

to stimulate the qi of earth.,,135 The brilliance created by reflecting water was 

considered a visual demonstration of the omnipresent, fOrITÙess Dao. Liu An 

analyzed in Huainan il: 
The origin of things has no form ... .Its son is light; its grands on, water. Were 

they not born from the fOrITÙess? Light can be seen but cannot be held. 

Water can be followed but cannot be destroyed. Therefore, among images, 

water is most respectable .... Therefore, what is clear and tranquil is the 

ultimate virtue.136 

X 7ë % 1!r, 4m z:* t.ÉI:tÉ. ...... Jt: -=f ~ 7'6, Jt: {lJ\ ~ 7./(, 'è1':i: T 7ë % 3f? X 7'6 

PT ~ ffïj ~PT1i, 7./( PT1Ja ffiJ~PT~, Ml141~tZ.~, ~# T 7.K ...... ~ Mlm ~ 

1!r, ~!: Z 5& -tE. 0 

133 See chapter "Lilou xia," Mengi!, in Lu!yu, Mengi!, anno. Liu Hongzhang & Qiao Qingju (Beijijng: 
Huaxia chubanshe, 2002), 271. A published translation of this part is as follo'WS: 

Confucius ex:pressed his admiration for water by saying, "Water! Oh, water!" What was it he saw 
in water? "Water from an ample source," said Mencius, "cornes tumbling down, dayand night 
without ceasing, going forward onlyafter all the hollows are filled, and then draining into the sea. 
Anything that has an ample source is like this." 

(See Part B, Book IV, in Mencius, trans. D. C Lau [London: Penguin Books, 1970], no.) 
134 Guanzi (Spring and Autumn) , chapter 39 "Shui di," Guani!, in Guani! quaf!J'i, anno. Xie Haofan et 
al (Guiyang: Guizhou renmin chubanshe, 1996), v. 2: 529. 
135 Ibid., chapter 41: 556. 
136 Liu An, juan l "Yuan dao"; 30. 
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The northwestem suburb was already famous for its rich water sources as far back as 

the previous Ming dynasty. According to the book, D!JïngJïngwu lüe (Brief history of 

landscapes of the capital Beijing), written by Liu Dong ;)oJ 1~ , 

The gathering of water is called "shailow lake" [dian 1JË]. Ten miles 

northwest of the Sorghum Bridge, springs gush out onto the level ground. 

Theygurgle in ail directions and water grass and trees .... The northem 

portion is called Northem Sha1low-Lake; the southem portion, Southem 

Sha1low-Lake, or the Bagou River. The river originates at the Bridge of 

Green-Bluish Dragon and enters the Southem Shailow-Lake from the 

southeast. Five miles south of the Shallow-Lake is the Lake of Red Hill 

[Danlin Pan] .... To the West [of Lake of Red Hill] there is an extensive water 

surface available for paddling. It is the place of a Ming imperial relative's, Li 

Wei *1~, [official title] Wuqinghou :1Ëtm{~, garden .... At the intersection of 

bills and water [in the garden], a high tower stands up. There is a deck on the 

tower from -which one can see with level eyesight the Fragrant Hill and 

overlook the [distant] Hill of Jade-Spring. These two bills bec orne so 

intimate and stand so close that [they] aImost touch your eyelids .... East of 

Li's garden is the Dipper Garden of Mi Taipu *~;f" [Mi Wanzhong]. It 

has onlyone hundred mu. If you look at it, it appears deep; if you walk in it, 

it feels rernote .... A bridge is higher than the building. Standing on the bridge 

and 100 king over the garden, water is everywhere.137 

In Li Wei's garden, a deck on the tower made it possible to "see with level eyesight" 

the West Mountain. In Mi Wanzhong's garden, the water made the small garden 

appear big and remote. 

The cosmological consideration of water was not only related to the regional 

environment surrounding the garden but aIso to the topography within the garden. 

In 1724, a govemment official, Zhang Zhongzi 51Hrr.:y., was invited by Yongzheng 

to survey the site for appropriate fengshui features. According to him, the northwest 

portion of the garden was the head of the dragon, and the water flowed towards the 

137 Liu Dong, 320. 



tail in the southeast corner of the garden, thus simulating the topographical 

characteristics of the country where the major mountains and rivers began in the 

northwest, undulated and meandered toward the southeast.138 
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The use of ftngshui for site selection and physical planning is a tradition in Chinese 

imperial gardens, such as Huizong's ~j(* Genyue of the Northern Song dynastyand 

y ongle's 7]<.* Jing Hill of the Ming dynasty. The role of ftngshui was crucial in the 

planning of imperial gardens, yet it was not elevated to the level of importance in 

garden theories of scholar gardens. This is attested in ancient garden records and the 

first garden treatise, Yuanye. As earlyas in the Southern Dynasties, the landscape 

poet Xie Lingyun lM JZiË had proposed not to use the ftngshui system of traditional 

astrology for site selection, but rather count on the wonderful and unique views of 

the lands cape itself.139 

To match the ftngshui concept, the water source of the Garden of Round Brightness 

was redirected. The water in the southwest corner of the Garden of Round 

Brightness was first led to the northwest part of the garden to form a new water 

entrance so that a1l water could flow eastward into the Fortunate Sea and flowout of 

the garden from the southeast corner. Fo1lowing this watercourse, auspicious qi was 

supposed to diffuse throughout the garden. Because the water surface reflected light, 

the diffusion of qi can aIso be understood as the diffusion of brightness. 

The water entrance was ca1led shuikou 7.K IJ, which litera1ly me ans "water-mouth." 

According to a landscape-painting theory, the "water-mouth" was the most difficult 

to paint.140 The reason it was so difficult was because the water-mouth was the most 

sacred and secret part of the natural watercourse. It was aIso a key concept of the 

138 See the imperial archive "Shandong Depingxian zhixian Zhang Zhongzi deng chakan 
Yuanmingyuan fengshui qi LlJ *t'f4!~4!~IHrpT~1!t~~ aA ImJX17.l<Jâ," in Yuanmingyuan: 
Qingdai dang'an shiliao, ed. Zhongguo diyi lishi dang'an'guan, 2 vols. (Shanghai: Shanghai guji 
chubanshe, 1991), 1: 6-7. 
139 Xie Lingyun (Southem Dynasties), "Shanju fu," in Sun Xiaoli ed., Zhici shanlin:yuanlinyishu wencui 
(Shanghai: Dongfang chubanshe, 1999), 13. 
140 Huang Gongwang (Yuan dyn.), "Lun shanshui shushi," in Shen Zicheng ed., Lidai lunhua minzhu 
/ubian (Beijing: Wenwu chubanshe, 1982), 165. 
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understanding for watercourses in gardens and human dwellings. When Qianlong 

added the Garden of Eternal Spring to the Garden of Round Brightness, the original 

water exit of Y ongzheng's Garden of Round Brightness was relocated to the 

northeast corner and becarne the water entrance of the Garden of Eternal Spring. 

The entrance of the Western Multistoried-Buildings garden was also dose to the 

water entrance of the Garden of Eternal Spring, and frorn here the qi of perfect 

brightness flowed into both gardens. Often, the watercourses in imperial gardens 

flowed into larger bodies of water, which were lakes which provided the illusion of a 

"sea" in the garden. 

The largest lake in the Garden of Round Brightness was Fortunate Lake (Fig. 1). 

The Chinese tenu for "lake" in this case was hai #i, which literally meant "sea" and 

hinted at the legendary story of the fairylands in the East Sea. Qing emperors 

devoted much of their poetry to this huge lake that appeared like a round mirror. 

On the fifth dayof the fifth moon, at the Duanwu Festival, the emperor and the 

imperial family would watch a show of dragon boats from the western bank of the 

lake. Only Qianlong's mOther had the privilege of watching the show from the 

centralisland, which was knOWIl as Immortal Abode on Fairy Penglai Island. The 

narne of the island alluded to the legendary story of the fairylands in the East Sea. In 

"Chanting on Antiquity on the Penglai Island," Yongzheng wrote: 

The ancient kings wasted energyto build the Towers for Watching the 

Fairyland, m*:;::~~1w~, 

ln the Qin and Han dynasties, nobodyever reached the tenth state. ~~JZ. {iif 

Ailj+~Hlo 

Outside the dustyworld 1 chant and sing at the evening red-trees, ~;r~~~ 

Within the pot 1 sit and recline under the autumn blue-sky. ~ 9=t ~êr~7Ç 

t'co 

Temples and halls wait for the accompaniment of mists and rosy douds, M 



80 

Springs and stones look at the wandering cranes and deer. 7'R::f.l ~~t~Jm 

The weak water could not be crossed bythree-thousand persons [in the past], 

[However,] the [present] irnperial family has its own boat for crossing it. 141 

China is traditionaUy called Nille States and the "tenth state" is known as the 

fairyland. The "pot," originating from a Daoist legend, indicated the garden 

enclosure where the emperor would "sit and recline under the autumn blue-sky." 

y ongzheng stated that his garden was like the legendaty Daoist pot that contained aU 

the beautifullandscapes. As in aU the previous imperial gardens, the legendary- stoty 

of the fairyland was used to establish the cosmological dimension of the huge body 

of water. 

The lastJïng of the Forty Jing was named ln Depth of the Remote Dwelling, which 

was related to the Daoist tradition of seeking remoteness in the presence of nature. 

According to Daoist thoughts, Dao is connected to remote darkness. In Huainan if, 
Liu An described vividly: 

The physical soul [po] asks the spiritual soul [hun]: "What kind of bodydoes 

Dao have?" [The latter] answers: "Its body is nothingness." The fonner 

asks: "Does the nothingness have a physical fonn?" The latter answers: 

"None." [Question:] "Howdo you know?" [Answer:] "1 have encountered 

it. 1 look.ed at it and it had no fonn; 1 listened to it and it had no sound. 

This is the so-called remote darkness. The remote darkness can demonstrate 

Dao but is not Dao itself." [The physical soul says:] "After listening [to you], 

1 understand that: [Dao] is to look inward and reflect on myself.,,142 

~ll:llTaJlEl:"J!î1PJI2A~'f2Is:?" El:"I2AX1f~'f2Is:o "aJl,El:"X1f1f%.>f?" aJl, 

El :"Jë1f 0 ""1PJ1~ rm~llE.?" "1:ï J[1f ?JT~z.IL t.mz.Jë%, IlJTz.JëF" , 

141 Yongzheng, "Penglaizhou yonggu ~~~iig,jcil," in Yongzheng shiwen Zhrgie, 173. 
142 Liu An, juan 16 "Shuo shan": 939. 
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The poetical journey along the meandering pathwayof the Forty Jing, which ended 

at the last jing, In Depth of the Remote Dwelling, can be understood as a joumey of 

searching for Dao and reflecting on oneself. The Dao of Round Brightness lay in 

the remote depth of the mind towards which the diffusing brightness moved. 

Given the consideration of ftngshui in the Garden of Round Brightness, one can 

question if the issue of ftngshui existed in the European portion, known as the 

Western Multistoried-Buildings garden. Although the imperial archives regarding the 

ftngshui arrangement of the Western Multistoried-Buildings garden have not been 

located, we can guess that the emperor and the Chinese planners exhibited great 

apprehension about the influence of this exotic garden on the ftngshui of the imperial 

garden. One can look at other examples where Jesuits in other cities built their 

Baroque style of architecture within the ftngshui of local customs. For example, 

residents of Hangzhou (the citywhere the famous West Lake was located) were 

upset over the height of the façade of a J esuit church because they thought the 

vertical height projecting in straight lines was inauspicious as it unbalanced the 

harmonyof nature by plunging into the earth's flesh. As a compromise, the church 

had a courtyard in front to allow the qi to penetrate the building.143 Even after the 

catholic missionary was allowed to buy properties freely in China, in an agreement 

signed with a French minister in 1865, the Chinese authorities specificallyadded, 

"The local officiais should, previous to anyacquisition by the church, decide if it 

were acceptable to the neighborhood and if it would not take awaythe ftngshui."l44 

According to the ftngshui swvey committed by Y ongzheng, multistoried pavilions 

should be built in the northeast corner to correspond to Saturn.145 It is in the 

northeastern corner of the Garden of Round Brightness compound where the 

European portion was built. Hidden near this corner with a separate watercourse, 

143 D. E. Mungello, The Forgotten Christians of Hangzhou (Honolulu: University of Hawaü Press, 1994), 
38. 
144 W. Devine, The Four Churches ofPeking (London: Burns, Oates & Washbourne Ltd., 1930),155. 
145 "Shandong Depingxian zhixian Zhang Zhongzi deng chakan Yuaruningyuan fengshui qi," 6-7. 



82 

the shadows of the Western multistoried-buildings were cautiously considered so as 

not to affect the diffusion of brightness, yet correspond with the ftngshui arrangement. 

When Qianlong expanded the garden, he developed the idea that the emperor's 

garden should include the Jïng of other beautiful gardens of the country. This idea 

was best expressed by rus creation of the Garden of Eternal Spring, which contained 

many replie as of the famous gardens in Jiangnan. Previous research has pointed out 

that the re-building of the Jiangnan gardens was concentrated in imperial gardens, 

especially in the Qing dynasty. The fonu of the new garden differed from the 

original one, but the subject remained unchanged and the re-creation was in 

accordance with the local context.146 The same phenomenon se1dom happened in 

literati gardens where an owner always strived to establish his own ideal subject while 

avoiding duplication. 

One of the replica gardens was an imitation of the Garden of Little Heaven in 

:Hangzhou. The full translation of Qianlong's "Record of the Garden of Little 

Heaven within the Garden of Eternal Spring" is as follows, with myannotations in 

brackets (For the original Chinese text, see text 5 in appendix 4): 

With the Temple of Pure Benevolence to the left, facing the West Lake and 

comprising pretty landscapes, the best garden near the Mountain of 

Southern Screen is no other than the Wang family's Garden of Little Heaven, 

which was named in the year of xinwei [1751] when 1 toured in the south. In 

the last year dingchou [1757],1 revisited the garden, linge ring and praising its 

beauty in poems. 

[Leaning against the Mountain of Southern Screen and facing the Pagoda of 

Leifeng, the Temple of Pure Benevolence was a famous scenic spot nearby 

the West Lake, southwest of :Hangzhou. The name Little Heaven expressed 

the desire of being close to the cosmos through the existence of the garden. 

The garden was physically small, but its symbolical existence was as extensive 

as the universe]. 

146 Yang Hongxun, "Luelun Yuanmingyuan zhong biaotiyuan de bianti chuangzuo," in Wang 
Daocheng ed., Yuanmingyuan: lishi, xianzhuang, lunzheng, 2 vols. (Beijing: Beijing chubanshe, 1999), 1: 
192-193. 
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Coming back and contemplating how a painter could possibly include a vast 

landscape into a small painting, l fortunately found a site with woods and a 

building east of the Chapel of Longing for Eternity. The room is ten hu big 

and the window half the size. The uncultivated field outside the window is 

ten hu too. l ordered craftsmen to overlay rocks to make artificial peaks, 

which, to my surprise, looked like the Peak of Illuminating WlSdom The 

models of buildings were made of tin, but sti11looked like the Thatched 

House in Gully. Water is agitated to make a waterfall. With sweet sounds 

and cool feeling, the setting is not different from the grotto of seduded 

residence that l heard about. However, the saplings of the Yellow-Mountain 

pine are onlyone foot high, but suddenly give a sense that theyare reaching 

for the douds. Exquisite and twined, high and low, they stick out in a 

disorderly fashion among stalagmites and trailing plants on cliffs. Coming 

back to the scene of the Music Terrace with its slim and elegant old trees and 

green cliffs, there is no possible comparison. 

[The Chapel of Longing for Eternitywas in the western part of the Garden 

of Eternal Spring. In ancient times, the hu W was a hand-board he1d byan 

official in the reception bythe emperor. People used such phrases as "ten 

hu" or "five hu" to describe a vety small place. The Peak of Illuminating 

WlSdom was in Hangzhou. The Thatched House in Gully was the old name 

of the Wang family's property. The "grotto of secluded residence" was 

located at a higher spot than Wang's garden on the Mountain of Southern 

Screen. One Chinese foot, chi, in the Qing dynastywas equal to 32 

centimeters and a little more than one foot in Western linear measure. West 

of the Peak of Illuminating WlSdom, the Music T errace was famous for its 

extraordinaty rocks J. 

How can l say they are different? l thus rea1ize that scenes in the world are 

infinite and that the human heart is aIso infinite. Landscapes, however, 

displayvariety, but to the human heart theycan be understood in the same 

way. These galleries, pavilions, stone steps, pools, woods and springs, cliffs 
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and valleys [in my Garden of Little Heaven] cannot be climbed wÎth my 

hands and tramped upon with my feet, but when experienced byeyesight the 

Dao appears immediatelyand meets the heart's understanding, cannot aIl of 

them become vividly accessible? New fledging chickens and dogs can 

identifytheir respective homes. This would be an extravagance [for us 

human beings J. 
[The original phrase of "meet the heart's understanding" literally means 

"meet the heart which is not far away." It alludes to the well-known phrase 

"The place of meeting the heart should not be far away," which was said by 

Emperor Jianwen of the East Jin dynasty when he strolled in his Hualin 

Garden in the capital Jiankang.147 The phrase was frequendycited in history 

to express appreciation of the natural view in a garden]. 

The scenes of Li Deyu's *~!m [garden of] Mountain Hamlet of Open 

Springs look like the Gorges of the Ba Kingdom and the Lake of Dongting. 

But one need not attempt to emulate his ways and means for achieving 

infinite distance, rich forrns and utmost prettiness. Only his intention (yz] can 

be imitated. However, myintention [in the Garden of Little Heaven] is not 

to draw near the remote beautifullandscapes, but rather to remind myself of 

the administration of officiais and the compliance of common people in the 

Jiangnan area. 1 therefore write this record.148 

[The Mountain Hamlet of Open Springs garden was in the suburb of 

Luoyang of the Tang dynasty. The original term of "open springs" is 

pingquan JfiR, literally "flat springs," which means springs weIl up on a flat 

and open field. This feature was similar to the springs of the Village of Ten

thousand Springs where the Qing imperial gardens were nearby. Compared 

with Li's garden that imitated the famous landscapes in Ollna, Qianlong's 

Garden of Little Heaven was quite small. For Qianlong, the size of the 

garden was not a problem, because "scenes in the world are infinite and the 

147 See the introduction. 
148 The translation is based on the punctuated text "Yuzhi Xiaoyoutian yuan ji" in Yu Minzhong 
(Qing dyn.) et al ed., RixiaJïuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 2001), 3: 1384. 
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human heart is aIso infinite." If a scene of the garden could be met with the 

heart, the truth, Dao, would emerge]. 

Qianlong's Little-Heaven Garden was actuallya small-scale garden model (Fig. 1), 

which was viewed through a house window. The symbolic window view evolved 

from his contemplation on "how a painter could possibly include a vast lands cape 

into a small painting." This macro-micro relationship was further expressed in his 

poem "A House in the Woods [of the Little-Heaven Garden]:" 

Rapids throwout a snow-like waterfall, ~7.K ~**t.J, 

Overlaid peaks tower aloft out of cloud roots. ~ ~ 1i tI:! ~ t~ 0 

There is no dustyplace in the pot, SITdl~.~'fg7G1?~, 

But there is a garden of little he aven in the window.149 fiü 9=J /J":ff -J(!m 0 

Indicating the window-framed view of the garden, a "dusty place in the pot" 

continued the Daoist idea that the whole world, including mountains and rivers, 

could be contained in a magic pot. Both the pot and the window provided a clear 

border which framed the magic view of the garden scene and enabled the micro

scale view to symbolize the macro-scale cosmos. Such a framed view is physically 

small and finite but symbolically big and infinite where "Dao meets the heart's 

understanding. " 

149 Qianlong, "Lin wu *~," in "Qing wuchao yuzhiji zhong de Yuanmingyuan shi," ed. Zhu Jiajin et 
al, in Yuanmingyuan 2 (1983): 69. 
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1.3 Virtue of Round Brightness 

In both their records of the Garden of Round Brightness, Y ongzheng and Qianlong 

expressed respect in regards to their ancestors and this tradition was continued by 

later generations. In the poem "Stating My Will in the Garden Residence," Emperor 

Jiaqing ~ lX (son of Qianlong) expressed his feelings when he first moved into the 

garden after mourning dead father: 

Live in mourning for twenty-seven months, fiS'titit-tJ1, 

The ceremony is over and l face the garden. ~ 1t~ ~ lilii lm 0 

Recollect myfather's remote words and face, fiIii'tlif~~, 

l look blank at the extant buildings. ~.~fZJ1f. 0 

To govem the country [1 need to] first administrate diligendy, 00 ~tribil)(, 

To console the people [1] must put virtuous men in important positions. 1lG 

~16'fltb1 0 

Reside in the garden and follow the old principles, ~t lm ~ 1 B !J!1j, 

My heart is not in forests and springs. ISO IL.' a1:E**7'Ro 
He first expressed how sad he was when he faced the garden where his father had 

resided for such a long time. He decided that residing in the same garden and 

following the old principles would enable him to maintain a good administration and 

perfonn his duties weil. It is important to note that for Jiaqing, by living in the same 

garde n, he was attempting to maintain the same virtues as his ancestors in his 

administration. 

The relationship between living in a garden and enhancing virtues can be traced back 

to Confucius's famous sentence: "An intelligent man delights in water; a kindhearted 

150 Jiaqing (Qing emperor), "Yuanju shuzhi 1mŒ-:i&;;t," Renzongyuzhi shi chuji, juan 30, in Qing liuchao 
yuZhi shiwen Ji (Anthology of imperial poems and prose of six Qing emperors), ed. Yi Xin (Qing dyn.) 
et al, 542 vols. (Beijing: 1876). A copy is now in the Wenjin Branch of the National Library of 
Beijing. 
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man delights in mountains.,,151 The Confucian analogy between nature and virtue is 

described as the "analogical virtue," bide ~jjt!.152 In the book, Shu!Jïng Zhu 

(Annotations of canons on water), Li Daoyuan iili~m:j[; (Northem Dynasties) wrote: 

"The bosom of bamboo and cypress compete with the divine heart for remoteness; 

the nature of humane intelligence competes with mountains and rivers for depth."153 

The idea that remoteness of the human heart was linked to the deep depth of the 

view of naturallandscapes was weIl developed through Chinese gardens where 

brightening the view was to reveal the he art. During the Han dynasty, the 

connection between moonlight and human virtues was alreadyestablished. A 

rhapsodyof the Han dynasty says: 

The moon cornes out and is so bright, Jj tB B~ ~ , 

It is the light of a virtuous man.154 tt-"fz7'to 

y ongzheng wrote many poe ms about the moonlight in his garden. In the poem 

"Face toward the Moon at the Mountain Cottage of Grcling Prettiness," at the 

thirty-seventh Jïng of the Forty Jing, he stated: 

The summer heat has withdrawn and the garden is fresh, =!-ill.*iR~, 

In the newautumn the scenes are preny. ~JTtk~!jo/.J1! 0 

Laydown the brush and comment on the [distant] mountain colors, t1i1~W 

Grip a wine cup and face toward the moon brilliance.155 $ffx"t Jj ~ 0 

The "fresh garden," "preny scenes" and "mountain colors" showed that his sight 

was gradually brightened and finally his heart was opened into the moonlight. 

151 See chapter 6 "Yong ye," Lu1!)'u, in Lu1!)'u, Meng~, anno. Liu Hongzhang et al (Beijijng: Huaxia 
chubanshe, 2002), 5l. 
152 Confucius said, "Water, is the analogical virtue of a virtuous man" (See Ut1!)'u zhengyi, anno. Liu 
Baonan, in Zhui}jicheng. v. 1 [Shijiazhuang: Hebei renmin chubanshe, 1992], 127. 
153 Li Daoyuan (Northem Dynasties), Shuijing Zhu, anno. Tan Shuchun et al, juan 9 (Changsha: Yuelu 
shushe, 1995), 133. 
154 Gong Suncheng (Han dyn.), "Yue fu," in Fei Zhengang et al ed., Quan hanfu (Beijing: Beijing daxue 
chubanshe, 1993),40. 
155 Yongzheng, "Huanxiu shanfang duiyue Jf* W J1:M JI ," in Yongzheng shiwen zhu;ïe, anno. Wei 
Jianxun (Shenyang: Liaoning guji chubanshe, 1996), 166. 



y ongzheng related his leisure stroll in the garden with the atmosphere of the 

moonlight. In the poem "Leisurely Strolling under the Moon," he wrote: 

Leisurely walk. along the meandering shore, !*liT àE J$ Jil, 

The western peaks look deep green at the sunset. iWdJt.itr~ 0 

Move, rest and look at the woods top, qjEf~~**,), 

In the clouds the shadow of the moon shifts .156 A ra] ,Fj ~ ft 0 
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The "western peaks" indicated the West Mountain and implied that the garden was 

located in the nonhwestern suburb. The movement of his body through the garden 

synchronized with that of the moon. 

For Y ongzheng, the leisure situation in a garden was his conscious way to approach 

Dao of the world. In the poem "Beside the Pool," he stated: 

The colors of the mountain come from the west, LiJ f3JA iW *, 
The sounds of the spring flow dailyto the east. JRf13 E3 *8: 0 

QuietlyobselVe whythings [in nature] are so leisure, Dx.!M4mfi:iJl*J, 

In a detached situation 1 get a brilliant enlightenment.157 ~?~f~~/f! 0 

The descriptions of the first two sentences match with the features of the 

northwestern suburb. The enlightenment which he received is the "leisure" situation 

in which all things had their appropriate positions. The "detached situation" de fines 

such a leisure situation in the garden where he could "obselVe quietly" with his mind 

enlightened. 

Yongzheng's "leisure" in the garden was not a demonstration of his avoiding 

administrative duties. To the contrary, it enhanced the efficiencyof his work In the 

poem "Writing at the Place where My Rean Is Met," he stated: 

My spirit meets the magic delight in the garden, :f$~rm*~@, 

156Yongzheng, "Yuexiaxianbu flTl*.ltV," in ibid., 10. 
157 Yongzheng, "Chi bian 7mJiI," in ibid., 65. 
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My heart is diligent for processing dailythousands of affairs. 158 'L.\liJ- S-h 

The desire to meet his heart has already meant that the heart could not be met easily. 

The place where his heart was met was the garden. When his spirit was delightful in 

the scenes, his mind became diligent. Y ongzheng usually processed administrative 

affairs at the Hall of Diligent Administration, a part of the second Jing of the Forty 

Jing. In the poem "Observe the New Moon at the Hall of Diligent Administration 

in the Summer," he stated: 

Bychance the deep-blue skyjust spit out a new moon, 'tB-~f~xWTp±J1, 

The half circle reminds me to be vigilant against a satisfied heart.159 * $(?; tJ 

:He was using the circie of the full moon and the half circie of the crescent as 

metaphors. :He cautioned himself that he should be a modest man like the crescent. 

In a different situation, the circle of the full moon was related to the eternity of the 

cosmos. In the poem "Facing toward the Moon after a Rain," he stated: 

In the dark-blue skya circle is undulating, ~X-$(?;~~, 

It is so bright that spreads ten-thousand li of clear brilliance. a2~âJj·_m.a~ 

The night clock echoes among the soundless courts and buildings, ~$m 

mlWCf, 

Silently l attempt to understand the ceaselessly circulating principle.160 ar~ 

~~!QiIfJLo 

The "ceaseiessly circulating" hints at the circle of the full moon and meanwhile 

indicates the eternity of the cosmos. Under either the full moon or the crescent, the 

moonlight evoked his contemplation and sharp observation. 

158 Yongzheng, "Huixin chu shibi 4l;:JL.'~-lJ\~," in ibid., 146. 
159 Yongzheng, "Xiari Qinzhengdian guan xinyue zuo l B lb~~)(.m~.F.l ft," in ibid., 149. 
160 Yongzheng, "Yuhou duiyue oucheng ffi FPxt .F.l f~nlt," in ibid., 178. 
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The relationship between Y ongzheng's leisure in the garden and his enhancement of 

virtue was closely related to his religious contemplation. Y ongzheng greatly 

enhanced the status of Confucianism during the Qing dynasty while writing many 

articles to interpret Confucian classics. After taking the throne, he granted 

Confucius' fifth-generation descendent the title of King. He also believed in and 

studied Buddhism and Daoism Before taking the throne, he had been in close 

contact with monks. He named himself the Buddhist Resident of Round Brightness 

(Yuanming jushi lm 13Jl.m±) and took part in the debates among various Buddhist 

schools. 

In the preface of his Yongdi shljï (Poem anthology of the Palace of Prince Yong) , 

Yongzheng wrote (with myannotations in brack.ets; for the original Chinese text, see 

text 6 in appendix 4): 

In the past when 1 lived in the Palace of Prince Y ong, 1 regarded myself as 

the greatest leisure man in the world. But the so-cal1ed "leisure" [xian PfJ] is 

not a repetÏtÏon of the [ancient story of] Ji Mountain and Ying River or the 

kind of flaunting wi1ls and ambitions in bamboo groves. 1 was born in the 

prosperous age of this countrywhen the three rebels were suppressed and 

peace was everywhere. 1 was affected by my respected father [Emperor 

Kangxi] and spoiled myself under his knees. 1 was granted a prince palace. 

After closing the door and resting in the palace, 1 have nothing to do. The 

territory of my residence is so leisure. Furthermore, my personality does not 

like ostentation. 1 am not k.een on wealth and nobility, nor do 1 worry about 

being poor and lowly. 1 onlyexpect to spend time and thus feel joyful 

anywhere. Where myemotion projects itself is so leisure. Although 1 have 

lightheartedly strol1ed [y0'9'0u 1Jtiijf] and been a leisure man for over forty 

years, if there had not been myfather's great kindness of teaching me, 1 

would have no achievements. 

[The famous hermits Xu You if ES and Chao Fu ~:X: in the cime of the 

legendary emperor Y ao ~ were said to live at the feet of the Ji Mountain. It 

was said Xu You once lived by the Ying River. The later generations use the 
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Ji Mountain and Ying River to signify hermitage. The "bamboo groves" 

signifythe "seven virtuous men in bamboo groves" of the Jin dynasty. They 

liked to speak on mysrical things in bamboo groves. It is interescing to note 

y ongzheng repeatedlyemphasized that he was a "leisure" man and enjoyed 

the joyof being leisure. He linked his leisure with his filiality to his father 

and indifference to ostentation]. 

1 am often not good at poems. When 1 accompanied my father to the 

northem territories or the Jiangnan, my father sometimes ordered me to 

write a poem under the ritle given by him. 1 reluctantly responded in order 

to make him happy. At the beginning, 1 did not pay attention to the rhythm 

of words and sentences. As for the occasions when 1 attended a banquet or 

climbed high to look into the distance, or when things evoked myemotion, 1 

would write poems based on my feelings or record events with poems so as 

to mold my temperament. How could it be said that my poe ms intended to 

compete with literati's? With the passing of time, poems get larger and 

larger. 

[Y ongzheng expressed here the close relationship between his emotions and 

his poetry]. 

ln the winter of the mryin year [1722],1 inherited myfather's will and took 

the administration of the country. Reviewing documents one after another, 

my work is busyand onerous. Eacing late and dressing up early, 1 care about 

everything of the country. Getting up earlyand sleeping late, 1 dare not seek 

a rest. The past lightheartedly wandering has changed into the present 

vigilance, diligence and caring. The poetizing on moming fIowers and 

evening moon has changed into the present contemplation in bleak winters 

and sununer rains. 

[Y ongzheng expressed in this passage his missing of the "lightheartedly 

wandering" in the garden when he was young. He did not put the leisure 

situation in the garden opposite to his busyadministration, rather he 



attempted to express that his CUITent diligence evolved from his long-time 

self-cultivation of leisure]. 
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Reviewing these old poems, how much 1 feellost. Recalling the past "leisure 

territory and leisure emotion" [xiatyïng xianqing I*]:!:ll*] 'tff J, they seem too far 

away from me now. 1 write this preface for my Poem Anth%gy of the Pa/ace of 
Prince Yongto express myintentions.161 

[The search for a "leisure territory and leisure emotion" continued 

throughout his life]. 

y ongzheng expressed a central idea of his life philosophy- "leisure." He regarded 

himself as the "greatest leisure man in the world" and connected his "leisure 

emotion" with his modest personality and his indifference to both "wealth and 

nobility" and "poor and lowly." Importantly, such a leisure situation was not 

nihilism but rather a kind of emotion evoked by beautiful garden scenes. His poems, 

mostlyon morning flowers and the evening moon over the garden, were completely 

based on his leisure feelings rather to compete with literati's. He pointed out the 

close relationship between his "leisure territory and leisure emotion" and established 

the connection between this leisure situation and the virtues of integrity and 

smcenty. 

The Palace of Prince Y ong was his residence within the city prior to residing in the 

Garden of Round Brightness. The palace had its garden. In the preface of his Yue 

xin;ï (Anthology of delightful heart), Yongzheng wrote (with myannotations in 

brackets; for the original Chinese text, see text 7 in appendix 4): 

My life al"WaYS takes simple elegance as its principle. My personality is quiet, 

self-appreciative, satisfied with my own fate, peaceful in accordance with 

circumstances. When 1 lived in the Palace of Prince Y ong, although it was 

located in the bustling area, in my sleep 1 felt tranquil, remote, at leisure and 

open and seemed to transcend the dusty world. However, 1 did not let my 

161 Yongzheng, "Yongdi shiji xu ~ln.$i~~ff," in ibid., 235-36. 
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body and heart idle, and browsed manyanthologies edited by others in my 

spare time of studying classics and historical books. If 1 found those 

wonderful articles and sentences that can provoke my interest, expel my 

leisure or express my des ire of transcending, 1 col1ected them and simply 

compiled them. These texts, as the bright moon hangs in the c1ear sky, or as 

cool wind expels summer heat, or as seasonal flowers brighten eyes, or as 

birds sing in woods, or as springs flow melodiously in deep mountains, or as 

clocks strike at midnight, can eliminate stagnancyand wash away uneasiness 

and noises. They make me feel open-minded, spirituaily delightful and 

extremely free and comfortable. 1 therefore selected sorne of these texts at 

will and put them on my table for casual reading. 

[Y ongzheng described his life principle as seeking "simple elegance" and 

differentiated his "leisure" attitude from "idling." It is interesting to note 

that he used a series of metaphors from garden scenes to express the 

enlightenment that he obtained from his readings; for example, the phrase 

"the bright moon hangs in the clear sky" indicated the enlightenment in his 

mind]. 

5ince being in charge of national affairs, 1 have been working dayand night 

and cannot help missing the past delightful things, which are not available 

anymore. However, the control of tranquility is not influenced by motion of 

things; and the extreme of simple elegance cannot be changed with the 

change of environments. This is certain and 1 believe it. 1 therefore compile 

what 1 col1ected into a book and named it Anthology of Delightful Heart. 

The heart is the human being's divinity. It is the origin of ail transformations 

and things. If the heart is burdened, it will feel bitter; if bothered, uneasy; if 

hidden, opaque; and if suffocated, stagnant. Bence, ancient sages teach us 

clearly to pacify and clean our hearts. Buddha has talked about the bright 

heart [mingxin aA Il)] and the tranquil heart [;iXin ~Il)]. The principle is no 
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more than the void and subtletyof the self-restraint heart. If such a heart is 

not burdened and completely fused with the prirnary qi of the harmonie 

heaven and earth, any place can be reached and anything can be obtained. It 

is the same as Confucians' sitting in spring breeze and bathing in the Qi 

River, or as Daoists' inhaling dews and eating rosy douds, or as Buddhists' 

wisdom rains and fragrant flowers, or as ancient sages' talks of rain, moon, 

light, wind, the root of he aven and the cave on the moon. Since their 

principles are the same, aren't their purposes and interests the same? 

Therefore, in this anthologythere are words of Zhuangzi, words for leisure, 

words for freshening up, interesting words, words which are easyto 

understand and without signifying anything. The persons who touched the 

texts are officiais, hermits, Confucians and Buddhists who are famous or 

autonomous, or non-experts. 

[The "bright and tranquil he art" echoed with the brightness and tranquilityof 

the Round Brightness. If a heart was completely fused with the prirnary qi of 

the harmonie heaven and earth, the ultimate perfection could be reached. 

Such a situation implied the fullness of the Round Brightness. The Qi River 

flowed through Qufu, the hometown of Confucius. For Y ongzheng, no 

matter what religious connection could be made, this "bright and tranquil 

heart" was the fundamental existence]. 

Generally speaking, we need to be vigilant against greed and arrogance, avoid 

worrying and open up contemplation, inhabit the dear and tranquil heart, 

wander the happy land, talk freely about the far and near, and use simple 

expression while meaning deep significance. By doing so, between looking 

down and up we meet our hearts all the time. Although the environment can 

be bustling and noisy, what is not bustling and noisy can orny be at the heart. 

Somebody seeks to live in remote and quiet lands capes but still cannot avoid 

the disturbance of anxiety, somebody lives in a noisyenvironment but feels 

peaceful and carefree. This is the difference of observing and not-observing 

the Dao. In the past, a Chan master, Mr. Lang ~)j, wrote to another Chan 

master, Yongjia jk~, to invite him to live in the mountain. But Yongjia 
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answered: "If one does not observe Dao before dwelling in a mountain, he 

sees only the mountain rather than Dao. If one observes Dao before 

dwelling in the mountain, he sees Dao but certainly forgets he is in the 

mountain. For the one who sees Dao but forgets the mountain, he feeIs 

peaceful even in the dusty world; for the one who sees only the mountain but 

forgets Dao, he feeIs restless even in the mountain." These words are exactly 

what 1 intend to say. Onlythose who understand this meaning can begin to 

read my An/h%gy of Delightju/ Heart. 162 

[The situation of "see Dao but forget the mountain" did not mean that the 

mountain was not important, but rather that the heart was completely fused 

with the view of the mountain and they became one. In order to reach the 

fusion of one, the emperor had to "inhabit the clear and tranquil heart, 

wander the happy land," and "look down and up," just as he did in the 

garden. Such activities, as he said, improved his "vigilance against greed and 

arrogance"]. 

y ongzheng aIso interpreted the ultimate unity of one from the Confucian 

perspective. In the essay "A Teaching Text for the Court Lectures on Oassics" 

Gingyan jiangyi ~~~iJt )(), he explained his understanding of the Confucian idea 

"timely middle" (shizhong at I:j:l). A partial translation of this essay is as follows, with 

myannotations in brackets (For the original Ollnese text, see text 8 in appendix 4): 

... "What is called 'middle' is the ultimate principle of the world. What is 

called 'harmony' is the ultimate Dao of the world." The "middle" and the 

"harmony" belong to the same principle. Theycannot be regarded as a 

distinctive two, nor can they be taken as an ambiguous one. The principle of 

the "middle" aIreadycontains the "harmony." If the "middle" has reached 

the ultimate, but the "harmony" still remains separate, this "middle" must 

not be ultimate. The Dao of the "middle" alreadycontains the "middle." If 

the "harmony" has reached the ultimate but the "middle" remains separate, 

the "harmony" must not be the ultimate. Only if each of them has its 

162 Yongzheng, "Yuexin ji xu m,L.'~ff," in ibid., 258-59. 
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the heaven and earth will be positioned and all things will be raised; the 

profitable function can be ready. 
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"When the ultirnate middle and harmony is reached, the heaven and earth 

will be positioned and all things will be raised." The inherent character [xing 

'l:t] is called the heavenlyfate, which heaven, earth and aIl things share 

together. The "middle" is the essential one, and the "harmony' dissolves 

differences. 

[The idea that if "the ultirnate middle and harmony is reached, the heaven 

and earth will be positioned and all things will be raised" is quite similar to 

the idea that if a heart was "complete1y fused with the primaI}' qi of the 

harmonic heaven and earth, any place could be reached and anything could 

be obtained," which was stated in his preface of the Anth%lfJ' ofDe/ightfu/ 

Heart]. 

When the ultirnate middle-harmony is reached, everything is positioned and 

raised. This is the so-call nature [ziran § ~], but sages don't daim it as their 

credits. It is therefore said: "Heaven and earth have no intention but can 

create nature; sages have intentions but do nothing purposefully[wuwei 7ëjJ 

]. 

"A virtuous man's middle way[zhonlfJ'ong I=j:l JI] is his being timelyand on the 

middle [shizhong]." As for the word "middle" of the term "timely middle," 

many teaching texts interpret its tone of pronunciation as the fourth one, but 

this does not exhaust the essence of its meanings. The "middle" of a 

virtuous man is to respecdully unify all his behaviors towards the middle. 

The "behavior" of a vÏrtuous man is to sincerely implement the middle in his 

behaving. Otherwise, the "time1y middle" cannot he realized. This is my 

. mterpretanon. 

[There are basically four tones in the Chinese language. The character zhong 

I=j:l has in fact two tones: the first and the fourth, each of which indicates 
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different meanings. The first-tone character means "middle;" the fourth

tone, "appropriate or exactly." Yongzheng preferred the first-tone meaning, 

namely"middle," in his interpretation of the concept shi-zhong. This detail is 

quite significant, because it shows that for him the Confucian concept 

"timely middle" should first be understood based on the vision of "middle" 

rather than its metaphorical meanings. As he explicated, "the 'middle' of a 

virtuous man is to respectfullyunifyail his behaviors towards the middle." 

This virtue of "unifying ail behaviors towards the middle" was vivid1y 

expressed by his vision of Round Brighmess]. 

[As the book Zhongyong states,] "onlythe ultimate sincerityshared bythe 

whole country can let us establish the highest principle for administrating and 

stabilizing the country and know the transformation of nature." The usual 

interpretation thinks that establishing the principle and knowing the 

transformation are applications of ultimate sincerity. l rather think that they 

are the very body of ultimate sincerity. Ultimate sincerity is the universal 

heavenly truth that is true without absurdity. The highest principle and 

essence of the world and the transformation of nature ail are contained in 

inherent character. Beyond the highest principle, essence and 

transformation, there is no ultimate sincerity; or vice versa. The whole body 

of ultimate sincerity contains everything, and this is so natural and simple as 

such [~ran er'ran Êl ~ ffiJ r~]. If we take these sentences [from classics] 

literallyand understand them as the applications of ultimate sincerity, l am 

afraid such an understanding is not thorough yet ... 163 

[The connection between virtues and the ultimate one was further developed 

into the idea that "the whole body of the ultimate sincerity contains 

everything." The model of interpreting classics in the court started with the 

emperor Wudi of the Han dynasty. In the Qing, there was a seminar on 

classics at the Wenhua Palace each spring and summer. After the lecturer's 

instruction, Y ongzheng would give his own interpretation. It is clear from 

163 Yongzheng, "Jingyan jiangyi §,~~ijj: 5(," in ibid., 267-68. 
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the above text that Y ongzheng extended the definition of the Confucian 

concept "middle" into the Daoist concept "harmony." For him, the ultimate 

integration of middle and harmonymeant "nature" [ziran]; the 

transformation of nature was not an application of the "ultimate sincerity," 

rather, it was the "whole body [embodiment] of the ultimate sincerity"]. 

Compared with his father's philosophical exploration of the virtue of Round 

Brightness, Qianlong's reflection on this issue was frequentlyexpressed in his poems 

of the Forty Jing. In the first)ïng, Uprightness and Brightness, he stated: 

A blue-green grass reminds me of showing frugality, W'1j[}i!:l,7F#L, 

A still mountain makes my body close to humaneness.164 ÙJ lttf21s:f& 1= 0 

The title of the Jïng itself, Uprightness and Brightness, expressed the cohesion of the 

heart and appearance intended by the emperor. In the poem of the twenty-first Jïng, 

Orchid Fragrance over the Water, Qianlong stated: 

How is the garden residence only to serve [my] touring and gazing? lm fiS a 

ln the whole day, 1 watch the agricultural activities from my window.165 lF- a.t 

These sentences expressed his concem in regards to agriculture and the life of 

common people. WÏth such a symbolism, an agricultural field was a typical setting in 

the Qing emperor's gardens. In the poem of the twenty-third Jïng, Lian Xi's 

Wonderful Place for Study, he stated: 

The water gallety looks upon clear waves, 7J<.HfJff~~l, 

Skylight spreads over the water surface of several qing. :1Ç7't~~Jm 0 

The virtuous man [i.e., the lotus flower] here has been my mentor, :t3TM 

Who needs that huge lotus flower in heaven?166 1PJ~.m*3S.#o 

164 Qianlong, "Zhengda guangming .iE:k7'tHJj," in Yuanmingyuan sishijing t"!Y0ng, ed. Zhongguo 
yuanmingyuan xuehui (Beijing: Zhongguo jianzhu gongye chubanshe, 1985),7. 
165 Qianlong, "Yinshui lanxiang Ep7.k ~ i'," in ibid., 47. 
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The "virtuous man" signified the lotus flower. This metaphor was based on Zhou 

Dunyi's jj!fJtti2.Y1, a Neo-Confucian philosopher of the Northem Song dynasty, 

famous essay"Writing on [My] Love of Lotus," which said, "Lotus, the virtuous man 

of flowers.,,167 Although Qianlong claimed the lotus flowers in the garden had 

already satisfied his need for virtues, he in fact implied that the lotus flowers in his 

garden had no difference from the legendary lotus flower in heaven. 

For Qianlong, living in the garden'\VaS an effectuaI wayfor enhancing virtues. In the 

poem of the thirty-sixth Jïng, Bathing Body and Increasing Virtue, he stated: 

The autumn water is in hannonywith the skylight. fk7.K *X'@.o 

[It is] neither exhausted nor overfilled, /f'~JF/f'?~t 

Onlysuch [a situation] is the virtue of a virtuous man. ~'ttttTt.w;o 

1 look upon the empty brightness [of the water], flt*{JN~aA, 

ln this mirror 1 recognize myself silendy.168 îl!V- m7\;tB i.R ° 

The water in the poem indicated the huge lake, Fortunate Sea, whose mirroring 

surface produced a "round brightness." As the tide of the Jïng expressed, bathing the 

body in the brightness of the round lake could enhance virtues. Reflecting the 

brilliant moonlight, the brightness of the round lake enlightened his consciousness

"1 recognize myself silendy." 

Sorne tides of the Forty Jing clearly indicate both the view and the virtue. In the 

poem of the thirty-seventh Jïng, Boundless Openness, he stated: 

[Foreword:] The northem window is widelyopen in the long summer. The 

fragrance of water keeps on wafting to me. [The view] reallyopens up my 

bosom. 

[poem:] 

A mountain won't let earth slip away, 13 W /f' il±, 

Therefore, it becomes so high. ïS5l:f~ jli11jU® ll1Ao 

166 Qianlong, "Lian Xi lechu .rJ1f-!lt," in ibid., 5I. 
167 Ibid. See the third annotation by the editor. 
168 Qianl "Z h d'" Él. ,y~ '--do "' 'b 'd 65 ong, aos en yu e 1*71 f1:f1.ïS<, mil., . 



A river won't be picky of any small strearns, 1f1ij/G1f~tE, 

Therefore, it becomes so wide. $1~~5$5$o 

This is so-called boundless openness, ~Z i~ A -0 , 

1 therefore use it to name [this jing]. rm ~ ~ 1S Jl:t 0 

Whenever 1 fee! fresh, peaceful and leisure, 11!f!J 111 ~~ ~ I*l , 
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1 lean [on the window sill] and look over [the lake] honesdy, delightfullyand 

respectfully.169 1t!Jj~~* P-, 0 

The concept of "boundless openness" came from Cheng Hao's fj!J~, a Neo

Omfucian philosopher of the Northem Song dynasty, statement "The knowledge of 

a virtuous man is no other than the boundless openness.,,170 For Qianlong, the 

boundless openness of the view identified that of his bosom. 

Another issue which connected the view and the virtue is depth. In the poem of the 

fortiethjing, ln Depth of Remote Dwelling (Fig. 10), Qianlong stated: 

Rattling bamboos in the autumn, ~~t'Jjffitk, 

Standing pine trees under a moon night. ~"'?t~ J313[o 

If [1] seldom stay here [to study], ~.ÀJl:td>~ il, 

How can [1] sense the passing of cime? ~ ~Q ~ J3 ~frf.? 

[1] am willing to be a Confucian virtuous man, !! 7'J:g T 11 , 

Rather than do a leisure stroll [as a Daoist ].171 /G 11= J1ili W1 0 

Because the fortieth Jïng was the place where tee nage princes, including Qianlong, 

studied, it is at this place that Qianlong attempted to emphasize the traditional 

connection between scholarlydiligence and Confucian thoughts. The tide of theJïng 

and the last sentence expressed the connection between a deep view and the deep 

heart; especially this jing is the last stop of the joumey of the Forty Jing. 

169 Qianlong, "Kuoran dagong m~A0," in ibid., 79. 
170 Cheng H.ao, cited in an annotation in ibid. 
171 Qianlong, "Dongtian shenchu rJRJ:.R~~," in ibid., 85. 
END OF ŒIAPTER-ONE FOO1NOTES. 
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CHAPTER TWO JING 

The vision of Round Brightness with its cosmological and ethical meanings was 

embodied by the multiple Jïng of the garden. The brightness not only diffused along 

the route of the Forty Jing but aIso was composed byeach Jïng. One of the principle 

questions ask.es: is the transcendental round brightness essentially related with the 

physicalJïng in this garden? To answer the question, a historical analysis of the 

concept ofJïng is necessaryto demonstrate the essence of the relationship. Through 

focusing on multiple Jïng in this garden, the vision of Round Brightness can be 

intentionally obtained. 

2.1 Meaning of the Jing in Garden and Landscape Literature 

The Jïng as the unity of both mind and scene has gone through a historical evolution. 

The earliest known discussion of Jïng was in the Moist canon, Mo:d (5 th cen. Bq, 

which defined Jïng as "what is statÏcj when sunlight comes, it will disappear.,,172 Here, 

the Jïng hints at "shadow." The similar meaning of Jïng can be found in the Kao gongJï 

(Records of thinking on constructions, 3rd cen. Bq, which states, "Observe the sun 

and the jing to know directions." 173 The Jïng here means the "shadow emanating from 

sundial with sunlight projecting down" (1be quotation marks here and hereafter in 

other similar situations indicate my interpretations). It is clear that around the 

Warring States period the two characters:Jïng:J: andying ~ (shadow) were not 

differentiated, and the understanding of shadow was closely related to sunlight. 

During the Han dynasty, the J'ing as a bright existence was emphasized and its 

connection with cosmology was established. In the Huainan il, Liu An wrote: 

The Dao of heaven is called the roundj the Dao of earth is called the square. 

The square is in charge of the deep and remotej the round, the bright. What 

is the bright is something that spits out qi. Therefore, fire is called the 

172 Mozi (Mo Di, Spring & Autumn) , Mo/ïn, in Mo/ïn jiaoshi, anno. Liang Qichao, in Yan Lingfeng ed., 
MoifJïcheng. v. 19 (Taibei: Chengwen chubanshe, 1977), 112. 
m Kao gongJï Oate Warring States), in Ren Jiyu ed., Zhongguo kexue jishu dia'!ii tonglu: jishu juan: juan 1 
(Zhengzhou: Henan jiaoyu chubanshe, 1993), 193. 



external Jïng. What is the deep and remote is something that contains qi. 

Therefore, water is called the intemaIJïng.174 
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~i1îElIm, !1hi1îEl1J 0 1J~±~, ~~±E)j 0 E)j~, 1l±~~tE., iË:i5Jek.El 

;r~jJ{, ~~, *~~iE., iË:i5Juj(El!*JjJ{o 

The Jïng was defined as the flowing brightness- qi. There was a cosmological 

connection between Dao, a round forrn, brightness and Jïng. 

In the "Rhapsodyof the Western Capital," Zhang Reng *00 described: 

The curving-up roof, .& * jblt , 

The flying eaves. ~*1~~ 0 

The flowingJïng brightens the interior, 1.mjJ{!*J lffi., 

And draws the light of sun and moon.175 'J 1 am B J3 0 

TheJïng here indicates a "moving bright view," which could be brightened byeither 

the sun or the moon. 5ince the jing could "brighten" an interior, the concept of Jïng 

was now differentiated from shadows and emerged as an inde pendent phenomenon. 

In the "Rhapsodyof Lingguang Palace of Lu," Wang Yanshou 3:M% stated: 

A high terrace is at the center of a pool; ~ 'Êl' liai 1-tl!., 

It circulates up to nine levels. m ŒIl npx: 0 

[On the top of the terrace, 1] sit at the center under the fallingJïng; t:p ~~ 

And overlook the shooting stars.176 1JfH.mmtlIt 0 

174 Liu An (Western Han) et al, Huainan :?;j, in Huainan:?;! quatryi, anno. Xu Kuangyi, (Guiyang: Guizhou 
chubanshe, 1993), juan 3 "Tianwen": 107. A published translation of tbis part is as follows: 

The Dao of Heaven is called the Grcmar; the Dao of Earth is called the Square. The square 
governs the obscure; the circmar governs the bright. The bright emits qi, and for this reason 
fire is the external brilliance of the sun. The obscure sucks in qi, and for this reason water is 
the internallurninosity of the moon. 

(See John S. Major, Heaven and Eat1h in EarIY Han Thought: Chapters Three, Four, and Five of the Huainan:<;j. 
[Albany, NY: State University of New York Press, 1993], 64-65). 
175 Zhang Heng (Eastern Han), "Xijing fu," in Xiao Tong (Southern Dynasties), Wen xuan (Shanghai: 
Shanghai guji chubanshe, 1998), 12. 
176 Wang Wenkao (Wang Yanshou) (Eastern Han), "Lu Lingguangdian fu yishou," in Xiao Tong, Wen 
xuan, in Wenxuan quatryi, anno. Zhang Qicheng et al (Guiyang: Guizhou renmin chubanshe, 1994), 
645. 
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The "fallingJÏng" is a vivid description of moonlight. Because he was "overlooking 

the shooting stars," the jïng must be moon related. 

In the poem "Movement of Time," the writer Tao Yuanming ~~II3A (WestemJin) 

stated: 

[Foreword:] The poem "Movement of Time'" is for touring in late spring. 

Spring clothes have been wom, and the jïng and things are in harmony. 1 

wander solitarily in an occasional jïng, and happiness and emotion interweave 

with my heart. 

[Poem:] The distantjïng, carries my happiness and mygaze.177 ~~~~, ~ 

The firstjïng indicates sunlight; the second, "a place under sunlight;" the third, "a 

distant view in sunlight." It is important to note that the jïng began to be related with 

an individual's emotion and held multiple meanings. In the "Rhapsody of Leisure 

E . "h motIon, e wrote: 

1 wish to be a shadow in daytime, l!:tEJEtITôjg~, 

Followtangible forms here and there. m'1&%ITôiffi*o 

1 feel sad for a shiningfusang tree, ~~~ ITô ïfAï.7't , 

When ajïng is over its [the tree's] brightness is hidden. 1it:J(~ITô.I3A 0 

The sun carries its shadow all the time, E3 ffJ.~ B1~~, 

The moon flatters thejïng at the end of clouds.178 .f.J Ml:llT~~ 0 

In Chinese mythology, the fusang tree stands at the place where the sun rises. The 

first)ïng me ans sunlight; the second, a "distant bright view." The Chinese term of 

"shadow" here is ying instead of jïng. It is clear that the tenn "shadow," ying, was 

completely differentiated from the tenn jïng at that time. 

177 Tao Yuarunin (Eastern Jin), "Shi yun," in Tao Yuanming qua,yi (Shanghai: Shanghai guji chubanshe, 
1998), 1-2. 
178 Tao Yuarunin, "Xianqing fu," in Tao Yuanming qua1fji, 31. 
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In the poem "Watching the Late Guest from the Southem Tower," Tao Yuanming's 

peer, the landscape poet Xie Lingyun ~j ~:iË, wrote: 

The round Jïng has been full for a long time, l2lI ~ lf! sm, 

Myfriend has not arrived.179 1!A~*~o 

In this case, the "round Jïng" signifies the full moon. His concem for his friend, his 

desire for a reunion and his dis pair over waiting were fused with the round 

brightness of the full moon. In the pre amble of the poem on the Prince of Wei, Xie 

wrote: "In the world, a good time, a beautiful Jïng, an appreciative heart and a happy 

event are hard to be together in the meantime.,,180 The Jïng here indicates the "view 

of a beautifullandscape." It can be argued that the concept of Jïng in the Southem

Northem Dynasties period began to indicate a view of a landscape, which was 

brightened bythe projection of sunshine or moonlight. Furthermore, theJïng 

surprised the spectator and was beyond the control of his intention. 

The meaning of Jïng as a specifie garden or lands cape view began to emerge in the 

Tang dynasty. In the poem "Enjoying Coolness in a Buddhist Temple," Wei Yingwu 

-=Bm4m wrote: 

The mountain Jïng is quiet and obscure, W ~a s 1If!J, 

The temple in wildemess becomes vast and hazy.l81 Jf~~:g::g: 0 

The Jïng here indicates a "view of mountain landscapes." Although there was no 

emphasis on the brightness of the Jïng, it can be imagined that the Jïng should have 

been bright in order to be a view. In the poem, "Presenting to the Official Wei for 

His Promotion," the landscape painter and poet Wang Wei .:Et! wrote: 

The cold pool reflects feeble grasses, *~[;n:R1jr, 

Phoenix-tree leaves scatter on a high lodge. r\SJ~~iI;iEm 0 

At such a late time of the year, IffuJ.lt3'71J~, 

179 Xie Linyun (Southern Dynasties), "Nanlou zhong wang suo chi ke," in the appendix of Tao 
Yuanming quao/i, 101. 
180 Xie Linyun, "Ni Wei daizi ye zhong jishi ba shou bing xu," in ibid., 105. 
181 Wei Ymgwu (Tang dyn.), "Jingshe naliang," inQuan Tang shi (Beijing: Zhonghua shuju, 1985), v. 6: 
1980. 



l look at the Jïng and sadly chant for the old man. W~:J: g;,j( W ~ 0 

Myold friend can no longer be met, w~A/f~~, 

Solitude faIls on the eastem wOOdS.182 ~~f*** 0 

105 

The Jïng was the view of what the first two sentences described. The" cold pool," 

"feeble grasses," "phoenix-tree leaves" and "a high lodge" indicated that the Jïng was 

a garden scene. In the "Deer and Firewood," a poem on one of the twenty Jïng of his 

famous Wangchuan Villa, Wang wrote: 

There is nobody in the empty mountain, 3:: ÙJ /f ~A, 

But l seem to hear echoes of human voices. {13 llfJ A la njPJ 0 

The retumingJïng penetrates into the dense forests, jg:J:À~**, 

And brightens up again the green mosses.183 ~Jffi W 1f L 0 

The Jïng here means sunlight which brightened the view of landscapes. 

The concept of Jïng as a view of a beautifullandscape was fully developed through 

Tang poetry. In the poem "Living Overnight at the Cuiwei Temple on the 

Zhongnan Mountain," the poet Meng Haoran k~?t, stated: 

Although Confucianism and Daoism are different religious schools, il)!!!§. 

~f1, 

As for douds and forests theyare the same. ~ **~ [PJ iJliJ 0 

Two hearts delight in meeting with each other, W3 IL.' %ifêl 1~ , 

[We] exhaust theJïng in an enjoyable talk and laugh.184 ~~~i~~o 

In this case, the Jïng indicates an "appreciable view of landscapes." In yet another 

poem, "Paddling at Yupu Lake in the Moming," he wrote: 

Paddling expels my depression, f.Hf § 7ë 1:t5] , 

At this moment a dearJïng opens Up.185 t5L1J[Hj:J:f.fro 

182 Wang Wei (Tang dyn.), Wang Wei qUa/yi (Shanghai: Shanghai guji chubanshe, 1997),6. 
183 Ibid., 70. 
184 Meng Haoran (Tang dyn.), Meng Haoranji, in the appendix of Wang Wei quanji, 154. 
185 Ibid., 158. 
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The Jïng here means "a bright view oflandscapes." The phrase 'jïng opens up" 

demonstrates that a Jïng did not always exist and was different from the mere view of 

things. The opening-up of the Jïng was also the enlightenment of the heart. 

In the Tang dynasty, aJïng eould be big or srnall. In the poem "Wateh in Spring at 

Linling," the landscape writer Liu Zongyuan f9p * 5G wrote: 

Gathering myemotion, 1 look admiringlyat the expansive jing, {~Hff 3:: ~ 

The ten-thousand-mile shadyCangwu Mountain.186 7J 1t1Em~)j 0 

The Jïng here indieates the "the expansive view of the Cangwu Mountain range." A 

similar expansive Jïng was experienced by Liu Y uxi ~IJ ~ m, who stated in a poem: 

"Ten-thousandJïng gather up toward me [7J ~tt*]."187 In this example, the larger 

Jïng was eomposed of multiple individual Jïng, each of whieh designated a specifie 

scene of the landscape. For both the authors, the gathering of Jïng was a moment in 

time for the gathering of emotion. 

Once the Jïng could be formulated on a srnall seale, the attention was shifted from 

landseape views to garden scenes. The meaning of Jïng as a specifie view of a 

landscape, which emerged in the Tang dynasty, was solidified and transformed into a 

specifie view of a garden scene during the Five Dynasties. In the poem "Wandering 

of Aristoerats," LiuJian ~IJ*t wrote: 

Playboys in embroidety clothes are having a banquet by the pool, ~::& -0 T 

The prettyJïng fuses with fragrances of ten-thousand flowers.188 ~JJ(~~7J 

ft 750 

186 Liu Zongyuan (Tang dyn.), "Lirùing chun wang," in Liu Zongyuanji, anno. Yi Xinding (Beijing: 
Zhongguo shudian, 2000), 623. 
187 Liu Yuxi (Tang dyn.) , "Xixin ring ji," in Sun Xiaoli, Zhichi shanlin:yuanlinyishu wencui (Shanghai: 
Dongfang chubanshe, 1999),29. 
188 Liu Qian (pive Dynasties), "Gui you," in Li Diaoyuan (Qing dyn.) ed.,Quan Wudai shi (Chengdu: 
Bashu shudian, 1991), 333. 
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The Jïng here means "garden scenes." Once the Jïng began to indicate a specifie view, 

which appeared near the spectator, the term was frequently used for what the viewer 

observed in a garden. In addition, the Jïng of a garden was connected to the 

development of virtues. In the poem "Courtyard Reeds," Li Zhong * ~ connected 

the Jïng with the aesthetic and poetic feelings of human beings: 

The moral character is clear in bamboo, ~ mm ~t'r , 
TheJïng in a poet's eyes is the remotest.189 i~*jJ(:ll~ 0 

ln this case, the Jïng was defined as "a garden scene" which was connected with a 

deep heart. With the clarification of the individual Jïng, attention began to be paid to 

the depth of such a Jïng, which echoed with the remoteness of the he art. 

During the Five Dynasties, a clear idea that a Jïng was typically beautiful was 

established. In the poem "Residing in the Chishui Temple on Qingming Day," Luo 

Gun ~ t{ wrote: 

Turbid wine cannot beartheJïng beyond douds, 1!R~/1'~k~~rjJ(, 

Green peaks cool off springtime in front of the temple.190 ~*~{t~iW 

~o 

The ;i"ng here indicates "a view of a distant landscape." ln Chinese culture, wine was 

a poet's friend, but a Jïng could be more attractive than wine. In the poem "Residing 

at the Qixian Temple in Autumn and Missing a Friend," Du Xunhe t±lüi~ wrote: 

Only after chanting poe ms again and again do 1 see the ;ïng, =t!!f pt 11 ~:Il, 

It is pitiful that 1 cannot share it with my friend. l91 ~ t~ /G [P] ~ 0 

ln this case, the Jïng is an example of "a prettyview of landscape in the mind." It is 

interesting to note that the Jïng could be obtained only through a poetical perspective. 

ln the poem "The West Garden in Early Spring," Wang Zhou I%J stated: 

Howto take trus;ïng? ~Q1PJ~~.Lf:t~, 

Adjust and bring it into a painting.192 t&~ rt:u 00 ~ 0 

189 Li Zhong (pive Dynasties), "Ting wei," in ibid., 709. 
190 Luo Gun (pive Dynasties), "Qingming Chishuishi ju," ibid., 16. 
191 Du Xunhe (pive Dynasties), "Qiusu Qixianshi huai youren," in ibid., 45. 
192 Wang Zhou (pive Dynasties), "Zhaochun Xiyuan," in ibid., 164. 
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The Jïng here means "a view of garden scene." It is interesting to read that the Jïng 

was connected with a garden and could be recorded bya painting. It can he said that 

the concept of Jïng as a pretty view of landscapes or garden scenes was established 

during the Five Dynasties, a politically unstable period in Chinese history. 

In the Song dynasty, the definition of Jïng was more connected with its objective 

eXlStence. In the poem "A Spring for CDmmon People," Wang Yuanzhi .:EJëz 

wrote: 

Delight in things is like being created by he aven, 4m~ ~ ::Rjj![, 

The Jïng of things has no end.193 !lm J(::f El ~ 0 

The jing in this poem points to a meaning of "views of things." The "thing" was an 

important concept of the Neo-CDnfucianism in the Song dynasty. In yet another 

poem "Olanting at the Tower of Waves-under-Moon," the same author wrote: 

If a goodJïng is not encountered bypeople, ~J(::f:itlA, 

How can its fame last?194 ~{~~ 11- OO! 

The Jïng here means "a pretty landscape." The differentiation between Jïng and an 

individual demonstrated that the Jïng was talœn more as an objective existence than 

before. In this case, the observer's own emotions were not as blended with the view 

as would eventually occur in later dynasties. 

Once the Jïng was lœpt as an objective existence, the spectator's subjective influence 

over the Jïng was more controlled. In the poem "Writing at the West Pavilion te 

Respond to the Official Y oushengpushe," Xu Xuan ~~ stated: 

AJïng follows what a viewer likes, J( ~~FJf i'ï1O, 

A thing seeks its own appropriateness.195 !Im~~Jt:§: 0 

In this poem, the Jïng denotes "a view of landscape perceived by the spectator from a 

particular position." People in the Song dynasty began to realize that a Jïng could be 

selected and began to build structures within a garden to include an intended Jïng. In 

193 Wang Yuanzhi (Song dyn.), "Shuzi quan," in Wu Zhizheng (Qing dyn.) ed., Song shi chao (Beijing: 
Zhonghua shuju, 1996), 2I. 
194 Wang Yuanzhi, "Yuebolou yonghuai," in ibid., 28. 
195 Xu Xuan (Song dyn.), "Fenghe Youshengpushe Xiting gaowo zuo," in ibid., 95. 
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the "Record of a Tower for Distant Jing in Meizhou," the great writer Su Shi 9.j:$ï\ 

wrote: 

The official [Li Xisheng] thus expanded his residence based on the northem 

wall [of the original residence], and the Tower for a Distant Jing was built. 

He wandered with his guests and other officiais on the tower everyday ... .In 

order for such a delight of standing on the tower gazing broadly and the 

beauty of landscapes, l shall retire back to my hometown [Meizhou], dressed 

in plain clothes, serve myfriend [Li Xisheng] on this tower. Drinking to the 

full and feeling joyful to write, l lift the pen brush to write this record to 

praise the official Li's kind heart.196 

~;Y[~$ps]mz~tjjffiJ:ttmZ, ftz~~, B Ej~~f*~W1~;tt 

L ... ... 1i7ç~I!f1i~~Jli1Z,*, LlJ)IIJXl.4mz~, $.\~~Y3~r!ï.tfi, m:;&~Mrp, ~ 

~tFf;ttL, rwmt,*ft, ~~ffiJm[tz, ~~ff!~f~}tz .. ~~o 

The )ïng here signifies "a distant view of beautifullandscapes." A tower was built in 

the garden for the pUlpose of viewing a distant )ïng. It is interesting to note that the 

tower was not located within the garden, but rather on the garden wall, on the 

border between the inside and the outside. The location on the border 

demonstrated a strong desire to bring the distant)ïng that is outside the garden into 

the garden's boundaty. The borrowed view demonstrated the observer's attempt to 

control the depth of the )ïng, which was a cultural characteristic of the Song dynasty. 

Once the control over the view was strengthened, more attention began to be paid to 

details of the )ïng. In his "Record of the Pavilion of a Dnmk Old Man," the historian 

Ouyang Xiu I&X ~B f~ stated: "1 go there in the moming and retum in the evening. 

The)ïng of four seasons are different, and mydelight has no end.,,197 The)ïng here 

represents "a seasonal view of the landscape." The )ïng changed in accordance with 

the different seasons and these changes brought pleasure to him. On a privately 

owned stone screen, an Ouyang's poem says: 

196 Su Shi (Northem Song), Su Shi wenxue sanwen xuan (Taiyuan: Shanxi gaoxiao lianhe chubanshe, 
1991),140. 
197 Ouyang Xiu (Northem Song), "Zuiwengting ji," in Lijing et al ed., Xiugu qingyun: shanshui sanwen 

jingxuan (Nanjing: Nanjing chubanshe, 1995), 116. 
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In the emptywoods there is nobodyexcept birds [which] are happilysinging, 

~**7ëA ~JAS*, 

Ancient trees block the skyand boughs bend and stretch. ti*~7ÇfiJlli 

j1[o 

There is a strange rock standing among the trees, r1:f'tI:;p~;j%J ri3], 

It is buried bysmoke and hidden bygrasses and is full of mosses. mJ:l:j1j!& 

afi~fo 

Could 1 ask who painted this Jïng? {1!i fl:iJ .llt~il 00 55, 

It is the stone screen of the Wu family.198 J!J ~~*;p m 1!f 0 

An interesting observation of this poem is that he compared a Jïng to a painting. The 

Jïng here represents "a picturesque view of a lands cape which centers on a unique 

stone screen." The phenomenon that a unique rock could become a Jïng 

demonstrated that the distance between the view and viewer was being shortened. 

The scholar Li Gefei *.1!~ wrote an essay, "Record of Famous Gardens in 

Luoyang," where a garden, Fuzheng'gong Garden, was discussed. A portion of the 

essay is as follows: "A visitor walks out of the house, tums to the east, passes 

through the Pavilion of Exploring Spring and climbs up to the Hall of Four Jing, 

then the wholeJïng and beautyof the garden can be viewed and obtained."199 The 

firstJïng means "a garden scene during a particular season." The secondJïng indicates 

"a panoramic view of the garden." On yet another garden named Encircling Brook 

discussed within the same essay, he wrote: "South of the water pavilion is the Tower 

of Multiple Jing."200 The Jïng here is "a specifie view of a landscape" and each Jïng 

was different from the other and aU the jing, one after another, were appreciated 

from a tower. 

198 See Ouyang Xiu's poem in Lin Y Ol.ùin (Ming dyn.), S '!Yuan shi pu, in Ren Jiyu ed., Zhongguo kexue 
jishu dia'!Jï tong/u: dili juan: juan 3 (Zhengzhou: Henan jiaoyu chubanshe, 1995), 109. 
199 Li Gefei (Northem Song), "Luoyang minyuan ji," in Chen Zhi & Zhang Gongchi ed.& anno., 
Zhongguo lidai mit!)'uan xuanzhu (Hefei: Anhui kexue jishu chubanshe, 1983),39. 
200 Li Gefei, "Huan xi," in ibid., 41. 
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It is clear that in the Northem Song dynasty, each jing became a singular entity and 

one Jïng was distinctively different from another. An important criterion for judging 

the singularity of a Jïng was its shi 'JI; (propensityJ. According to a recent study, at the 

end of the Northem Song dynasty, the shi became impressionistic and expansive, and 

only after that did the symbolic approach of "seeing the big in the smail" (xiaozhong 

Jïanda IJ\ 9=J JJitk) in later gardens become possible.201 One of the methods of 

creating an expansive Jïng was to extend the view from the inside of the garden into 

the outside distance. The scholar Sima Guang i§'j Ib ft specificaily made a terraced 

house in his garden to see the three distant mountains outside the garden.202 At the 

same cime, Emperor Huizong fI* erected a hill pavilion which he named Nest in 

Oouds within his magnificent garden Genyue. The pUlpose of the hill pavilion was 

to provide a place for viewing the distant peaks in the distance that were outside the 

garden. He wrote, "It seemed the mountains were on my hand.,,203 Byequating the 

size of the mountains with his hand, he appeared to delete the distance by integrating 

the distant landscape into a unified Jïng. 

ln the Southem Song dynasty, the concept of Jïng began to emphasize the interactive 

relationship between the view and the viewer. Greater efforts were invested in 

analyz.ing and controlling a Jïng. In the "Record of the Panzhou Villa," Hong Shi ~A 

:li1 wrote: "When the window curtain is roiled up, ail the things of the Ji'ng come up 

to me together and it is impossible to appreciate them one by one.,,204 The Ji'ng here 

means "a view framed bya window." The author wanted to emphasize that the ;i'ng 

was composed of various components, which were arranged, one byone, for 

appreciation and analysis. He paid attention to each compositional element of the 

JÏng. In the "Record of the Yanshan Garden," Feng Duofu i!b$;tM stated: "Drink 

my fill and feel weil. Meditate the present and miss the pasto 1 pick up the 

surrounding things and imbed them into a Ji'ng. Rivers, mountains, grass and woods 

201 FengJizhong, "Mutual Nutrition of Man and Nature," Spa:do e sodetà: Space & Sode!} 15.57 Gan.
Mar., 1992): 66-67. See aIso the Chinese version of this article, "Ren yu ziran: chong bijiao yuanlinshi 
kan jianzhu fazhan qushi," fianzhu xuebao 5 (1990): 41. 
202 Sima Guang (Northem Song), "Dule yuan ji," in Chen Zhi & Zhang Gongchi, 55. 
203 Zhao Ji (Northem Song), "Genyue ji," in ibid., 63. 
204 Hong Shi (Southem Song), "Panzhou ji," in ibid., 66. 
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thus aIl fit my chanting."zo5 This time the Jïng means "an inclusive view of natural 

phenomena." Again, the viewer's attention was drawn to the components of the Jïng. 

ln lite rature from the Ming dynasty, the Jïng was more frequently connected to 

paintings. The poet Zhu Sheng ** stated: "The jing, when perceived at that 

moment, looked like a painting [~at JJJt~~~O tmJ]."Z06 The Jïng here indicates "a 

picturesque view of the landscape." Like a landscape painting, the Jïng began to be 

completely controlled by the viewer and became the full expression of the viewer's 

emotion. Wang Mian X:~ expressed in a poem: "Ten-thousandJïng retum to my 

two eyes [)j ~WV3m § J:f]."Z07 ThusJïng, in this case, indicates "multiple views of 

landscapes." Without a deep bosom, the author would not be so certain that 

thousands of Jïng could be included into his eyes. In another poem, he expressed: 

"Facing the Jïng, 1 wrote poe ms lightheartedly."Z08 It shows that the Jïng could he 

poetized in an easyand enjoyable way. In his poem "Facing to the Jing" (duyïng xt 
~), he stated: "If aJïng is beautiful, the poet's bosom will be vast [~Jf:Ei~tfat]."209 

This sentence expressed the interactive relationship between a Jïng and the human 

heart; specifically that a beautiful jing could enhance a viewer's virtue or, in other 

words, could expand his bosom ln the poem "In a Boat," he wrote: "Facing the 

Jïng, 1 seem to be drunk by my emotions [x1~t~~o ~]."210 The Jïng and the viewer's 

emotion were inherently connected. 

ln the "Record of the View of Snow and Moon," the painter Shen Zhou ttm 
stated: 

On this night, the moon came out and competed with the snow for 

prettiness. 1 sat bya window covered by paper, feeling extremely clear and 

tranquil. 1 thus added a cloth and climbed to a sma1l tower west of a 

Z05 Feng Duofu (Southem Song), "Yanshanyuan ji," in ibid., 79. 
Z06 Zhu Sheng (Ming dyn.) , "Ciyun Wang Bogong zhongguan yilan," in Quan Ming shi, ed. 
Quanmingshi bianzuan weiyuanhui (Shanghai: Shanghai guji chubanshe, 1990),63. 
207 Wang Mian (Late Yuan & early Ming dyn.), "Deng zhu feng," in ibid., 88. 
208 Wang Mian, "Ci Shen Tuzi di yun," in ibid., 119. 
209 Wang Mian, "Dui jing," in ibid., 132. 
210 Wang Mian, "Chuan shang," in ibid., 140. 
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brook. ... Considering that such a Jïng cannot be encountered frequently in my 

life and it is easy to forget something day by day; [furthermore,] my mind 

wanders for several days but l cannot remember what l thought, l therefore 

write them down.211 

~~~*JJ, ~ ~~~~~, ~IHœWr, :%S)HWJ$lt 0 ~~t~J9, jH~il§/J\ 

~ ...... ~-If:i:Jl:t~~/F~~, ffiï1ll!~ B, ~t:&~ B, YlUXJ[J[/F9;Q;ft;Jifi 

~, ~~Z.o 

The Jïng here indicates "a particular view of a lands cape observed from a particular 

place at a particular time." It is interesting to note that even a great painter like Shen 

Zhou was attempting to record the Jïng through writing. Shen Zhou's student, Wen 

Zhengming )(iiEsA, also used writings to record aJïng. In the "Record of the Wang 

Family's Garden of an Unsuccessful Politician," he wrote: "1 pick up the things of 

the Jïng in the garden and write poe ms on ail of them Meanwhile, l also write this 

record.,,212 The Jïng here means "beautiful views of the garden scenes." A total of 

thirty-one Jïng was described from this garden, about which he wrote poems and 

created paintings. Such a format of paring painting and poetryof theJïng into a 

couplet influenced recordings of Jïng in the Qing imperial gardens. 

During the Ming dynasty, theJïng became a central concept of Chinese gardens. In 

the "Record of the Garden of Harmonic Appreciation," Gu Dadian w.m::kA wrote: 

When being looked upon, the Jïng of the garden can be obtained eighty to 

ninety percent .... A door faces a square pooL ... At the center of the pool, a 

pavilion with three bays was built. The windows of the pavilion are open in 

order to re ce ive Jïng from the four sides .... When my heart meets the Jïng, fish 

and birds appear intimate.213 

The first jing means "a panoramic view of the garden;" the second Jïng indicates "a 

specifie view of a garden scene from a particular direction;" and the third "a beautiful 

garden scene." From these three concepts of Jïng, it can be observed that a Jïng can 

211 Shen Zhou (Ming dyn.), "Ji xueyue zhi guan," in LiJing, 228. 
212 Wen Zhengmin (Ming dyn.), "Wangshi Zhuozhengyuan ji," in Chen Zhi & Zhang Gongchi, 101. 
213 Gu Dadian (Ming dyn.), "Xieshangyuanji," in ibid., 108-109. 



be big or small, general or specifie, but the key for a beautiful Jïng is that it touches 

the viewer's heart. 
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The view of a distant lands cape could be "borrowed" and integrated into a Jïng within 

a garden. This is the so-called "borrowed Jïng." In the "Record of the Yugong 

Valley," Zou Diguang ~~ifIl1t wrote: 

As for the relationship between a garden and its surroundings, if a mountain 

is too distant from the garden, it will look aloof; if it is too close, it williack 

the distant rhythm Only for that which is neither far nor close, or seems to 

come while it seems to leave, its Jïng is easy to be included and its beauty can 

be composed and accessed.214 

The Jïng in this case is "a view of a distant mountain observed from the inside of a 

garden." For the author, a Jïng could be created just as a painting was fashioned and 

the key for this control was the expression of distance. 

Zou's discussion about the "borrowed Jïng" was from the perspective of a painter. 

Meanwhile, the "borrowed Jïni' as a meaningful method of garden design was 

analyzed in details in the garden treatise Yuan ye, written by Ji Cheng. He devoted 

the last chapter to the discussion of "borrowed Jïng, " but he had already pointed out 

the importance of "borrowed ing" in the first chapter, which said: 

The ingeniousness of garden design lies in borrowing, and the quintessence 

lies in appropriating .... The so-called 'borrowing' means: Although there is a 

difference between the inside and outside of a garden, obtaining a Jïng is not 

limited to such a distance .... Extending the eyesight as far as you cano If [the 

view] is vulgar, block it; if [it] is good, include it [into a Jïng).215 

Im*fJJ-f"l29ftf, ~:(±1*1i: ...... ftf*: Im.!iJjIJ I*J ;tr, ~~:J:!J.!!J3ë#iJ~ili: ..... . 

fi El ?fi~, 1~mIJMz, a:!J.!IJt&Zo 
In chapter ten, he stated: "Constructing a garden has no fixed pattern, but 

borrowing a Jïng has its principle .... Borrowing a Jïng has no other principle than this: 

214 Zou Diguang (Ming dyn.) , "Yugonggu cheng," in ibid., 189. 
215 Ji Cheng (Ming dyn.) , "Xingzao lun," Yuanye, in Yuatrye Zhushi, anno. Chen Zhi (Beijing: Zhongguo 
jianzhu gongye chubanshe, 1997),47-48. 
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when a )ïng is perceived, emotion will emerge [f~ lm:7ëm, {îIf:J:iflZSl ...... lZSI{îIf:7ë EÈ, 

fM!:~1j~]."216 In the preface of the treatise, Ji Cheng discussed the Garden of 

Solitary J oy owned by Sima Guang ii] Ib jt of the Song dynasty.217 According to 

Sima's "Record of the Garden of Solitary Joy," he built up a terraced pavilion in the 

garden in order to look over the mountains in the distance.218 The "borrowed Jïng" 

was a1ready typical in Song gardens and frequentlyappeared in garden records Vi) 

prior to the time of Yuan ye. Ji Cheng's theorization of the "borrowed Jïng" as a 

"pattern" of garden design demonstrated the designer's increasing control in the 

creation of a Jïng. 

On the Pavilion of Selecting Scenic Beauties in the "Annotations of the Resided 

Mountain," Qi Biaojia *~~{! wrote: "The pavilion does not take itself as a scenic 

beauty but rather gathers multiple Jïng as scenic beauties. It is not necessary to put aU 

scenic beauties onto the pavilion, but rather let the pavilion show why they can be 

scenic beauties."219 In this case, the)ïng means "multiple scenes of landscape." The 

author emphasized the active role of the pavilion in "gathering" and "selecting" the 

Jïng. Although being a receptor of Jïng, the pavilion itself was not the focus, but 

rather worked as an agency for stimulating the Jïng. 

In Tang Xianzu's :rJ.J.illHH c1assic opera, The Pavifion ofPeo1!J', the heroine, Du Liniang 

fi SS ~~, sang from the backyard garden: "1 occasionally come to the backyard 

garden where various flowers are blooming. Looking at the Jïng, 1 feel sad."220 The 

jing here was "the beautiful garden scenes." The Jïng in a garden was usuaUy 

connected with the feeling of appreciation and happiness. By the paradoxical 

sentence of "looking at the Jïng, 1 feel sad," the author expressed the young lady's 

deep melancholy in regards to love. When her mother vigilantly asked her: "Why did 

216 Ibid., 243, 244. 
217 Ibid., 42. 
218 Sima Guang (Song dyn.), "Dule yuan ji," in Chen Zhi & Zhang Gongchi, 26. 
219 Qi Biaojia (Ming dyn.), "Yushan zhu," in ibid., 272. For an English translation of this essay, see 
Duncan Campbell, "Qi Biaojia's 'Footnotes to Allegol}' Mountain': introduction and translation," 
Studies in the History of Garden & Designed Landscapes 19. JA Gul-Dec 1999). 
220 Tang Xianzu (Ming dyn.), Mudan ting (Beijing: Renmin wenxue chubanshe, 1998),56. 
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you go to the garden?" She answered cleverly: "Because there are good Jïng in the 

garden."221 Again, the JÏng here was "the beautiful garden scenes" but played a 

different role in sernantics. By stating that she went to the garden for the beautiful 

Jïng, which was so easily understandable and acceptable to her mother, she tried to 

hide her real intention, which was that she longed for her lover from the garden. 

The use of the concept of jing in the two distinctive semantic contexts demonstrates 

the role of the Jïng of a garden in the domestic relationship (mother/ daughter), 

affectionate relationship Oovers), and the individual's sentiment in the Ming dynasty. 

In the record of the Pavilion of Jade Lotus in his prose book Xihu mengxun (Seeking a 

dream at the West Lake), Zhang Dai ~K1:Qi wrote: "There is a tower in the garden. 

Looking to the south from its window, there is a clear view of the beach and water 

where hundreds of water birds usually bathe, appearing and disappearing among the 

waves. This Jïng is so remote and perfect.,,222 The jing in this scene signifies "a 

specific view of the distant water lands cape observed from a particular place." The 

tower was high; the lands cape was distant; and the Jïng viewed through the window 

was "remote and perfect." The "distance" of the landscape echoed with but was 

different from the" remoteness" of the Jïng. The latter was the extension of the 

viewer's bosom. Once the depth of bosom identified with the distance of landscape, 

the Jïng became perfecto 

The relationship between a building and its surrounding landscapes was aIso 

described in the writings of the landscape traveler Xu Xiake f*ii:~. On the White 

Mountain (Bai Yue) in Huizhou, he wrote: "Although this Chan temple looks very 

clear and tidy, it has no extraordinary jing,,,m because there was a lack of a 

supporting landscape. The Jïng here indicates "a unique view of the surrounding 

landscapes." The author implied that a Chan temple should provide a beautiful Jïng:, 

otherwise it was such a pity. On the Rooster Mountain, he wrote: "The Jïng of a 

221 Ibid, 62. 
222 Zhang Dai (Ming dyn.), Xihu xunmeng, in Taoan mengyt; Xihu xunmeng, anno. Xia Xianchun et al. 
(Shanghai: Shanghai guji chubanshe, 2001), 158. 
223 Xu Hongzhu (Ming dyn.), Xu Xiakeyouji, ed. Ding Wenjiang, juan 1 (Beijing: Shangwu yinshuguan, 
1986),8. 
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mountain is usually marked by its peaks and caves. If the Jïng is encountered bythe 

eye, the jing will be formedj if it is projected byemotion, its singularity appears.,,224 

The jing in this situation describes "a view of mountain landscape." The author 

advanced an important point that although a Jïng was formed visually, its singularity 

lay in the viewer's emotional correspondence with the landscape, thus each 

individual created his own Jïng. 

The close relationship between Jïng, a garden and a painting became typical in the 

Ming dynastyand continued into the Qing dynastywhere the spectator's subjective 

control of a Jïng was dominant. In his essay "On the Painting of the Shui Garden," 

the writer Yuan Mei~;t;( of the Qianlong reign wrote: 

dimb up to the Tower of Green Dawn. The sunrise, waking greeneryand 

the white pagoda of Tender Green aIl gather into theJïng in front of the 

window .... The Southern Terrace, with over one hundred chi high, stands at 

the middle of the garden. Look over the various territories [from the 

terrace], extend the viewand receive multiple Jïng ... . If you reach the end of 

the passagewayand walk up on the slope, the Jïng of the garden will 

completelyappear.225 

The first jing is "a view of naturallandscapes framed bya window;" the second Jïng 

indicates "multiple garden scenesj" while the third Jïng has yet another meaning, 

which is "a panoramic view of the garden." From these definitions, it is apparent 

that the Jïng changed with the shift of the viewer's position. 

A famous novel, Hong/ou meng (Dream of a red mansion), was written by Cao Xueqin 

• ~ Jf in the Qianlong reign. It has been debated whether the Garden of Grand 

View in the book was actually based on the Garden of Round Brightness. The 

reason for this debate is that within the Garden of Round Brightness, there was a 

panoramic painting, which was named Grand View by Qianlong.226 In chapter 

seventeen, when the Garden of Grand View was just finished, Jia Zheng M"ij(, the 

224 Ibid., 10. 
225 Yuan Mei (Qing dyn.), "Shuiyuan ji," in Chen Zhi &Zhang Gongchi, 363, 365. 
226 Zhang Enyin, Yuanmingyuan daguan hua shengshuai (Beijing: Zijincheng chubanshe, 1998), 138-39. 
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father of the hero of the story, Jia Baoyu ~ :3Eli, was leading a group of people to 

tour the garden. During the tour, the group tried to name each Jïng that impressed 

them Jia Zheng first said, "The garden scenes should be named by the Noble 

Imperial Concubine [who is Jia's relative]. If she does not personally see the jing of 

the garden, how could 1 dare to do it for her?,,227 The Jïng here means "the garden 

scenes." However, he decided to attempt naming scenes for the future reference of 

the Noble Imperial Concubine. After entering the gate, he encountered an artificial 

hill, which blocked the visitor's view to the inside. He commented: "If without this 

hill, all the Jïng of the garden will appear to us and there will be no curiosity 

anyrnore.,,228 Once again, in this context, the jing are the "garden scenes." It is 

interesting to ascertain that the Jïng had to be intentionally blocked in order to 

provoke the viewer's curiosity. The curiositytowards a Jïng aiso demonstrated the 

viewer's projection of his intention towards the Jïng. While the group was discussing 

how to narn.e this hill, Jia Baoyu said: "Because the hill is not a frontal Jïng facing to 

the main hall, it is actually not necessary to name it. However, the hill can be named 

for leading to exploring the furtherJïng.,,229 Here, the firstJïng means "a frontal 

garden scene facing directly to the main hall of the garden;" yet the second one is 

"the prospective garden scenes hidden behind the hill." These!Wo uses of Jïng 

c1early demonstrate that a Jïng was carefully positioned for the appreciation by the 

viewer' s mind. 

Once the subjective control of a Jïng becarn.e complete, all the objects in the garden 

had to be perceived through the structure of the Jïng. In the Qing imperial gardens, 

even flowers and tress were called "groundJïng" (diJïng :l:t!tl).230 This implies that 

flowers and trees in a garden were observed from the perspective of a jing rather than 

taken as objective items. This aiso demonstrates that flowers and trees were planted 

on the ground to be appreciated as a jing. In another sense, if something was 

connected to the Jïng of a garden, it must exist for appreciation. Such a concept 

helps us understand whythe Westem-like scenes created in the imperial gardens 

227 Cao Xueqin & Gao E (Qing dyn.), Hong fou meng (Changsha: Yuelu shushe, 2002), 104. 
228 Ibid., 105. 
229 Ibid. 
230 Yuanmingyuan damuzuo dingli (Qing dyn.): v. 3: juan 10 (Beijing: Transcript of the Qianlong reign). 



119 

were called the "WesternJïng" (xryangJïng ïL§~.f.:l). At the very least, theywere for 

appreciation in sorne context. An imperial archive recorded that on the ninth dayof 

the fifth moon of the twelfth year of the Qianlong reign (1747), the Jesuit painter, 

Giuseppe Castiglione, was ordered to paint the "Western Jïng" on the windows of a 

"Western multistoried-building" at the place called Provident Cultivation and 

Longing for Etemity, which was later renamed Lian Xi's Wonderful Place for Study 

as the twenty-thirdJïng in the Garden of Round Brightness.231 

231 See Zhaobanchu: huq/iku:ge zuocheng~o huq/i qingdang (1747), archive 3415. Acopyis now in The 
First Historical Archives, Beijing. 
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2.2 Meaning of the Jing in Painting Theories 

In the history of Chinese painting, the painting on a fan was a traditional type of 

painting, first originating from various paintings on the surface of round fans. In her 

poem "Chanting on a Fan," a female courtier of the Han dynasty, known as Ban 

Jieyu 3jI~~f, wrote: 

The gossamer fan is like the round moon, ~~:tzo l2II J3 , 

It is made of silk on machine.232 I±i § tA ~ ~ 0 

This is an early record where the ancient Chinese compared the round fan with the 

round moon. Probably made by Ban herself, the fan was most likelyan intimate 

belonging of hers. Ber comparing the painted fan to the full moon demonstrates 

that the latter had been intimate to her aIso. Besides the same geometrical round 

fonn, the light reflected from the gossamer, which was made of silk, was aIso similar 

to the moonlight. During the :Han dynasty, other authors aIso made comparisons 

between the round fan and the full moon. For example, in the "Rhapsodyof the 

Round Fan," Xu Gan ~*~ wrote: 

Look up at the bright moon to obtain an image, 1qJ l'IJJ J3 ~ Itll.~, 

[Then] formulate the [obtained] fonu of the circular body [into a fan].233 ~J\l 

In this passage, the author expressed how the round fonu of the fan was borrowed 

from the round fonu of the full moon. The author aIso noted that the moon was 

bright and this brightness of light in nature was an important quality noted in 

Chinese painting. 

Observations as to shades of light, or brightness, within nature were recorded quite 

early in Chinese painting theories. The painter and painting theorist, Gu Kaizhi WW 

'fE:::t (Southem and Northem Dynasties) wrote: "A mountain has its face and flank. 

232 Ban Jieyu (Han dyn.), "Yong shan," in Xiao Tong (Southem Dynasties), Wen xuan (Shanghai: 
Shanghai guji chubanshe, 1998),249. 
233 Xu Gan (Han dyn.), "Tuanshan fu," in Fei Zhengang et al ed.,Quan Hanfu (Beijing: Beijing daxue 
chubanshe,1993),628. 
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Its back has a shadow.,,234 The obseIVation of shades of light was the beginning of 

painters exploring the concept of truth (zhen J{.), i.e., how painting could truthfully 

represent nature. During the same period, Yan Zitui F-=f1t wrote: "Prince Wulie is 

good at painting portraits [xiezhen ~J{.]. He painted his guests in a casual wayand 

could finish several portraits in a short while. Ali the children could recognize which 

figure was whom.,,235 It is important to point out that the original Chinese tenn of 

"portrait" is xie-zhen, which literally means "write the truth." In this example, xie 

meant "to inscribe and record intentionally" where zhen meant "the real face." 

During those early Chinese painting theories, there had been discussions about the 

.relationship betweenœpresentation and truth. 

During the Tang dynasty, the understanding of truth in painting was further 

developed. In his "Record of Painting," the poet Bai Juyi S '* ~ stated: "Painting 

needs no other skill than resemblance. To leam how to paint has no other teacher 

than truth [zhen] itself.,,236 The author emphasized the importance of depicting truth 

in the painting by having an object in the painting appear real. The resemblance with 

truth in painting was not a simple imitation of an existing object; rather, the higher 

the level of concentration from the artist, the greater level of truth would be reached. 

Zhu Jingxuan *~~ wrote: 

In painting, portraits rank the highest, then animals, then landscapes, and 

buildings are the lowest. Why? ... Because people and animals have mutable 

qualities and endless changes of complexion. [A painter has to] highly 

concentrate his mind [ningshen] to fix their images. Therefore, theyare quite 

difficult.237 

~~~~AW,*~, .@~~, ili*~~, •• ~*~~OW~? 

...... ~~AW.@, f$:i:ï9JJ9î, ~~/f~, (~*$JE@, iSJctJxt~o 

234 Gu Kaizhi Gin dyn.) , "Hua Yuntaishan ji," in Yu Jianhua ed., Zhongguo gudai hua/un /eibian, 2 vols. 
(1957. Rpt., Beijing: Renmin meishu chubanshe, 2000),1: 581. 
235 Yan ZhituÏ (Northem Q!.), "Yanshi jiaxun lunhua," in ibid., 15. 
236 Bai Juyi (Tang dyn.), "Hua ji," in ibid., 25. 
237 Zhu Jingxuan (Tang dyn.), "T angchao minghua lu xu," in ibid., 22. 
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During the Tang dynasty, lands cape paintings did not rank high in painting 

categories. The ranking was decided upon how much concentration of the mind was 

needed to grasp the resemblance of truth. For the artist, the resemblance was 

difficult to obtain in painting a human face, thus portraits were ranked the highest. 

It is interesting to note that the concept of "concentration of the mind," ningshen, was 

more connected with portrait painting rather than landscape painting. Zhang 

Yanyuan 5-lt~z wrote: "As forterraces, pavilions, trees, carts and utensils, no 

liveliness can be imitated and no qi or rhythm can he equated. What is required for 

painting them is simply[finding] their locations and positions.,,238 It is quite clear 

that what was highlyvalued in "resemblance" was the imitation of "liveliness." In 

the Tang dynasty, paintings of landscapes and buildings were not yet supposed to 

contain such "liveliness." 

In his discourse on landscape paintings, the poet and painter Wang Wei .EMÊ stated: 

A small painting in a few square chi can depict a jing one thousand li deep. [In 

the painting,] the east, west, south and north aU seem to be in front of [your] 

eyes .... The distantjïng appears mistyand vague, and remote crags are always 

blocked byclouds.239 

This is one of the earliest records where the concept of jïng began to appear in 

painting theories, as the jing was connected to the deep depth of view. A distant jïng 

was appreciated for its misty and vague look :He then continued depicting details in 

the time-related change of jing. 

In the springjïng, fogs and mists block the view ... .In the summer jïng, old 

trees hide the sky ... .In the autumn jïng, the sky and water are the same 

color ... .In the winter jïng, the ground is covered with snow.240 

The jïng here means "a specific view of landscape in a particular season." It is 

important to note that these Jïng were observed for the purpose of painting. The 

emergence of the concept of jing in Wang's painting theories demonstrates the 

elevation of landscape painting in ranking of painting categories. 

238 Zhang Yanyuan (Tang dyn.), "Lidai minghua ji xulun," in ibid., 32. 
239 Wang Wei, "Huaxue mijue," in Wang Wei quanji (Shanghai: Shanghai guji chubanshe, 1997), 149. 
240 Ibid., 150. 
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Jing Hao ~~~~ of the Five Dynasties period advanced the famous "six essentials" of 

landscape painting, one of which wasJïng. He defined theJïng as "seeking the 

wonderlulness and creating the truthfulness in accordance with time." For him, a 

truthful JÏng in a painting must contain qi as weIl as other qualities.241 He said, "if you 

work hard on painting and reach the level of forgetting the brush and ink, the 

truthful JÏng will be obtained."242 The Jïng here means "what truthfully presents in a 

landscape painting." In another article on landscape painting, he stated clearly: 

"Landscape painting stands on the top of aIl the thirteen categories of painting."243 

It can be said that the value of landscape painting began to be fullyappreciated in the 

Five Dynasties and this change was demonstrated bythe increasing importance of 

the concept of Jïng in painting theories. 

Song Di *Jill, of the Northem Song dynasty, created eight paintings of varied level

distant landscapes of Xiaoxiang (in today's Hunan Province) and named them the 

Eight Jing of Xiaoxiang. Through these eight paintings, a new custom emerged of 

using a certain number of Jïng to characterize regionallandscapes. For example, 

another work that foIlowed this work was tided Eight Jing of Yan jing (old name of 

Beijing) in the Jin dynasty.244 Other works included the number of Jïng as part of the 

tide of the work of art. In Song Di's case, each Jïng was a painting, and vice versa. 

The regional Jïng of an area became famous because of the paintings of the specifie 

Jïng in that region. For example, the Xiaoxiang area became famous for the "eight 

Jïng" because they were depicted in Song's paintings. 

In his weIl-known essay Unquan gaozhi (The sublimity and elegance of lands capes ), 

Guo Xi !}~ W~ stated: 

241 Jing Hao (Five Dynasties), "Bifa ji," in Yu Jianhua, 605-606. BorrowingJing Hao's concept ofjïng 
~,Edward S. Caseydefines the meaning ofjïng as Ua genuine scene- a complex of places
constitutes the essence of a landscape; scenery is its mere appearance" (See Edward S. Casey, 
Representing Place: Landscape Painting and Maps [ Minneapolis: University of Minnesota Press, 2002], 99). 
The English word "scenery" is in fact close to the Chinese termfengjing )X\.~, which indicates large
scale landscapes, and should not be taken as an opposition to the concept of jing. 
242 Ibid., 608. 
243 Jing Hao, "Shanshui jieyao," in Yu Jianhua, 614. 
244 Be!Jïng shi, ed. Beijing daxue lishixi (Beijing: Beijing chubanshe, 1999),99. 
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When composing a painting, it must correspond to heaven and earth. What 

are heaven and earth? It means that within a painting surface, with one and 

half chi on each side, the upper part shotÙd be left for the sky and the lower 

part for the earth. The middle part is for establishing the intention to build 

up the jing.245 

fL~~r§g, 16'iî7ÇJtl!o Mi~7ÇJtl!? i~~Q-R*-$;ZL, L M7ÇZ 1fI, 

r m Jtl!z 1fI, ~ fa] 1J 3L:m JE:J: 0 

In this case, Guo Xi described Jïng as "an intended view of landscape." The division 

of the three parts: the bottom for earth, the middle for the Jïng, and the top for 

heaven, expressed the depth of a painting, especially in a vertical scroll. Moving 

from the bottom up within the painting was a method to perceive from near to far. 

The control of distance in a painting was crucial. He continued: 

The painting of a lands cape has its own appropriateness: spreading the 

lands cape into a big painting without wasting space; condensing it into a 

small Jïng without sacrificing anything .... Rivers and mountains are big objects 

and need to be observed from a distance so that their topographies and 

propensity in general can be obtained.246 

UIDÙJ*~1*: fmti7g*OOrm7ë~, m~7g/J\:J:rm/fY ...... ÙJ7.KAW-tB, 

ÀZ;g~~Y!:@rmJJiiz, 11 .9M~-~~ÙJ)llz%~4:~o 

TheJïng here means "a painted landscape." The author brought out the important 

concept of "propensity" of landscapes, shi ~; as in each Jïng, there was its specifie 

propensity. Keeping the distance in a painting helped the expression of the 

momentum where the propensity of the lands cape cotÙd be inherently fused with the 

projection of the viewer's intention. 

In the Southern Song dynasty, attention to details of a Jïng was advanced and the size 

of a Jïng became miniaturized. It was the concentration of those details that forced 

the size to be smaller. Li Chengsou *~.5il commented: "Wang Sheng's ±Ji 

landscape paintings contain many detailed Jïng. His brush strokes are cohesive and 

245 Guo Xi (Northem Song), "Linquan gaozhi," in Yu Jianhua, 642. 
246 Ibid., 632. 
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worth being appreciated."247 The Jïng in this case means "varied views of lands capes 

within the same painting." 

In the Southern Song dynasty, the framed Jïng in paintings became very- popular. The 

etymological origin of Jïng hints at the existence of bounded brightness. Such a 

vision could be experienced in a fan painting, for example, the painting, Plum 

Blossom by Moonlight, by Ma Yuan ~:® (Fig. 56), where the moon circle and the 

frame of the round fan corresponded to each other. As the fan symbolically 

endosed mountains and waters, the full moon unified the whole world. The 

traditional connection between the round fan and the full moon within the Han 

dynasty was now developed into the round Jïng of a fan painting. 

In Chinese lands cape painting, the symbolic round form was related not only to the 

full moon and the round fan but aIso to the painter's bosom The painter Huang 

Gongwang ~011't of the Yuan dynastystated: "When an ancient painter made a 

painting, his bosom was very- broad and his composed Jïng was very- natural. If we 

follow the ancient intentions, the principles [fa] of painting will be complete.,,248 The 

Jïng here indicates "a landscape painting composed in the mind." The author clearly 

stated that a lands cape painting was a "composedJïng," which should be composed 

with a broad bosom 

In the Yuan dynasty, the building-dominated Jïng began to emerge in paintings, such 

as Xia Yong's ][jj( work, YellowPavilion, where distance was expressed through 

the idea of hiding, such as peaks hiding behind douds and objects in the distance 

being hidden behind objects nearby. In this way, the depth of the Jïng was gained 

through atmospheric perspective. Rao 2iran -m § ft, stated: 

Building paintings uùhua] ranks the lowest in the painting [category]. 

However, among measures of multistoried buildings and overlaid pavilions 

there is the differentiation of face and back Although roof corners are 

247 Li Chengsou (Southem Song), "Hua shanshui jue," in ibid., 622. 
248 Huang Gongwang (Yuan dyn.) , "Xie shanshui jue," in ibid., 702. 
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connected to complicated brackets, the view should not appear mixed and 

disorderlyand should be in accordance with regularity. This is the most 

difficult.249 

Wum1i:7tQ;4, ?~:m~~~jJ-1zrBj, rPJ1=J'7t S)j, ~Ji*jt*, ffij/G~ISL, il 

*~~~E~~, !It~~x1L 

The original Chinese tenn of "building painting," )ïehua, literally means "border 

painting" indicating the use of a ruler in drawing borderlines of building elements. 

According to the author, building paintings still ranked the lowest in the Yuan 

dynasty, but the increased depiction of complex building details was valued and 

appreciated. In a building-dominated jing, the depth of the )ïng still depended upon 

traditional atmospheric perspective. 

In the painting theories of the Ming dynasty, paintings from previous dynasties were 

critiqued in greater detail. The painter Wang Shizhen .:E1itff-[ commented: "Wang 

Wei .:E~t [of the Tang dynasty] could evoke interest outside the jing but seemed not 

to exhaust it yet. Guan Tong ~~, Dong Yuan 1i~ and Ju Ran §~ [of the Song 

dynasty] could produce real interest with sublime and distant qualities."250 The )ïng 

here me ans "a painted landscape," and the "sublime and distant qualities" indicates 

the depth of the )ïng. These comments confinned that the depth of the )ïng was 

much more explored in the Song dynasty rather than the Tang dynasty. The 

attention to the depth of )ïng was aIso demonstrated by Gao Lian ~.: "Vivid magic 

is obtained by looking into the distance, and this is a heavenly interest. 

Morphological resemblance results from perceiving [the lands cape ] closely, and this 

is of human interest.,,251 For him, the depth of)ïngwas more important than 

morphological resemblance and was related to the magic force of heaven. 

In the painting theories of the Ming dynasty, increasing emphasis was placed on the 

painter's intention (yi ~) that was projected into a )ïng. Li Rihua * B ~ stated: 

249 Rao Ziran (Yuan dyn.), "Huizong shi'er ji," in ibid., 697. 
250 Wang Shizhen (Ming dyn.), "Yiyuan bayan lunhua," in ibid., 116. 
251 Gao Lian (Ming dyn.) , "Yanxian qingshang jian lunhua," in ibid., 121. 
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Painting has three aspects in order: first, the position of the painter's 

body ... from which multiple jïng can be included; second, the scenes on 

which the eyesight is projected; ... third, the places where the intention can 

wander about. [At such a place,] though the force of eye becomes exhausted, 

the vein of emotion continues .... When a distantjïng is depicted, it usually 

happens that the intention cornes out but the brush cannot correspond to it. 

The brush is swallowed by spiritual qi. It is not that attention is not paid to 

the brush rather that the brush has to be SO.252 

f1tmJff-={j(~: -8:!tfZ?JT~o fL~:!tf1!f ...... g;J(M{~~~*o =8 

§ Z?JflViL .... -=-E1~Z?JfJhïo § fJm.1J, ïffi'twJ9j(/Gwr~~* ...... ~* 

~~\ff~~ljgg/G~Ij, 19*~~?JT;ff~, ~~~ffl~\T,m, ~/Gf{t/G,m*o 

The firstjïng here means "multiple views of landscapes," and the secondjïng means 

"a vista." The place where "the intention can wander about" and "the vein of 

emotion continues" indicates the depth of jing. In a distantjïng, where the depth of 

jïng was deep, the intention even overwhelmed the skill of brush. The overwhelming 

intention towards the jïng was vividly confirmed by the painter, Shen Zhou ttm . 
He stated: 

The beauty of lands cape is obtained by the eye but resides in the heart. 

Between the physical fOIm [of landscape] and the painting, there is no other 

thing than enthusiasm. This painting was created under the artificiallight in 

a room Because it resulted from myenthusiasm, l did not have time to seek 

for precision.253 

W7.KZJf:l:, f{tz §, ;m;iifl~\, ffiH~fgg~Zra]1!f, 7é~~~ffij 6~o :J!;fi 

fiT iTrlg z, ~~*~*, i!ïi/GH~*Jt~*o 
It can be seen that the artist consciously let his enthusiasm overwhelm the fOIm of a 

jzng. 

Once a jïng could be controlled on a small scale, the expression of depth became 

more symbolic of the macro-world and more garden related. Mo Shilong ~fËft 

252 Li Rihua (Ming dyn.), "Zhulai lunhua," in ibid., 131. 
253 Shen Zhou (Ming dyn.), "Shitian lun hua shans hui," in ibid., 711. 
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stated: "1 painted a srnall Jïng in level-distance on a fan ... whose meaning was endless 

with one significance after another."254 TheJïng here is "a painted landscape framed 

bya fan." The round boundary of the fan framed the srnall Jïng "whose meaning was 

endless." Although the fan painting was not a new creation in the Ming dynasty, the 

jÏng in landscape painting on a srnall scale became the norm. This trend was 

confirmed by the emergence of garden painting, where small details were exemplified 

in the Jïng, which was differentiated from traditionallandscape painting. Mo 

continued: 

Trees have different forms in different paintings. For example, in the 

Paintings of Xiaoxiang, which were intended for the distant and misty view, 

there are no big trees. While in a close Jïng or a Jïng in a garden, willows, 

phoenix trees, bamboo ... can be painted. If trees in a [tïng of a] garden are 

transplanted into a [tïng of] mountain dwelling, it will be unsuitable?SS 

mM*~~*~o~m.~m.~m~~&,~~~~*Mo&m~ 

}A*~QIm~~, ~H'Ffh;f9P, m, tl ...... Ê~Im~M*~z.WŒ, 1f:~~ 
~o 

The Jïng here means "a garden scene." It is worth noting that the author advanced 

the concept '';ïng of a garden," yuan;ïng lm ~, and defined it as a "close Jïng," which 

depicted details of plants; the Jïng of a garden was definitely different from the Jïng of 

a big landscape, in that a garden Jïng was a more detailed painting. The visibility of 

details in a garden Jïng expressed, in another sense, the controllability and 

regularization of the Jïng. The control of the visibility of the Jïng became a conscious 

activity in paintings during the Ming dynasty. As Tang Zhiqi J8;t ~ stated, "the 

more aJïng is hidden, the bigger its intentional field [tïng7Ïe :Ijt!Jf.] is. The more 

obvious a jing is, the smaller its intentional field is."2S6 In this way, a srnall Jïng, 

especiallya garden Jïng, could appear big and deep through being partially hidden. 

Chinese woodcut artistry, used for reproducing multiple paper prints, became highly 

developed during the late Ming dynasty, with manyof the artists originating from 

254 Mo Zhilong (Ming dyn.), "Hua shuo," in ibid., 716. 
255 Ibid., 717. 
256 Tang Zhiqi (Ming dyn.) , "Huishi weiyan," in ibid., 745. 
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Huizhou (in today's southem Anhui Province). A famous work was the Drawing of 

the Garden-Jing of the Hall Encircled by Jade, drawn byQian Gong~:Dî and 

carved by Huang Yingzu • 0HEI.. 257 The Hall Encircled by Jade was also the name 

of a publishing workshop owned bythe official Wang Tingne .:E~iJ1;j inJinlin 

(today's Nanjing) who originallycame from Huizhou. TheJïng in this piece of 

artwork describes "multiple garden scenes," which was composed of various and 

separate Jïng with the entire scroll measuring 14.86 meters. The scroll appears to 

unfold as if a flow of consciousness within a dream, so there is doubt as to whether 

such a garden called Hall Encircled by Jade trulyexisted. One Jïng flows into a 

completely different Jïng with such a smoothness and inability to discem one Jïng 

from the next, that the viewer might forget he is viewing separate, verydifferentJïng. 

The connection of the various Jïng was made bya continuous path that the observer's 

eyes could travel along throughout the whole scroll. 

Such a scroll drawing was just one type of format used to combine various Jïng within 

a work of art. Another method of combining various Jïng within works of art was 

through the depiction of multiple Jïng through a set of paintings with the same 

theme. For example, during the Wanli Ji JJj and Chongzhen ~HYl reigns of the 

Ming dynasty, there were two versions of the woodcut set tided Ten Jing of the West 

Lake in the suburbs of Beijing. The tide of this work indicated that there were ten 

separate Jïng, or paintings, in this collection. As would be expected, each Jïng 

indicates "a painted unique landscape." 

During the Ming dynasty, the Jïng was completely driven by intention and emotion. 

It has been asserted that once the Jïng was created with emotion, no matter the 

difficulty, any painting could be easily completed as long as the intention and 

emotion flowed.258 An extension of this concept was that of the "borrowed jïng," 

where the intention and emotion were demonstrated by mixing near and far views at 

257 See this woodeut seroil at the Dumbarton Oaks website: www.doaks.orgiserolllserollable.html. 
258 Kong Yanshi (Ming dyn.), "Hua jue," in Shen Zieheng ed., Lidai /unhua mingzhu /ubian (Beijing: 
Wenwu chubanshe, 1982),272. 



the same time to include multiple jÏng into a single picture. An example of the 

borrowedjing in a garden is the window-framed;ïng on which the Yuanye says: 

130 

The cliff-like rocks are arranged against a wall. It is to relyon the white wall 

as the painting paper and take the rocks as what is painted. Lay the rocks 

according to their textures. lmitating the method of ancient paintings, plant 

Yellow-Mountain pines, cypresses, oid plum trees and elegant bamboo. 

Include them into a round window and it seems you are wandering within a 

mirror.259 

ili~mLlJ~, ~m:FltBo f~l2J,~m~~~, 12J,~~~tBo :Fl~ffrii~tt, 1Jj 

tîA~~, ~~j~LlJ~~fB, iï#iï, ~rr, !&zrnll~, ~~îJîJtlItBo 

This "wandering within the mirror" (;ïngyou îJîW1) vividly described the state of mind 

that was concentrated into the round bounded window;ïng where the effect was 

quite similar to that of viewing a fan painting. At this point, the symbolic connection 

between the full moon, the round fan painting, and the round window view in a 

garden was finallyestablished and integrated into the existence of;ïng. 

Although ;ïng had been a typical concept in garden records and lands cape painting 

theories, the actual representation of the jing from within a garden did not appear 

until the Ming dynasty. In the Jiangnan region where many scholar gardens were 

concentrated, garden representation became popular, and a jing began to be 

composed from a point of view from the ground instead of a bird's-eye, or aerial 

view. The ;ïng therefore began to appear more humanized and artificially controlled; 

viewing a ;ïng was like looking at a painting, and vice versa. Wen Zhengming X 1iE fl)j 

, a representative of the Ming garden painters, painted all thirty-one ;ïng of the 

Garden of an Unsuccessful Politician in SuzhOU.260 In these paintings, the rocks, 

plants, buildings and human figures were carefullyarranged, yet the building 

remained opaque, half-hidden and lacking in detai1s (Fig. 57). 

259 Ji Cheng (Ming dyn.), Yuanye, in YUa1rye Zhushi, 213. 
260 For Wen Zhengming's paintings and poems of this garden, see Kate Kerby, An O/d Chinese Garden: 
A Threefo/d Masterpiece ofPoetry, Calligraphy & Painting (Shanghai: Zhonghua shuju, 1922). 



131 

During the Qing dynasty, it became a cliché that "when people see a beautiful 

landscape, theywill always sayit is like a painting."261 An example of the earlyQing 

dynastywas Li Yu's *~ concept "mountaÎns and waters of a fan-face" (bianmian 

shanshui 11:00 W 7.k) where the window-framed landscape was equated to a fan 

painting. In yet another of his concepts, "window of painting" (chifu chuang R~liim) 

created a painting on a wall that merged with a small round opening where the 

distant scenery, such as a mountain in the distance, allowed the onlooker to see the 

wall-painting and the distant landscape as a bounded unity- a jïng.262 

Echoing the concept of "borrowedjïng" in Yuanye, Li Yu explicated his concept 

"mountains and waters of a fan-face:" 

The knack of making a jïng lies in borrowing .... The wonderfulness of the 

opening of a window is to borrow a jïng ... . Make a wood window-frarne, 

whose top and bottom are arched and the flanks are vertical. This is the so

called "fan face" [bianmian]. When a boat is moving, each paddIing will bring 

a new image and each poIing will bring a new jïng. Even when the boat is 

tied, because of the wind waves and the water fluctuating, [the jïng] changes 

at any moment. Within a day, there become thousands of pretty landscape 

paintings and all of them are gathered bythe fan-face window .... Not only 

the external endless jïng is taken into the boat, but also all the people, 

furniture and decorative wares are projected out of the window for a 

passerby's appreciation .... Looking inside out, there will be a fan-face 

landscape painting; looking outside in, there will be a fan-face portrait.263 

The "mountains and waters of a fan-face" established the connection between the 

fan painting and the window-framed jïng based on their commonality of the bounded 

vlew. 

As for the framed jïng, he continued, 

261 Wang Jian (Qing dyn.), "Ranxiang'an ba hua," in Shen Zicheng, 295. 
262 Li Yu (Qing dyn.), Xianqing oo/i, in Liyu quanji (Hangzhou: Zhejiang giji chubanshe, 1992), v. 3: 170, 
178. 
263 Ibid., 170. 
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Before a window is set up, the view is just of things; once there is the 

window, no need to say, everybody will look at the view as a painting .... A 

real mountain can be a painting, which in tum can be a window ... .I once 

made a window for watching a mountain and named it "window of painting" 

[chifu chuang R$i"ilJ or "unintentional painting" [wuxing hua JëI~\ill!J 

].264 ... The room with such a window needs to have a big depth so that the 

viewer can look at the mountain far from the window. The outer part of the 

window is the painting and the inner part is the real distant mountain. The 

mountain is connected with the painting without any separation. If the 

viewer does not ask, he might think it is a natural painting.265 

The "window of painting" best demonstrates the fusion between painting and Jïng in 

the earlyQing painting theories. 

A popular phenomenon in the Qing painting theories was analyses through the 

perspective of religions, especially Daoist thoughts. The painter Shi Tao :;q ~ was a 

monk and his painting theories explained the origin of brush strokes from a Daoist 

perspective: 

The primary antiquity had no principle [fa]. The primary opacity was 

originally not dispersed. Once the primary opacity was dispersed, the 

principle would stand up. Where does the principle stand? It stands on 

"one" brush stroke. This one stroke is the origin and root of everything.266 

Â~7ë~, Â~r/G~, Â~r-~, ffij~.lr*o r!f1ijJ.lr? .lrf-lfIDo -

lfID~, fXffZ*, 7J~Z*o 
Using the Daoist idea of "primary one" to explain the origin of brush strokes 

demonstrated the theoretical trend of painting theories from the Qing dynasty. 

Another important development of the Jïng during the Qing dynasty was how time 

was expressed. The importance of expressing temporality in a Jïng was discussed by 

Tang Yifen rmm€îY3t: "AJïng appears in accordance with time, and time is known 

264 Ibid., 171. 
265 Ibid., 178. 
266 Shi Tao (Yuanji) (Qing dyn.), "Gugua heshang huayu lu," in Yu Jianhua, 147. 
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because of a jing. Therefore, the importance of creating a painting lies in establishing 

a Jing. Before discussing a painting, one must know of its time.,,267 For the first time 

in the painting theories of Jing, time was clearly presented as a concept, which became 

inherent in a jing. 

In the Qing dynasty, the Jing was oriented fully by the painter's internaI feelings. The 

painter Wang Yuanqi .:E.~*~, who was the teacher of the court painter, Tang Dai m
m (who painted the Forty Jing), stated: "When painting a landscape, attention 

should be paid to its momentum of qi and contour. It is not necessary to seek out a 

prenyJing or be limited byan old composition.,,268 TheJing indicates "a view of 

preny landscapes which focus on details." It is interesting to note that the 

expression of emotion through painting requested an accent on the visibility of the 

landscape on a large scale rather than that of a small one. For Wang Yuanqi, 

attention to details seemed to stagnate the synchronie movement of the heart and 

vlew. 

Of the Qing painting theories, there was a paradox between expression of emotion 

and the typified Jing. On one hand, the individual's emotion became dominant; on 

the other hand, the means of expressing emotion became typified and dull. It 

became a cliché that a figure in a landscape should fit into the particular scene. For 

example, a figure should seem to be contemplating the mountainj the mountain, in 

tum, should seem to be bending over and watching the figure.269 In the mutual 

corresponding of the viewer and landscapes in the propensity (shz) of landscapes, 

when the Jïng was not present, it could be implied by the posture of the figure. 

The relationship between the Jïng and a human face was discussed by Ding Gao T *: 
When painting a Jïng on the margin or at the center, their colors are certainly 

different. When the sun revolves slightly, the complexion [of the figure] will 

267 Tang Yrlen (Qing dyn.), "Hua quan xi lan," in ibid., 83l. 
268 Wang Yuanqi (Qing dyn.), "Yuchuang manbi," in ibid., 170. 
269 "Renwu wuyu pu," jieW'uan huazhuan (1679), whose English translation is in Mai-Mai Sze, The Wqy 
ofChinese Painting: Its Ideas and Techniques (New York: Vintage Books, 1956),234. 
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be different .... If it is in front of a multistoried pavilion, floating light will 

easily sweep in. If it is in a round pavilion with open sides, it will be hard to 

find a starting point. If a boat pavilion has three open sides, where can the 

spirit [of the figure] be grasped?270 

tmJ!(1Jr:p, Wl13 El1t,~~Ij; B mt}i~, f$'t~fI/fif§ fPJ ...... ~~){tJ19, $)1,51: 

~~7't 0 rm~ IIYTIfi:i:~, 7ë;'Afg~; ffl{jf.lD-=jJl1~~, 1PT !ltiIiH$? 

The Jïng here are "features of a human face." It is very interesting to note that the 

features of a human face were called a jing. This demonstrates the metaphorical 

re1ationship b~tween landscapes and the human figure in a jing. In the Ming dynasty, 

the features of the physiognomy were actually signified by landscape and 

constellation terms (Fig. 53). In regards to portraits painted by Ding Gao, his peer 

Li Dou *4 commented: 

Recently Mr. Ding painted twelve portraits of me, each of which had an 

individualJïng. Each spectator was surprised at these portraits and thought 

each painted face so resembled [my real face J and the complexion was so 

smoothed out and solemn that it completely met with its Jïng. I suspected 

Mr. Ding had an innate capability of painting, which could not be reached by 

mere learning. He answered, "It is not so, rather it is because of the 

principles (fa J. Principles can be leamed, but the intention beyond the 

principles must be understood by heart.271 

Li Dou confirmed the phenomenon that a portrait was usually composed with a Jïng 

and that both sides needed to match each other. The resemblance of a portrait was 

not simply an imitation, but rather needed to be understood by the heart. 

Compared with previous dynasties, there were more discussions in the Qing dynasty 

about the relationship between Jïng and buildings, yet building paintings still ranked 

low and were looked do'WIl upon in comparison to lands cape paintings. Xu Qin ~~ 

~11 confirmed: 

270 Ding Gao (Qing dyn.), "Xiezhen mijue," in Yu Jianhua, 559. 
271 Li Dou (Qing dyn.), Yangzhou huaJang lu (Beijing: Zhonghua shuju, 1997), 53. 
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Ancient painters painted buildings with precise measures without error. 

Their strokes aillooked deep, distant and spatiaL ... The present painters are 

keen on mystical strokes and look down upon building paintings as a mere 

craft. Therefore, the status of building paintings is getting lower and lower.272 

if }j}~~*1JT1r7ë~, ~~:fjJ~±~JZt~ ...... iliÀJ:r~r~~, § WR1!r13 

A !lI 4:, ll:t r/œ 13 jJJtiAA x* 0 

The brush strokes of a high-quality building painting appeared "deep, distant and 

spatial." It is interesting ta read that scholars of the Qing dynasty repeatedly 

acc1aimed the "precise measure" of ancient building paintings while at the same time 

pointed out that such a "precise measure" did not followthe rule of carpentry's lines. 

Therefore, the painter's understanding of precision was not based on mathematical 

scales. 

On the ruler for a building painting, Zheng Ji ~ ~ji explicated: 

As for [painting] a literati painting, besides the brush, ink, form and Jïng, we 

should know that the ruleris intended ta [guide] the method, border and 

scale. It does not mean the wood ruler used bya carpenter for drawing a 

grid and straight lines .... Such a ruler for the literati painting implies the 

principles [fa] and measures of the front and back, distant and near, big and 

small.273 

XÀZtmJ, ~~~j}{Z5rr, ~mIY1WR1!r, JJtmJ~~H~Rll, ~~I1I)JFJffflrEJ 

flt1J1ïz*rEJR-tÈ. ...... ll:tXÀf"FtmJJl!.R, &PïW)§, J&Jli, */J\Z~t;;ll 

-tÈ.o 

According ta the author, the rules of building painting did not mean the catpenter's 

straight lines but rather a c1ear principle and measuring within the mind. He 

continued: 

Ta compose a deep Jïng lies in no other way than in meandering, dense 

forests with one layer after another. The knack is ta be able ta see from the 

front through the rear and imagine from the high and faIl ta the low .... Only 

272 Xu Qin (Qing dyn.), "Minghualu lun hua gongs hi shans hui," in Yu Jianhua, 804. 
273 ZhengJi (Qing dyn.), "Menghuanju huaxue jiaruning lun shans hui," in ibid., 972. 
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by roaming the eyesight and opening the bosom can the real intention of the 

distantjïng be obtained.274 

1fi :!~Hixi*, /Fft:if ~ àl3 ~ ~, m ~ $ ~ lli 0 ;!t ~ ft -f" EI3 ïW ITfî ~ ilJ J§ ITfî , 

}A~~J~~1~~ ... ... Jbi I§ ~'~, 16':tzQtËhf~i*jl.~o 

The depth ofjïng identified with the opening of the bosom. It is important to note 

that he also observed that one wayof expressing the depth in a painting was "to be 

able to see from the front through to the rear." Although he did not specify more 

details about this approach, his observation had certainly been closer than ever to the 

view of Western linear perspective. 

Between the trends of willful "mystical strokes" and rigid craft-like building painting, 

there was another trend, which explored the depth of jïng, but lay somewhere in the 

middle of the other two; this trend was most developed through the court paintings 

of the Qing dynasty. One of its representatives was the court painter, Tang Dai ng 

1ft, who painted the Forty Jing. He stated: 

A mountain looks [just] so from its front; it looks respectively different from 

its side and back. Each tum and undulation of the frontal mountain should 

match the posture of the frontal mountain in a moving-though jing 

[tonOing] ... . If there is a bit of discrepancy, a mistake will have been made.275 

Ml:~ jE 00 LlJ :tzQ llt, ~f~~ 00 LlJ /F [PJ, ~ 1=f 00 LlJ X /F [PJ 0 JE ITfî LlJ z.~ 1ff JEg 

tIè, ~JmjlCP-SjEooLlJz.%~ ...... d>f,f/F-S, fIpx:~~o 

Thejïng here means "a straight and distant view." In his famous work, the forty 

paintings of the Forty Jing, Tang Dai adopted a bird's-eye view but clearly 

differentiated the front from the side in order to depict the buildings in great detail. 

He continued: 

Landscape painting is different from figure painting. In the latter, onlya 

cliff, crag or a single piece of lands cape is painted. This is the so-called spot 

274 Ibid., 958-959. 
275 Tang Dai (Qing dyn.), "Huishi fawei," in ibid., 863. 
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Jing. As for the complete jing of mountains and nvers, it is necessary to go to 

see real mountains.276 

W7.K~O:~AW*::fIEL tmJAW~ -RtmJtb~§Ï, P;\(;um-*, ~~~Jtw ~ 

B~ffiJBo ~Ùl7.KZ~~, ~m;w.wo 

The firstJïng means "a spot view of a single landscape," where the second one means 

"a panoramic view of multiple landscapes." The "spotJïng" (diao/ïng }~~) and the 

"completeJïng" (qutlt!lïng ~~) were two typical ways of depicting gardens in the 

Qing d}llasty. 

276 Ibid., 867. 
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2.3 Bounded Brightness 

The previous discussions on the meaning of Jïng in garden and painting theories have 

provided a historical perspective for understanding the Jïng of the Garden of Round 

Brightness. The Jïng as a meaningful existence in both gardens and paintings enables 

us to explore the embodiment of the vision of Round Brightness in the emperor's 

garden as weIl as its representation. The commonality of Jïng and Round Brightness 

can be described as the "bounded brightness," where brightness exists as the origin 

of Jïng and the "bounded" implies the frame of the jing and the border of brightness. 

The study of Jïng helps us to understand how brightness was framed in the Chinese 

portion of the garden, which willlead to another question: how was brightness 

framed in the European portion of the garden? 

The end of the construction of the Garden of Round Brightness was marked in 1744 

bya set of fortypaintings, created bythe court painters Tang Dai mm and Shen 

Yuan tt~. They painted aIl fortyJïng and cal1ed their works of art the Forty Jing, 

because those Jïng were already known by that name. Each Jïng was narned by the 

emperor with a four-character poetical phrase. Such an activity in Chinese gardens is 

called "thematicizing aJïng" (tyïng ng~), which is intended to "brighten up the 

Jïng,,,277 as each painting was paired with a poem by the emperor. The pattern of 

pairing the forty paintings and forty poems for the Forty Jing at the Garden of 

Round Brightness was intended to follow the model established at the Mountain 

Hamlet for Summer Coolness. In the postscript of the court print YuZhi 

Yudnmingyuan t1fYong (Imperial paintings and poems of the Garden of Round 

Brightness), the annotators confirmed that "[This print] imitated the poetical 

example of the Mountain Hamlet for Summer Coolness, marking out a scenic Jïng 

and painting it according to its tide. [The emperor then] prefaced and poetized it. 

There were thus forty poe ms in total.,,278 It is interesting to note the procedure of 

the imperial pattern of poetizing a Jïng: first, the emperor established a Jïng through 

277 Chen Congzhou, Shuoyuan (Shanghai: Tongji daxue chubanshe, 1984),46. 
278 See the postscript, in Qianlong, YuZhi Yuanmingyuan t'!J'ong, anno. E Er'tai et al (Tian jing: Shiyin 
shuwu, 1887). 
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entitling itj second, a court painter or painters painted the titled Jïng;, third, the 

emperor wrote a poem for the same Jïng;, and finally, the court compiled the paintings 

and poems of the multiple Jïng into a print for appreciation. An earlier case in history 

of pairing poems and paintings for a garden was offered by the twenty jing of poet 

Wang Wei's '::.EJt garden, Wangchuan Bieshu, during the Tang dynasty.279 Wang 

Wei and his friend Pei Di~:i!!i wrote poe ms on each of the twentyJïng of his garde n, 

although these poe ms were not entitled with a four-character poetical phrase. 

Furtherrnore, except for Wang Wei's famous painting, Wangchuan Tu, with a general 

view of the garden, it is unknOWIl whether a painting was made for each of the Jïng. 

Like the traditionallandscape painting, the forty paintings of the Forty Jing presented 

no shadows and were in the bird's-eye view in which brightness flowed to and fro. 

One of the first Westemers to observe the Chinese inclination for brightness in their 

gardens and garden representations was the first British ambassador to China, Lord 

Macartney, who visited the Garden of Round Brightness in 1793. To him, 

cheerfulness was a principal feature of this garden that "lights up the face of the 

scene.,,280 His secretary George Staunton concluded that the Chinese considered 

shadows an accidental circumstance that ought not to be carried from nature to 

picture, since it took awaya part of the éclat and uniformity of coloring.281 

The eighth Jïng, Oneness of Sky and Water, was located on the northem bank of the 

Back Lake where the emperor would look upon the expansive water from a two

floor pavilion. In his poem on this Jïng, Qianlong stated: 

[Foreword:] The falling rainbow strides over the lake and meanders one 

hundred chi ... .1 look over [the water] from the air and see the universal green 

with ten-thousand qing. My bosom cannot help swallowing the douds like in 

a dream 

[Poem:] 

279 Sun Xiaoli, Zhichi shanlin:yuanlinyishu wencui (Shanghai: Dongfang chubanshe, 1999),23-24. 
280 George Macartney, An Embassy to China: Lord Macartnry's Journal 17934, ed. J. L. Cranmer-Byng 
(Hamden, O:>nn.: Archon Books, 1962), 272. 
281 George Staunton, An Authentic Account of an Embassy from the King of Great Britain to the Emperor of 
China (London: W. Bulmer and Co., 1797),309. 



140 

Above and below, the skyand the water are one color, 1: r *7.K -13, 

The water and the sky, above and below, are interconnected.282 7.K 7:. 1: rt§ 

Referring to Tang Dai's painting of this Jïng (Fig. 7), it is understood that the "falling 

rainbow" indicated the meandering walkway built over the water. The place where 

"1 look over [the water] from the air" was a double-floor pavilion on the lakeshore. 

The "universal green," unifying the sky and water, depicted the far distance of the 

atmospheric perspective of the Jïng. The Chinese tenn of "atmosphere" is Jenwei 3ft 

lE, which literally means the "enclosure of ql' where qi flows with one's mood. The 

Jïng described by the poem was the view which the emperor saw when he stood in 

the multistoried pavilion; while the Jïng depicted by the painting was the place where 

he stood. These two Jïng were unified under the same title, Oneness of Sky and 

Water, and fused into each other. The fact that the titled Jïng included both the view 

of a place and the view which was perceived from that place reminds us that the 

interpretation of the painting of a Jïng should consider how that depicted Jïng was 

used in the garden. 

The poem about a Jïng provides a good reference for understanding the use of that 

Jïng. By comparing a painted Jïng and the same titled Jïng described in the poem, the 

connection between the brightness of the painting and the emperor's perception 

mode can be found. On the firstJïng, Uprightness & Brightness, Qianlong poetized: 

Poetical books are as manyas the trailing plants in the courtyard; 5(Rt JE ~ 

m, 
Grace is as extensive as silverywaterwaves. }~,~BU.K~@o 

A green grass reminds me of being thrifty, ~ 1f I~' 7J' f&, 

Still mountains recall benevolence.283 w~1*t&1=o 

His perception shifted among different things, which in tum brightened his mind. 

His rambling perception, shifting to and fro, matched with the bird's-eye view of the 

282 Qianlong (Qing emperor), "Shangxia tianguang L r ::f:.*,," in Yuanmingyuan sishijing t"!Y0ng, ed. 
Zhongguo yuanmingyuan xuehui (Beijing: Zhongguo jianzhu gongye chubanshe, 1985),21. 
283 Qianlong, "Zhengda guangming Œ**,IlA," in ibid., 7. 
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painting of this Jïng. The buildings in this painting were arranged obliquely in a 

single-point perspective, but the focal point fell far beyond the up-right corner of the 

painting (Fig. 5). The absence of the focal point, as in traditionallandscape 

paintings, reinforced the back and forth movement of the view. But the perspective 

convergence, unlike the parallel projection in traditionallandscape paintings, 

probably resulted from the influence of the Jesuit painters in the court. 

In addition to the multiple views depicted in the poem of a single Jïng, the rambling 

perception also unveiled itself along the path of the Forty Jing. There is a debate on 

the locations of the thirtieth and thirty-sixth Jïng, specifically which one of these two 

;ïng came first on the emperor's poetical route of the Forty Jing. According to an 

anthology of Qianlong's forty poe ms of the Forty Jing, Yuzhi Yuanmingyuan t19'0ng 

(1887), the thirtieth;ïng is Open-Mind and Enlightened, and the thirty-sixth;ïng is 

Bathing Body and Increasing Virtue. While in a modem edition of the simi1ar 

anthology, Yuanmingyuan sish!Jïng t19'0ng (1985), the Bathing Body and Increasing 

Virtue becomes the thirtiethJïng, the Open-Mind and Enlightened, the thirty-sixth. 

If connecting the spot of one Jïng with the spot of the next ;ïng with a straight line, a 

clear pattern of the emperor's path will be revealed. In the 1887 version, the path 

will be a clear zigzag pattern without any overlap of lines (Fig. 4-a); in the 1985 

version, the path will bec orne overlapping around the area of the Fortunate Sea (Fig. 

4-b). The first pattern guarantees that the emperor's poetical journeydid not overlap 

and would be a continuous process of curiosity and discovery?84 

The first pattern reveals the hidden order of the seemingly disordered path of the 

Forty Jing. Along the path, the Forty Jing were opened up to the emperor's mind 

which in turn was brightened byeach Jïng. Such a continuous, zigzagging path 

created the most expansive vision of Round Brightness within the enclosure of the 

garden. The journeyof the FortyJing satisfied Qianlong's need for "roaming around 

284 As for the debate about the sequence of the thirtieth and thirty-sixthjing, l had a communication 
with Zeng Zhaofen, a leading Chinese scholar in the studyof the Garden of Round Brightness, who 
supported the second pattern. 
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and appreciating expansive landscapes" and "bright and beautifullandscapes ... that 

nothing can surpass.,,285 

The concept that Jïng is a unity of mind and scene was aIso due to requirement that 

each scene had to be recomposed in the mind to become a Jïng; as in the Forty Jing. 

Just because a name board of each Jïng was hung on the eave of a specific building, it 

did not mean the Jïng was specifically focused onlyon that building, but rather a 

group of buildings and their surroundings. A distant scene, for example, the West 

Mountain, was borrowed into the emperor's mind to compose a Jïng. In the poem 

"The Garden of Round Brightness after a Rain," Qianlong wrote: 

The frontalJïng [duyïng] is so fine, )(tJ{"1i~, 

I look upon the mountain, which always looks flourishing.286 ~ tl.! ,tj,r3é!l1l 0 

"The mountain" indicates the distant West Mountain. The "frontaIJïni' here 

describes a straight framed view through which the image of the West Mountain was 

borrowed into the garden. 

The impressive borrowed Jïng of West Mountain had repeatedlyappeared in 

y ongzheng's poetry of the garden. In the poem "Looking from the Pavilion of 

Chanting Aloud on an Autumn Day," he wrote: 

Misty distant peaks bathe in sunset light, ~~:ii ~ * !J Ill, 

Oear rays open up one after another through mywatching. HW7'tJJJ JJJtJ1 ~ 

The bridge strides its rainbow-like shadow over the brook, m;f$ !lùJt~ ~ r~ 

Wmd passes by, cicadas chirp across the river. »<l.J3t~' Fr ~~ W-1lfJ 0 

Several patches of rosyclouds and three paths of chrysanthemums, ~JtHt 

~ -=-1~1ffl , 

285 See my annotated f1.Ùl translation of Qianlong's "Later Record of the Garden of Round Brightness 
[Yuanminghouji I2IIljjjlmf§1è]" in section 1.1. 
286 Qianlong, "Yuhou Yuanmingyuan ffi f§ I2IIljjj lm ," in Zhu Jiajin et al ed., "Qing wuchao yuzhiji 
zhong de Yuanmingyuan shi," in Yuanmingyuan 2 (1983): 61. 
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One pool of auturnn water and half a bed of doucis. ~$:tkJj(**~ a 

No sooner have 1 chanted and had summer coolness at the high pavilion, ~ 

~ JI::!-;;t Q9 *, 
Than 1 hear the golden storm wind send the flock of wild goose away?87 X 

The first sentence certainly indicates the West Mountain was induded in the jïng, yet 

the West Mountain was not within the garden boundary. While standing on a high 

pavilion in the garden and looking into the distance, Y ongzheng was deeply 

impressed bythe distant view of West Mountain. 

It can thus be said that, for the Garden of Round Brightness, the jing is a collection 

of garden scenes within the mind. In forrning a jïng within the mind, the emperor 

made historical allusions. In the poem "Jing of the Sunken Peach-Flower Bed," 

y ongzheng wrote: 

The imperial garden is good for rainyand dear days, ~ lm 1Cffi~:§: a~, 
The bamboo pillowand mat are cool in the remote lodge of the deep spring. 

~IJmtfi~iHt.t~ 0 

Several falling petais wake mynoon dream up, ~#~:tt:"tJJ:q:.1'#, 

A song from a fisherrnan arouses my leisure emotion. ~ JE 1Ë Pl§ ~ ~ 't~ a 

When temporarily moving around the couch and sitting in a pine grove, f[ 

t$m ~ f0 ra]~, 

1 just heard birds chanting in the bamboo groves. 'tif QJT * * t'r ~ 1lJ!?, a 

Onlythe eastward wind knows myintention, '1t~*}X\.~j:lfJt~, 

The pool full of tender green produces ripples. 288 WUtÈ.~~~1~tt1:. a 

Bythejïng of the sunken peach-flower bed, Yongzheng alluded to the famous 

"Record of Peach-Flower Garden," an essaywritten byTao Yuanming ~~*I a~ of 

the Jin dynasty. The poem shows Y ongzheng's true intention in the garden was to 

287 Yongzheng (Qing emperor), "Qiuri deng Langyin'ge yumu tic El !f:~~ptlll~ § ," in Yongzheng 
shiwen zh"!Jïe, anno. Wei Jianxun (Shenyang: Liaoning guji chubanshe, 1996), 172. 
288 Yongzheng, "Taohuawu jijing ~E:tË:f:t?,~P~," in ibid., 145. 



enjoy his "leisure emotion" and let it flow among the objects of the Jïng of the 

sunken peach-flower bed. 

The allusive Jïng frequentlyappeared in Qianlong's poems of the garden. In the 

poem "Hall for Receiving the Jing [of the Lion Grove garden]" in 1775, he wrote: 
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1 come here occasionally for the purpose of stealing a short leisure, - ai 1~ 

It has been one year since my last poem at this same spot. -1::; * PX: pt X. ~~ if 

A person like me hastens to ask for a jÏng, 1bl-J.!t m ,tt IP] ~ * , 
How could 1 be as lofty and leisure as the pedantic celestial?89 ~ ~~ ~ ~ ~ 

The "pedantic celestial" alludes to the painter Ni Zan 15C1I of the Yuan dynastywho 

was said to have participated in the design of the Lion Grove garden in Suzhou, 

which was the inspiration for the Lion Grove garden in the Garden of Etemal 

Spring. In the poem, Qianlong expressed his longing for a Jïng, like the Lion Grove 

in Suzhou. By"receiving" the Jïng of the Lion Grove, he was seeking the same "lofty 

and leisure" state of the painter Ni Zan. 

In the poem "Wmdow of Colored Painting," Emperor Jiaqing .)jÇ, son of 

Qianlong, wrote: 

The area of ten hu is big enough to accommodate my body, +W W~ ~, 

The small windowreceives remote prettiness. /J'i7~~*o 

Overlaid rocks are made into artificial hills, ~ 1511= 1fi W , 

The spare land is used in accordance with the Jïng. ~!i!! ~ j( mt 0 

The rugged peaks are the most singular, J1J~.iù ~.1D", 

The sound of spring is like the music of qin. #MJJ5 71t~* 0 

Pine boughs stick out of the stream valley, ;t0;fi ttl nSJ ~iiJ , 

289 Qianlong, "Najing tang ~~:!it," in Zhang Enyin, Yuanmingyuan bianqianshi tanwei, 220. 
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Wmding water runs though the doudy cave. liB * ~ ~ ~ 0 

The wonderful bounded view [my italicJ is like a painting, 9'):Ijt 15l!lli JJX:, 

In my imagination crags and mountain caves are lined up. !,*~JU:E-!ilm 0 

Sitting in front of the window can substitute for grand wandering, ~xtf~~± 

WJ, 
Whether it is true or not needs extensive study?90 J{.175J Yj: 1iJf Jt: 0 

The title of the poem "Wmdow of Colored Painting" echoed the same concept of Li 

Yu 2J:ii§ and was a metaphor of a specifie Jïng. What is significant is that the 

"wonderful bounded view is like a painting" and sitting in front of the window was 

like wandering through nature as if it were real. It is dear that this "wonderful 

bounded view" was actually the Jïng. Looking into the Jïng, the emperor was not sure 

whether he was looking at a painting or wandering through a real garden scene. 

Besides the emperor's poetry and the pictorial representations of the Forty Jing, 

another reference for us to understand these Jïng is the literature left by the Western 

missionaries who worked in the garden. Father Matteo Ripa served as a painter in 

the courts of both Y ongzheng and Qianlong. He contrasted dùnese gardens and 

European gardens: 

For whereas we [Europeans] seek ta exdude nature byart, leveling hills, 

drying up lakes, felling trees, bringing paths into a straight line, constructing 

fountains at a great expense, and raising flowers in rows, the dùnese on the 

contrary, by means of art, endeavor to imitate nature.291 

He thought that creating gardens in a natural way, as the dùnese sa skillfully 

accomplished, was to imitate nature by means of art; the natural way was to respect 

the original topographyas much as possible. 

Ripa's "natural way" echoed with William Chambers' concept of "nature." In his 

book, A Dissertation on Oriental Gardening, Chambers criticized that although English 

. 290 Qiarùong, "Yanhua chuang ~lI!lJW," in ibid., 229. 
291 Matteo Ripa, Memoirs ofFather Ripa during Thirteen Years Residence at the Court of Peking (London: John 
Murray, 1846), 62. 
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gardens were intended to ÏrrÙtate nature, theyembraced raw nature without artistic 

creation. The Chinese artists had nature for their general model, but they were not 

so attached to her as to exclude ail appearance of art. He argued, "Art must be 

employed not only to produce variety, but also novelty and effect: for the simple 

arrangements of nature are ... too familiar to excite any strong sensation in the mind 

of the beholder, orto produce anyuncommon degree of pleasure.,,292 Chambers' 

criticism of "simple arrangement of nature" was given to his peer English garden 

designers. To support his argument for the "novel effects" in gardens, he referred to 

the letter of the Jesuit Father Attiret about the Garden of Round Brightness: "We are 

told by Father Attiret, that in one of the imperial gardens near Peking, cailed 

Yuanming Yuan, there are ... four hundred pavilions, ail so different in their 

architecture.,,293 Not onlyimpressed bythe varietyof buildings, Chambers was aIso 

impressed by the role of buildings in composing a distant ;ïng. He observed that 

buildings were arranged according to perspective by"giving grayish tints to the 

distant parts of the composition.,,294 His observation of the depth of ;ïng was based 

on his knowledge of linear perspective, but he also noted the effects of atmospheric 

perspective. He found that the winding path helped introduce varied ;ïng and that a 

;ïng, which he called "a newarrangement," could "occupythe mind agreeably."295 

While Chambers referred to the Chinese gardens in order to express his concept of 

English gardens, Father Attiret was referring to European gardens in order to 

understand the Garden of Round Brightness. A comparative perspective was 

adopted in both their observations. As Attiret stated, "[In the Garden of Round 

Brightness,] they go from one of the vaileys to another, not by formaI straight walks 

as in Europe; but byvarious turnings and windingS.,,296 He described these pathways 

as a "beautiful disorder" and thought the Chinese liked "a wandering as far as 

292 William Chambers, A Dissertation on Oriental Gardening (London: W. Griffin, 1772), 14. 
293 Ibid., 31. 
294 Ibid., 42. 
295 Ibid., 45. 
296 Jean-Denis Attiret, "A Letter from a French Missionary in China, Peking, Nov. 1, 1743," trans. 
Joseph Spence, in John Dixon Hunt ed., The English Landscape Garden (New York: Garland Publishing, 
Inc., 1982), 8. 
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possible From all the rules of art.,,297 Being "struck" and "pleased" bythe "beautiful 

disorder," he even said that "myeyes and tas te are grown a little Chinese.,,298 

The sameJïng impressed the French Jesuit, Michel Benoist (Chinese name,Jiang 

Youren ~~ 1=), who designed the fountains of the Western Multistoried-Buildings 

garden. In a letter he comm.ented: 

In Chinese gardens, the view is not strained at aU, because it is set up in a 

space proportional to the field of perception. You look at a beautiful scene 

that strikes and enchants yoUj and after a few hundred feet, new 0 bjects 

appear to you and evoke newadmiration.299 

In the letter, he observed that in European gardens, though the path was straight and 

extended to a far distance, there were manymagnificent things to see and the 

visitor's imagination could not focus on anyone of them. By contrast, in Chinese 

gardens, each view was well proportioned and the beauty came from the changing 

vlews. 

Another reference regarding the Jïng of the Garden of Round Brightness came from 

the first British ambassador, George Macartney, who visited the garden in 1793. As 

for the Chinese approach of conquering while improving nature, he gave detailed 

descriptions: 

It is indifferent to a Chinese where he makes his garde n, whether on a spot 

favored or abandoned bythe rural deities. If the latter, he invited them or 

compeis them to return. His point is to change everything from what he 

forrned it, to exp Iode the old fashion of the creation and introduce novelty in 

every corner. If there be a waste, he adorns it with treeSj if a dry desert, he 

waters it with a river or floats it with a lake. If there be a smooth flat, he 

varies it with aU possible conversions. He undulates the surface; he raises it 

in hills, scoops it into valleys and roughens it with rocks. He softens 

297 Ibid., 38. 
298 Ibid., 36. 
299 Michel Benoist, "Lettre, du père Benoist, à M. Papillon d'Auteroche, Pekin, 16 November, 1767," 
Lettres édifiantes et curieuses, écrites des missions étrangères, tome 13, mémoires de la Chine (Nouvelle édition, 
Lyon: J. Vernarel Libraire, 1819), 178. 
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asperities, brings amenity into the wildemess, or animates the tameness of an 

expanse by accompanying it with the rnajesty of a forest.3oo 

It is not true that Chinese gardens, as Macartney described, were indifferent to the 

issue of site. To the contrary, a correct selection of site was a priorityfor Chinese 

gardens. However, there is truth that in Chinese gardens, especially imperial gardens, 

everything could be changed in order to "introduce novelty in every corner." The 

"novelty" was related to the uniqueness of each Jïng and a primary consideration in 

the site of Chinese gardens is the location of each building within the garden. As 

Macartneywitnessed, "proper edifices in proper places is the style which they[the 

Chinese] admire. The sumrn.er-house, the pavilion, [and] the pagoda have all their 

respective situations.,,301 

The panoramic view of the garden was very important and appreciable to the 

emperor. As observed by Macartney, "several hundreds of pavilions scattered 

through the grounds ... and yet contributed to the general purpose and effect 

intended to arise from the whole.,,302 The "general effect intended to arise from the 

whole" could only be observed from a bird's-eye view. This was verified by the 

paintings of the Forty Jing. 

Through writings, the Jesuits, Chambers, and other Europeans brought their 

impressions of theJïng in Chinese gardens, especiallythe Garden of Round 

Brightness, back to the European continent. In the late eighteenth century, an 

important visual resource for Europeans to leam about the Jïng of the Garden of 

Round Brightness was Le Rouge's engraved garden encydopedia, Détail des nouveau 

jardins à la mode.303 This garden encyclopedia provided very detailed copperplates of 

French, English, and Chinese gardens throughout the world. The thirteenth volume 

outlined "Jardins anglo-chinois." The fourteenth to sixteenth volumes focused on 

"Jardin chinois," which included the complete set of the fortycopperplates of the 

300 Macartney, 271. 
301 Ibid., 272. 
302 Ibid., 95. 
303 George Louis Le Rouge, Détails des Nouveaux Jardins à la Mode (paris, 1776-1788). A copy is in the 
Dwnbarton Oaks collection. 
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Garden of Round Brightness, which were engraved in 1786. In addition to those 

fortycoppetplates, twentycoppetplates of the Western Multistoried-Buildings 

garden were engraved in Beijing during the same year. It is interesting to note that 

the E uropeans were interested in the Chinese portion of the garden while the 

Chinese were projecting their interest in the European portion. 

In Le Rouge's book, the sequence of the forty coppetplate engravings did not fol1ow 

the original sequence of the Forty Jing established by Qianlong. In contrast to the 

original sequence of the Forty Jing, the appearing sequence of Le Rouge's forty 

coppetplate engravings is: (in volume lS)Jïng 20, 19 ... 2, 1,40,39 ... 34,33; (in 

volume 16)Jïng 32,31...22,21. Forexample, the twentiethJïng, Simple Lue in 

Peaceful Surroundings, appeared as the first engraving; while the firstJïng, 

Uprightness and Brightness, became the twentieth engraving in Le Rouge's book 

The discrepancy between the two sequences demonstrates that the poetical path of 

the Forty Jing was unknown by Le Rouge. 

On the first plate of volume 15, Le Rouge noted: "Les faire graver a Paris pour servir 

aux progres de l'art des Jardins; puisque tout le monde sait que les Jardins Anglais ne 

sont qu'une imitation de ceux de la Chine.,,304 The note expressed his idea that the 

so-cal1ed English garden was an imitation of Chinese gardens. It might be for the 

sake of proving this idea that he edited these two volumes on the Garden of Round 

Brightness. On the second plate, he noted: "Dans les Batimens de mes Planche on a 

suivi le gout des Originaux gravés à Pekin. C'est à dire qu'on a donné que le trait. 

Le Paysage est mieux traité dans les miennes. On a laissé les lointains en blanc 

comme dans les Originaux.,,30S He admitted that his coppetplates were intended to 

imitate the original Chinese woodcuts of the same garden, but he thought that 

lands capes would be better depicted in his copperplates. He aIso noted that he 

followed the Chinese wayof using whiteness of paper for expressing distance in a 

Jing. 

304 Ibid., cahier 15: plate 1. 
305 Ibid., cahier 15: plate 2. 
END OF QiAPTER-IWO FOO1NQTES. 
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The Chinese woodcuts that Le Rouge imitated can be found in the Qing transcript, 

YuZhi Yuanmingyuan t'!)'ong (1887). The woodcuts were drawn bythe court painters 

Sun Hu and Shen Yuan and calVed byunknown Chinese craftsmen. When 

comparing the woodcuts of various ;ïng with Le Rouge's copperplates, for the most 

part, ail the details appear to match. For other ;ïng, there are sorne discrepancies 

between the Chinese woodcuts and Le Rouge's copperplates. For example, in the 

woodcut of the fortieth ;ïng, In Depth of Remote Dwelling, the bottom border was 

depicted as flowing douds that hinted at the Daoist fairyland (refer to the colored 

painting in Fig. 10), but in Le Rouge's copperplate the same portion was presented as 

a lake and the original Daoist implication was lost. 

In Le Rouge's encyclopedia, there was a high frequencyof the presence of Chinese 

elements within European gardens. These Chinese elements included buildings such 

as Jardin Chinois, Pavillon Chinois, Petit Pavillon, Palais Chinois, Maison Chinoise, 

Pont Oùnois, Temple Chinois, pagoda, Barque Chinoise, voliere Chinoise, belvedere 

Chinois, Sallon Chinois, Galleries Chinoise, Maison du Philosophe, grottes Chinoises 

and kiosq (Fig. 67). This interest in Chinese garden characteristics demonstrated the 

Europeans' attention to the unique form of buildings in Chinese gardens during the 

eighteenth century. However, in most cases, as demonstrated in the sixth plate of 

volume 21, these buildings existed as isolated objects in the vûe in European gardens. 

This isolation did not bring about the cohesive ;ïng, where the ;ïng required that the 

elements of the scene and the obselVer's bosom were combined into a depth of 

vlew. 
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CHAPTER THREE LINE-METHOD 

The Garden of Round Brightness integrated the vision of round brightness and the 

Forty Jing. A question is: how was this unity applied to the European portion of the 

garden? The fact that the Chinese portion enclosed the European portion has 

demonstrated that the Round Brightness acted as the immediate context of this 

exotic garden. In the Chinese portion, the embodiment of the Round Brightness is 

the multiple Jing, which can be analyzed through their representations. The 

representation of the Jing of the European portion is a set of twenty coppezplate 

engravings (1786), which were composed with the technique of "line-method," the 

Chinese transformation of Western linear perspective. As demonstrated in the 

paintings of the Forty Jing, there was alreadya traditional perspective in Oùnese 

lands cape paintings. A study of how Western linear perspective was integrated into 

Chinese representation will help reveal the Jing of the European garden designed by 

the Jesuits. 

3.1 Perspective in Chinese painting 

A central issue in Chinese landscape painting is the expression of depth. One of the 

earliest theorists on distance and depth in Chinese paintings was Zong Bing *;tp;j 
(Southem Dynasties). He stated: 

The Kunlun Mountain is too big, yet the eye is so small. If the mountain is 

too close to the beholder, its form cannot be seen. If it is several/i away, its 

form can be contained in the small eye. It is true that the longer the distance 

is, the smaller the size of the mountain is .... Therefore, the beholder should 

not burden himself in seeking detaillikeness in an apparent small mountain 

in the painting, rather grasp its natural propensity [shi ~ ].306 

The greater the distance from the object, the smaller the size of the abject appeared. 

For Zong, this was true in both reality and painting. His theory of the pictorial 

distance originated directly from his personal experience in nature. 

306 Zong Bing (Southern Dynasties), "Hua shanshui xu," in Shen Zicheng ed., ridai /unhua mingzhu 
lubian, (Beijing: Wenwu chubanshe, 1982), 14. 
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Another classic discourse on depth and distance in Chinese landscape paintings was 

advanced bythe poet and painter, Wang Wei .:E.~t (Tang dynasty). He stated: 

[In paintings,] a distant person has no eye; a distant tree has no bough; a 

distant mountain has no stone and appears like eyebrows; a distant body of 

water has no ripple .... These are the knack [for depicting the distance]. To 

differentiate between the distant and the near, you have to separate them307 

His theOIyof distance aIso came from his observation of nature and is close to what 

we cali atmospheric perspective in the modem sense. 

In Chinese Buddhism, the transfonnation of scriptures from words into pictures is 

calied Jïngbian ~21t. Paintings of the "transformed scriptures" originated from 

middle China. The cave frescos at Dunhuang of the Tang dynasty become an 

important source for studying the transformed scriptures. One type of fresco, 

Western Pure-Land Transfonnation, adopted a large counyard building as the 

backdrop for the depiction of the Buddha (Fig. 54). "The groups of buildings look 

magnificent and are represented in perspective.,,308 The compositions of buildings in 

these frescos were usuallya concentrated projection, close to central perspective, 

with a bird's-eye view. These were the earliest cases of concentrated projection 

known in the history of Chinese painting. Although Buddhism was originaliy 

imported from India, the buildings in these frescos were completely Chinese classic 

architecture. It is interesting to note that the Dunhuang frescos were the first and 

only time that the concentrated projection appeared prior to the Qing dynasty. One 

of the reasons for the concentrated projection in the Dunhuang frescos was most 

likelyto emphasize the central position of the Buddha who traditionallysat at the 

center of the picture. 

The central perspective, with the horizon at eye level, in Renaissance perspective is 

close to the traditional "frontal view" in Chinese paintings. When tracing the history 

307 Wang Wei (Tang dyn.), "Shanshui lun," in ibid., 32. 
308 Jin Weiruo, "Dunhuang yishu zhai meishushi shang de diwei," in Lin Baoyao ed., Dunhuangyishu 
tudian (Taibei: Yishujia chubanshe, 1991),663-64. 
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of lands cape painting, one discovers a few rare pieces with a frontal view. In the 

painting entitled A Thatched Pavilion by Lu Hong F 1: of the Tang dynasty (Fig. 

55), the inhabitant within the picture looks straight towards the spectator, appearing 

to be in a meditation state, sitting inside a single-room house. The inhabitant 

appears to be a Buddhist residing in the mountain and might be related to the spread 

of Buddhist temples in remote mountains at that time. The roof of thatch aImost 

reaches the upper border of the painting, while the figure's head touches the ceiling, 

making the figure's head appear to be the most distant item in the interior of the 

house. This piece of art is a good example of how depth in a painting is depicted, 

where the higher a thing is positioned, the more distant it appears. The positioning 

of the inhabitant creates a straightforwardness of the inhabitant's view and is in 

sharp contrast to the randomness of the naturallandscape in the front of the house, 

and there is no presence of the horizon of view and the sky. The frontal view, as in 

this painting, was quite rare during the Tang dynasty. In the gardens of the Ming 

dynasty, the frontal view emerged as a type of Jïng, cailed "the head-on Jïng" (duyïng 

xt~). It was either arranged on a meandering path to arouse the visitor's surprise 

or composed as a static picture for appreciation from the interior. But this type of 

Jïng did not appear in garden representation until the use of "line-method" (xianfa ~ 

~t;;), a Chinese transformation of Western linear perspective in the eighteenth 

century. 

In the Song dynasty, theories of depth in painting became weil known and were of a 

high level, with the greatest theoretical advances made by Guo Xi ~~ ~~ (Northem 

Song). He theorized the three distances in mountain paintings: 

Mountains have three distances. [The expanse] from the foot of mountains 

looking up to the peak is called high distance [gaqyuan jli§ij";®]; from the front 

mountains looking through to mountains behind is cailed deep distance 

[she'!)'uan ~;®]; from near mountains looking off towards distant mountains 

is cailed level distance fpingyuan .3f~].309 

309 Guo Xi (Northern Song), "Linquan gaozhi," in Shen Zicheng, 71. 
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The first one, high distance, is vertical and the other two, deep and level distances, 

are horizontal. While the level distance describes the view moving forward and 

expanding to both sides, the deep distance indicates a straightforward movern.ent and 

is obtained when we look through mountains in the forefront towards the mountains 

behind them. Advancing Guo Xi's theories further, Han Chunquan ~9§~~ 

proposed to further de fine distance. He worked with the concepts of expansiveness, 

blurriness, and seclusion. His discussion of these concepts is as follows: 

There is near but expansive water, and there are expansive but distant 

mountains. This is called expansive distance [kuqyuan ImJZ]. When there are 

mists and smOke' the water in wilde mess cannot be seen. This is called 

blurred distance [mb'uan 5$Z]. When a scene is in the absolute distance and 

thus appears minute and dimly discernible, it is called secluded distance 

[yol!)'uan ~Z].310 

Guo Xi and Han Chunquan each furthered the typical atmospheric perspective 

theories in Chinese paintings. In order to study the geometrical perspective, which is 

rare in Chinese paintings but typical in the Western representation, attention needs 

to be paid to the depiction of buildings. Shen Kuo tt1i5 gave the well-known 

comrn.ents on the Song painter Li Cheng's '$P.X; paintings of buildings: 

In Li Cheng's paintings of pavilions, lodges, towers and pagodas, the flying 

eaves were all depicted as being looked at from the underside. His own 

explanation is that this looking up from below happens when a man looks 

upward at the ceiling and eaves while standing on the ground. His viewpoint 

is wrong. Usually, the principle [fa #;;] of lands cape painting is looking at a 

small thing from a big thing, just like looking down at an artificial hill. If 

adopting the principle of a real mountain and looking upward from below, 

you can see onlya single mountain. [In his way,] how can you see one 

mountain after another? [In his way,] you cannot see brooks in valleys, 

courts of houses and what happened in back alleys .... Mr. Li probablydid not 

know the principle of looking at a small thing from a big thing where the eye 

310 Han Chunquan (Song dyn.), "Shanshui chunquanji," in ibid., 135. 
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moves up into the distance because of its own subtle reasons [for using this 

principle]. What is the purpose of looking at the curved roof corners from 

the underside?311 

The painting model of "looking upward at flying eaves from underside" did not 

begin with Li Cheng; in the Dunhuang frescos many buildings showed their flying 

eaves which appeared to he looked at from underneath; such a posture expressed a 

feeling of the high and sublime.312 Shen Kuo thought that since Li Cheng's paintings 

were of buildings that were located in mountains, a bird's-eye view should be 

adopted in order to introduce an expansive vision rather than, as Li Cheng did, adopt 

a viewpoint from the ground. Shen's comments demonstrated that the bird's-eye 

view became a dominant perspective in landscape paintings during the Song dynasty 

and the viewpoint from the ground was not appreciated. The differences betvleen 

Shen and Li aIso lay in the emphasis between the viewand viewer. Shen paid more 

attention to the view of the landscape itself while Li emphasized the perspective of a 

real person standing on the ground. 

Shen Kuo preferred an unrealistic bird's-eye view in order to express truthful nature. 

Li Cheng took a real person's viewpoint but lost the truthful view of nature, namely, 

in Shen Kuo's words, you could not "see one mountain after another." This 

difference brought to light the issue of truth in landscape painting. The truth in 

landscape painting did not lie in motphological imitation of nature, but rather a 

truthful understanding of nature. The poet Su Shi "9t$i\ stated: "If a comment on a 

painting focuses on its resemblance, the cornmentator's opinion is like a child's.,,313 

He was criticizing motphological imitation. Han Qi stated: "The knack of 

appreciating a painting is onlyto see how it closes in on the real [bizhen J,iJt].,,314 

The concept of "closing in on the real," bizhen, is quite significant. It means that the 

3ll Shen Kuo (Song dyn.), "Mengxi bitan lun hua shanshui," in Yu Jianhua ed., Zhongguo gudai hua/un 
/eibian, 2 vols. (1957, Rpt., Beijing: Renmin meishu chubanshe, 2000),1: 625. 
312 Yu Jianhua, 626. 
313 Su Shi (Northem Song), "Lunhua shi," in ibid., 51. 
314 Han Qi (Northem Song), "Zhigui lunhua," in ibid., 41. 



156 

truth was the destination, but it was not easyto obtain as it required a good effort to 

be approached.315 

The degrading of morphological imitation did not mean that when painting truth in 

landscape, especially when depicting buildings, it did not require careful observation 

of objects. Guo Ruoxu $B;a: b& commented: 

In the earlySong dynasty, [artists such as] Guo Zhongshu $B,it;W and Wang 

Shiyuan .:E ± jG usually painted multistoried buildings in a way that all four 

roof corners appeared and brackets were depicted one byone with clear 

differentiation between font and back and without loss of regularity. The 

present painters like to paint buildings with a straight ruler .... Their brush 

strokes are very miscellaneous without a sense of sublimity and e1egance.316 

The author was comrn.enting on the parallel projection in bird's-eye view for the 

depiction of buildings. Only in such a composition, the four corners of the roof 

were shown at the same time or the front and one flank of the building body could 

appear simultaneously. 

In the delineation of buildings in Chinese paintings, there is no fixed focal point. 

With a single building or several buildings in a close1y related group, no 

discrimination in size is noted, and parallellines remain paralle1 and equidistant 

throughout their length. This effect of parallel projection looks similar to Western 

axonometric drawings, a fonn of shop drawings where a three-dimensional fonn is 

represented in a m.easurable scale in all its parts.317 The two methods of perspective 

should not simply be equated to each other, as the Chinese paralle1 projection is not 

for measuring and control as in the Western rn.ethod but rather is related to the 

expression of bird's-eye view of a Jïng. 

315 The Chinese concept of bizhen is close to the Renaissance concept of "approaching truth." 
According to Nicholas of Ûlsa, truth functions like an ideal that we approach more or less 
successfully, even though we shall never quite seize it. Karsten Barries defines the Renaissance 
approach to truth as "a particular perspective" (See Karsten Harries, Injiniry and perspective [Cambridge, 
MA: :MIT Press, 2001], 50-51). 
316 Guo Ruoxu (Northem Song), "Guohua jianwen zhi xulun," in Yu Jianhua, 58. 
317 Benjamin March, "Linear Perspective in Chinese Painting," Eastern Art 3 (1931): 132. 



Except for sorne fragments, it is hard to find documentation in Chinese painting 

theories regarding drawing buildings. Han Chunquan ~iJ~Y!~ advanced: 

Buildings should hide among mountains and forests and not appear 

completely. Otherwise, a painting would look like a pattern of 
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buildings ... especially for Buddhist temples and Daoist belvederes, it is better 

to locate them in secluded valleys.318 

With an extrernely distant point of view, the chance and exigency for buildings to 

bring about the effect of foreshortening were very rare. 

Besides atmospheric perspective and parailel projection of buildings, another wayof 

expressing depth in Chinese paintings is the vertical composition where the painter 

placed the point of view of the composition at a very high level. The line of the 

horizon is placed very high, and the different planes range one above the other in 

such a waythat the glance embraces a vast space.319 Chinese lands cape paintings are 

primarilyon vertical scroIls, with a large vertical area, creating a medium where the 

higher an object is in the composition, the more distant it appears. Viewing of the 

painting begins at the bottom and graduaily moves towards the top, creating a view 

that slowlyextends into the distance. 

Corresponding with the non-focal point, there is a movable viewpoint in Chinese 

paintings. Sorne research has pointed out that for the Chinese anist, man is not the 

measure of ail things but has to integrate himself into the landscape.32o The concept 

of being in nature in order to paint real nature is clearlyexpressed in Guo Xi's 

painting theory. He wrote: 

If you put yourself in mountains and waters and then observe them, the idea 

[yi ~] of mountains and waters completely appear .... The shape of a 

318 Han Chunquan, Hl. 
319 See Stephen W. Bushell, Chine.re Art, v. 2 (London, 1906), 108-109. Raphaël Petrucci, Chine.re 
Painter.r: A Critical Stucfy, trans. Frances Seaver (New York: Brentano's, 1920),24. 
320 Michel & Cécile Beurdeley, Giu.reppe Ca.rtiglione: A je.ruit Painter at the Court of the Chine.re Emperor.r, 
trans. Michael Bullock (Rutland, Vt.: C E. Tuttle Co., 1971), 138. 
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mountain changes with your moving .... If a painting can make the idea 

emerge within the beholder, he must feellike being in the real mountain.321 

The first poet who sang "Rivers and mountains are picture-like" (;ïangshan ruhua li W 

~O 100) was Sun Haoran 1IJ\~~ (Song dynastJ1.322 Compared to the concept of 

"picturesque" of European gardens, the Chinese concept of "picture-like" was not 

defined in specific terms. The pictorial images presented in lands cape paintings 

often show a tendency toward ambiguity and disintegration of forms into the misty 

poetic mood and bluny atmosphere rather than emphasizing natural details in a 

landscape.323 The tendency tov.rards the "picture-like" implies that the viewof 

lands capes must be put under control by mental enclosure in order to become a 

significant existence-Jïng. 

In the Yuan dynasty, there emerged a concept of "moving-through the Jïng" (tonoïng 

Ji:;:) to describe the type of landscape paintings that maintained a high viewpoint 

so that the observer could look through the whole pictorial Jïng.324 In the Qing 

imperial gardens, this concept v.ras used to describe Western paintings that were 

composed in linear perspective. The commonality of Chinese and Western paintings 

in this respect probably lay in the intention of "seeing though into the distance." 

In the Ming dynasty, it became popular for individuals to request artists, such as the 

famous artist Wen Zhengming Jt1iE~, to paint their own private gardens. Wen 

Zhengming's paintings began to show the view of garden scenes with the horizon of 

eye level, as depicted in his famous set of paintings, known as Garden of an 

Unsuccessful Politician in Suzhou. Once the viewpoint 'WaS connected to the 

ground, buildings in the garden scenes required a more detailed representation. 

Although the depiction of the buildings was moving towards becoming more 

321 Guo Xi, 67-68. 
322 Wai-Kan Ho, "The Literary Concepts of 'Picture-like' (ruhua) and 'Picture-Idea' (huayt) in the 
Relationship between Poetry and Painting," in Alfred Murck & Wen C Fong ed., Words and Languages: 
Chinese Poetry, Ca/ligraphy, and Painting (New York: The Metropolitan Museum of Art, 1991),365. 
323 Ibid., 383. 
324 See fig. 24 in Zuan if' ying hua, a collection of Chinese tapestries and embroideries from the Song to 
Qing dynasties (Tokyo: Zauho Press, 1935). 
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detailed, the depiction of buildings remained rough and ambiguous and did not show 

any sign of linear perspective. Wen did admit the great difficulty of depicting 

buildings: 

To paint a palace building is the most difficult. It is said onlywhen the 

measure has no error can a painting be a good piece. Because such a 

painting is restricted by rules, the brush and ink cannot be used freely. If a 

srnall break of rules is made, the painting will de grade into a vulgar piece. 

Therefore, there had not been a master painter in this field before the Tang 

dynasty or until the Five Dynasties when Wei Xian JI.'M became famous [in 

this field], but his paintings still did not reach the highest level.325 

Wen thought that a building painting had to follow certain rules to obtain correct 

measurement, but he did not specify what the rules were. On this issue, his peer 

Tang Yin m J&' stated: 

Painting a building without a ruler started from [Guo] Shuxian [$~];W7t. 

Using a ruler to measure a painting started with [Zhao] Boju [~]1SlJ1iJ. In 

later generations, such as Li Song * ~, the method of catpentry was used to 

paint buildings. [At that point] their paintings finallydegraded to the 

lowest.326 

Tang described howto measure a building in a landscape painting. Applying a ruler 

to measuring did not mean to follow the rigid method of catpentry, which was 

despised in landscape painting. The fact that a painter worked with or without a 

ruler to measure indicates that mathematical precision was not a criterion for judging 

the correctness of measurement within the painting. The correct measure originated 

more from the regularityof the heart than from that of mathematics. The regularity 

of the heart indicated more of a concentration of the mind rather than the "true" 

view observed. 

The traditional composition of "the higher position [in the painting], the more 

distant" began to change during the Qing dynasty, especially in court paintings which 

325 Wen Zhengming (Ming dyn.), "Hengshan lun hua shanshui," in Yu Jianhua, 713. 
326 Tang Yin (Ming dyn.), "Liuru lun hua shanshui," in ibid., 712. 
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were influenced bythe Jesuits, such as in the paintings of the Porty Jing byTang Dai 

mm. On describing the method of painting a mountain, he explained: "If it is 

distant, it should look low; if it is near, it should look high .... [The distance] can be 

expressed by layers of mountains, one after another.,,327 According to his theory, a 

distant mountain was not necessarily positioned at the top of the painting, but the 

peak of a near mountain could reach that top; the front mountains should partiaIly 

block the view of the back ones. A new phenomenon evolved from his theory of 

distance, which was the emergence of the horizon of view and the horizon of land. 

In aIl the paintings of the Porty Jing, these two horizons appeared clear and rnatched 

with each other, although the spectator's viewpoint still floated in the air. In 

traditionallandscape paintings, there was no chance for the presence of the horizon 

of land. In Tang Dai's paintings, the clear presence of the horizon of land began to 

draw the consciousness to the horizon of view. Compared with a contemporaneous 

work, Qian Weicheng's t&ME~ paintings of the Thirty-SixJing of the Mountain 

Hamlet for Summer Coolness (1752-1754),328 the "layers of mountains" in Tang 

Dai's paintings are clearer and more cohesive with the perspective effect of the 

buildings in the paintings. The expression of general propensity (shi~) in Tang 

Dai's paintings is thus closely related to the depiction of perspective effects. 

The composition of oblique projection in the forty paintings of the Porty Jing was 

developed from the traditional oblique-paraIlel projection, which advanced the 

concept that an object should be painted as what it should be rather than as to how it 

appeared. The British envoy Staunton observed that in paintings displayed in the 

Garden of Round Brightness, objects at different distances were drawn not as they 

appeared to the eye but of their actual size, "as determined by the judgment 

correcting the errors of sight."329 Others have proposed that "the oblique angle of 

view" in Western engravings provided the Chinese "an interesting newway" to 

327 Tang Dai (Qing dyn.), "Huishi fawei," in Shen Zicheng, 407. 

328 See Qian Weicheng's paintings in Bishu shanzhuang qishi'er jing :lm::! W Et -t+ .=: J:. Beijing: Dizhi 
chubanshe,1993. 
329 George Staunton, An Authentie Aeeount of An Embassy from the King of Great Britain to the Emperor of 
China (London: W. Bulmer and Co., 1797),309. 



organize a landscape painting.330 This is not complete1ytrue if considering the 

oblique parallel projection of buildings in traditionallandscape painting. 
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There were many discussions in the Qing dynasty about how to typify a specifie ;ïng 

in a painting, with sorne of the discussions becoming quite detailed. The painter 

Gong Xian ~ 'Bi stated: 

When painting a stone, it should be noted that its upper side is bright and its 

lower side is dark The bright is yang and the dark is yin. If the stone surface 

is flat, it will be bright. If it receives light from the sun or moon, it will also 

be bright .... The side which does not receive light from the sun or moon is in 

a shadow and therefore looks dark33
! 

Gong was a painter who theoretically discussed and intentionally practiced the 

depiction of volumetrie images in landscapes. He continued: 

A building should appear as if it is there in that place and looks accessible. A 

bridge has a face and a back and if its face appears on the upper west, its 

back should be on the lower east. People usually paint this position in the 

reversed order and it is a big mistake .... When placing a temple, it should be 

in accordance with the depth of the mountain and the thickness of the 

forests.332 

In fact, this discussion mirrored the principles of Western linear perspective. He 

proposed a static viewpoint, or a view that "stands still," which was in contrast with 

the traditional movable viewpoint of landscape painting. 

330 James Cahill, The Compelling Image: Nature and Style in Seventeenth-Century Chinese Painting (Cambridge, 
MA: Harvard University Press, 1982),77. 
331 Gong Xian (Qing dyn.) , "Gong Anjie xiansheng huajue," in Yu Jianhua, 782. 
332 Ibid., 786. 
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3.2 Jesuit Perspective333 

During the Middle Ages, a common held belief was based on Aristotle's thought that 

nature worked in the shortest way possible. Based on that principle, Franciscan friar 

Roger Bacon held that species traveled in straight paths and that vision as the 

movement of species must be demonstrated in geometricallines. For Bacon, "good 

vision" was "the radiant pyramid," perpendicular to the eye.334 The medieval 

homology of perception and perspectiva naturalis was broken up by Renaissance 

perspectiva artificialis where, in the Renaissance theorist Leon Alberti's words, "the eye 

measured quantities of things with the visual rays as Emy italic] with a pair of 

compasses."m The adverb "as" indicates the distinction between artificialityof 

perspective and the naturalness of perception. The verb "measure" implies making 

something that was invisible become visible through engaging in visible things. 

The dominant practice of Renaissance perspective was to imitate architectural 

settings. To make his comic stage set look real, the Renaissance architect Sebastiano 

Serlio noticed in detail, for example, that houses with strong projections worked weIl 

for perspective effects for backdrops on the stage (Fig. 60). He even used 

perspective to create fake windows through which buildings were painted to 

"simulate reality."336 However, artificiality of perspective intended to reveal 

something which went beyond the tangible world. This invisible reality emerged 

through engravings bya group of craftsmen in Nuremberg who freely used 

perspective to imagine ideal gardens and structures. The German engraver Lorenz 

Stëer, for example, made eleven woodcuts of perspective gardens- ruins, trees, 

333 Part of this section was published in myarticle: "Jesuit Perspective in China," Architectura: Zeitschrift 
fiir Geschichte der Baukunst 31.2 (Dec 2001). 
334 Roger Bacon, The Opus Mqjus ofRDger Bacon, trans. Robert Belle Burke (philadelphia: University of 
Pennsylvania Press, 1928), 131,457. As for Aristotle's thought, see Aristotle, "Metaphysics," The 
Complete Works of Aris/olle, the revised Oxford translation, v. two, ed. Jonathan Barnes (princeton, NJ: 
Princeton University Press, 1984). 
335 Leon Battista Alberti, On Painting, trans. John R Spencer (New fIaven: Yale University Press, 
1956),46. 
336 Sebastiano Serlio, Sebastiano S erlio on Architecture, trans. Vaughan fIart & Peter Hcks, v. 1 (New 
Haven: Yale University Press), 86, 378. A 1609 edition of this book was stored in the Jesuit library of 
Beijing (See the appendix "Books on architecture and gardens in the Jesuit libraries in Beijing," in Hui 
Zou, "The jing of a perspective garden," Studies in the History ofGardens and Designed Landscapes 22.4 
[Oct-Dec 2002]: 317-320). 



stereometrie bodies in front of landscapes (Fig. 61).337 His intention was not to 

depict an actual garden, but rather to demonstrate how magic al a garden made of 

perspective would be. 

163 

Invisible reality is approached by perspective with two visual effects: depth and 

foreshortening. Depth makes the beholder feel as if he or she is in the revealed 

reality, and the effect of foreshortening is created through lines converging towards a 

focal point. Although Alberti did not use the tenn focal point, his concept of central 

point was the same as a focal point. He noted that a central point was "a point 

which occupies the place where the central [visual] ray strikes [on the picture 

plane ]."338 The central point was therefore like a counter-eye through which both 

the beholder and the painted objects appear to be on the same plane. As Alberti 

advanced the concept of central point, one of his peers, the architect Filippo 

Brunelleschi advanced the concept of perspective through a famous experiment 

(1425). The application of a mirror in his experiment demonstrated that the precise 

geometric center of the painting panel was made in the image of the eye. The central 

point as a counter-eye, even in modem cimes, still cannot be equated with the 

vanishing point. As Alberti described, the oblique lines were drawn from rather than 

toward the central point, and in his book Della pittura (1435-36), he onlymentioned 

the convergence of lines once, and even this expression was uncertain. He wrote, 

"Thus inscribed line indicates to me in what way, as if[myitalic] looking into infinity, 

each transverse quantity is altered visually."339 The phrase "as if" hints that during 

the Renaissance period, the concept of a focal point was understood, yet infinity was 

rare and was not a property of perspective. 

The concept of a focal point acting as the counter-eye was weIl maintained by Jesuit 

perspective. This can be witnessed in Le due regole della prospettiva pratica (1583), a 

treatise bythe architect Vignola who had a close relationship with the Societyof 

Jesus. In the first regola, similar to the German engraver Albrecht Dürer's "lute 

method," the perspective of a square was constructed without the use of a focal 

337 See Lorenz St6er, Geometria et perspectiva (1567; rpt., Frankfurt: Biermann + Boukes, 1972). 
338 Alberti, 56. 
339 Ibid. 
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point. Although the focal point did not enter the perspective construction in the 

illustration of the first regola, Vignola clearly marked the focal point on the picture 

plane to demonstrate the projection of the beholder's eye. In the second regola, he 

introduced a viewing figure to mark the point of distance. This second observer, 

another eye, defines the distance of perspective.340 

Vignola's distance-point method as a two-point system prefigured the Jesuit scholar 

Jean Dubreuil's bifocal perspective, which was drawn with two lateral foci. Dubreuil, 

who was usually called the Jesuit of Paris, published his book on perspective in 1648 

and its English version Practical Perspective appeared in 1672. The author of the book 

remained anonymous, yet the front page was marked "bya religious person of the 

Society of Jesus."341 Like Vignola, Dubreuil stuck to the monocular vision, as the 

thought at that time was that one could more clearly see a perspective "with one eye 

only' than with two. :He called the focal point "the point of sight," and the horizon, 

bearing always the point of sight, showed "how much the eye is elevated from the 

earth.,,342 :He clearly stated that perspective could not only please the eye but aIso 

"deceive the sight," and to achieve this, the horizon must always be set at the natural 

height.343 His theories of deceiving the sight coincided with the Jesuit painter Andrea 

Pozzo's experiment on illusoryperspective. 

Pozzo, who was a virtuoso of trompe-l'oeil and quadratura, was bom in Trento, Italy, 

in 1642 and died in Vienna in 1709. Based on the principle of Italian perspective 

known as "di sotto in su" (from below upwards), he painted the dome of the church 

of San Ignazio and the altars of the church of Gesù in Rome, as weIl as transforming 

the interior of the Universitychurch in Vienna. Pozzo's perspective of "di sotto in 

su" was fused into architectural space. As he said in Perspectiva pictorum et architectorum 

340 See Vignola, Le due regale della prospetti/Ja pratica (Rome, 1583),69, 100. For a detailed analysis on the 
focal point of Vignola's perspective, see Timothy K. Kitao, "Prejudice in Perspective: A Study of 
Vignola's Perspective Treatise," The Art Bulletin 44.1 (Mar 1962). Acopyof Vignola's book was 
stored in the J esuit library of Beijing (See the appendix "Books on architecture and gardens in the 
Jesuit libraries in Beijing," in Zou, 317-320). 
341 Jean Dubreuil (S. J.), Practical Perspecti/Je, trans. Robert Pricke (London, 1672), the front page. 
342 Ibid., 4-11. 
343 Ibid., 120-123. 
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(1693), "perspective never appears more graceful than in architecture."344 Like 

Dubreuil, he overtIyadmitted that the art of perspective did, ''-vith wonderful 

pleasure," deceive the eye. To make visual deception work, an arbitrarily located 

point of view was necessaty in order to be "free from the incumbencies of occult 

lines" in perspective and" draw aIl the points therefore to that true point, the gloty of 

God."345 With the single "true point," Pozzo defended the uni-focal perspective, 

which maintained the hypothesis of monocular vision and unprecedentedly drew the 

point of view into spatially constructing a perspective. His projection method was 

based on the visual pyramid whose apex was the eye of the viewer and the bottom 

was the constructed painting. In this way, perspective is "a counterfeiting of the 

truth," and the painter is not obliged to make it appear real when seen from any part; 

but, "from one detenninate point only," the painted scene does appear real for 

spiritual epiphany. 

Alberti described perspective as "an open window" for looking through. Within the 

"window," the central rayof the eye, which he called "prince of rays," was of 

greatest importance for the certainty of sight.346 Renaissance perspective brought a 

certain transparency to vision and provided a chance to look through the painting 

plane, as indicated by Dürer's concept Durchsehung. On the connection between 

"Durchsehung" and "perspective," Dürer explicated, "Item Perspectiva ist ein 

lateinisch Wort, bedeutt ein Durchsehung. Item zu derselben Durchsehung geh6ren 

funf Ding: das Aug, der Gegenwürf, die Weiten, die Kürzesten und gerad Lini, die 

Theilung voneinander der Ding.,,347 Dürer emphasized that the semantic root of the 

Latin word "perspectiva" means "seeing through." There emerged another kind of 

realitywhen looking through the "window" of a perspective. 

344 Andrea Pozzo (S. J.), Perspective in An'hiteeture and Painting, an unabridged reprint of the English-and
Latin edition of the 1693 Perspeetiva pic/arum et arehitee/orum (New York; Dover Publications, Inc., 1989), 
30. A 1702 edition of this book was stored in the Jesuit libraryof Beijing (See the appendix "Books 
on architecture and gardens in the Jesuit libraries in Beijing," in Zou, 317-320). 
345 Ibid., 12. 
346 Alberti, 56, 48, 121. 
347 See the front page in] amnitzer, Leneker, S toer: Drei N ürnberger Konstruktivisten des 16. ] ahrhunderts, 
ausstellung der Albrecht Dürer Gesellschaft im Pembohaus vom 20. April bis 1. Juni 1969 (Nürnberg: 
der Albrecht Dürer Gesellschaft, 1969). Dürer's "Durchsehung" was discussed in Panofsky, 27. 
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Many Renaissance gardens, for example Vignola's works, were composed like 

architectural fonIlS, with long vistas and a halting point. During the Baroque period, 

there was an accentuation of the "picture-like" effect and linear perspective helped 

the designers grasp the totality in gardens. Dubreuil particularly connected 

perspective with buildings and thought the faire st pieces of perspective were made in 

rich and sumptuous buildings. He discussed the horizon of view, which "separates 

the heaven from the earth and limits the sight," and emphasized that perspective 

could either make counterfeit pictures or "draw to the life.,,348 For Pozzo, the art of 

perspective does, with wonderful pleasure, deceive the eye for "the solemnity of 

exposing the holy sacrament.,,349 At almost the same time of Dubreuil, the French 

architect André Félibien wrote: "On appelle particulierement 'perspectives' les 

tableaux qui sont faits pour represénter des bâtiments en perspective, c'est-à-dire 

traces dans toutes les règles & conduits par lignes.,,350 In France, perspective was 

particularlyapplied in the creation of copperplate engravings of gardens. Israël 

Silvestre liked to entitle his engravings as "veue en perspective de ... " or "veue et 

perspective de ... ,,351 The expression of the horizon of land through perspective was 

particularly obvious in the copperplate engravings bya Dutch Johannes Kip. He 

usually located the horizon of land very high, almost touching the upper border of 

the picture, and only left a narrow strip of sky. However, in most of his engravings, 

the horizon of perspective did not match the horizon of land so that the converged 

lines seemed to suddenly be truncated by the horizon of land.352 

In the eighteenth-centuty copperplate engraving book, La V ut>' et Elevations de Ville et 

Chateau de Versailles ave les Bosquets et Fontains, most of the "views" are composed in 

the central-perspectival bird's-eye-view. Pictures that showed a strong feeling of 

convergence of linear perspective were often titled as "Vüe et Perspective du," which 

348 Dubreuil, "preface," lI. 
349 Pozzo, 12, figure 7l. 
350 André Félibien, Des princiPes de l'architecture, de la sculpture, de la peinture, et des autre arts qui en dépendent 
(paris, 1690),702. A copyof this book was stored in the Jesuit libraryof Beijing (See the appendix 
"Books on architecture and gardens in the Jesuit libraries in Beijing," in Zou, 317-320). 
351 See Israël Silvestre's Chateau de Rue (paris, 1690) and Le Chateau de Tanlay (a Dumbarton Oaks 
bound pamphlet). Severa! of Silvestre's engraving books were stored in the Jesuit libraryof Beijing 
(See the appendix "Books on architecture and gardens in the Jesuit libraries in Beijing," in Zou, 317-
320). 
352 See Johannes Kip's Nouveau Théâtre de la Grande Bretagne (London, 1714-1716). 
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meant "view and perspective of." Plate one, for example, was entitled as "Vüe et 

Perspective du Château de Versailles," meaning the "viewand perspective of the 

Chateau of Versailles," where fountains played a major role. In plate two, a fountain 

was placed on the central axis of the central perspective and the top of the 

waters pout aImost reached the upper boundary of the picture. In such a 

composition, the engraver appeared to emphasize the height of the waters pout. The 

same method was employed for the illustration of fountains in other plates as weil. 

Central perspective was specificaily used to create visual depth on a stage, such as in 

the Theatre d'Eau in plate seventeen.353 

While the importance of the perspective "view" was greatlyenhanced during the 

Baroque period, the Jesuit order maintained the tradition of visualizing Christian 

metaphysics. This tradition originated from the Spiritual Exercises of Saint Ignatius, 

the founder of the Society. One "composition" of the Spiritual Exercises, for 

example, is "seeing the place," which requires the individual prayer to see the 

mate rial place through the gaze of the imagination so that he or she can visualize the 

contemplated object of the prayer.354 The extreme attention paid bythe Jesuit order 

to mate rial details is also demonstrated bythe order's tradition of locating churches 

being in urban areas. Research shows that St. Ignatius was the first founder of a 

major religious order in the history of the church to opt deliberately for complete 

insertion of a religious order's works and residence in the center of the urban fabric. 

Over fifteen percent of ail the letters written by him made sorne reference to 

propertytransactions, buildings and constructions.355 

In the "modo de proceder" ("our wayof proceeding") of Jesuits, Pozzo posited that 

a painter was obliged to make the truth (God) appear in a perspective from "one 

determinate point only."356 This point as the counter-eye, in Jesuit perspective, 

353 See La Vuè; et Elevations, de Ville, et Château de Versaille, avec les Bosquet et Fontains. A copy is in the 
Dumbarton Oaks collection. 
354 Saint Ignatius of Loyola, "The Spiritual Exercises," Saint Ignatius rfLoyola: Personal Writings, trans. 
Joseph A Munitiz & Philip Endean {London: Penguin Books, 1996),294. 
355 Thomas Martin Lucas, Landmarking: Ciry, Church & Jesuit Urban Strategy (Chicago: Loyola Press, 
1997),23,134. 
356 Pozzo, 221. 
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allowed the beholder a unique frontalitywhere invisible reality, "the truth," was 

encountered. Pozzo arbitrarily located the "true point" for spiritual epiphany yet left 

all the other points for perspective distortions. It has been argued that Pozzo's 

geometry had led to a simple representation of reality and encouraged the architect 

to believe that one could "design in perspective" and make "pictures" of buildings.357 

The present scholarship of cross-cultural studies usually characterizes Jesuit 

perspectival engravings as "tools of proselytization." Since perspective is degraded 

to a tool, the contemporary interpretation of Jesuit perspective transfonns into a 

seeking of external ide as for this tool. One scholar, for example, suggests that the 

concept of disegno, promoted in the academies of Florence and Bologna, was the 

preferred "style" of the Jesuit perspective.358 With the same metaphysical approach, 

another scholar suggests that the lines of Jesuit perspective were "the rays of spiritual 

energy radiating to the peoples of the world."359 In so doing, the understanding of 

geometrical features is dominated byteleology. Along this line, Vignola's distance

point method was unduly stressed by the attempt to draw a rhetorical conclusion: 

that the Jesuits went to "distant" China to find their "point."360 Such a metaphoric 

induction is criticized in philosophy as the "worn-out metaphor," which is powerless 

to affect the sense.361 

The Italian Jesuit Giuseppe Castiglione played a central role in introducing linear 

perspective in China. Born in Milan onJuly 19, 1688, he entered the Society of Jesus 

in 1707. During his novitiate in Genoa, he was trained as a painter. By 1715, he 

arrived in Beijing and lived at the Jesuit church called Eastern Hall (Dong tang, 

catholic name St. Joseph Mission) (Fig. 48). He successive1yserved as a court painter 

for three emperors of the Qing dynasty: Kangxi, Y ongzheng, and Qianlong. 

357 Alberto Pérez-G6mez & Louise Pelletier, Architectural Representation and the Perspective Hinge 
(Cambridge, MA: The MIT Press, 1997),71-72. 
358 Samuel Y. Edgerton, J r., The Heritage of Giotto 's Geometry: Art and S dence on the Eve of the S cientific 
Revolution (Ithaca: Comell University Press, 1991),258. 
359 Martin Kemp, The S dence of Art: Optical Themes in Western Art from Brunelleschi to Seurat (New Haven: 
Yale University Press, 1990), 139. 
360 See Arthur Chen, "Locating the Distance Point," Proceedings of the 85th ACSA Annual Meeting 
(Washington, DC: AŒA, 1997), 40l. 
361 See Jacques Derrida, "White Mythology: Metaphor in the Text of Philosophy," Margins ofPhilosopl!J, 
trans. Alan Bass (Chicago: The University of Chicago Press, 1982),217-219. 



Castiglione's first knO"WIl painting in China was created in the Yongzheng court in 

1723. It is common knowledge that he also made two large paintings for another 

Jesuit church, Southem Hall (Nan tang). 
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Two comments by eighteenth-century Chinese scholars on Castiglione's perspectival 

paintings in the Southem Hall church have been discovered. In the anthology 

Zhuyeting Zo/ï, Yao Yuanzhi WJ57GZ (Qing dynasty) commented: 

There are two Lang Shining's ~~tt!:~ [Castiglione] line-method paintings in 

the Southem Hall [Nan tang] [church]. They were on the east and west walls 

of the hall ... standing by the west wall and looking across at the east wall with 

one eye, you will see that the inner chamber extends to a great depth .... The 

southem window is half open and the sunbeams playon the 

ground .... Where the sunbeams reach, the shadows of the fans, vases and 

tables are perfectly accurate .... A set of pillars stand in line and the stone

pavement evenly shines with brightness. To the east, it will appear as if a 

house exists, and the door seems not yet open ... looking do"WIl upon the 

ground, it will be as bright as a mirror and you will be able to count all the 

square tiles .... If you step further awayfrom the hall, there are two 

bedrooms .... When you see them at a distance, you are tempted to enter. If 

you touch it, you will suddenly find that it is a wall. There was no line

method in our ancient times. It is so accurate that you will only regret that 

our ancestors had not seen it.362 

In QiuPing xilryu, Zhang Jingyun most likely wrote the following regarding the same 

work of Castiglione: 

If one leans on the west wall and looks eastward, one sees a double door and 

a chamber endlessly deep and wide. The interior chamber that is surrounded 

bymore chambers seems partlyopen and partlyclosed .... [The painter] was 

362 Yao Yuanzhi (Qing dyn.) , Zh19'eting zhqji, Qingdai shiliao biji congkan edition (Beijing: Zhonghua 
shuju, 1997). AIso refer to an English translation in Mikinosuke Ishida, "Biographical Studyof 
Giuseppe Castiglione," Memoirs of the Research Department of the T '!J'O Bunko 19 (1960): 102. 
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an expert in the art of yin and yang [indicating chiaroscuro J; therefore, when 

viewed at a distance, things will always appear so real [zhen .].363 

Both of the above noted comments expressed a common impression of Castiglione's 

perspectival paintings, which was that the paintings exhibited a great depth and 

lifelike effect. For the Chinese eye, such an amazing life-likeness resulted from 

accurateness and chiaroscuro, which they called the" art of yin and yang." When a 

painting draws one into the painting at such a great depth, it is indeed a feeling that 

the mind is drawn into the painting and wanders therein. 

In 1703, the Jesuit Northern Hall church (Bei tang) was built and consecrated. An 

Italian painter, Giovanni Gherardini, painted the frescos of the interior. There is a 

description of the paintings in a J esuit letter. A portion of the letter is as follows: 

Le platfond est tout à fait peint. Il est divisé en trois parties: le milieu 

représente un dôme tout ouvert, d'un riche architecture; ce sont des colonnes 

de marbre qui portent un rang d'arcades surmonté d'une belle balustrade; les 

colonnes sont elles-mêmes enchassées dans une autre balustrade de'un beau 

dessein, avec des vases à fleurs fort bien placés; on voit audessus de Père 

éternel assis dans les nues sur un group d'Anges, et tenant le monde en sa 

main.364 

The descriptions of the painted dome indicated that the paintings were very similar 

to the works of Pozzo. Gherardini was born in Modena in 1655 and moved to 

Bologna where he was a pupil of Angiolo Michele Colonna, known as one of the 

founders of the Bolognese school of quadratura.365 

363 Ishida, 104. 
364 The letter is from P. Jartoux to J. de Fontaney on Aug. 20, 1704 in Lettres édifiantes et curieuses, écrites 
des missions étrangères, tome 10 (Nouvelle édition. Lyon: J. Vernarel Libraire, 1819),3. It is cited in 
Elisabetta Corsi, "Late Baroque Painting in China Prior to the Arrival of Matteo Ripa: Giovanni 
Gherardni and the Perspective Paiting Call1ed Xianfa," in Michele Fatica & Francesco D'Arelli ed. LA 
misione cattolica in China tra l secoli XVIII-XIX, Matteo Ripa e il Co//egio dei Cinesi, proceesings of the 
International Colloquium (Collana "Matteo Ripa" XVI) (Naples: Istituto Universitario Orientale, 
1999),107. 
365 Crosi, 109. 
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The perspectives painted bythe Jesuits had been displayed sporadicallythroughout 

the Garden of Round Brightness. Theywere called "depth paintings" (shcf!J'uan hua 

1*:i&ll!!J) which recalled Guo Xi's concept of distance and indicated an identification 

of perspective with depth. On the fifteenth dayof the first moon of the fourth year 

of the Yongzheng reign (1726), Castiglione was asked to create six "depth paintings" 

for the All-Season Hall. On the third day of the sixth moon, he presented a sample 

work to the emperor. After reviewing it, the emperor answered: "This work is very 

excellent, but the building in the background is too high to climb and the depth of 

the picture is too shallow. Please make another sample work in accordance with the 

depth of the Three-Bay Room." The Chinese had multiple narnes for depth or 

perspective paintings. One name is the "moving-through1ïng painting" (ton.f!lïng hua 

:ii.j( ll!!J) indicating an identification with the effect of foreshortening. Another is 

"looking-through painting" (touhua mll!!J), similar to Dürer's concept of 

Durchsehung.366 Sorne of these names certainlyexisted before the advent of 

perspective paintings. Zhu Neng's * ~~ garden in Beijing during the Ming dynasty 

had been narned Garden of Moving-through-Jing (Tongjing yuan :ii.j(Im), for 

instance.367 That an existing Chinese term was used for naming Western perspective 

paintings may help us to understand how the Chinese were impressed by the 

perspectival view. 

On Castiglione's painting quality, a Chinese scholar of the Qing dynastycomrnented: 

Lang Shining [Castiglione], a Westerner, is good at paintings of feathers and 

flowers. He uses the Western rnethod [xiyangfa iffi1$~!] .... A poem written 

bythe emperor [Qianlong] for Lang's painting of a tribute horse says: 

"Convex and concave the painting method, it circulates from the West." 

366 "Neiwufu zaobanchu ge zuochengzuo huoji qingdang" (hereafter, "Neiwufu") (Archives of each 
built project bythe Construction Department of the Imperial Household MinistIJ?, in Yuanmingyuan: 
Qingdai dang'an shiliao, ed. Zhongguo diyi lishi dang'an'guan, 2 vols. (Shanghai: Shanghai guji 
chubanshe, 1991),2: archives 23, 330, 227. 
367 Liu Dong (Ming dyn.), "Chengguo gong yuan," in Chen Zhi & Zhang Gongchi ed. & anno., 
Zhongguo lidai mùryuan xuanzhu (Hefei: Anhui kexue jishu chubanshe, 1983),249. But in Liu Dong's 
D!;ïngjingwu lüe., the garden is named Shijing Yuan ~~Im rather than Tongjing Yuan l!:Ii: lm (See 
Liu Dong et al [Ming dyn.], Dijingjingwu lüe., anno. Sun Xiaoli [Shanghai: Shanghai guji chubanshe, 
2001],84). 
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Lang has his own Western painting tools and his painting method has no 

bone .... His portrait is betterthan any other. His paintings are based on the 

Western method and fused with the Chinese method. His flower paintings 

look vivid and real and are not what a mediocre painter produces with 

tools ... .In 1740 he made an album of twelve portraits with the Western 

method for Emperor Qianlong.368 

The phrase "his painting method has no bone" meant that Castiglione did not 

depend on contour lines, which were called "bone" in Chinese painting theories. 

With rather subtle color rende ring, which was called "flesh" in painting theories, he 

created volumetric images. Although Castiglione applied the "Western method," his 

paintings looked "vivid" and "real," which were highlyappreciated aspects in 

Chinese paintings. 

No records have been found about the re1ationship between Castiglione's paintings 

in China and his religious intentions, but sorne traces exist. Castiglione had once 

tried to publish a book of the engravings he created while in China. In a letter as king 

for funds from the Society of Jesus, he emphasized that it would be a great cornfort 

if onlytwo Jesuit brothers were to be involved in this little undertaking so that 

laymen of Europe would note that the Jesuits in China "dedicated all their time to 

the glory of God."369 

Castiglione certainly used his specially developed painting method, the so-called 

"flesh without bones," to accornmodate himself to the Chinese imperial context. He 

was one of the Jesuit painters who were experts at painting portraits, which was an 

important type of painting in the imperial court. The Jesuits applied perspective to 

this field in order to create the "life-like" representation of the imperial face. 

According to the records of the Qing court painters, no one could paint as real a 

368 Hu Jin (Qing dyn.), Guochao yuanhua lu (1816), in Xuxiu siku quanshu: v. 1082 (Shanghai: Shanghai 
guji chubanshe, 1995),40. 
369 Giuseppe Clstiglione, "A Lener Dated Peking, 14 November 1729," in Michel & Cécile Beurdeley, 
Giuseppe Castiglione: A Jesuit Painter at the Courl of the Chinese Emperors, trans. Michael Bullock (Rutland, 
Vt.: C. E. Tunle Co., 1971), 154. 
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Welcoming the ArrivaI of Spring, by Castiglione, Qianlong wrote: 
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Shining [Castiglione], who is good at portraiture, painted 50 weil my look 

when 1 was a teenager. But now, being an eider full of white hairs, when 1 

enter the room and look at this painting, 1 cannot even recognize the painted 

young man. 

Noting that the emperor cailed Castiglione by his Chinese given nam.e, we can sense 

their close relationship. The garden setting on the front is combined with a 

perspectival background. The figures and bamboo trees correspond to the central 

axis of perspective. More significant are the lifelike effects of the rock, bamboo, 

ground and human bodies. 

E very imperial portrait had to be painted in full face, which required a frontal 

posture, and the eyes had to be looking straight at the spectator, because the full face 

was supposed to be brightest (Fig. 58). When Jesuit painters painted a side face that 

cast shadows, like the Renaissance three-quarter position, the emperor rejected it and 

insisted on the frontal view, showing the face of perfect brightness. The emperor's 

preference for frontal portrait was perceived by Attiret: 

ln fact, the Chinese taste prefers the frontal- face portrait to the side view in 

Europe. It is required that the similar parts of a face appear equally in the 

portrait, and that there be no other difference than those introduced by 

shadows according to the light source. So, the portrait has always to look at 

the spectator. It therefore means that it is more difficult [for us] here [in 

China] than elsewhere to succeed in this kind of painting.371 

ln an illustration of portrait positions of the Ming dynasty (Fig. 52), ten positions 

were classified according to the amount of face that appeared in the portrait. For 

example, the position of the full frontal face was cailed "ten-degree image" (shifin 

xiang +7t1~) The Chinese tenn "ten-degree" also means "very," and the Chinese 

370 Hu Jing, 40. 
371 Jean Denis Attiret, "Lettre du frère Attiret à M Papillon d'Assaut, Pekin, 1 Nov. 1743," in Lettres 
édifiantes et curieuses, écrites des missions étrangères, nouvelle édition, tome 12 (Lyon: J. Vemarel Libraire, 
1819),400. 
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term "image" has the meaning of "resemblance." Thus, the "ten-degree image" 

implies "very resembling." In other words, the frontal face is the most "real" face. 

Although the use of shadows in portrait paintings was a typical technique for Jesuit 

painters, the Chinese considered shadows on the face as inauspicious. The Chinese 

dislike of shadows yet their wonder at them in a portrait painting was observed by 

5taunton, who was the secretary of the first British ambassador to China. When 

several portraits bythe Jesuits were exhibited in the Garden of Round Brightness, 

the Chinese questioned the variety of shades and asked whether the right and left 

sides of the original face had different colors. They considered the shadow of the 

nose as a great imperfection in the pictures and supposed it had been placed there by 

accident.372 The portrait of the imperial face not only had to look perfectly bright 

but aIso had to appear in its best time. According to the imperial archives, the 

portrait painter in the court had to "observe the imperial face frequently" to fonn its 

perfect image in the mind. 50, when an emperor became aged, a painter would "take 

the utmost care to paint the imperial face according to his memory.,,373 

The overlapping of the two kinds of frontal faces, the imperial face and the frontal 

face of Jesuit perspective, was best represented bya portrait of Prince Hongyan (Fig. 

69), Qianlong's younger brother. The prince sat in an annchair in front of a painting 

screen that depicted a Western portal. The screen in central perspective echoed his 

frontal posture, and his head rested exactlyat the focal point. The central board of 

the portal was depicted in central perspective as an illusionary Jïng of a distant 

landscape. It is interesting to note that the painting was cut off from the original 

paper and remounted on another piece of paper.374 The thickness of the cut edge of 

the portal reinforces the perspective effect and paradoxically the artificiality of line

method. 

372 George Staunton, An Authentie Aeeount r!f An Embas!] from the King of Great Britain to the Emperor r!f 
China (London: W. Bulmer and Co., 1797),307. 
373 Kun Gang et al (Qing dyn.) , Qinding da Qing huidian: v. 24 (Taibei: Xinwenfeng chubanshe, 1976), 
18872. 
374 l thank Dr. Stephen Allee of Freer Gallery (Washington, Dq for pointing out this detail to me. 
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Jesuit perspective has a close relationship with the technique of copperplate 

engraving. In 1688, the French Jesuits presented to Kangxi twentyengravings of 

"trois Fêtes de Versailles" and thirteen "Vues de Villes et de Maisons royales" 

engraved by Syivestre.375 These engravings of Versailles most likely influenced the 

emperor's understanding of French royal gardens. The earliest copperplates made in 

China were the thirty-six Jïng of the imperial retreat garden, Mountain Hamet for 

Summer Coolness, in Chengde. These copperplates were engraved by Matteo Ripa 

in 1713. At the same time, thirty-six woodcuts of the sarn.e Jïng were created by 

Chinese artists and Emperor Kangxi wrote a poem for each of the thirty-six Jïng. It is 

interesting to note that both the copperplates and woodcuts were paired with the 

same poe ms by the emperor, which showed his great interest in the differences of 

the landscape representation. Ripa gave a detailed account about his experience of 

making the copperplates of the Jïng of the Mountain Hanùet for Summer Coolness 

garden: 

As subjects on [copper] plates thus prepared present a very handsome 

appearance, the emperor [Kangxi] drew a lands cape, in order that l might 

afterwards engrave it. As soon as it was done it was shown, together with 

the original, to his Majesty, who expressed considerable delight and surprise 

at finding the copy so perfectly similar to the original without this being 

impaired; for this was the first time that he had seen an engraving on 

copper.376 

The emperor was very impressed by the precise, detailed, and real-life effects of the 

copperplates, because such a real-life effect had never been reached in the historyof 

Chinese painting. Ripa confirrn.ed that his copperplates were engraved based on the 

paintings created bythe Chinese painters.377 However, Ripa's copperplates give no 

clear sign of linear perspective, since theywere engraved after the bird's-eye-view 

paintings, taken from a great distance. 

375 Antoine Durand, "Restitution des Palais Européens du Yuanmingyuan," Arts Asiatique 43 (1988): 
133. 
376 Matteo Ripa, Memories ofFather Ripa during Thirteen Years' Residence at the Court ofPeking in the Service of 
the Emperor of China (London: John Murray, 1846), 66. 
377 Ibid., 72. 
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In 1765 the Jesuit painters made a set of sÏXteen drawings depicting the victoryof the 

Qing govemment regarding the war in the northwestem frontier. The first four 

drawings were sent to Paris in 1765 for the purpose of making copperplates and the 

rest were sent the foilowing year. The first drawing was drawn by Attiret; second, 

Damascenus; third, Castiglione; fourth, anonymous; fifth, Castiglione; sixth, 

Damascenus; seventh, Darnascenus; eighth, Sichelbarth; ninth, anonymous; tenth, 

anonymous; eleventh, Damascenus; twelfth and thirteenth, anonymous; fourteenth 

and fifteenth, Attiret; sÏXteenth, anonymous.378 Comparing these drawings, it is 

obvious that Damascenus' drawing skill was not equal to his Jesuit coileagues. In the 

second drawing, by Damascenus, ail the figures appeared to have the same smiling 

face, even though they were depicted in the cruel battlefield. In the sixth and 

seventh, aIso by him, almost everyfigure, no matter whether a victor or loser, k.ept 

the same smiling face. In the eighth, by Sichelbarth, the complexions of victors and 

losers were depicted differently. In the third, by Castiglione, and the fifth, by Attiret, 

each figure had a different bearing and posture. 

378 According to the set of copperplate engravings, entitled "Suite des Seize Estampes représentant les 
Conquêtes de l'Empereur de la Chine," drawn by Giuseppe Castiglione and other Jesuit painters 
serving in the court. A copy is in the Getty Research Center. 



177 

3.3 Line-Method379 

The golden age of the Jesuit mission in China was during the Kangxi reign with the 

climax being the building of the French Jesuit church, Northern Hall (Bei tang, 

Catholic name: The HolySavior, ca. 1700). The emperor pennitted the church to be 

located within the Imperial Oty (Huang cheng). The property contained a library, an 

observatory, as well as the church. There was an inscription board which read: True 

Origin of Ail Things (Wanyou zhenyuan 7J:ffJtl*), penned bythe emperor and 

embedded in the wall over the main gate of the church. The inscription expressed 

Emperor Kangxi's attitude towards the Western religion, i.e., he wished the religion 

would he1p reveal the truth of the world. 

At the same time, the search for truth in the world was also undertaken in the West. 

The German philosopher, Gottfried Leibniz, wrote the famous preface for his book 

Novissima Sinica (1697). He had a close relationship with Jesuits, especiallythe Jesuit 

mission in China, with his first reference to Chinese thought in a letter, dated 1670, 

1 to the German J esuit Athanasius Kircher. In 1689, Leibniz met Glandio Grimaldi, a 

Jesuit serving in the court of Beijing for seventeen years. At that time, the Jesuits 

held two different views in their understanding of Chinese philosophy. The Jesuit 

leader of the Chinese mission, Ricci, took the accornmodationist position: 

excoriating popular Buddhism and Daoism, but cultivating the Confucian literati; yet 

his successor, Nicholas Longobardi, considered the ancient Chinese as materialists 

devoid of anyspiritual thoughts. Longobardi's observation was probablycorrect in 

that the Chinese thought was really if the world and not as transcendental as Western 

metaphysics. However, Ricci attempted to find a cornmon ground to draw the 

Chinese view close to Christianity. 

In the preface of his book, both Jesuit views were referred to by Leibniz in his 

exposition of geometry. He first took Longobardi's side byexpressing his pride in 

Western metaphysics and the understanding of concepts abstracted from the 

379 Part of this section was published in myarticle: "Jesuit Perspective in China," Architectura: Zeitschrift 
jürGe.fchichte der Baukun.ft 31.2 (Dez 2001). 
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mate rial world. At the same time, he described Chinese philosophyas remaining 

content with a sort of "empirical geometry." The Leibniz position that geometry 

was an expression of metaphysics was extended further by his daim that geometry 

ought not to be regarded as the sphere of workmen but as that of philosophers, 

because through demonstrations of geometry the nature of eternal truth had been 

perceived. For Leibniz, the only way to educate individuals in the mysteries of 

sciences was through geometry. He described geometryas "one of the eyes" of the 

Europeans yet emphasized that "we have still another eye," knowas First 

Philosophy, through which an understanding of incorpore al things was admitted.380 

Thus, God and geometry, as two eyes, were inherently related. Furthermore, the 

strength of geometry lay in teaching people how to reason, and this strength, 

according to Leibniz, had been tasted bythe Ollnese emperor.381 

However, in another article in the sarn.e book, Leibniz shifted to the Ricci side by 

defending the idea that there was indeed something in Ollnese thought that 

corresponded with Western metaphysics. His discussion focused on the Ollnese 

concept li:FJl!.. Based on his correspondence with the Jesuits, he first expounded that 

the li was "the primary matter as the substance of things" and the qi was "the 

primitive ether as the proximate matter.,,382 From the li emanated justice, wisdom 

and the other virtues; from the unity of li and qi originated the five elements (go Id, 

wood, water, fire and earth) and physical forms. But Leibniz immediately pointed 

out that, because the li could be united with the qi, Ollnese spirits (e.g., heaven or 

the spirit of mountains and rivers) were composed of the same substance as physical 

things and had a beginning and end along with the world.383 

In his third article, Leibniz asked if li could be equated with prime matter in Western 

philosophy, with his analysis originating from geometry. Since the Chinese called 

380 Pirst Philosophy is the philosophyon the existence of God. See René Descartes, Meditations on 
First Philosop1Y, trans. Donald A Oess (1641; Indianapolis, Indiana: Hackett Publishing Company, 
Inc., 1993). 
381 Gottfried W. Leibniz, "Preface to the Novissima Sinica," Writings on China, trans. & intro. Daniel J. 
Cook & Henry Rosement, Jr. (Chicago: Open OJurt, 1994),50-53. 
382 According to Zhongwen dacidian (Taibei: Zhonghua xueshuyuan, 1982), li means in history"rule 
(Zht)," "principle (fa)," "Dao," etc. 
383 Leibniz, "Remarks on Chinese Rites and Religions," in Writings on China, 68. 
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their li a circle,384 Leibniz believed that it coincided with the Western wayof speaking 

of God as being a sphere whose center was everywhere and whose circurnference 

was nowhere. He criticized Longobardi for simplytreating the li as the Scholastic 

notion of prime matter- a passive power, and asserted that the li was doser to 

Spinoza's active principle of prime matter- creature as modes of God. By citing the 

representative of Neo-Confucianism, Zhu Xi's *_ thought,385 Leibniz interpreted 

the li as the quintessence and the very life of things and inferred that if the li could 

not be equated with the prime matter of Western philosophy, it should have been 

conceived as the "prime form.,,386 

In his Chinese book Tianzhu shryi (1he true meaning of the Lord of Heaven), Matteo 

Ricci stated: 

A foolish man thinks that what is invisible must not exist. This is as a blind 

man cannot see the sky and therefore does not believe the existence of 

sun .... The Dao of Heaven [tianzhu 7Ç±] exists in hurnan heart .... The 

Heaven's Providence has no form, but it is like a Great Eye that sees 

everything.387 

The Great Eye is the God's eye, which is the origin of all things. Ricci continued, 

An intelligent man does not need to believe in the existence of reason [Ii :fi] 

based on what he sees physical1y. The appearance of reason is truer than 

flesh eyes. The senses of ear and eye frequently make mistakes, but the being 

of reason must be faultless.388 

Ricci compared the Dao of Heaven, God's eye, to the li of Confucian thought. The 

li was invisible but truthful, perfect, and existing. 

Based on the understanding of the li as the prime forro, Leibniz connected geometry 

with Chinese philosophy. On the one hand, the li was taken as the invisible law of 

384 He was implying the circle of the tai;ï diagram that included yin and yang. 
385 Zhu Xi (Northern Song)'s basic thought is about the li as foroùess lawand principle, and the qi as 
formed material force. 
386 Leibniz, "Discourse on the National Theologyof the Chinese," in Writings on China, 82-133. 
387 Matteo Ricci, The True Meaning of the Lord ofHeaven: Tien-chu shih-I, English-Chinese version, trans. 
Douglas Lancashire & Peter Hu Kuo-chen (Taibei: Institute Ricci, 1985),60. 
388 Ricci, 322. 
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the world; on the other hand, it was supposed to be composed of the same 

substance as physical things. Such an ambivalent identitydoes not fail into the 

dualism of subjective vs. objective but rather fits into the demonstration of geometry 

which revealed etemal truth. This finding provides a clue to understand the rooting 

of Jesuit perspective in China. 

Chinese scholar and official Xu Guangqi f~:YtJa (1562-1633, Christian name Paul) 

of the late Ming dynasty and Italian Jesuit Matteo Ricci (1552-1610, Chinese name Li 

Madou ;fU~~) translated the first six volumes of Euclid's Elements into Chinese and 

published the translation, entitledJiheyuanben (Origin of geometry), in 1607.389 The 

translation was based on Christopher Oavius' Latin version (Rome, 1574).390 Ricci 

was a member of Oavius' Academy of Mathematics at the Coilegio Romano. 

Another Jesuit Giulio Aleni, Oavius' disciple at the Academy, and Qu Shigu 

published Jihe yatifa (Princip les of geometry) in 1631, which emphasized the necessity 

of a metal pen to draw geometry accurately. Details such as this exemplifythe 

nuances between Ricci and Aleni's understandings of geometry: Ricci seemed to 

present geometry as self-sufficient and divorced from the mate rial world.391 At the 

same time, in Ricci's preface of Jihe yuanben, there still remained a strong connection 

between geometry and the material world. 

Both Xu and Ricci prefaced this book Xu wrote: 

The origin of geometry is the beginning of degrees and numbers. It can 

thoroughlyexpress the emotion [qing 'twJ of rectangular, round, level and 

straight things, and function as the rule and principle. Mr. Li [Ricci] has 

studied geometry since he was a teenager. In the West, geometry is taught by 

389 Li Shanlan of late Qing dynasty and a Briton, Alexander Wyl.ie, translated the remaining nine 
volumes and published the translation in 1857. The first complete translation of Elementswas 
published in 1865. 
390 Several versions of this book were stored in the Jesuit libraryof Beijing (See the appendix "Books 
on architecture and gardens in the J esuit libraries in Beijing," in Hui Zou, "The jing of a perspective 
garden," Studies in the History ofGardens and Designed Landscapes 22.4 [Oct-Dec 2002]: 317-320). 
391 Catherine Jami, "From Oavius to Pardies: The GeometryTransmitted to China by Jesuits (1607-
1723)," in Fedrico Masini ed., Western Humanistic Culture Presented to China f?y Jesuit Missionan"es (XVII
XVIII centuries), proceedings of the Conference held in Rome (Rome: Institutum Historicum S. J., 
1996),192. 
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a teacher to his disciple. Li's teacher, Mr. Ding T [Oavius' Clllnese name], 

is an unrivaled master .... His theory is extremely incisive .... If this book was 

not translated, all the other [Western] books could not be understood. We 

therefore translate the first six volumes .... [Geometry] is the foundation of all 

uses and can be called the form [xing *] of all images [xiang ~]. ... Mr. 

Ding's knowledge can be categorized into three types: the big one is for self

cultivation and serving heaven; the small one is for understanding things [wuli 

4m:EI]; a special part of this understanding is measures of images [xiangshu ~ 

~] ... .1 start from the small one in order to rnake his knowledge easily 

convincing.392 

Ricci prefaced: 

Confucianism always seeks thorough knowledge, which should start from 

understanding things .... Our Western countries are small, but the methods of 

understanding things developed in their schools is unique .... Those scholars 

esteem only reason [Iz] and do not follow human will ... .In this way, the 

obtained knowledge is deep and stable. Geometry is especially so. 

Geometers observe the division and limitation of things. If the division is 

calculated in numbers, the quantity of the thing becomes clear. If the 

division is measured in degrees, the size of the thing is known .... Geometry 

can measure the heights of mountains and storied buildings, the depths of 

valleys, the distance between two places, the extensions of fields and 

cities ... .It can surveythe scenery[,1Ïng~] to know seasons, dayand night, 

sunrise and sunset, and the orientation of he aven and earth ... .It can be used 

for making machines to observe he aven and earth, administrate the country, 

perform music, announce cime for daily life, and offer a sacrifice to God. It 

can be used for hydraulic and civil engineering, cities and building 

construction ... not only for beauty but also for stability and 

durability .... Some of its uses are to survey topography, distance, symmetry 

392 Matteo Ricci and Xu Guangqi (Ming dyn.) , Jiheyuanben (1607), in RenJiyu ed., Zhongguo kexuo/ishu 
dia,yi tonglu: shuxue juan: juan 5 (Zhengzhou: Henan jiaoyu chubanshe, 1993), 1151. 
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and height. According to the shape of an object, its solid volume can be 

drawn on a plane. The size and real form of a distant object can be 

measured. Though the picture is smaIl, the depicted object appears big; 

though the picture is quite near, the depicted scene looks distant. If a circle 

is drawn, it looks like a real ball. The portrait has its depth and the painted 

room has its brightness and darkness .... Administering the countryrequires 

being familiar with its borders, the distances to other countries and the area 

of the land so that bilateral friendship is available .... A brave general must 

first know geometry; otherwise, his bravery is useless .... The term "origin" 

[yuanben] means we must knowwhyand what geometryis .... Geometry 

originated in our West. Hundreds of scholars have written books on it, but 

aIl of them are based on Euclid .... Today, there emerges a well-known 

scholar, Mr. Ding [Oavius], who is myteacher of geometry ... .since 1 came 

to China, 1 have met some scholars who study geometry, but their the 0 ries 

are usually not originaL .. .1 therefore translate this book for these 

gentlemen .... Mr. Xu asked me to translate orallyand he himself wrote down 

these translations. We did it again and again to catch the original meaning of 

the book ... The first six volumes were finished this spring .... Mr. Xu 

intended to finish the whole book, but 1 suggested we stop here and publish 

the finished part as soon as possible for serving our colleagues.393 

Like Leibniz, Ricci attempted to connect geometry with the li of Neo-Confucianism. 

For both Ricci and Xu, the starting point towards the li was to understand things (wu 

!lm). In their prefaces, Ricci explicated how to measure things, while Xu suggested 

that the understanding of things could lead to emotion. Although within the same 

book, the focuses of these two prefaces are quite different. Xu emphasized the 

importance of the original and used terms such as "beginning," "rule," "foundation," 

and "form" to explicate it, while Ricci accentuated the use of this origin, such as 

measuring topography, surveying scenes, astronornical observation, painting, 

administration, and military activity. It is worth noting that when Ricci mentioned 

393 Ibid, 1151-1154. 



painting, he seemed to highlight how perspèctive could be used free1y to create 

desired images. His exposition echoed the seventeenth centuty interest in 

perspective and had nothing to do with Euclidean geometry itself. 
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The final sentence of Ricci's preface showed he had a close re1ationship with Chinese 

scholars and his books enjoyed a wide readership. Before going to Beijing, he lived 

in the Jiangnan area which typically included the cities Nanjing, Suzhou, and 

Zhenjiang, which were well known as the gathering places of literati. In his 

communication with Chinese scholars, Ricci observed that "here in China, literary 

studies are cultivated to such an extent that there are very few people who are not 

interested in them to some degree. Their religious doctrine is promulgated by 

written books, rather than bythe spoken word.,,394 With such a wide readership, 

Ricci's translation of Euclid was influential. It was reprinted in 1611, published 

repeated1y during the Ming and Qing dynasties, and was ultimately included in the 

Qing imperial encyclopedia, Siku quanshu (Complete works of the four libraries), with 

one complete copy being stored at the Multistoried-Pavilion of Literary Origin 

(Wenyuan ge) in the Garden of Round Brightness.395 

On Li Madou's (Ricci) tomb in Beijing, Liu Dong )(lHiâl (Ming dynast}1 recorded: 

In 1610, Li Madou died and was buried respectfullywest of the Jiaxing 

Tower, which was two li outside the Fucheng Gate. The tombstone is 

different from the Chinese one. Its body is rectangular but its head is 

round .... Behind the tombstone there is a hall with six corners .... The four 

corners of the surrounding wall are all stones. On the left side is the tomb of 

his friend, Deng Yuhan .x~.3î~ Uoannes Terrenz], who was good at the 

394 Maneo Ricci, comp. Nicolas Trigault (S. J.), China in the Sixteenth Cmtury: The Journals of Matthew 
Ricci, 1583-1610, trans. Louis J. Ga1lagher (New York: Random House, 1953),446. l have noticed 
Jonathan Spence's question about the reliability of the Trigault version of Ricci's "Historiaj" however, 
most "Ricci's" observations in this book, like the cited one here, are no less than precise descriptions 
about China. 
395 The Multistoried-Pavilion of LiteraryOrigin is located north of the twenty-secondjing, dear Water 
and Rustling Tress, and east of the twenty-third jing, Lian Xi's Wonderful Place for Study. There was 
a clear pool in both the front and the back of the building. The pools acted as a metaphor of the 
"literary origin" (See Yu Minzhong et al [Qing dyn.] ed., Rixia jiuwen kao, 4 vols. [Beijing: Beijing guji 
chubanshe, 1985],3: 1360). 
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rnedicine in his country [Switzerland]. .. and died in 1630. According to the 

thoughts of Western guests, they keep distance from our Daoism and 

Buddhism but are close to Confucianism. The Chinese therefore cali them 

Western Confucians. l once discussed with Li Madou's student and found 

his thoughts were in fact close to Moist [a philosophical school of the 

Warring States period] .... Theyare good at machinery and military affairs. 

This matches the Moist tradition.396 

The tombs of Ricci and other Jesuits still exist.397 The text demonstrates that the 

Jesuits announced publiclytheir preference for Confucian thoughts over Daoism and 

Buddhism. Importantly, Li also pointed out the similarity between the ideas of 

Jesuits and ancient Moists, both of whom were good at geometry and machinery. 

It has been widely held in scholarship that through Ricci, the Western perspective 

and chiaroscuro began to have influence in Chinese landscape painting and portrait 

painting.398 ZengJing ~!~ and Jiang Shaoshu ~mf5 were probablytwo of the 

scholars who communicated with Ricci. Zeng lived in Nanjing and was a respected 

portrait painter. Jiang wrote a weli-known history book of painting, Wushcngshi shi 

(Historyof silent poetr0, about painters of the Ming dynasty, which included Zeng. 

The author was once the government official Gongbulang of Nanjing. He 

commented on Zeng's paintings: 

His building paintings depict zigzag verandahs and winding roOInS, whose 

postures are natural and majestic and whose portrayal [xiczhao ~ Jffi] is as real 

as a mirror image. His portraits look magicaliy real and the color of the face 

is saturated and moist. Although the making-up [of the figure] is very simple, 

[its] longing eyes and smile are extremely lifelike [bizhcn ~.] .... Standing in 

front of the portrait and meticulouslyappreciating it, l forget l am a 

396 Liu Dong (Ming clyn.), "Li Maclou fen," Dijingjingwu Iile, anno. Sun Xiaoli (Shanghai: Shanghai guji 
chubanshe, 2001), 304. 
397 The tomb site is now part of the campus of the Municipal Institute of Chinese Communist Party 
of Beijing. 
398 See James Cahill, The Compelling Image: Nature and Style in Seventeenth-century Chinese Painting 
(Cambridge, MA: Harvard University Press, 1982). 



beholder. In each portrait, there are so many layers of colors. It must be 

done with great ingenuity and craftsmanship.399 
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Jiang did not specify if Zeng's work was influenced bythe Western perspective and 

chiaroscuro, yet there was a brief description in this book on the Western painting 

brought to China by Li Madou (Ricci). It stated: 

Li Madou brought to us a Western portrait of God [tianzhu A±]. In the 

work, a woman holds a baby. Her complexion and clothes look as [my italic, 

in Chinese, ru :tz1J] real as a mirror image. She seems to be walking and her 

pose is dignified and graceful. Chinese painters cannot make it.4OO 

In the eighteenth century, the Chinese term "perspective" was xianfa ~r!, which 

literally meant "line-method." The modem Chinese name "perspective" is toushi:i2f 

tJli, which literallymeans "seeing through," and this meaning is exactlythe same as 

Dürer's Durchsehung (or pcr-spcct in Latin). In the historyof the Chinese language,fa 

means "Dao of the world," "making a thing and using it," "image" (xiang ~), and 

"foundation of me asuring." 40 
1 It can be sensed that fa as a method did not mean the 

Cartesian method but rather indicated the principle of engaging the world. 

The linguistic structure of the term xianja gives a sense of co-presence of two 

things- xian and fa- whose interaction creates perspective. The xian (line) is visible 

and the fa, invisible. The invisibility of the fa does not necessarily mean absolutely 

transcendental and out of the world. The lines of xianfa were the interaction 

between the visible and invisible; lines were put in order and the cosmos was 

perceived. It is in the xiatifa that the worldliness of the fa became conscious. In this 

sense, the xianfa is neither a mere representation of "the idea of discgno" nor an 

Eastern transplanting of a Western idea. Unlike the modem term toushi, the meaning 

of xianfa is not close to the concept of Durchsehung or the window theory of 

399 Jiang Shaoshu (Ming dyn.), Wushengshi shi, 7 juan (Rpt., Changxiu shuwu), juan 4, 15. Juan 1-4 are 
on the painters from Hongwu to Chongzhen in the earlyMing dynasty. Juan 5 is on the female 
painters. Juans 6 and 7 are on sorne less known painters and are suspected being not originally from 
the author. 
400 Ibid., juan 7, 19. 
401 According to Zhongwen da cidian. 
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perspectiva artificialis. It was completelya Chinese interpretation of linear perspective 

based on Chinese cosmology in the earlyeighteenth century. 

The earliest theoretical discussion on the concept of fa ~i;; was from Mozi, the 

founder of the philosophy school of Moists, of the Warring States period. He 

wrote: 

Ali human undertakings must have fa, without which no undertaking can be 

achieved. A scholar can be an official because of fa; a craftman can engage in 

his enterprise because of fa. A craftsman uses a square to drawa rectangular 

fonn; a compass, a circle; a rope, a straight line; and a pendant, a verticalline. 

It does not matter if he is skillful or not, he must followthese five [aspects] 

as the fa ... . Therefore, all craftsmen have the fa for each engagement.402 

* r fA $ ~, /F ï:iJ l2A 7ë Yt;;)(, 7ë ri;;)(, iffi;Jt $ ~~ PX: ~ 7ë:ff tE. 0 li ~ ± Z 

jg~~t§~ ~:ffri;;, li~BlfA$~, ?JF~:ffYt;;o B Ijg1i 12A~, jg lm l2A 

~.m, 1ï12A~, iEl2A~. 7ë0I/F0I, ~12AJl:t.1i~jg~! ...... ~BIM$, ~ 

:ff Yt;; Jifi J3t 0 

It is obvious that for Mozi, the fa meant general principles that guided hurnan 

activities rather than a specific method. Based on this understanding, the fa of xianfa, 

though translated as "method," is not equal to the modem English term of 

"method." 

The term "line-method" (xianfa) first appeared in the 1735 reprint of Shixue (Studyof 

perception), the first Chinese book on linear perspective. Written by Nian Xiyao if: 

$% (?-1739), the book was first published in 1729 and reprinted in 1735.403 In his 

prefaces to both editions, Nian mentioned that he received assistance from the 

Western scholar Mr. Lang Shining ~~tt!:cr (Castiglione). It is popularly held in 

402 Mozi (Mo Di), chapter four "Fa yi," Moi!, in Moi! jinzhu jit!)'i, anno. Li Yushu (Taibei: Taiwan 
shangwu yinshuguan, 1997), 17. No published translation of this part is available yet. l co-present my 
translation with the original Chinese text here. 
403 Three original copies of S hixue are now respectively in the Research Department of Natural 
Science History of the Chinese Academyof Science, Beijing Library, and Bibliothèque Nationale de 
Paris. The Paris copy is not complete. A copy of the 1735 edition is now in the Chinese collection of 
Bodleian Library of Oxford University. 
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scholarship that Shixue was adapted from the Jesuit painter Andrea Pozzo's Perspectiva 

pictorum et architectorum (Rome, 1693). Comparing these two books, we find the first 

twenty-nine drawings in Shixue were similar to Pozzo's, but most of the adopted 

drawings came from the discussion of projection princip les and did not include the 

complicated architectural drawings. 

The annotated full translation of the 1729 preface is as foilows (for the original 

Chinese teX!, see text 9 in appendix 4): 

1 had paid attention to the studyof perception for a long time, thinking hard 

but unable to understand it weil. Later, after talking with the Western 

scholar Lang [Shining] several times, 1 began to create a Ollnese painting in 

the Western way. Thefa of drawing lines from a fixed point [dingdian JER,] 

enables me to catch fullyvaried appearances of things. Once the position [of 

the point] is defined, the others will foilow swiftlyand continuously. Each 

part is so precisely positioned that itcannot be exchanged with another. The 

pointed, oblique, level, straight, round and rectangular forms of things are ail 

drawn on paper, but a drawn thing looks suspended in the air and shows its 

different surfaces simultaneously. As for the effects of the distant skylight, 

oblique sunlight, flickering candlelight, distance and size, shape and shadow, 

zigzag and obscurity, theyail are as 1 wish. This might be because they 

originate from the nature [ziran] of things. Touched by my force of eye [muli 

§ n], theyappear as clear as in my heart. Then, 1 realize perception [shi f.m] 

is a high study[xue~]. For example, if an object is set in a room and its 

position is not suitable, it will bring uneasiness when caught in sight and the 

same happens in a painting. While there have been sorne painting theories 

inherited from our ancestors and say: "Looking up, you can draw the flying 

posture of the bent eaves," aIso saying: "Looking down, you can see a deep 

vailey."404 However, [in such situations,] the force of the eye moves up and 

down without a stable position. un such a theory be a high study? On 

resemblance, the same theorysays: "Gazing into the distance, you can see aIl 

404 These quotes about painting theories refered to the debate between Li Cheng and Shen Kuo of the 
Song dynasty (see section 3.1). 
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oblique things." However, it is not as practicable and clearly stated as this 

book, which is illustrated and being sent to my coileagues and diligent 

scholars. The understanding of the book results from its li :E.I. Based on the . 
li, a big thing like a high mountain and an extensive river, a smail thing like a 

lively fish, a flower and a bird, and ail the others rooting on the ground or 

flying or diving can be obtained. It is obvious that truth [zhen ~] results 

from a thorough revealing of subtlety and mystery. Sorne body might say 

such a painting is real [zhen] but not wonderful [miao ~)].40S However, if it is 

first not real, how could it be wonderful?406 

Shixue t.m~ literaily rneans "high knowledge of perception." Indicating linear 

perspective, this Oùnese term highlights the inherent relationship between 

perspective and perception. In other words, Shixue teaches us how to see. Xue 

rneans a school of high knowledge, which has its own system, as a xue deserves 

everyone's studyand respect and not ail knowledge can becorne a xue. Sorne 

Oùnese scholars interpreted Shixue as the "rnethod of distance.,,407 In the context 

here,fa can be understood as a method. However, compared with the Cartesian 

method, the fa as a rnethod is more cosmological and related with the living world. 

According to his famous discussion on the differences between architectural works 

by "several persons" and by "a single hand," for Descartes, the method is absolutely 

an individual approach to truth.408 Ziran 13 ~ is the Oùnese term for "nature," but 

the two terms cannot be cornpletelyequated with each other. Sorne scholars in the 

West have drawn attention to the literal meaning of =?jran, "self-so" or "self-as

SUCh.,,409 Ran, literally"as-such," indicates a concrete sense of the world. According 

405 According to the Zhongwen da cidian, the zhen means "true" and "original," and the miao means 
"beautiful," "subde," "extremelyelegant," etc. 
406 NlaIl Xiyao (Qing dyn.) , "Shixue bianyan," Shixue (1729), !pt. in RenJiyu ed., Zhongguo kexue}ÏJhu 
diani tong/u: shuxue juan: juan 4 (Zhengzhou: Henan jiaoyu chubanshe, 1993),711-712. 
407 Tong Jun, "Beijing Changchunyuan xiyang jianzhu," footnote 29, in Wang Daocheng ed., Garden of 
Round Brightness: /ishi, xianzhuang, /unzheng, 2 vols. (Beijing: Beijing chubanshe, 1999), 1: 284. 
408 See René Descartes, Discourse on Method and Meditations, trans. Laurene J. Lafleur (Indianapolis: The 
Libraryof Liberal Arts, 1960), 10. 
409 See Tu Weiming, "The Continuity of Being: Chinese Vision of Nature," in Nature in Asian 
Traditions ofThought: Essqys in Environmenta/ Phi/osopl?J, ed. J. Baird Callicott & Roger T. Ames (Albany: 
State University of New York Press, 1989), 71. 
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to this Nian's preface, the fa of perspective started from a "fixed point," dingdian JE 

,9" yet it was not specified whether the fixed point was the actual focal point. The 

preface connected the principle of perspective with the li and pointed out that the 

significance of the perspectival painting lay in its truthful appearance. Such an 

understanding of truth was new to Chinese belief system at that time. 

The annotated full translation of the 1735 preface is as foilows (for the original 

Chinese text, see text 10 in appendix 4): 

The attainrn.ent of the high studyof perception is endless.41o How could 1 

daim to have held its quintessence? 1 have studied it for thirtyyears. It is 

not exaggerated that 1 am a good painter in this country. 1 can paint skillfully 

and freely thousands of mountains, [bodies of] water, deep forests and 

wooded vaileys. The expression of my[Chinese] paintings is incisive and 

vivid, but its appreciation [unfortunately] lies beyond measure and scale. .As 

for buildings and utensils, if you want to depict them precisely without 

hairbreadth, it cannot be realized perfectly without the Western method. Ar. 

first, 1 did a preliminary study with some drawings, yet this is onlya srnall 

part of the study of perception. Although 1 have revealed my studies to the 

public, but my understanding is still shailow. 1 recently met with Mr. Lang 

Shining several times, and reviewed the origin of the studyof perception with 

him. The aspects of line-rn.ethod, such as the projection of light, 

convergence, slanting, upside-down, and overlooking, ail emerge from one 

point [yidian - 2]. But the li of one point exists not onlyin the West but 

also in China. Among the visible things, the near one looks big while the 

distant one, smail. This is very certain. The Five Mountains [wl!)'ue Ji. ffi] are 

the biggest, but if we look at them in a distance, they look small. The further 

away they are, the smaller they look, until they shrink to a point. A mustard 

seed is the smailest. If 1 put it at a distant place and look straight at it, 

though it becorn.es invisible, at the infinity [!Ïchu *.&~] of the force of the eye, 

the li of one point remains effectual. It is therefore inferred that ail things 

410 For the Chinese terrns without a footnote in this preface, see the footnotes in the 1729 preface. 
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can shrink to a point, and one point can produce all things. Because they 

emerge from one point, this point is called the head-point [toudian ~ B]. 

From points emerges a line, and from lines emerges an object. Although one 

object is different from another, as points from lines, their li is the same. 

Furthermore, one object appears in a size in the distance of five chi [a length 

unit] and appears in another size in the distance of ten chi. If [a distance is] 

intersected bya point, the point is called the distance point [lidian ~ }~]. 

Once the distance is decided, the li cannot be changed. If we draw a room 

according to this fa and arrange everything in order, the beholder might want 

to walk on the steps, enter the door and stand in the hall but does not rea1ize 

it is onlya painting. If we drawan object and hang the painting- whose 

surfaces are up and down, level, slant and solid, bright in light and dark in 

shadows, with clear convex and concave effects- in the air, the beholder 

must take it as a real thing [zhenwu 1ï4m]. When an object becomes convex 

and concave with yin and yang and a room becomes deep with mutual 

compliments, is this not the quintessence of the fa of Western painting? It is 

hard to enumerate all such cases to make the fa understood. However, if we 

remember that the distance is set up by points and lines, the volume emerges 

fromyin and yang, and the effect of wonderful [miao t&] lies in borrowing 

sunlight, most varieties of this fa will not go beyond these three aspects. 1 

thought very hard, supplemented over fiftydrawings, and wrote captions [for 

those drawings] to make this book useful. The reader himself can explore 

the origin of this fa and become a leader in the studyof perception through 

analyzing the changes of things and extending the movement of points and 

lines. In terms of such benefits, if in my spare tÎme 1 could explore further 

the infinite attainment, ponder its quintessence, and learn from brilliant 

gentlemen, how great myenjoyment.411 

For the first tÎme (1735), the term "line-method" was used. The "fixed point" in the 

previous preface is now called the "head-point," located at infinity (Fig. 64). Tou in 

411 Nian, "[The second preface]," Shixue (1735), 713-715. 



191 

Chinese means the human head, origin, as weil as the first. The head-point in this 

context holds a double meaning: the point indicates both the eye and the origin of 

geometrical construction. In Chinese philosophy, the point of infinity is taken as the 

origin of life, which clearly identifies with Laozi's Daoist thought regarding the origin 

of the world. Chapter forty-two of Lao;d says: "Dao produces one [primary qz], one 

produces two [heaven and earth], two produce three [yin-qi,yang-qi and their mixture], 

and three produces ail thingS."412 The statement that "the li of one point does not 

onlyexist in the West but also in China" provides insight for the understanding of 

the common ground for the fusion of Jesuit perspective and Chinese cosmology.413 

In addition, for the first time, objects in the line-method are clearly specified as 

converging toward the central point, the head-point. Since the head-point is taken as 

the origin of life, the movement of convergence itself can be understood as a retum 

to truth of the world, the "primary one." The perspectival convergence recalls the 

Daoist sage Zhuangzi's idea of "condensation of mind" (ningshen I~UJtl), which he 

explicates as "gaze fixed1yand stop [on something]" (ning'er yi'er ~rm B rm). In the 

situation of the "condensation of mind," the smallest thing, like the head-point, is 

coincident with the cosmos.414 In "primary one," there was no difference between 

big and smail, the world and "l," and at this moment the spirit would ramble freely 

and happily. 

It is interesting to note the comparisons of the illustrations between Nian's Shixue 

and Pozzo's Perspectiva pictorum et architectonum (1693). Contemporary research notes 

that there were no illustrations in the first version (1729) of Shixue,415 yet this is not 

true. In the second "preface" (1735), Nian mentioned that he "supplemented over 

fiftydrawings" to the first version, which indicated that there had already been sorne 

illustrations in the first version. Additional research points out that, in the 1735 

412 Laozi (Warring States), Laoif, in Baihua laozi, anno. Zhou Shengchun (Xi'an: Sanqing chubanshe, 
1990),69. 
413 The idea that one point is both cosmically and geometrically generative can be traced back to 
Proclus (5th cen.) in the Western history (See Edward S. Casey, The Pate of Place: A Philosophical History 
[Berkeley: University of California Press, 1997],65). 
414 Zhuangzi (Warring States), Zhuangif, in Zhuangif jie, anno. Wang Fuzhi (Qing dyn.) (Hong Kong: 
Zhonghua shuju, 1989),7,8. 
415 Richard M Swiderski, "The Dragon and the Straightedge, Part Three: Porcelains, Horses, and Ink 
Stones- The Ends of Acceptance," Semiotica 82.3/4 (1990): 230. 
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version, the over fifty supplemental drawings were numbered and related to the 

demonstration of the principles of line-method; yet the other drawings were not 

numbered and were related to the three-dimensional illustrations of building 

details.416 The fact that the three-dimensional architectural drawings were published 

in the first version of Nian's book demonstrates his idea that the Chinese audience 

might be receptive in accepting such illustrations, because theyappeared close to 

reality. 

If we compare the three-dimensional architectural drawings in Nian's and Pozzo's 

books, we will find that Pozzo's drawings were more detailed and complicated. A 

Chinese researcher attributes this difference to the less developed technique of 

copperplate engraving in China,417 yet this is only part of the picture. One of Nian's 

unnumbered architectural illustrations was the view of a dome ceiling perceived by a 

spectator who was standing on the ground and looking upward (Fig. 65). Regarding 

this drawing, Nian wrote: 

If drawing the ceiling according to this method [fa], when you look up at the 

ceiling, the square and circle fit appropriately; the stone columns suspend in 

the air; the window mullions interweave with each other. It looks like a 

multistoried building standing steadilyabove. In the openings, you seem to 

peep at the blue skyand see the stars. Onlywhen the drawing skill reaches 

such a level can we understand the Western method [taixi zhifa ~jfiffizjt;;], 

which requires detailed research and careful scrutiny. Does the spirit not 

appear in this drawing [shen hu qi shen 1$3f;ft1$]? How can it be onlyfor the 

stroll of eyes?418 

For the author, the view of line-method not onlyappeared real but could aIso draw 

the spectator's mind into the spiritual stroll, which echoed with the Daoist idea. 

Another interesting aspect in these illustrations is the instruction of drawing shadows 

where the author simply called the point of light-source the "light" (guang J't),419 

416 RenJiyu, 710. 
417 Ibid. 
418 Nian, 813. 
419 Ibid., 855. 
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which identified with the "head point" of line-method. Did this, in his mind, hint at 

the inherent relationship between the focal point, the origin of the world and the 

brightness of the cosmos? 

When the Jesuits introduced linear perspective to the Chinese and transform.ed it 

into line-method, the two-point perspective had already been weil developed in 

Europe. As Nian's book demonstrated, one possible motive for the selection of 

central perspective was that the line-method connected the Jesuits' religious 

metaphysics with Chinese cosmology. For the Chinese, the head-point was related 

to the origin of the world in the Daoist sense; for the Jesuits, the single focal point 

was the incarnation of "God's eye." 

The influence of line-method to the Chinese culture first took place through 

landscape paintings. In the Ming dynasty, there were already sorne paintings which 

consciouslyapplied the technique of Western perspective. In this respect, the 

foreshortening effect and the "pursuit of descriptive naturalism" in Zhang Hong's 

** paintings as weil as the chiaroscuro stippling of brushwork in Gong Xian's ~ 

m- paintings were two very fine examples.420 A major influence of line-method on 

Chinese garden representation was building delineation. Buildings occupied a 

prominent place in the garden and landscape paintings bythe Qing painter Yuan 

Jiang ttu, who once served in the Yongzheng court and had a chance to work with 

Jesuit painters.421 Although his building delineation was extremelydetailed and 

obviouslytook a great deal of tirn.elyeffort, the oblique lines in his paintings still 

remained parallel without converging towards a focal point. 

The representation of Qing imperial gardens underwent many changes as a result of 

Jesuit influences. An example of this change was in the forty paintings for the Forty 

Jing where, with rich shades, the mountains began to appear more solid and 

420 Cahill, 13, 169. 
421 Yuan Jiang is recorded in Li Dou (Qing dyn.), Yangzhou huafang lu, Qingdai shiliao biji congkan 
(1796. Beijing: Zhonghua shuju, 1997),41. 
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voluminous. In similar fashion, paintings of the Forty Jing began to be more precise 

by being more detailed than ever before. Compared to traditional garden 

representation, these paintings were a true depiction of the garden and also helped to 

explain the poetry on the same garden. Tang Dai, one of the two Chinese painters 

of the Forty Jing, was honored by the emperor with the title of Best Painter. One of 

his painting theories clearlystated "a distant mountain appears low; a close one, 

high."422 This observation, as his paintings of the Forty Jing demonstrated, 

ambiguously hinted at the horizon of the land, which had not yet been dearly 

recognized, or was hidden behind either mountains or douds in traditional Chinese 

lands cape painting. The oblique lines delineating the buildings in the forty paintings 

did not remain strictly parallel and appeared to converge towards a focal point, 

which, however, was located beyond the up-right corner of the painting and was not 

directlyvisible. Due to the bird's-eye view, the foreshortening effect in the paintings 

of the Forty Jing is not very apparent. A well-developed perspective effect was 

presented in other imperial garden paintings, for example, in Leng Mei's it,fJ( 

paintings of court ladies, as he usually put the figure in a garden setting wherein 

buildings, rocks and plants were composed with the horizon at the eye level and 

depicted in extreme details. 

Because of the influence from the traditional oblique projection of lines in Chinese 

landscape painting, the line-method, namelythe Jesuit central perspective, was not 

extensivelyapplied to Qing imperial-garden representation until the birth of the 

twenty copperplates of the Western Multistoried-Buildings garden. Like Jesuit 

perspective, line-method had a close relationship with the technique of copperplate 

engraving. These twenty copperplates were drawn by the Chinese painter Yi Lantai 

1ft ~~, who often worked with the Jesuits, and were engraved in 1786, just after the 

completion of the garden. According to an imperial archive, on the first dayof the 

422 Tang Dai (Qing dyn.), "Huishi fawei," in Shen Zicheng ed., Lidai /unhua mingzhu /ubian (Beijing: 
Wenwu chubanshe, 1982),407. 



195 

fourth moon of the fifty-first year of the Qianlong reign (1786), the twenty 

copperplates and their first one hundred prints were exhibited at the Zhai Palace.423 

The titles of the copperplates indicated that, for the Chinese eye, the Western 

Multistoried-Buildings garden was in fact a garden created through line-method.424 

Examples of this include copperplate one (Fig. 22), where the left bridge is called the 

Bridge of Line-Method; copperplate eighteen (Fig. 39), where the hill is entitled Iiill 

of Line-Method; and copperplate twenty (Fig. 41), where the open-air stage set is 

entitled Walls of Line-Method. Before the emperor officiaily named the buildings of 

the Western Multistoried-Buildings garden, theywere temporarilycailed Buildings of 

Line-Method. 

5ince ail twentycopperplates were composed in line-method bya Chinese draftsman, 

an analysis of perspective distortions in these engravings will be an effectuaI way to 

understand how the garden of line-method was actually perceived in the Chinese 

mind. In copperplate twelve (Fig. 33), for example, there is a pair of stairways 

descending from a roof to the ground. The focal point of this line-method drawing 

is located on the ground door with the horizon at eye level. A pro minent 

perspective distortion is the orthographie sections of the balustrades, which should 

converge towards the focal point and be hidden behind the front horizontal sections. 

The draftsman did not appear to be clear about (or unconsciously did not strictly 

foilow) the rule that ail paralle1lines should converge towards the same focal point. 

Although such a distortion can he judged as a perspective "defect," it vividly 

demonstrates the motion of the Chinese painter's mind when he exerted himself to 

converge his zigzag "force of the eye" towards the central focal point. The same 

problem of the focal point exists in the other copperplates where the painter was 

able to foilow the focal point within a part of the picture but could not do so for the 

entire picture, usuaily resulting in more than two focal points on the central axis. 

423 "Neiwufu," archive 820. 
424 For a reprint of the twenty copperplates in the original size, see Palais, pavillons et jardins construits par 
Giuseppe Castiglione: dans le domaine impérial du Yuan Ming Yuan au Palais d'Été de Pékin: 20 planches gravées, 
de 1783 a 1786 (paris: Jardin de Flore, 1977). A copy is in the Dumbarton Oaks collection. 
END OF QiAPTER-THREE FOO'INOTES. 
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Although the twenty copperplates were the best knO"WIl application of line-method in 

Qing imperial-garden representations, the perspective distortions in these 

copperplates demonstrate the experimentality of line-method in the garden design of 

the time. 



CHAPTER FOUR THE MOUNT AIN AND WATER OF LINE

METHOD 
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The traditional Chinese tenu of "landscape" is shanshui, which literally means 

"mountains and waters." The Garden of Round Brightness was a magnificent 

"garden of mountains and waters" (shanshui yuan) for its extensively artificially made 

landscapes. The emperor's vision of round brightness was embodied bythe multiple 

Jïng where his mind was brightened while his body meandered in the garden. The 

zigzag route of the Forty Jing was a route along which the metaphysical brightness 

diffused within the garden enclosure. Once he strolled to the northeastern corner, 

the most remote corner of the garden compound, the winding path suddenly 

changed into the straight path in the Western Multistoried-Buildings garden. How 

did the brightness in his mind diffuse along the straight path, and how did the 

multiple;ïng in this exotic straight-lined garden frame the metaphysical brightness? 

4.1 Path 

Father Ferdinand-Bonaventure Moggi (Chinese name, Li Boming *~ fiA) had a 

good knowledge of architecture. Imitating the altar of the St. Ignazio in Rome, he 

designed the high altar of the Jesuit church Eastern Hall (Dong tang) whose dome 

fresco was painted by Castiglione in the Pozzo style. According to a research, in 

1747, Qianlong requested that the painter Castiglione, rather than Moggi, an 

accomplished architect, design the Western Multistoried-Buildings garden.425 This 

followed the Chinese tradition that gardens were usually designed by painters. As a 

painter rather than an architect, Castiglione had a good working knowledge of 

perspective and played a key role in transfonning Jesuit perspective into Chinese 

line-method. 

The application of line-method in the Western Multistoried-Buildings garden can 

first be observed by the contrast between its rigid geometrical plan and the 

425 Alexander Schulz, His Yang Lou: Untersuchunger ~ den "Europaische Bauten" des Kaiser Chien-Jung (Isny: 
Schmidt Schulz oHG, 1966),22. 
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meandering plan of the Chinese portion. This contrasting pattern, as the garden 

name "Round" Brightness and the lake name "Square" River in the European 

portion imply, can be characterized as the fundamental difference between a circle 

and a square. In the ancient astronomyand mathematics book Zhoubi suan;ïng (lst 

cen.), it had been proposed: 

The images of ail things do not go beyond circle and square .... As for [the 

relationship between] circle and square, the former appears though the latter, 

because the latter is finite and easy to measure, while the former is infinite 

and hard to fathom .... Therefore, we approach circle through square, infinity 

through finiteness .... If a polygon approaches towards the border of a circle 

[by multiplying infinitely its edges], both will finaily come to one, and the 

circle is formed. Therefore, circle appears through square ... .square belongs 

to earth; and circle, he aven. [Hence,] he aven is round and earth is square.426 

)i4mz~/F:±l rm1J ... '" ~rm1Jrmi~, wlJrm :±lr1J 0 1Ii1J ~~, rmrmxl 

~~ ...... ï!&mrm~, ~1J~z, ~ff ~rmll7ë~-tE. ...... $Jll%~ tJJlfrrm 

~, ~~~rmjg-, rmrmmJ~~~~o ï!ij[srm:±lr1J-tE. ... ... 1J~:Cm, rm~5JÇ 

, 5JÇ rm :Cm 1J 0 

It is reasonable to speculate that the square forms of the European portion might be 

a unique wayfor the emperor to "measure" his desired perfect brightness. As stated 

in his record of the Garden of Round Brightness, Qianlong expressed his desire of 

"encircle the cosmos and things into the round brightness.,,427 To encircle the 

diffusing brightness, it was necessary to measure the garden borders of which the 

European portion was the most remote.428 

426 Zhoubi sua'!Jïng, in Zhoubi jin,giie, in Wang Yunwu ed., Siku quanshu zhenben congshu: part 11: v. 115 
(Taiwan: Shangwu yinshuguan, 1969), 13, 19. 
427 Refer to myannotated full. translation of Emperor Qianlong's "Later Record of the Garden of 
Round Brightness" in section 1.1. 
428 The attempt of preserving full. brightness in one's mind through seeking the remotest garden 
scenery can be re1ated to the Daoist sage Laozi's idea that "Whoever knows his brightness veils 
himself in his darkness." The original sentence is in chapter 28 of Laoif. Interestinglyenough, this 
sentence was cited by the German philosopher Martin Heidegger in his essay" Grundsiitze des 
Denkens" (1958) (See Reinhard May, Heidegger's Hidden Sources: EastAsian Influences on His Work, trans. 
Graham Parkes [London: Routledge, 1996], 3). Such a seemingly paradoxical Daoist idea regarding 
brightness and darkness is quite close to Heidegger's concept of Dasein. 
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The earliest general plan ever known regarding the Western Multistoried-Buildings 

garden was from the Lei-family collection of construction drawings. The Lei family 

served the Qing court for several generations as the major building contractor, and 

their works included both the Garden of Round Brightness and the Western 

Multistoried-Buildings garden. In this collection, there is a general plan and several 

drawings of multiple Jïng within the garden.429 Although the Lei collection, located in 

the National Libraryof Beijing, was not open to the public during myvisit (autumn 

2002), we can get a glimpse of sorne of the drawings in a special issue on the 

European portion in the journal Guoli Beiping tushuguanguankan Gournal of National 

Beiping Library1 in 1932.430 

The Chinese term of "plan" in these drawings is d!yang :I:Il!ff, which literallymeans 

"ground look" The Chinese term of "elevation" in these drawings is '!yang .:ll.ff, 
which literally means "standing look" The "standing look" could be either an 

elevation drawing in the modem sense or a traditional parallel-projection drawing. 

Although the plan drawing was not a popular representation method in Chinese 

classic architecture and gardens, it held a certain meaning. The Yuan ye notes: 

Usually in building work, people can use elevation or section drawings but 

theyseldom trya plan drawing. The plan drawing [in fact] represents the 

agreement between the owner and the builder. If a house is to be built, [it 

should be decided] how many bays in depth ... how many bays in 

width .... Drawa plan as a building will be. To create ingeniousness has to 

first try this method in order for convenience.431 

~~~, ~~~S~OO, ~:I:Il!OO~~~o ~:I:Il!OO~, ~~~~m& 

o 1fL~Il-~~, ~~JL:ltI: ...... JL:ltI:JLrEiJ ...... JUOOftllSo ~~JJ:W), 

7'ël;)J~fT~, ~œ~&o 

429 Zhang Enyin, Yuanmingyuan bianqian shi tanwei (Beijing: Beijing tiyu chubanshe, 1993),201-02. l 
thank Mr. Zhang for sending me a copyof his book when l visited him in Beijing in October 2002. 
430 Refer to the drawings in the journal, Guoli Beiping tushuguanguankan 7.3/4 (May-Aug, 1932); or see 
the illustrations. 
431 Ji Cheng (Ming dyn.), Yuan ye, in YUa1rye Zhushi, anno. Cheng Zhi (Beijing: Zhongguo jianzhu 
gongye chubanshe, 1997),98. 



200 

According to an imperial archive, on the eleventh dayof the fourth moon of the 

twenty-first year of the Qinlong reign (1756), the emperor decreed: 

Ask Lang Shining [Castiglione] to sketch a plan of a Western garden [myitalic, 

xiJang huqyuan ïffi~$1tIm] in the east of the Harmony, Wonder and Delight 

[pavilion] of the Garden of Eternal Spring. The design should be presented 

for review and onlyafter it is permitted can it be sent to the Construction 

Department of the Garden of Round Brightness for building.432 

It is important to note that Qianlong called the plan a "Western garden," which is 

the most direct proof that the site of Western Multistoried-Buildings was intended as 

a garden. It is recorded that "Lang Shining finished the sketch of a Western-like and 

garden-Izke [my italic, xiyangshi huqyuanshi ïffi ~$ Â 1t lm Â] plan and presented it." 

Qianlong gave approval for the construction of the garden the same day he was 

presented with the plan. He then decreed: "It is permitted to construct according to 

the design. Wherever Western paintings are needed [in the garden], ask the Lodge of 

As-One-WlShes [studio] to make moving-throughjÏngpaintings[myitalic]."433 It is quite 

interesting to note that although the construction had not yet begun, the emperor 

had been unable to hold himself back from seeing "Western paintings" in the 

garden. The term "Western paintings" here indicates paintings which were created 

according to line-method. 

The published general plan in the Lei collection was actually the plan of the second 

phase of the garden (Fig. 14), i.e. the long rectangular area along the east-west axis 

starting at the Cages for Raising Birds gatewayand ending at the open-air theater 

called Paintings of Line-Method East of the Lake. An important detail to note is 

that the five bamboo pavilions opposite the "View beyond the World" pavilion were 

not marked in this plan. This detail verifies Adam's statement that the bamboo 

pavilions were originally in the courtyard of the first-phase construction, namely 

between the Harmony, Wonder and Delight pavilion and the labyrinth. In 1771, 

432 "Neiwufu zaobanchu ge zuochengzuo huoji qingdang" (hereafter, "Neiwufu") (Archives of each 
built project by the Construction Department of the Imperial Household Ministry), in Yuanmingyuan: 
Qingdai dang'an shi/zao, ed. Zhongguo diyi lishi dang'an'guan, 2 vols. (Shanghai: Shanghai guji 
chubanshe, 1991),2: archive 419. 
433 Ibid. 
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Qianlong moved the bamboo pavilions to the south of the "View beyond the 

World" pavilion (Fig. 30), because they"obstructed his view" of the fountain in the 

courtyard. However, Adam was not sure whether this story was completely true. He 

therefore added the sentence "comme il a été dit.,,434 

Another interesting detail in the same plan is that the western gate of the Hill of 

Line-Method is missing, whose image can be seen in the seventeenth copperplate 

(Fig. 38). In the General Plan of the Garden of Eternal Spring in the same Lei 

collection (Fig. 12), the three-way gateway was ambiguously mark.ed by four dots. 

The missing gate in the general plan of the European portion most lik.ely indicates 

that this gate was still in the process of being designed. If this hypothesis is true, the 

date of this drawing can be traced to as earlyas 1766 when Castiglione, the chief 

designer of the garden, died. In addition, the fact that the bamboo pavilions are aiso 

missing in this plan supports this deduction. 

According to the general plan, there were two watercourses within the garde n, which 

were connected to an outside watercourse. The first one was a small canal that 

flowed southward from the outside of the northern wall of the garden. lt curved 

towards the north, then eastward in front of the "View beyond the World" pavilion 

and finally disappeared behind the northern wall of the garden. Three little bridges 

were created over the winding watercourse, which increased the feeling of depth in 

such a narrow site. The second watercourse was the Square River, which was the 

lak.e located to the west of the Paintings of Line-Method. It was connected to the 

watercourse of the Lion Grove in the Garden of Eternal Spring through a small 

ditch (Fig. 15). It is obvious that the water flowed from the Lion Grove into the 

Square River in order to create a moving body of water rather than stagnated water, 

which was always avoided in Chinese gardens. 

In the same plan, groves and rocks were arranged to orient the view. Two long 

groves on the hillocks flank.ed the eastem side of the Cage for Raising Birds gateway 

434 Maurice Adam, Yuen Ming Yuen: L'Oeuvre Architecturale des Anciens Jésuites au XVIIIe Siècle (Beijing: 
Imprimerie des Lazaristes, 1936),30. 
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and hid the selVice buildings. The groves led the visitor straight to the east and 

framed the gorgeous façade of the gateway. When comparing the eastern and 

western facades of the gateway in coppetplates six and seven, we can clearly see the 

difference made bythe groves. Since these two groves are the onlygroves marked in 

the plan, we get a strong sense of the designer's intention of orienting the viewer's 

movement at this spot. 

There are two places that rocks were used for orienting the view in the plan. The 

first one was in front of the cascade west of the Hall of Peaceful Sea; the second one 

was at both sides of the eastern gatewayof the Hill of Line-Method. The first one 

did not appear completely in the tenth coppetplate (Fig. 31), partIy because of the 

uprising stairways; the second one could clearly be seen in the nineteenth 

coppetplate (Fig. 40), where the view was led through the central arch of the gateway 

towards the distant illusionary lands cape appearing in the paintings of line- rnethod. 

The representation of rocks in the plan was formed bytraditional brush strokes, 

similar to the site plan of the Square River, as well as the Paintings of Line-Method 

East of the Lake from the same collection, while the groves were depicted simply 

with a single line, which brought a strong feeling of the volume of trees. 1his 

representation of trees was also applied in other plan drawings and brought a sense 

that the trees were used as a mass mate rial for creating space in the garden. Because 

the plan was composed of single lines, groves were differentiated from buildings only 

through the shapes of the depicted objects. The buildings and fountains were 

universally in geometrical forrIlS, while the groves were irregularly cUlVed. Rocks 

were added on the bank of the canal to differentiate between the groves and the 

canal, both of which were cUlVed shapes. The rock bank was a typical way for 

Chinese gardens to symbolize water flowing through mountains in nature. 

In the site plan of the Harmony, Wonder and Delight pavilion in the Lei collection 

(Fig. 13), the emperor's path from the Garden of Eternal Spring to the Western 

Multistoried-Buildings garden appeared clear. He entered the Garden of Eternal 

Spring through the Gate of Bright Spring at the center of the western wall of the 
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garden. The gate was named Bright Spring because it was the main connection 

between the Garden of Round Brightness and the Garden of Eternal Spring. The 

name was the combination of the two characters, which came respectively from the 

two gardens. Upon entering the garden, the emperor first stopped at a terraced 

pavilion called Islet of Flowing Fragrance along the western bank of a huge lake. He 

then moved north along the bank until reaching the water-mouth where a small 

bridge connected the western and northern banks. Standing on the bridge and 

looking across a smaIllake toward the northwest, he saw the magnificent Hannony, 

Wonder and Delight pavilion and a grouping of fountains in the front yard. Flanked 

by dense woods on both sides, the bridge was a perfect place for a framed viewof 

the distant fountain plaza. 

As shown in the General Survey Map of the Gardens of Round Brightness 

compound (1935),435 there is a Gate of Stamen on the western wall of the labyrinth 

within the garden. This gate appeared in the fifth coppetplate (Fig. 26). The gate 

enabled the emperor to enter the labyrinth directly from the Palace of Stamen, which 

was located at the twenty-ninth Jïng, A Wonderland in a Square Pot (Fig. 10), in the 

northeastern corner of the Garden of Round Brightness. In the foreword ofhis 

poem on this Jïng, Qianlong wrote: 

It is said there were three divine hills in the sea, but when a boat reached 

them, it was immediately led away by the wind. It is a waste of energy to talk 

about these hills. People should know that even the palaces made of gold 

and silver are not different from the human world. Since the fairyland is now 

in my room, why should 1 look for it far away? This is exactly what the name 

A Square Pot implies.436 

Qianlong was certainlyalluding to the legendary story of the fairylands in the East 

Sea. It is interesting to note that this Daoist fairyland and the Western garden were 

arranged shoulder to shoulder on the both sides of a division passage. The co-

435 See the map titled S hice Yuanming, Changchun, Wanchu'!)'uan yiZhi xing.fhi tu (A swvey map of the ruins 
of the Garden of Round Brightness, Garden of Etemal Spring and Garden of Ten-Thousand Spring), 
drawn by Beiping shizhengfu gongwuju in 1936. The original copy is in National Library of Beijing. 
436 Qianlong (Qing emperor), "Fanghu shengjing 1n1lZJli~," in Yuanmingyuan sishijing tuyong, ed. 
Zhongguo yuanmingyuan xuehui (Beijing: Zhongguo jianzhu gongye chubanshe, 1985), 63. 
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presence of the Daoist fairyland and the Western Multistoried-Buildings 

demonstrated Qianlong's "principle of the whole," which intended to integrate ail 

the beautifulJïng into his vision of Round Brightness. Another interesting 

phenomenon is that the twenty-ninth Jïng was located in the northeastern corner of 

the Garden of Round Brightness, while the Western Multistoried Buildings garden 

was located in the northeastern corner of the Garden of Round Brightness 

compound. Both corners were respectivelythe most remote and symbolized a far 

distant land. 

In the plan of the labyrinth in the Lei collection (Fig. 17), at sorne points each of the 

four routes that passed through the labyrinth was marked with a linear succession of 

dots: one went to the central hexagonal pavilion; one to the Gate of Stamen on the 

western wall; one to a small fountain plaza between the central pavilion and the 

Multistoried-Building of Delightful dimbing; and one direcdyto the MultÎstoried

Building of Delightful dimbing. The plan showed that the ground of the 

Multistoried-Building of Delightful dimbing was composed of a grid of nine equal 

squares. When the emperor meandered through the labyrinth, climbed up to the 

front deck of this multistoried-building and looked back to the south, he had a 

pleasant panoramic viewof the labyrinth. 

The labyrinth was called Formation of Yellow Flowers. The term "formation" 

hinted at the formation of troops in a war because of the square lay-out of the 

labyrinth. Compared to the winding path in the Garden of Round Brightness, the 

zigzag path of the labyrinth was stricdy geometrically organized. It is interesting to 

note that the emperor apparendy accepted the straight but winding path and 

specificallycalled the labyrinth a "garden" (huqyuan ::tt:1m). Although a labyrinth, or 

maze, had been a typical part in European gardens, a basic reason that both the 

emperor and Chinese people most likelycalled the exotic labyrinth a "garden" was 

because of its zigzag movement, although the path was laid out with line-method. In 

Chinese gardens, a winding path was believed to lead to a "deep and remote" area 

within the mind. According to the theory"abstruse as such" (aoru ~~Q) advanced 

by the Tang lands cape essayist, Liu Zongyuan, meandering in nature procured the 
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"delight of abstrusity."437 Along the same line of thought, Li Gefei of the Song 

dynasty said that winding helped maintain deep thought.438 For the Jesuit Attiret, the 

"hundred tums and windings" formed "a beautiful disorder."439 It can be surmised 

that the zigzag path of the labyrinth recalled to Chinese eyes the meandering paths in 

Chinese gardens. 

The labyrinth was aIso called Lantems of Yellow Flowers. According to an imperial 

archive (1796), "the tops of the brick walls of the Lantems of Yellow Flowers are 

covered with turf and are watered everyday."440 It is said that on the night of the 

Mid-Auturnn Festival, when the moon was most round and its light the most perfect 

of the year, the emperor would watch from the central pavilion as the court ladies 

carried lamps of yellow flowers and meandered in the labyrinth. The name Lantems 

of Yellow Flowers signified a Chinese folk tale, which was embodied by the labyrinth. 

As the traditional celebratoryfireworks brightened the Chinese portion at night, the 

yellow-flower lantems brightened the labyrinth. Peering down upon the circulative 

movement of lantems from the central pavilion enhanced the emperor's feeling of 

power. What is interesting is that his opportunity of "peering down" resulted from 

his occupation of the mystical center of the labyrinth. The emphasis on the central 

pavilion as a place for Qianlong to view the surroundings can be seen in copperplate 

four where the front gate was perceived from the central pavilion (Fig. 25), while in 

the earliest photo of this gate in the 1870s (Fig. 44), the central pavilion became the 

focal point of the perspective composition. This comparison reveals how the 

viewpoint in a copperplate could act as the focal point in a Jïng of the garden. 

North of the labyrinth, there was a hillock covered with dense trees where a Chinese 

square pavilion was hidden. What is impressive is the sharp contrast between the 

forms of the labyrinth and the hillocks: regular versus irregular, public versus private, 

437 Liu Zongyuan (Tang dyn.), "Yongzhou Longxingsi dongqiu ji," in Sun Xiaoli, Zhichi shan/in:yuan/in 
yùhu wencui (Shanghai: Dongfang chubanshe, 1999),26. 
438 Li Gefei (Northem Song), "Luoyang nùngyuan ji," in Olen Zhi & Zhang Gongchi ed. & anno., 
Zhongguo /idai mÎt!)luan JÏ xuanzhu (Hefei: Anhui kexue jishu chubanshe, 1983), 39. 
439 Jean-Denis Attiret, "A Panicular Account of the Emperor of China's Gardens near Pekin," trans. 
Joseph Spence, in Fugitive Piem on Vanous Au/hors, v. 1 (London: J. Dodsley, 1765), 37-38. 
440 See Yuanmingyuan:Qingdai dang'an shi/iao, 1: archive 196. 
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nosyversus quiet, obvious vs. secret, bright versus shady, and Western versus 

Chinese. Within the labyrinth, while ail the European buildings, fountains and gates 

were located on the north-south central axis, the Chinese pavilion 'WaS located at the 

northern end of the axis. 

Based on the Omfucian principle that an emperor must "sit on the north and face to 

the south," the location of the Chinese pavilion at the northem end of the journey 

implied that this Chinese pavilion was intended to provide a psychological protection 

for the emperor's entertainment within the exotic labyrinth. One of the reasons for 

making the hillock behind the flat labyrinth might have been to prote ct the 

emperor's back from being exposed to the outside of the garden as he sat in the 

central pavilion and faced to the south. This can be seen in the fifth coppetplate, 

where the dense treed hillocks blocked the view to the distance and hid the water

mouth. The emperor's orientation towards the south can be verified bytwo details: 

one was the throne in the central pavilion, which faced the south; another was the 

fourth coppetplate, which depicted the view that the emperor perceived as he looked 

south from the central pavilion. Another reason for the back hillock might have 

been to symbolicallycontrol the "water-mouth" of the smail canal flowing from the 

outside to the inside. 

In addition to the axial and labyrinth pathways, another type of path in the garden 

was the bridge. We can onlyget a glimpse of a corner of the Bridge of Line-Method 

in the first coppetplate (Fig. 22). On the western side of the bridge was a Westem

like portal within whose frame there was an illusionary perspective painting, which 

appeared behind the doorway. The illusionary portal not only extended the depth of 

view but aIso vitalized the bridge and the undemeath watercourse, which flowed 

from the Garden of Round Brightness to the Garden of Eternal Spring. Appearing 

real, the portal created the illusion that, from the bridge, people could step into 

another world. Previous research has compared the illusionary setting of the Bridge 

of Line-Method with the theatrical architecture of Bibiena and the works of POZZO.441 

441 Schulz, 42. 
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W'hile a bridge acted as a crosswalk over a watercourse, a gatewayacted as a 

connection between two paths. In the 1935 Survey Map of the Garden of Round 

Brightness compound, the Cages for Raising Birds gateway within the European 

portion was marked as the "Multistoried-Building of Peacocks."442 This gateway 

defined the division between the first and second construction phases of the 

European portion. An interesting feature was the double face of this gateway: its 

western side was Chinese-like while its eastern side maintained a Baroque face (Fig. 

27,28). In copperplate six (Fig. 27), the colonnade on the western side was clearly 

depicted in line-method with the focal point located on the geometrical center of the 

central iron-gate. According to Father Gbot's letter, Castiglione designed this 

wrought-iron gate, which was forged under the supervision of the Jesuit Thébaud.443 

Along the wall to the right of the portal, there was a mural, painted by Castiglione, 

which depicted a ship sailing on the sea and matched perfectly the perspective effect 

of the portal. In the copperplate, douds were ernerging from behind the gateway 

and brought about a feeling that there was a mystical world behind the door. The 

sailing ship echoed with the Chinese legendary story that there was a fairyland in the 

East Sea. The gateway, located at the conncetion point of the T-square plan of the 

garden, became the only passageway between the first and the second phases of the 

garden. Its importance was demonstrated by its double-face images and its 

appearing in both copperplates six and seven. The role of the gateway as the control 

of the view into the mystical depth is dearly shown in a photo of the 18705 (Fig. 45). 

Behind the Viewing the Water-Method throne, there were two side doors, the so

called Dog-Head Gates, which were for the emperorto secretlycornmute between 

the Big Water-Method and the Hall of Wet Orchids within the Garden of Eternal 

Spring (Fig. 37). The Lei collection contained detailed sketches of the "Western 

doors" which were aIso known as the Dog-Head Gates (Fig. 21). From the Chinese 

characters in the drawings, it can be judged that theywere construction sketches by 

Model Lei; for example, sorne of the characters marked the mate rial names such as 

"brick," "tile," but the rest of the characters were difficult to ascertain. Since these 

442 See the map ticled Shice Yuanming, Changchun, Wanchuf!Yuanyizhi xingshi tu. 
443 Schulz, 25. 
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sketches were based on the original Jesuit designs, they demonstrated the Chinese 

craftsmen's intetpretations of the construction details. Previous research has 

indicated that these Dog-Head Doors appeared similar to Bibiena's theatrical design 

forrns, for example, the theatrical deign by Giuseppi Bibiena in Dresden in 1719.444 

In the site plan of the Square River and the Paintings of Line-Method East of the 

Lake (Fig. 15), which is housed in the Lei collection, there is a small door marked 

with the dUnese character "door" which is located on the southern wall close to the 

rocks on the right (southern) side of the Eastern Gate of the Hill of Line-Method. It 

is unclear whether this door was aIso a secret entrance for the emperor, as this door 

appeared reasonable to this location for the purpose of the emperor to walk directly 

from the Garden of Eternal Spring to the front of the Square Lake. The secret pass

way door behind the rocks was weIl hidden yet provided a different and interesting 

experience for the emperor, as he would first pass through the dense rocks and trees 

before standing in front of the expansive Square Lake and looked across the water at 

the Paintings of Line-Method in the distance. Such a process of experiencing ,a tight 

space before moving into an expansive view was a typical wayof creating wonders in 

dUnese gardens. 

In the nineteenth coppetplate (Fig. 40), the onlywayto have a glimpse of the Square 

Lake was through the central arch of the gateway, because both flanks of the gateway 

were planted with dense trees and rocks. The designer intended to give the viewer a 

sutprise by hiding the view of the lake temporarily. The Yuan ye described the use of 

"half a bai' space for creating "depth, mystery, meandering ... and the bounded field 

of fantasy[humyïng ~JJjt]."445 In the SUl-vey Map of the Garden of Round Brightness 

compound, the Eastern Gate of the Line-Method Hill was marked as Conch Tower

Gate because of its conch-like decoration.446 

444 day Lancaster, "The 'European Palaces of Yuan Ming Yuan," Gazette des Beaux-Arts 34 (1948): 
282. 
445 Ji Cheng, 73. 
446 See the map titled Shice Yuanming, Changchun, Wanchu1!Yuanyizhi xingshi tu. 
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T 0 provide height along the path in the garden, stairways were constructed. There 

are twin stairways at several points along the path: at both the southern and northern 

sides of the Hannony, Wonder and Delight pavilion, the southern side of the "View 

beyond the World" pavilion (Fig. 29), the western and eastern sides of the Hall of 

the Peaceful Sea, as weIl as the southern side of the View of the Distant Sea pavilion. 

These paired stairways provided the emperor with a slow ascension and descension 

while he was appreciating the water-method that was flanked bythe stairways. AlI 

the stairways in the garden were paired, which aIso accentuated the effect of line

method. 

The path of the garden sometimes passed though buildings, such as the five bamboo 

pavilions that were connected by cwved bamboo covered walkways (Fig. 30). The 

Chinese tenn of the covered walkway is fang ®, which was explained in the Yuan ye: 

The ancient fang was folded with the carpenter's folding ruler. The present 

winding fang, which meanders like the character of zhi [the character Zhi is 

composed of zigzag strokes], tums in accordance with topographyand bends 

according to the natural propensity of the site.447 

~~~®, m~R~o~~m~~®, ~*~~, .mw_, ~~w 
~o 

In Chinese gardens, the meandering of the walkway is an embodiment of the mind 

searching for remoteness. The cwved bamboo walkways here, which were arranged 

symmetricallythrough line-method, demonstrated the gesture of enc1osing. Another 

passing-through-building path was located at the Hall of the Peaceful Sea. The 

emperor would enter the second floor of the building from the water-method 

stairwayat the western end, walk over the roof of a one-floor veranda, climb the 

roof of the water tank where two pavilions stood respectivelyat each end of the roof, 

then descend at the eastern end along a magnificent open-air stairway (Fig. 34). 

The application of line-method in the planning of the path can be demonstrated 

through the matching viewpoints in the garden and the frontal views of the 

447 Ji Cheng, 91. 
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copperplates. The path was probably, from the very beginning, designed for 

perfectly observing these perspective "frontal faces," and the Jïng of the garden and 

the Jïng in perspectives had been fused together in the emperor's mind. The 

copperplates were intended to give Qianlong his desired views of the garden,44B and 

the garden was experienced as if viewing a series of separate pictures.449 

448 Adam, 24. 
449 The idea that the garden was viewed as a series of separate pictures appeared in Schulz, 71, 77. 
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4.2 Western Multistoried-Buildings 

According to the constitution of the Society of Jesus, the more universal the good 

was, the more divine it was. Therefore preference was given to those persons and 

places whose improvement became a cause which spread the good to others who 

were under their influence or took guidance from them. 450 This policy was best 

embodied bythe Western Multistoried-Buildings garden. There is no direct pro of 

showing that the garden was created bythe Jesuits in order to "influence" the 

Chinese emperor with a Western religion; however, it is certain that the emperor, 

Jesuit builders, and other Chinese who were involved in this garden aIl projected 

their intentions into the creation of this garden. 

As a type of garden building, the multistoried-building, lou ~, can be traced back as 

earlyas the late Han dynasty and the Southern-Northern Dynasties period. lt served 

as a place for viewing into the distance and itself appeared as an attractive backdrop. 

The lou was usually located at the side or back part of a garden.451 In Li Jie's *iM 
architectural treatise, Yinzao fashi (Princip les and models of building design & 

construction), of the Northern Song dynasty, the etyrnological meanings of the 

building term lou were listed. It stated: 

[The ancient dictionary] Er ya says: "What is narrowand curved is called 

lou ... . [Another ancient dictionary] Shj;ï says: "A Doaist told the emperor 

Wudi of Han that Emperor Huang [in the ancient time] built fifty-two lou for 

the arrivaI of deities. Wudi thus built a divine terrace and a scaffolding lou in 

fifty zhang high." [The ancient dictionary] Shuowen says: "Lou means the 

multistoried house." [The ancient dictionary] Shiming says: "Lou is that 

between whose windows there are shooting holes which look gloomy."452 

450 See "Appendix B- Constitutions of the Society of Jesus" in Thomas M Lucas, S. ]., Landmarking: 
Ciry, Church & Jesuit Urban Strategy (Chicago: Loyola Press, 1997),196. 
451 Zhang Cheng'an ed., Zhongguoyuanlinyishu ciman (Wuhan: Hubei renming chubanshe, 1994), 185. 
452 See Li Jie (Northem Song), "fashi 1," Yingzao fashi, un-punctuated version (Beijing: Zhongguo 
shudian, 1995),4. 
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The Yinzao fashi is the oldest architectural treatise known in Chinese history. In the 

garden treatise Yuanye, the same etymological meanings of fou were repeated: "The 

5 huowen stated: 'The multistoried-building is fou.' The Er ya explained: 'The narrow 

and cUlved building is the fou.' In other words, fou indicates the open windows 

whose holes appear gI00my."453 When the Western Multistoried-Buildings garden 

was under construction, those multistoried-buildings were originally called "buildings 

of water-method,"454 where the Chinese term for "building" was fang J%. The 

etymological meanings of fang were cited by the Yuan ye: "s him ing says: 'Fang means 

to be cautious, namely, to keep privacyand to divide inside and outside."455 

dIanging the name from the fang to lou indicated the change in the emperor's 

attitude towards the garden from the early cautiousness to the later acceptance. 

In the Lei collection, the plan of the View of the Distant Sea pavilion shows that 

there were wood columns within the structure of the stone walls (Fig. 20). The Qing 

court building-codes, Yuanmingyuan damuzuo dingfi (Specifications of big wood 

structures in the Garden of Round Brightness) confirmed that there were timber 

columns within the "Western walls.',456 Because the Western walls were made of 

stones and bricks, it is unclear whether or not these were actually load-bearing timber 

columns. One other possible function of these timber columns was that theywere 

used bythe Chinese builders to arrange the plan of each Western building because in 

Ollnese classic architecture, the construction of a building started from arranging 

timber columns on the ground. This hypothesis was confinned by the site plan of 

453 Ji Cheng (Ming dyn.), Yuanye, in YUa1rye Zhushi, anno. Chen Zhi (Beijing: Zhongguo jianzhu gongye 
chubanshe,1997),86. 
454 "Neiwufu zaobanchu ge zuochengzuo huoji qingdang" (hereafter, "Neiwufu"), in Yuanmingyuan, 
ed. Zhongguo diyi lishi dang'an'guan, 2 vols. (Shanghai: Shanghai guji chubanshe, 1991),2: archives 
345,347. 
455 Ji Cheng, 85. 
456 See Yuanmingyuan damuzuo dingli (Qing transcript), v. 1: juan 3. A copy is in the Library of 
Congress. The same transcript is included in another Qing transcript Yuanmingyuan damu zhuangxiu if/O 

xianxing zeli (A copy is in the National Libraryof Beijing), which says "the central wood [colurnns] 
within the Western walls" (xiyangqiang zhuxin mu iffi~$:Ltlff_i>L.\*). 



213 

the View of the Distant Sea (Fig. 19), aIso in the Lei collection, where the plan of the 

building was drawn as a grid of columns in the traditional Chinese fashion. 

Furtherrnore, the three-divisions of the plan of the View of the Distant Sea pavilion 

were similar to the typical division of a hall building in Chinese classic architecture 

where the central bay was bigger than the side bays. The Yuan ye stated, "As for a 

hall, its central bay should be bigger and its side bays, srnaller. They cannot be 

evenly divided."457 

In the garde n, each building was given a fonnal name. There was a building called 

Hall of the Peaceful Sea, whose inside was a huge water tank that provided water to 

the fountains. The Chinese terrn of "hall" is tang 1it, which was explained in the 

Yuanye: "The ancient tang me ans that its front part is open and spacious, and this is 

called tango The tang means to face frontally, namely, to face straight sunshine from 

south in order to get a dignified and imposing appearance.,,458 

The frontal gesture of the "hall" was originally intended for the pUlpose of receiving 

sunshine from the south to match the imperial principle that an emperor must "sit 

on the north and face to the south." For this reason, a hall in an imperial garden was 

usually used as a place for the imperial throne. Emperor Daoguang received his 

officiais privatelyat the second Jïng, Diligent and Affectionate, of the Forty Jing. In 

the sununer, the reception was held in the Hall of Diligent Administration in that 

Jïng, in spring and autumn, in a reading room west of the hall. The throne in the hall 

faced to the south, but the throne in the reading room originally faced to the north 

due to space limitation. In the year of dingyou (1837), a porch was added to the south 

of the reading room where a southem door and a northem window were opened, 

creating a throne against the northem window and facing the southem door.459 As 

the plan of the View of the Distant Sea pavilion in the Lei collection showed (Fig. 

20), there was a throne facing to the south in the central hall of this building. In the 

northem part of the hall there was a screen behind the throne to proteet the 

457 Ji Cheng, 106. 
458 Ibid., 83. 
459 See Yao Yuanzru (Qing dyn.), Zh1fYeting Zaji, in Yanpu za;i; Zh1fYeting za;i' (Beijing: Zhonghua shuju, 
1997),4. 
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emperor's back. In the plan drawing, a Chinese character of "south," nan m, was 

specifically marked by Model Lei to accentuate the importance of the orientation to 

the south. 

For an important building in a Chinese garden, such as a hall, two name boards were 

usually hung. One board was hung on the outer eave over the door so that people 

would see it when ente ring the building; the other board was hung on the inner eave 

over the central chair so that a visitor could view the board that hung over the host's 

head. The meaning of a name board was closely related with its location: inside or 

outside. For example, the name board "G:mtaining Oarityand Void" (Han qing-xu 

~~ m) was hung on the outer eave of the Harmony, Wonder and Delight pavilion 

in 1751. The name board "Harmony, Wonder and Delight" was hung on the inner 

eave of the same building in 1752, officiaUy naming the building and the Jïng at this 

site. The outer board echoed with the water play of the fountains in the front court, 

while the inner board hinted at the unifying power of the emperor by indicating the 

"harmony" of "wonders" and "delights." The inner board was integrated with the 

throne where the emperor sat and faced the fountain plaza in the south. Other 

similar examples included the name boards "Hall of the Peaceful Sea;" "View 

beyond the World;" as well as "View of the Distant Sea," which were all hung on the 

inner eaves of their respective buildings and became the official names of those 

buildings.460 In aU these cases, the name board was hung over an imperial throne. 

The term "multistoried-building" indicated the general type of buildings within the 

garden. Another term which indicated a special building type was the "view," guan 

xJ\l, which literally meant "look." Examples of the use of guan in the building names 

included "View beyond the World," "View of the Distant Sea," and "Viewing the 

Water-Method." In the Chinese language, the guan aIso signifies a Daoist belvedere 

that is located in a remote landscape. Among these three "view" buildings, the first 

one was a two-story building; the second was a building sitting on a high terrace, and 

the third was an imperial throne. The first two"views" indicated a distantJïng 

460 The locations of the name boards are recorded in Yuanmingyuan bian 'e lue jie (Qing transcript), rpt. in 
Zhang Zhongge ed., "Yuanmingyuan bian'e," in Yuanmingyuan 2 (Aug 1983): 48. 



215 

watched from a high place. At the imperial throne, the third "viewing" place, the 

gerund form of "viewing" emphasized the emperor's activity of watching the close 

Jïng of the Big Water-Method. According to the Qing transcript Yuanmingyuan bian'e 

luo/ïe (Brief registration of the name boards in the Garden of Round Brightness 

[compound],461 the use of the term "view" was limited to these three Western 

multistoried-buildings among hundreds of building names in the Garden of Round 

Brightness compound. This detail demonstrates the extreme importance of both the 

"view" and the act of "viewing" in this "Western garden." 

Among the emperors who lived in the Garden of Round Brightness, Jiaqing • jJÇ, 

son of Qianlong, wrote the greatest number of poe ms on the European portion, 

especiallyon the View of the Distant Sea pavilion, as this Jïng might have been his 

most favorite. His poetry became an important source of understanding how the 

Western multistoried-buildings were used and how he was impressed bythe 

"Western style" buildings. In the poem "Writing on the View of the Distant Sea," 

he wrote: 

The rooms imitate the Western style, ~1JJïl§r$j\;, 

My little heart includes the distant seas. -t Il)j5~.o 
The benevolence extends far and wide, 1=J~:i:~~(?), 

The distant and near celebrate peace and harmony. ~~jJÇ7T3f 0 

To govern the country one has to ponder deeply and extensively, ID( tif: J~\ 00 

A, 

In the house I remember the difficultyof defending the achievements.462 ~ 

~*~PX:o 

Since he used the term "rooms," it indicates that he was sitting on the interior, most 

likelyon his throne. Because the building was loftyand sublime, he felt as if his 

body was srnall. However, his view extended through the door and window, which 

461 Yuanmingyuan bian'e lueJie. 
462 Jiaqing (Qing emperor), "Ti Yuanyinguan ~li1.~Jn," in Renzongyuzhi shi chuji, juan 35, inQing 
liuchao yuZhi shiwen Ji (Anthology of imperial poems and prose of six Qing emperors), ed. Yi Xin (Qing 
dyn.) et al, 542 vols. (Beijing: 1876). A copy is in the Wenjin Branch of National Librruy of Beijing. 
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came across the Big Water-Method and reached the far distant lakes in the Garden 

of Etemal Spring from the south. From the above poem, it is apparent that this 

extensive and concentrated view opened his bosom and enhanced his feelings of 

mighty power. 

Like the View beyond the World pavilion, the structure of the View of the Distant 

Sea pavilion appeared to cater to and embrace the spectator (Fig. 35). In this way, 

the imperial face was tumed towards the distant south to embrace brightness. The 

projection of intention towards the south was attested to by the fact that the View of 

the Distant Sea pavilion, the Viewing the Water-Method throne as well as the Big 

Water-Method were all arranged on the same axis as the Galletyof Plain 

Transformation and the Oassics Hall within the Garden of Etemal Spring. The axis 

began at the View of the Distant Sea pavilion on the northem end, passed through a 

huge area of water in the middle and extended to the distant southem hills in the 

Garden of Etemal Spring. This axis can be stronglysensed in the general plan of the 

Garden of Etemal Spring in the Lei collection (Fig. 12). 

The View of the Distant Sea pavilion was onlyone stoty, yet it stood on a high 

terrace. This positioning created the illusion of a multistoried-building. On the 

foundation of a multistoried-building in gardens, the Yuanye states: 

Why not to erect the foundation of a multistoried-building between half a hill 

and half water? It can be two or three stories. When you look at it from the 

bottom, it appears as a multistoried-building; when you look at it at the 

hillside, it looks like a single floor; when you reach the top [of the building], 

your view can reach one thousand fi away.463 

W~~~ili~*~~, ~=m~m~~, ~.~~g, ili~m~~~ 

, ]!!~-m, J:iJ~T.m.I§-ili.o 

This description is an exact match to the View of the Distant Sea, where the building 

stood on a high terrace (imitating the "half hill") behind the Big Water-Method 

(imitating the "half water") and the view from the building reached the "distant sea" 

463 Ji Cheng, 74. 
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at "one thousand li away." The "view of the distant sea" was vast and recalled Liu 

Zongyuan's (a landscape essayist of the Tang dynasty) landscape theory- "vast as 

such," kuangru Bt"PP .464 

It should be noted that the "view of the distant sea" was a view framed by the 

building composed in line-method. In his poem "Chanting at the View of the 

Distant Sea," Jiaqing stated: 

Stone steps go up and down between pearl trees, ::fi ~ ~~~UJ)K;fJf, 

Glass windows compose beautiful views. ~~jJ Jti1i:lj't;;fJJ 0 

Widelyopen windows on all sides lead to cool breezes, J\.. iiWllfFïJ I~ l5<\., 

On the emerald-green screen the pwple phoenix lingers in fragrant mists. ~ 

A room with clear views is prepared for the distant sea, -][m)(.m~z., 

The imperial mind embraces the great world. ?Ë~'Ê1~ nif* 0 

Look at the grand building and closelycaress its structure, Wlfâj:§t.f~t}]1JG*, 

l ts majesty resists decayand remains full. 465 ilPf ID(;fj 5$ ~:?[{ 0 

For the emperor, the jing of the distant lake framed bythe bright room extended his 

mind into the cosmos, and the "grand" view expressed the "fullness" of his majesty. 

According to an imperial archive, the windows of the building were fitted with more 

than 1,200 glass plates in 1782,466 bringing light into the room and creating a "room 

with clear views prepared for the distant sea." The phrase of "prepared for the 

distant sea" implied the orientation of his face towards the south. 

In the poem "Afterthoughts on the View of the Distant Sea," Jiaqing wrote: 

The stone door is connected with lip windows, ::fiJti)§lm1~, 

464 Liu Zongyuan (Tang dyn.), "Yongzhou Longxingsi dongqiu ji," in Sun Xiaoli, Zhichi shanlin:yuanlin 
yishu wencui (Shanghai: Dongfang chubanshe, 1999),26. 
465 Jiaqing, "Yuanyingguan ge :i&.~tJX," in Zhang Enyin, Yuanmingyuan bianqian shi tanwei (Beijing: 
Beijing tiyu chubanshe, 1993),228. 
466 "Neiwufu," archive 830. 
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The form irrûtates the Western.467 *.m 1tù1jfiW ~~ 0 

Again, the "Western" style impressed him. This cime he gave more details about the 

building. The "lip windo-ws" indicated the decorations on the window frames. In 

the poem "View of the Distant Sea," he wrote: 

The structure irrûtates the Western, ~fZg1jj~$:rt, 

For entertainment and leisure, 1 occasionally come [here] to stroll about. P.lë 

The view is like a Jïng of a painting, :tlo 3'&: t.m/ ml(, 

Myeyes are pleased and myintention remains free.468 '~ § ~ii m 0 

The poem clearly stated that the view around the View of Distant Sea pavilion was 

"a Jïng of a painting," where his eyes and heart met. Penned by Qianlong, the name 

board "View of the Distant Sea" was made of glass and decorated with Western lace 

borders and officially hung on the inner eave of the building in 1781.469 When the 

emperor sat on his throne and looked towards the outside, the Jïng he obtained was 

opposite to the Jïng expressed by the copperplate. Therefore, the Jïng indicated bya 

name board on the inner eave and the jing in the copperplate with the same tide were 

opposite of each other and completed each other. 

Jiaqing's pleasure in the "Western" jÏng of the Distant Sea was aIso related to his 

image of the "Westerners" who came from a distant sea. His later poetry regarding 

the View of the Distant Sea was about his anger towards the British envoy. One of 

his poe ms stated: 

1 originally had no intention to call hirn, *7ëm~>L.', 

Suddenlythe British envoycame. ~*3tÊfU 0 

Since he had come, but he was not obedient, reE*nï/G1JJ/I, 

He spoke sweet words full of hypocrisies.470 0~ $ i1=f79 0 

467 Jiaqing, "Yuanyinguan yougan lEIU'Xl1f ~," in Renzongyuzhi shi sa'!li, juan 23, inQing liuchao yuZhi 
shiwenji. 
468 Jiaqing, "Yuanyinguan lE.)Jll," in ibid., juan 34. 
469 "Neiwufu," archive 822. 
470 Jiaqing, "Yuanyinguan shuzhi lE~)Jll~;:t," in Renzongyuzhi shi sa'!li, juan 40. 
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In this poem on the View of the Distant Sea, he did not mention the "view" at aIl, 

but rather the "view" became a medium for him to reflect on diplomatic problems. 

In fact, the British had no relationship with the construction of the garden. It is 

interesting to note that the emperor connected the unwelcome British envoywith 

the "pleasurable" View of the Distant Sea. This showed how the emperor's concept 

of the "distant sea" included the far distant sea where the "Westemers" came from. 

In addition, the "harmony' of "wonder" and "delight" obtained from the Western 

multistoried-buildings was certainly part of the emperor's cosmological vision of 

Round Brightness. 

Nothing is knOWIl about Qianlong's poetryon the Western multistoried-buildings, 

yet Jiaqing's poetical description that the "Western structure" "is like a Jïng of a 

painting" was weIl represented byan anonyrnous painting where Qianlong and a lady 

of the court sat in front of the "View beyond the World" pavilion (Fig. 42). This is 

the only knOWIl painting showing inhabitants in the garden. AIl the details in this 

painting were arranged in accordance with the focal point, which was located at the 

top of the ground door. The postures and positions of the figures echoed the 

building façade and the central axis. The body of the emperor was turned slightly to 

his side to let the "prince of rays" (in Alberti's words), which was the line connecting 

the viewpoint and the focal point in perspective, pass by. The canopy over his head 

and the other figures formed a "window" that allowed the spectator to "look 

through" towards the central door where the focal point was located. Furthermore, 

the oblique lines of the balustrades, pavement, as weIl as the inward posture of the 

trees aIl contributed to the perspectival convergence. Accentuating this effect, the 

original positions of the two elliptical windows were displaced inwardly toward the 

central do or. 

The same perspective distortion can also be found in the eighth copperplate (Fig. 

29), Frontal Face of the View beyond the World. Different frorn the previous 

painting, a pair of open-air stairs flanked the building in a curved form and two pairs 

of scrolled balustrades were arranged syrnmetricallyaiong the central axis. AIl of 

these details enhance the perspectival convergence, which in retum gave the 
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impression that the building was opening its arrns to embrace the spectator. The 

focal point of the copperplate was located on the balcony of the second floor. If the 

Emperor stood on the balconyand looked into the distant south, he would have a 

perfect view, which would have induded the bamboo pavilions with verandas that 

were decorated with colorful glass, a central fountain, and two lotus pools to the 

side. This proposed scene was best represented bythe ninth copperplate (Fig. 30), 

Northern Face of the Bamboo Pavilions, where the mists, douds, and floating tree 

crowns in the background made the Jïng appear as a dreamland, which echoed the 

meaning of "the view beyond the world." 

The emperor's intention to see the Jïng of the garden through line-method was also 

demonstrated through his request that the Jesuit painters hasten painting 

perspectives for the interiors of the Western multistoried-buildings. On the 

twentieth dayof the second moon of the sixteenth year of the Qianlong reign (1751), 

the year that the Harmony, Wonder and Delight pavilion was completed, Castiglione 

was asked to paint perspectives for the eighteen bays of the eastern veranda of the 

pavilion. The work was mandated to be finished by the second moon of the next 

year. The emperor suggested, "If [the painters of] the Lodge of As-One-WlShes 

studio cannot finish it in time, employ painting apprentices to assist them." On the 

ninth dayof the fourth moon of the forty-seventh year of the Qianlong reign (1782), 

the year that the View of the Distant Sea pavilion was finished, the Jesuit painters 

Louis de Por (Chinese name, He Qingtai ~~*) and Joseph Panzi (Chinese name, 

Pan Tmgzhang m:~l.) were asked to paint Western figures for the central ceiling. 

The Ollnese painter Yi Lantai 1Jt == ît, the draughtsman of the twenty copperplates, 

painted the border area. The emperor decreed that the work must be done quickly 

and precisely. "Because the painting assistants could not grasp line-method weil," 

despite working dayand night, the Jesuit painters could not meet the deadline. They 

therefore asked for more assistants that were capable of line-method painting, so that 

the work was finished in time.471 

471 "Neiwufu," archives 356, 835. 



221 

The Western multistoried-buildings played a double role in theJïng of line-method: 

on the one hand, they were composed as a backdrop for the water play in the garden; 

on the other hand, they provided a high place for peering into the distance. In the 

copperplates, a multistoried-building appeared as a focus; in the garden, the same 

building acted as an obsetvation point forviewing. In European Baroque gardens, 

the garden designer had to work with horizontal planes by tracing a quadrature on the 

ground, which corresponded to the frame of a picture and marked the intersection of 

the visual pyramid with the ground level.472 In such a position, perspective acted as a 

one-directional projection: the house was given a commanding position to view the 

garden from above, but the house itself looked very small in the large-scale garden. 

Meanwhile, in the Western Multistoried-Buildings garde n, line-method maintained 

the traditional horizontal-projection of perspective in painting and thus provided a 

chance of reciprocallooking from the viewpoint to the focal point, and vice versa. 

Studyof the counter-eye in the Jesuit perspective offered a wayto investigate the 

emperor's, as weIl as the Jesuit designer's, intentions towards a Jïng in the garden by 

attending to the position of the focal point in the copperplates. The focal point in 

these copperplates was always on the vertical centralline, and usuallyat a prominent 

place, such as a balcony, door, pavilion, portico, or throne, where the emperor would 

most likely have stood to appreciate a Jïng. Thus we may see that the illusionary 

depth in a perspective resonated with the emperor's desire for a distant view in the 

garden. 

472 Michel Baridon, "The Scientific Imagination and the Baroque Garden," Studies in the History of 
Garden & Designed Landscapes 18.1 (Spring 1998): 7. 
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4.3 Theater 

In his record of the Garden of Round Brightness, Y ongzheng expressed his desire of 

"delighting in nature" where a pool was crystal clear and the distant peaks broke into 

this rniITor. He also described how he and his guests gave free rein to their feelings, 

looking up and gazing down, as his "heart and mind exults with joy." He explained 

that his joy in the garden syrnbolized the happiness for all the people in the "happy 

kingdom."473 Happiness was a significant syrnbolism of Yongzheng's "garden 

residence," and his happiness was reflected bythe tranquil mirroring water. 

In his later record of the Garden of Round Brightness, Qianlong expressed a desire 

for his own place to roam around, where "bright and beautifullandscapes, and high 

and remote buildings are beyond imagination." Meanwhile, he cautioned himself 

that a balance of work and leisure should be obtained and not to indulge in 

"curiosities.,,474 In tenns of curiosity, there seems a contradiction in his garden 

intentions. In fact, his self-reminding demonstrated his strong curiosity for "high 

and remote buildings [which] are beyond imagination," later proved by the Western 

Multistoried-Buildings garden. In his poem of the Garden of Eternal Spring, along 

with a preface, he further explained that his des ire for brightness and remoteness 

could be fulfilled by "spectacular views" which delighted his heart and attracted his 

eyes. The Garden of Eternal Spring and the European garden were built at the same 

time, and the poetty on the larger garden provides a good reference for the 

understanding of the European portion. The "spectacularviews" in his new 

gardens, where he "shall stroll about leisurelyand joyously," were constructed 

through "irnitating" other gardens (including his ancestors' gardens, gardens in 

Jiangnan, and those in the West) "for a certain reason.,,475 Compared to his father's 

delight in nature, Qianlong's joyof gardens was more of a result of his curiosity for 

473 Refer to myannotated full translation of Yongzheng's "Record of the Garden of Round 

Brightness [Shizong xianhuangdi yuzhi Yuanmingyuan ji t!t * *~ m m 1ttll2lll!ij lm le]" in section 1.1. 
474 Refer to my annotated full translation of Qianlong's "Later Record of the Garden of Round 
Brightness" in section 1.1. 
475 Refer to myannotated full translation of Qianlong's "Poem of the Garden of Etemal Spring with a 
Preface [Changchunyuan tiju youxu -Iftf!m@1:ï];ffff)" in section 1.1. 



theatrical views, which inc1uded mechanical fountaÎns and stage design in the 

Western Multistoried-Buildings garden. 
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Mechanical fountains were called "water-methods," whose discussion first appeared 

in the Chinese books written bythe Jesuits during the Ming dynasty. Those Jesuit 

books were later incotporated into the imperial encyc1opedia, Siku quanshu, during 

the Qianlong reign. One of the original four copies of the imperial encyclopedia was 

stored in the Multistoried-Pavilion of Literary Origin (Wenyuan ge, built in 1775) in 

the Garden of Round Brightness.476 The encyclopedia inc1udes an introduction 

about the illustrated book, Yuanxi qiqi tushuo (Illustrated discourse of Far-Western 

extraordinary machines). The book was written during the Ming dynasty by the 

JesuitJoannes Terrenz (Chinese name, Deng Yuhan x~3i~) with the Chinese 

scholar Wang Zheng .:E 1iE providing translation and illustrations. The first chapter 

of the book says: 

Leaming began with the first human being. Adam leamed from the creator 

of the world. He then taught his progenitors, especiallyabout agricultural 

tools. Four thousand years later, a master named Aristotle created the 

"dragon-tail cart," a small screw revolver, [and other simi1ar mechanical 

inventions.] He also wrote about whya machine worked in such a way.477 

In the book, the hydraulic mechanism transferring water from a low point to a 

higher point was called the "dragon-tail cart." Revolving gears might have occurred 

to the Chinese mind as wheels of a cart, and the stirring up of water by machines 

probablyappeared as a rolling body of a legendarydragon in the East Sea. 

It is certain that the book was adapted from Agostino Ramelli's Diverse et artificiose 

machine (1558), as the illustrations in the Chinese book were aImost an exact replica 

of Ramelli's work; however, the engraving techniques were quite different. The 

illustrations in Ramelli's book were created through coppetplate engravings, while 

the Chinese illustrations were made through woodcuts. In Ramelli's book, in an 

476 Zhang Enyin, Yuanmingyuan daguan hua shengshuai (Beijing: Zijincheng chubanshe, 1998), 144. 
477 Deng Yuhan Goannes Terrez, S. J.), Yuanxi qiqi tushuo luZUi (1627), trans. & illus. Wang Zheng, in 
Ren Jiyu ed., Zhongguo kexue jishu dia,!/i tonglu: jishu juan: juan 1 (Zhengzhou: Henan jiaoyu chubanshe, 
1993),611. 
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illustration of a machine that lifted water from a well, the ground surface was opened 

up to show how the underground portion of the machine functioned. In the 1627 

edition of Terrenz and Wang's book, Wang Zheng illustrated the eut edge of the 

ground surface as Chinese lace borders, due to his unfamiliarity with a cutout type of 

drawing. In the 1726 edition of this book, an anonyrnous Chinese illustrator 

developed the lace borders into blocks of douds and the machine thus appeared as if 

floating in the air rather than being underground.478 

The concept of "dragon tail" appeared in another Jesuit book, Taixi shuifa (Western 

water-method), during the Ming dynasty. The author Sabbathinus de Ursis (Chinese 

name, Xiong Sanba n~-t.&) stated: "What is called the 'dragon tail' is the 

description of the image of water, which revolves and moves up slowly."479 The 

term "dragon tail," alluded to the legendarystoryof the Dragon King in the East Sea 

and demonstrated how the image of a Western hydraulic machine was transformed 

into a Chinese image. In chapter four "Water-method," the author stated: "It is 

better to locate a well at the foot of a mountain where spring water cornes out;yin 

and yang are appropriate; and gardens and houses can be established.,,480 The siting 

of wells was connected with the knowledge of fengshui. In chapter five, he wrote: 

"The moon is the quintessence of yin and belongs to the same categoryof water. 

Wet, tender, dark and cold things in the world are administered bythe moon. Since 

theyare in the same category, their natural propensities [shi~] can correspond to 

each other.,,481 It is quite interesting to read that the Jesuit author related the force of 

yin, the moon, and water together. This demonstrated his excellent knowledge of 

Chinese cosmology. 

The Ming concept of "water-method" was used to signifythe fountains in the 

Western Multistoried-Buildings garden. Those "water-methods" were made bythe 

imperial Department of Oockmaking. An imperial archive recorded that on the 

478 See these three engravings in Samuel Y. Edgerton, Jr, The Heritage ofGiotto's Geometry: Ait and Science 
on the Eve of the Scientiflc Revolution (Ithaca: Cornell University Press, 1991),277,279,282. 
479 Xiong Sanba (Sabbathinus de Ursis, S. J.) & Xu Guangqi (Ming dyn.), Taixi shuifa (1612 or 1613), 
juan 1, in Wang Yunwu ed., Siku quanshu zhenben, part 12, v. 50 (Taibei: Shangwu yinshuguan, 1969),3. 
480 Ibid., 2. 
481 Ibid., 7. 
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eighteenth day of the seventh moon of the thirty-sixth year of the Qianlong reign 

(1772), the emperor decreed: "Ask the Westemers Wang Dahong ffJt~~ [original 

name unknown] and Li :Hengliang *iï ~ [original name unknown] to make the 

water-methods at the Department of Oockmaking."482 The hidden mechanism of 

both clocks and fountains evoked the emperors' curiosity, which was described in 

Yongzheng's poem "Chanting on an Automatic Oock:" 

The ingenious mechanism corresponds to heavenly rhythm, J'511Jùti=5ÇW, 

Yin and yang are contained by such a small body. ~)j ~S - ~ 'Ê1 0 

Gears revolve continuously, 5~$ê:Dffj~HË, 

Pointers and the diaI meet precisely. #*'~;ffi3to 

The marks of time have no errors, fl~~~7ë~, 

Sunrise and sunset cannot be mixed. ~ '§l5E/Fm- 0 

When clear strikes report hours, ~1r-HfjpÎPJ1~, 

1 doubt it is made byhuman labor.483 ~~ff Afao 
The poem shows that the emperor's understanding of docks was dosely related with 

his knowledge of the cosmos. In another poem on "automatic docks," Yongzheng 

stated: 

The distant territory is eightythousand li from here, Ah .m~~, 

The merciful power reaches everywhere. J~lmlG~~lMo 

Precious and wonderful things compete for contributing, ~~$:9tiW\, 

Oocks are extremelyprecise works. î~*f1Z~Io 

The tempo corresponds to heavenlypace, ~Wti=5Ç{}!, 

The strike sound announces noon. llfJ pr1~ B I=f 0 

Lotuses suspend in the mechanical clock, ~:ffi~1IJÙim, 

It must be the skill of a rnaster monk. 484 ~16\ ~11i:çlJ 0 

482 "Neiwufu zaobanchu ge zuochengzuo huoji qingdang" (hereafter, "Neiwufu"), in Yuanmingyuan: 
Qingdai dang'an shiliao, ed. Zhongguo diyi lishi dang'an'guan, 2 vols. (Shanghai: Shanghai gÙji 
chubanshe, 1991),2: archive 700. 
483 Yongzheng (Qing emperor), "Yong ziming zhong /jTj( § p%<trr," in Yongzheng shiwen zho/ie, anno. Wei 
Jianxun (Shenyang: Liaoning guji chubanshe, 1996),2. 
484 Yongzheng, "Ziming zhong § p%<tIjJ," in Yongzheng shiwen zhujie, 14. 



It is interesting to note that the emperor compared the internaI mechanism of a 

dock to lotus flowers, which were a symbol of Buddhism. Again, he related the 

features of a dock to phenomena of cosmos. 
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The concept of "water method" had existed in Chinese gardens long before its 

application to the Western hydraulic mechanism. The garden theories of the Ming 

dynasty discussed how to use the "method" for managing a watercourse or creating a 

ravine where the "water-method" should procure a deep feeling and natural 

delight.485 The Garden of Solitary J oy owned by Sima Guang 1§'] !:b 7'é, a writer of the 

Song dynasty, presented an earlyexample of managing watercourses within a garden. 

In the "Record of the Garden of Solitary Joy," he stated that he "guided" and 

"diverted the water" around a building and this building was therefore named the 

House of Playing with Water.486 Managing water was a high priority in Chinese 

gardens, especiallythe water source on the site of a garden. The Yuanye advised: 

"When selecting the site of a building [in a garden], it is highlyvalued to let it be over 

a water surface. Before erecting the foundation, [a garden designer] needs to trace 

the origin of water, smooth out where the water goes and observe where the water 

cornes from.,,487 

A water method could he a waterlall, yet it could also be a fountain. It is very likely 

that the fountain-like water-method existed prior to the Western Multistoried

Buildings garden. The fountain-like water-method was described as a Water

Bamboo Residence in the Jiangnan region. In the description of a "water method" 

in the garden of the Xu familyin Yangzhou, Li Dou *4 (Qing dyn.) wrote: "There 

is a long covered walkwaywhich is called a Water-Bamboo Residence. Underneath 

is a half-mu pool where spring water is like splashed pearls, which can reach the 

height of the eaves.,,488 The name Water-Bamboo Residence indicated howthe 

water-method was integrated into a residence within the garden. There was also a 

485 Ji Cheng (Ming dyn.), Yuanye (1631), in Yuanye Zhushi, anno. Chen Zhi (Beijing: Zhongguo jianzhu 
gongye chubanshe, 1997),219-220. 
486 Sima Guang (Northem Song), "Dule yuan ji," in Chen Zhi ed., Zhongguo lidai zaoyuan wenxuan 
(Hefei: Huangshan shushe, 1992),54. 
487 Ji Cheng, 56. 
488 Li Dou (Qing dyn.), Yangzhou huafang lu (Beijing: Zhonghua shuju, 1997),385. 
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Water-Bamboo Residence in the Garden of Round Brightness. In the preamble of 

his poem of the twenty-second Jïng, Oear Water and Rustling Trees, Qianlong 

described this Water-Bamboo Residence: "Water is brought into the room through 

the Western water-method to tum the fan. The sound of flowing water is sweet and 

pleasing to ears, just like sounds from heaven.,,489 Here, the "Western water

method" stood for hydraulics. 

On the fountain-like water-method in the Garden of Round Brightness, Father 

Matteo Ripa recalled: 

His Majesty [Y ongzheng] has taken it into his head to have a fountain 

constructed, which should never cease to play. We were accordinglyasked 

by command, whether anyof us were able to contrive it. A Frenchman 

answered to the effect that two of his countrymen had latelyarrived who 

would understand such a work Father Angelo ... replied without hesitation, 

that he felt equal to the task 490 

A fountain "which should never cease to play' meant that the fountain was run by a 

mechanical system rather than through human labor. It is interesting to note that the 

designer of these water-methods was French, as the designer of the fountains in the 

Western Multistoried-Buildings garden, Father Benoist, was aIso French, 

demonstrating that the knowledge of hydraulics was highly developed in eighteenth

century France. 

Father Benoist arrived in Beijing in 1745 to work as a mathematician, but two years 

later, he was in charge of making fountains for the emperor. He recalled in a letter: 

"In 1745, by the order of the emperor, l arrived in Beijing under the tide of 

489 Qianlong (Qing emperor), "Shuimu mingse 710i'ÇI3A~," in Yuanmingyuan sish!;ïng tl!)long, ed. 
Zhongguo yuanmingyuan xuehui (Beijing: Zhongguo jianzhu gongye chubanshe, 1985),49. 
490 Matteo Ripa, Memoirs qfFather Ripa during Thirteen Years Residence at the Court qfPeking (London: John 
Murray, 1846), 127. 
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mathematician. Two years later [1747], 1 was asked by His Majesty to be in charge of 

the hydraulic works.,,491 He continued: 

In the gardens [of Round Brightness], the emperor wanted to construct a 

palais europèen. He considered decorating the exterior [of the garden] like 

the interior [of buildings] with hydraulic works [Original French text: 

L'Empereur ayant voulu faire construire un palais europèen, il pensa à en 

orner tant l'interieur que le dehors, d'ouvrage d'hydraulique], which he asked 

me to direct, although 1 presented my incapacity.492 

Although the garden was called a European Palace by Father Benoist, the emperor 

paid as much attention to the outside of the palace as to the inside. Qianlong's 

interest in fountains did not necessarily mean that the importance of the garden lay 

only in fountains, because Western fountains, as Father Ripa witnessed, had a1ready 

existed in the Garden of Round Brightness. His interest in the fountains was c10sely 

related to his primary intention of the Western multistoried-buildings. He wanted to 

viewthe fountains in the "exterior" of those buildings. 

Additional proof for the cohesive relationship between the fountains and the 

buildings is that the fountains were typical1y not in operation, except during 

Qianlong's visit. In other words, only when he was physically in the garden did the 

fountains come into being. Before his planned visit, water would be prepared in the 

cisterns by garden servants. This is similar to what happened at Versailles when 

there was insufficient water pressure to permit ail the fountains to function at once, 

with the "solution" being that onlythe fountains within the king's field of vision 

were made to function.493 

The concept of a mechanical "water-method" fountain differed from the traditional 

"water-method," as the mechanical one utilized a power-driven force and the 

491 Père Benoist, "Lettre du père Benoist à M Papillon d'Auteroche, Pekin, 16 Nov. 1767," in Lettres 
édifiantes et cun'euses, écrites des missions étrangères, nouvelle édition, tome 13 (Lyon: J. Vemarel Libraire, 
1819),177. 
492 Ibid., 180. 
493 Allen S. Weiss, Mirrors of InfinifY: The French Formai Garden and 5 eventeenth-Century Metapf?ysics (New 
York: Princeton Architectural Press, 1995),48. 
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traditional one fell naturally. In Italian gardens, the water never appeared in its 

natural forrn but rather through artificial contrivances. Water henceforth meant 

fountains, cascades, and basins, while a dry fountain was a dead body. In the front

page illustration of Giovanni Battista Falda's engraved book Li Giardini di Roma 

(1683), two angels poured water from the skyinto a fountain in a garden, suggesting 

that heavenly water ran through the fountains. In another engraved book by the 

sam.e author, Le Fontane di Roma (1689), a fountain typicallyoccupied the center of 

the picture.494 With the horizon of view at eye level, the water column soared so 

high that it almost touched the upper border of the picture, so that its top was higher 

than the surrounding buildings and stood independentlyagainst the sky. This 

composition most likely meant to emphasize the heavenly quality of fountain water. 

In George Bockler's book on fountains Architectura curiosa nova (1664), a fountain 

sometim.es appeared as a smiling human face of the sun god, or as a parasol under 

which a human figure stoOd.495 

The water-method of a fountain was a transformation of a European fountain and it 

held its own meanings through its "view" in the Chinese context. T 0 exp16re the 

m.eaning of the water-m.ethod in the southem plaza of the Harmony, Wonder and 

Delight pavilion (Fig. 22), the name of theJïng, Harrnony, Wonder and Delight, 

needs to be understood. The phrase "harrnony, wonder and delight" first appeared 

in the Tang poet Bai Juyi's 8 Œ ~ poem "Reading Xie Linyun's Poetry." The poem 

says: 

If the loftyideal is repressed and cannot he applied, ~±$:jtJJ/Fffl, 

It must find a place to release itself. rmff M1iIt ~ 0 

To release [the ideal] is to write poems of mountains and waters, mtJJ W 7.K 

i~, 

494 Giovanni Battista Falda, Li Giardini di Roma (Roma, 1683. Faksimile-Neudruck, N6rdlingen: 
Verlag Dr. Alfons UHL, 1994), the front page. Giovanni Battista Falda & Giovanni Francesco 
Venturini, Le Fontane di Roma (1689. Rpt., Nordlingen: Verlag Dr. Alfons UHL, 1996). 
495 Georg Andreas B6ckler, Architectura cunosa nova (Norimbergae: impensis Pauli Fursten, typis 
Christophori Gerhard, 1664), Fig. 63, 12. A copy of this book was stored in the Jesuit library of 
Beijing (See the appendix "Books on architecture and gardens in the Jesuit libraries in Beijing," in Hui 
Zou, "The Jïng of a perspective garde n," Studies in the History of Gardens and Designed Landscapes 22.4 
[Oct-Dec 2002]: 317-320). 
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Leisure rhythm is harmonious, wonderlul and delightful.496 ~f:f)Ji~itr@o 

The poem shows that the concept of "harmonious, wonderful and delightful" was 

related to the feeling of "leisure rhythm" which indicated the mutual resonance 

between the viewer's emotions and the view of landscapes. Qianlong borrowed the 

concept of "harmony, wonder and delight" to express his sense of the rhythmic 

sound with the movement of fountains. 

According to an imperial archive, the building was named Harmony, Wonder and 

Delight on the second dayof the second moon of the sixteenth year of the Qianlong 

reign (1751).497 The name board, which officiated this name, was hung on the inner 

eavej another name board, Gushing Oarityand Void (Yong qing xu 1mi~ ~), was 

hung on the outer eave.498 The imperial throne was just under the interior name 

board, which was to be read only with the presence of the emperor's body. The 

board on the outer eave was read in the context of the exterior environment. In this 

way, the interior name board "Harmony, Wonder and Delight," which aIso signified 

a unified Jïng, expressed how the emperor "himself" felt within the environment of 

the fountains and multistoried-buildingsj the exterior name board "Gushing Oarity 

and Void" described the features of the water fountain. Since the interior name 

board was used to describe the outside Jïng, we get a sense that the name of the Jïng 

was intended to express the emperor's internal feelings at the "view" of water

methods. 

There was a vertical couplet that accompanied the name board "Harmony, Wonder 

and Delight." The left phrase said, "Careful Thinking" (Zhou si ~ ,f~,) and the right 

phrase, "Human Being" (ren zai A:tt).499 If reading the couplet along with the 

horizontal name-board, we can imagine how Qianlong watched the "wonder" of the 

water-methods in great "delight," as he thought about leading the country into a 

4% BaiJuyi (Tang dyn.), "Du Xie Linyun shi," in Bai Juyi shixuan, ed. & anno. Gong Kechang et al 
Gi'nan: Shandong daxue chubanshe, 1999), 160. 
497 "Neiwufu," archive 349. 
498 This name is according to Yuanmingyuan bian'e luejie. Another version of the name is "Containing 
darity and Void" (Han qing xu), according to Fang Yujin ed., "Yuanmingyuan ge dianzuo bianming 
biao," in Yuanmingyuan 4 (1985): 53. 
499 "Neiwufu," archive 349. 



"harmonic" world, just like the physical existence of water sounds and building 

details that were in front of his eyes. 
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Qianlong's complicated feelings regarding the water-method were shared and 

expressed in the poem "Watching the Water-Method at the Harmony, Wonder and 

Delight" by his son Jiaqing in 1796. The poem says: 

Elongated multistoried-buildings imitate the Western style, J!M~11l1jJïffi 

~$, 

Loud sounds seem to come from the bustling imperial court. 1~ JË W~~A Fr 

Stir up water and channel the spring to make the flow undulate, ~7.k ïJ 17'R 

~!rï~~, 

Cast brass spouts lie on the ground and were excellentlymade. mWlliJè±IMtù 

~~o 

Terrifying waves tum over stones as one thousand labors do. tij1;~i~~ T 

White rains bounce into beads measured in ten thousand hu. ËI m/ÈjE~]J1fI~ 

If ingenious people long to serve in distant places [as these Westerners do], 

The territoryof the countrywill be as stable as a solid gold bowl.5OO Jt&OO:B: 

~~~rmo 

Jiaqing first described the Western multistoried-buildings which were in the 

background; next, his attention was drawn to the sound of water, the fonn of the 

water, and the appearance of the fountains. What attracted him was the integrated 

image of water columns, which seemed to him to mirror the prospective harmonic 

situation of the whole nation. While the feelings of wonder and delight were evoked 

bythe fountains, the feeling of harmonywas related to the architectural background. 

500 Jiaqing (Qing emperor), "Guan Xieqiqu shuifa .x.mi~f~t~*~E," in Zhang Enyin, 228. 
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The feeling of harmony partly came from the view of four spouts in the form of 

sheep and ten spouts in the form of wild-geese as they sprayed water together 

towards the center of the fountain pool (Fig. 22). In addition, a harmonie feeling 

was aIso derived in part from the noisysound of the fountains. Although we can 

borrow a Renaissance architectural theory to explain how a cohesive composition 

produced the beautyof hannonyof this Western multistoried-building,501 from the 

last two sentences of the poem, it is known that the emperor's feelings of harmony 

came from his view which integrated the exotic scenes into the perfect brightness. 

To enhance the wonder of the fountains and increase the viewer's delight, as shown 

in the Plan of the Harmony, Wonder and Delight in the Lei collection (Fig. 16), the 

viewer was intentionally blocked from the exotic view of the fountains and buildings 

by dense woods. When he reached a bridge over the watercourse, the view suddenly 

became apparent. Standing on the high deck of the Harmony, Wonder and Delight 

pavilion and looking over the watercourse, Qianlong might have recalled not only 

the close connection between his new gardens and his father's garden but aIso his 

affection for his father. As demonstrated in the first coppetplate (Fig. 22), the 

synchronie waters pouts facing the watercourse from one garden to another probably 

represented to the emperor the harmony between the past and the present. 

It is quite interesting to note that the water source for the fountains at the jing of 

Harmony, Wonder and Delight was separate from the watercourse of the Garden of 

Eternal Spring, although both watercourses became veryclose to each other at the 

water-mouth under the Bridge of Line-Method. The water of the Western 

Multistoried-Buildings garden came from a canal outside the northern garden wall, 

while the water of the Garden of Eternal Spring flowed directlyfrom the Garden of 

Round Brightness (Fig. 2). Although the water play between the fountains was quite 

impressive, the source of the water for the fountains was hidden and this enhanced 

the "wonder" of the water-methods. The fountain water flowed from the cistern of 

a water-storage building behind the Harmony, Wonder and Delight pavilion (Fig. 24) 

501 Leone Battista Alberti, Ten Books on Architecture, trans. James Leoni, ed. Joseph Rykwert (London: 
Alec Tiranti Ltd., 1955), 113. 
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and was transferred to the fountains through underground silver ditches. An 

irnperial archive recorded that on the twenty-second dayof the second moon of the 

sixteen year of the Qianlong reign (1751), the emperor decreed: "As for the 

construction of the silver ditches of the palace of water-method, ask Lang Shining 

[Castiglione] to present [a design] for [my] permission and then give it to the 

Construction Department [of the Imperial Household] to construct."S02 What needs 

to be noted is that the hidden image of the water channel and water storage was 

greatlyenhanced by the illusionary and brilliant line-method image of the 

multistoried-building. 

The fountain that was located north of the Hannony, Wonder and Delight pavilion 

was at the center of the courtyard (Fig. 23). To the west of the courtyard was the 

Multistoried-Building for Storing Water; to the north, the main gate of the labyrinth; 

to the east, the Raising-Birds Cage gateway. The edge of the fountain pool was 

elevated above the ground and was sirnilar to those in Renaissance gardens. Its 

regular geometrical fonn and central position reinforced the image of "une fountaine 

monumentale."S03 In yet another poem "The Hannony, Wonder and Delight" in 

1798, Jiaqing wrote: 

Water is transferred from the roof of the multistoried building, ill7j( 83 ~T.m, 

Movement of machines must be carefullyexamined. ~fJL**t$o 

AIthough the circulation of water is completely wonderful, ,fflJ ~At.i. ~ P') , 

Leakage has to be prevented. ~$$@!~jj 0 

Waves have one thousand layers, ~~~-T m1f, 

Pearls and beads are measured in ten-thousand hu. J?fçlJL7J1D~. 0 

The underground vein meanders into the distance, ~fj® tJèJPjcZ, 

Full water can be traced back to a distant origin. *tt~j!}j~*o 

Vastlyand mightilyan water retums into gullies, ~ ~ ~ Y3 ~, 

At the beginning it flows little by lime. ~~ 1~ ~fûlli~ 0 

502 "Neiwufu," archive 350. 
503 Adam, 25. 



In watching the waves, wonder and delight meet, x.m~~~~, 

The ultimate reason is thus concealed.504 ~3]l.~p.g.o 
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The first sentence indicates the water tank in the Water-Storage Multistoried

Building (Fig. 24). The water channel from the tank to the fountains was hidden and 

triggered the emperor's curiosity. The two sentences "The underground vein 

meanders into the distance; full water can be traced back to a distant origin" show 

that the emperor was trying to understand the hidden water channel by comparing it 

with the watercourse in Chinese gardens. This can be seen in his describing the 

channel as a "vein" and in his endeavor of tracing the origin of the watercourse. By 

describing the hidden water source as the "concealed ultimate reason," the emperor 

established the connection between the water-method and the principle (fa) of 

cosmos. 

After passing through the gatewayof the Cage for Raising Birds, there were five 

"bamboo pavilions" located to the right. Here, the regular geometrical form of the 

water-method was rnixed with traditional bamboo plants of Chinese gardens. In 

front of the bamboo pavilions, three pools included a round fountain pool flanked 

by two lotus pools shaped like lotus leaves and defined with low curbs. It should be 

noted that, in the ninth coppetplate (Fig. 30), located at the top of the fountain's 

water column was the focal point of the line-method picture. Reinforced bythe 

strong line-method effect of the bamboo pavilions as the backdrop, the top of this 

water-method presented a feeling of mystical origin. 

The combination of water and bamboo was a typical backdrop in Chinese gardens. 

In his visit to the Jiangnan region in 1765, Qianlong named the garden of the Xu 

familyin Yangzhou "Water-Bamboo Residence." His poem on this garden says: 

The color of water is clear and rests bythe couch, 71<. -§'1.*~, 

The sound of bamboo is cool and enters the window.505 ttFïm;-A. il 0 

504 Jiaqing, "Xie qi qu i~~@," in Zhang Enyin, 228. 
505 See Li Dou, 382. 
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Although the bamboo pavilions in the Western Multistoried-Buildings garden were 

not bamboo groves, the combination of the bamboo pavilions, fountains, and lotus 

pools can be said to be yet another of the emperor's Water-Bamboo Residences. 

The most complicated verticaily-arranged water-methods were located at the western 

facade of the Hall of the Peaceful Sea (Fig. 31). At the top deck on the second floor, 

a fountain of two dolphins sprayed water that fell from one basin into another and 

thus formed the four cascade banisters of the twin stairways, which were quite 

typical in Italian gardens. Be10w the dolphins, more water gushed from a round hole 

and fell into a huge bowl-1ike shell. From the shell, the water welled over the edge, 

flowed down through an artificial hill and utimate1y reached the bottom pool. At 

this bottom pool was a total of twelve Chinese zodiac-anima1 statues, with six on 

each side. This artificial hill most 1ikely symbolized the legendary fairyland on the 

East Sea. 

These twelve Chinese zodiac animais were waterspouts, creating a so-cailed "water 

dock" (horloge d'eau) designed by Father Benoist.506 Everytwo hours, one animal 

would spout water into the fountain at the center of the pool, and at noon, ail twe1ve 

animais sprayed together. This central fountain appeared as a Daoist pot, receiving 

and producing "primary liquid." Unfonunately, Emperor Xianfeng Jl3lt$ dis1iked 

the water dock and put the brass statues into his grand treasure house where they 

finally disappeared in the catastrophe of 1860.507 

According to the tenth copperplate (Fig. 31), the construction details such as the 

symmetrical building façade, the fan-1ike plan of the water dock pool, the pair of 

curved stairways flanked bywater cascades, and the waterfail on the central axis were 

ail arranged into a cohesive line-method picture. The focal point of the picture was 

located at the hole where water spurted out from the deck of the second floor. The 

focal point is the same as the top most spot of the central fountain's water column. 

506 Adam, 31. 
507 Four of the original twelve brass statues were purchased back by the Chinese government at the 
recent auctions in Hong Kong. Two are in France; one is in Taiwan; and the locations of the others 
are unknown. 



AIl the water outlets at this Jïng of water-method acted as a "water-mouth," which 

symbolized and defined the border between mystery and play. 
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East of the Hall of Peaceful Sea, the Big Water-Method was the climax of the water 

methods (Fig. 36). At the center, a lion head spewed out water, which cascaded into 

a pool. In the pool, a fountain in the fonn of a stag sprayed water outwards toward 

all sides of the pool. In the site Plan of the View of the Distant Sea in the Lei 

collection (Fig. 19), this stag appeared to be chased bytwelve dogs, which 

simultaneouslysprayed water towards the stag.508 Two twelve-Ievel pyramid 

fountains flanked the central pool, with the base of each pyramid surrounded bya 

circle of small water jets which created a very loud, cascading sound. The pyramid 

fountains were similar to the "grand buffets" of water in Versailles.509 Between the 

pyramids, there were two tall pine trees pruned into a nine-Ievel topiaryform, which 

framed the jing. 

The Big Water-Method bordered the Hall of Wet Orchids in the Garden of Etemal 

Spring where the emperor could look across the division wall and view the fountains 

(Fig. 1). Qianlong was fond of water-methods, although he did not directlywrite on 

them In his poem "On the Hall of Wet Orchids" in 1795, he indirectlydiscussed 

the Big Water-Method. He stated: 

The hall of reading is called Wet Orchids, 4tg-,%~.ll., 

Its plain style thanks simple and elegant colors. ;fHifi~j'trft 0 

Fragrant bookcases bear sunlight,510 ;:rJ!1ë~jk B, 

Ivywindows avoid thin coldness. jJji1j&n.~ 0 

Affection of grasses repays goodwill, JM~3'~~g~, 

Water-methods showwonderful views. J.)(~Jtl1:ij-X.m. 

Congratulations sent from the Western ambassador has just arrived, ~$1t~ 

iE~, 

508 Ibid., 34. 
509 See La Vuê; et Elevations, de Ville, et Château de Versaille, avec /es Bosquet et Fontains, plate 21. 
510 It means that a bookcase ean proteet a book from effeets of sunlight. 
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1 watched [the water-methods] with him at the [View of] Distant Sea. iŒlt 

~1'~o 

[Qianlong's] Notes: North of the Hall [of Wet Orchids] is the place of the 

Western water-methods. When the Portuguese ambassador came to Beijing 

in 1753, 1 heard his country had wonderful views [q(guan -tif~.m] of water

methods. Because China was a big country and the water-method was 

simplyone of ingenious makings, 1 thus ordered a Westerner in the capital, 

Lang Shining [Castiglione], to make this [water] method so that the 

ambassador could come to appreciate it. Two years ago when the English 

ambassador Mcartney came to Beijing, 1 also led him to the water-rnethods 

and he deeply gasped in admiration. Last winter [in Chinese calendar] the 

provincial officiaIs Chang Lin *M and Zhu Gui *~ from the Guangdong 

Province reported that the Dutch ambassador came to China. When the 

ambassador heard that the coming year would be the sixtieth year of my 

reign, he asked to come to the capital for the celebration. Considering he 

came from far awaywith sincerity, 1 agreed to his request. He arrived in the 

twelfth moon of last year. 1 received him with a banquet in the first moon of 

the new year and showed him the water-methods at this place [the View of 

Distant Sea] in order to demonstrate that his sincerity of coming here from 

afar was much appreciated by me. If he pays tributes, 1 might not regard 

them as precious things because China is so big and there is no wonder that 

Oùna has not.511 

This is the only poem in which we can find Qianlong's comments on the Western 

Multistoried-Buildings garden, although his comments were put in the note part 

instead of the poem itself. From these notes, we know that the emperor respectively 

received the British, Portuguese and Dutch ambassadors at the Big Water-Method in 

front of the View of the Distant Sea pavilion. The poem also notes that while 

standing at the Hall of Wet Orchids in the Garden of Eternal Spring, the emperor 

could look upon the Jïng of the Big Water-Method of the Western Multistoried

Buildings garden across the wall between the two gardens. Qianlong described the 

511 Qianlong, "Ti Zelan Tang n.2i~ ~~," in Zhang Enyin, 223. 



Jïng of water-methods as a "wonderful view," which he was eager to show to his 

foreign guests in order to demonstrate that it was "Chinese." 
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The Big Water-Method stood just south of the View of Distant Sea pavilion. In the 

poem "Chanting at the View of the Distant Sea," Jiaqing wrote: 

Continuous loftytowers imitate the Western style, J!M*liJ1jjg~$, 

Dig a pool and draw the water with detailed mechanical running. ~ 1R iJ 171< 

fJLiËWo 

Water meanders and pours into [the movement of] surging and stirring, àH 

Three times of disappearing and three times of appearing, the vein is 

hidden.sl2 .=.~ - .mJ}t~.o 

According to the poem, there were several aspects of the fountain setting that 

impressed him: the lofty building in the "Western style," the complex mechanism of 

the fountains, waterspouts, and the hidden watercourse. Noting that he described 

the covered water channel that led to the fountains as a "vein," we begin to 

understand how he was applying the concept of a watercourse in Chinese gardens to 

his understanding of the water-method. 

In his poems of the View of Distant Sea pavilion, Jiaqing always integrated the view 

of the building with the view of the Big Water-Method. In the poem "View of the 

Distant Sea," he wrote: 

The style of the multistoried-building imitates the Western, ~:r.t1JïïZ§~, 

Myfather's reputation is widespread. ~~F~JC~~o 

Distant seas aU meet here, Z _fi3\(; lt1J 1t, 

Remote territories ail send their national envoys.S13 ~-@~~*.:E. 0 

512 Jiaqing, "Yuanyinguan ge ~.JJ\liiJJ\," in Renzongyuzhi shi chuji, juan 12, inQing liuchaoyuzhi shiwenJï 
(Anthologyof imperial poems and prose of six Qing emperors) (1876), ed. Yi Xin (Qing dyn.) et al., 
542 vols. A copy is in the Wenjin Branch of the National Library of Beijing. 
513 Jiaqing, "Yuanyin guan ~.JJ\l," in ibid., juan 23. 
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The first sentence expressed his impression of the "Western" multistoried-building. 

The poem revealed that for the emperor, the water of the Big Water-Method 

symbolized the confluence of the distant seas. The View of Distant Sea pavilion was 

built on a high terrace and overlooked the fountains. Such an arrangement 

apparently made the emperor feel his mighty power. In another poem with the same 

title, he wrote: 

Operate the machine to transfer water and pour it into the stone pool, ëJ 1 tJL 

iË *:t:î ~m ~i, 
Splashed jades and sprayed pearls can fill in as manyas ten-thousand hu [a 

volumetrie unit of measure]. ~±Qj!~]J]fl~fl1L 

l respectfullyrecognize myfather's widespread reputation, ~iJt~lEf15~ 

r, 
Scattered sand and western seas are all in the same wind.514 1liE:1yW#it~~ 

}X\. 0 

The emperor developed his idea of harmony from the view that the myriad of water 

drops splashed and flowed into the same pool. 

South of the Big Water-Method there was a throne called Viewing the Water

Method, which was for the primary pwpose of appreciating the theatrical show of 

water play (Fig. 37). Behind the throne was a curved stone screen, which was 

constituted of five relief panels of panoplies, arms, helmets, and breastplates. In the 

Chapelle du Chateau Royal de Versailles, there were sorne decorations of 

Trophées,515 which were similar to the trophy relief on this back screen. On each 

side of the throne, there was a porch called the Gate of Dog-Head where the 

emperor had a secret shortcut to the Big Water-Method from the Garden of Eternal 

Spring. The title, Viewing the Water-Method, shows that, just like watching a play in 

a theater, this throne was specifically for viewing the fountains. Because the View of 

Distant Sea pavilion sat high upon a terrace, which was just behind the Big Water-

514 Jiaqing, "Yuanyin guan zilJJIl," in ibid., juan 19. 
515 See Gilles de Mortain, Les Plans, Profils et Elévations des Ville et Châteaux de Versailles avec les Bosquets et 
Fountains (paris, 1714-1715), plate 11, 12. 
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Method, the emperor's view from the Viewing the Water-Method throne 

concentrated on the fountains and did not extend further towards the north. 

Contrasting with this limited and enclosed view, while sitting in the View of Distant 

Sea pavilion, the emperor extended his view far into the south towards the Garden 

of Etemal Spring. 

The view of a water-method in the garden was not an isolated image of the fountain 

itself; rather, it became an appreciable "view" because the fountain was integrated 

into a line-method picture. As the twentycoppetplates demonstrated, the line

method introduced the horizon of view at eye level with the single focal point to the 

Chinese frontal view. It anchored the beholder's eyesight to the focal point, which 

acted as a counter-eye. With the frontal view of line-method, the vievvpoint echoed 

the focal point and theyexchanged reciprocal roles. The throne was the focal point 

and the vievvpoint, as well as the view and the act of viewing. In the garden, the 

emperor watched the play of water from the throne; in the coppetplate, the throne 

indicated his absent body and became the focal point. The tide of the Ji'ng, Viewing 

the Water-Method, implied the shift between view and viewing. 

An imperial throne was always placed in the north and faced towards the south so 

that the emperor appeared to have a bright face. In stark contrast, the Viewing the 

Water-Method throne faced towards the north creating a situation where the 

imperial face was in the deep shadow of the back screen. This is a probable reason 

whythe View of Distant Sea pavilion was added to the opposite side in 1781, twenty 

years after all the other portions of the garden had been completed. It was built on a 

high terrace, overlooking the throne and retuming the emperor's view towards the 

south. 

The ritual that the imperial throne was mandated to face the south corresponded to 

the fact that the capital of unified China was most often located in the north, so as to 

symbolicallyembrace the whole country. In Chinese historical archives, the Viewing 

the Water-Method throne was a rare case of the imperial throne facing towards the 
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north.516 Let's suppose that the throne was in the north and the Big Water-Method 

was to its south, then the emperor's face would have bathed in sunshine; however, 

the sunshine would have impeded his view of the play of water. Hence, in order to 

have a perfect and bright view of the water-method, he would most likely have 

sacrificed his brightlyappearing face and sat in the shadows. 

When the views represented by two coppetplates were opposite to each other (Fig. 

36,37), a short viewing-distance was adopted in both of them, forming a shatp 

perspective effect. The shatper the convergence toward the focal point, the more 

widelyopen the view appeared and the more strongly it hinted at its countetpart. In 

the sixteenth coppetplate (Fig. 37), Frontal Face of Viewing the Water-Method, the 

concave screen, the convex steps in front of the throne, the oblique lines of the 

clipped tree hedges, the radiating pavement patterns, and the strictly synunetrical 

composition of the picture aIl joined together to accentuate the centrality of the 

throne at the focal point. This effect strongly hinted at the viewpoint located at the 

Big Water-Method, which in tum became the focal point of the fifteenth coppetplate 

(Fig. 36). The viewpoint and focal point relationship between the Big Water-Method 

and the throne was clearly demonstrated in the above two coppetplates. The empty 

throne in the coppetplate hinted at the involvernent of the emperor's body in 

constituting the Jïng of water-method. 

In the garden, another form of water-method, which was more hidden, was water

storage. There were two water-storage buildings that held tanks and provided water 

for the fountains. One is the Water-Storage Multistoried-Building on the western 

side of the northern courtyard of the Harmony, Wonder and Delight pavilion, which 

provided water for the fountains of the first-phase area of the garden. The second 

water-storage building was at the Hall of the Peaceful Sea and provided water for the 

second-phase of the garden. The water of the Water-Storage Multistoried-Building 

came from a small canal running around the labyrinth, and the water of the Hall of 

Peaceful Sea probably came from the same water source, i.e., a canal flowing on the 

516 He Chongyi & Zeng Zhaofen, Yuanmingyuan yuan/in yishu (Beijing: Kexue chubanshe, 1995), 471. 
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outside along the northern garden wall. In the Water-Storage Multistoried-Building, 

the hydraulic machine occupied the ground floor and the cistern was on a 

neighboring terrace to the north (Fig. 24). From the outside, the multistoried

building looked like a two-story house, and it was difficult to notice that it was in fact 

a reservoir. Likewise, the Hall of the Peaceful Sea looked like a palace building (Fig. 

32,34). In the copperplates, the buildings were composed into a line-method picture 

whose perspective effect was greatlyenhanced bythe short pruned topiarytrees in 

front of the buildings. 

According to research, the tank in the Hall of Peaceful Sea contained 180 cubic 

meters of water.517 According to the Plan of Eastern Water-Mill Building in the Lei 

collection (Fig. 18), the Hall of Peaceful Sea in fact contained three water tanks, with 

the central one being the large st and known as the Tm Sea. It was called the Tm Sea 

because the inside of the reservoir was covered with a layer of tin to prevent leakage 

and any large body of water that appeared in imperial gardens was called a "sea." 

The reservoir was covered with glass and fish were raised in it.518 From above, the 

emperor appreciated the swimming fish through the glass coyer. The activity of 

watching the "happiness of fish" evolved from the Daoist sage Zhuangzi's story.519 

Based on this legendary story, appreciating the "happiness of fish" became a typical 

part of Chinese gardens. 

Another fish pool served the same purpose in the Garden of Round Brightness. The 

tenthJïng, Magnanimous and Big-hearted, was created based on Zhuangzi's storyof 

the "happiness of fish." In the poem on this Jïng, Qianlong wrote: 

[Foreword:] Dig a pool to create a happy kingdom of fish. My house is 

surrounded by the pool, where thousands of brilliant fish encounter and 

splash among water plants. Theycirculate and swim with leisure and joy. A 

517 Adam, 31. 
518 Ibid. 
519 One day, Zhuangzi and Huizi walked on a bridge over the Hao River, which was north of 
Fengyang County in Anhui Province. Zhuangzi said: "The white fish wander leisurely. Is it not the 
happiness of fish?" Huizi asked: "Since you are not a fish, how do you know its happiness?" 
Zhuangzi answered: "1 know it because l am on the Hao River" (See Zhuangzi, "Qiushui," Zhuang!(j, 
in Lao!(j, Zhuang~, anno. Fu Yunlong &Lu Qin [Beijing: Huaxia chubanshe, 2002], 273). 
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poem says: "People are like fish; 1 [as the emperor] know of the happiness of 

fish; 1 therefore take care of the people." 

[Poem:] 

Dig a pool to watch the happiness of fish, @"rtB.x)li 'Ê8 -*, 

[1 feel] magnanimous and big-hearted. :l:B:l:B ~3~ ~ 0 

Swim in the comfortable pool, ~j(~ fEJ -~, 

Whywill they long for rivers and lakes? ~~,U~~? 

1 laugh at the silliness of Mr. Zhuang[ zi] in the Qi Garden of the Meng 

Kingdom, !P~~J1Jl, 

He debated with others on right and wrong. $fJtm;;l!~Fo 

[If you ask me] how to answer the same question? 1f Ill] ~Il {ijJ ~, 

[1 will say] a fish knows its own happiness.S20 'Ê8 -*'Ê8 § ~Il 0 

If the country was like a fish pool and the people were like fish, "knowing the 

happiness of fish" was a basic principle of his administration. Therefore, "watching 

the fish" in a fish pool became a symbolic activity in an imperial garden where the 

Peaceful Sea syrnbolized a peaceful country. Qianlong's poem provides a good 

reference for understanding the deep meanings of the Tm Sea. What was unique 

about the Tm Sea was that the Hall of Peaceful Sea was the actual water tank and the 

emperor viewed the fish from the roof top. Therefore, his path across the roof 

became a meaningful part of his journeyin the garden (Fig. 32). 

The water in the Hall of the Peaceful Sea was provided primarily for the fountains 

on the eastern and western sides of the building, which included the Big Water

Method where water was transferred into and out of the tank through copper pipes. 

An imperial archive recorded that on the twelfth day of the third moon of the 

sixtieth year of the Qianlong reign (1795), 

It has been checked that there are copper pipes and waterwheels for 

absorbing water for the water-methods in the western and northern 

waterwheel-rooms in the Hall of Peaceful Sea in the Western Multistoried-

520 Qianlong, "Tantan dangdang :l!!:l!!~~;' in Yuanmingyuan sishijing t19ong, 25. 
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Buildings [garden]. Because of the slowness of water absorbing, there is 

much waste of money. Not a long tÎme ago, we followed His Majesty's 

decree to change [the mechanism] to carrying water through human labor. It 

is sÎmpler and more convenient than before, and there is no more use of 

those copper pipes .... Following His Majesty's decree, we broke up the 

copper pipes in the three waterwheel-rooms in the Hall of Peaceful Sea.521 

When there was no water gushing from the fountain, the structure became a dead 

body. The slowness of the water flow through the copper pipes might have been 

caused bya blockage. The shift back to the operation of human labor demonstrated, 

on one hand, the backward thinking of the emperor, yet on the other, the previous 

water-method operation by human laborers in the Garden of Round Brightness. 

In European sources of fountain illustrations, a fountain and central perspective 

were not always cohesively related. There were over five thousand European books 

in the Jesuit churches in Beijing, and a large number of them were about architecture 

and gardens.522 The engravings in these books, such as the fountain engravings by 

Georg A Bockler in Germany, were a primary reference for the Jesuit designers. In 

Bockler's engravings, a fountain could appear in many forms, such as the face of a 

sun, a flower, an umbrella or an animal, thus creating a "new and curious" world. In 

the Italian Carlo Fontana's book, he actuallyused geometryto create the form of a 

fountain. In the engravings by Vredeman de Vries of the Netherlands, the top of a 

fountain was usually located at the focal point of a central perspective (Fig. 68);523 

such a composition echoed the water-method composed in the line-method in the 

Western Multistoried-Buildings garden. In Giovanni B. Falda's fountain engravings, 

the top of the fountain was often higher than the focal point. In contrast, in the 

twentycopperplates of the Western Multistoried-Buildings garclen, the fountains 

521 "Neiwufu," archive 939. 
522 See the appendix "Books on architecture and gardens in the Jesuit libraries in Beijing," in Hui Zou, 
"The jing of a perspective garden," Studies in the History ofGardens and Designed Landscapes 22.4 (Oct-Dec 
2002): 317-320. 
523 See Georg Andreas B6ckler, Architectura curiosa nova (1664); Carlo Fontana, Utilissimo trattato deI! 
acque correnti (1696); Vredeman de Vries, Variae Architecturae Formae (1601. Facsimile, Amsterdam: van 
Hoeve,1979). AlI these books were stored in the Jesuit libraryof Beijing (See the appendix "Books 
on architecture and gardens in the Jesuit libraries in Beijing," in Zou, 317-320). 
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were carefully inscribed into the composition of line-method, where the "method" 

(fa) of water was fused into the "method" of lines where the top of the water spurt 

met the focal point. A Ming painting theory stated that when mountains and waters 

were understood by the he art, theyappeared as a painting; the painting made by a 

master painter looked like real mountains and waters.524 In tum, it can be inferred 

that if a fountain in line-method looked real, the water-method would touch the 

spectator's heart. 

While the water-methods were carefullyintegrated into the line-method pictures, 

theyaIso fit into the panoramic Jïng of the garden according to the emperor's mind. 

As soon as the first phase, which included the Hannony, Wonder and Delight 

pavilion and the labyrinth, was built, Qianlong immediate1yasked the court painter, 

Zhang Tmgyan *~~, to add the "Western water-methods" in a panoramic 

painting of the Garden of Eternal Spring.525 To depict the water-methods in both 

the line-method and traditional Chinese landscape painting demonstrated the 

emperor's curiosityabout the varied representations of the water-method. lncluding 

the water-methods into a panoramic Jïng aIso demonstrated his intention of taking 

the European portion as part of the Round Brightness. 

Line-method was used for creating not onlywater-methods but aIso the hi1l in the 

garden, called the :Hill of Line-Method, east of the Big Water-Method. According to 

the story from an e1derly man, whose surname was Lu and used to work in the Qing 

court, the hill was aIso called Terrace for Grculating a Horse (Zhuanma taï ~ ~ 'Êl') 

because Qianlong liked to walk his horse for entertainment and appreciate winter 

scenes.526 At the top of the hill, there was a hexagonal pavilion where the emperor 

would enjoya distant view from this highest point in the garden. 

524 Yang Shen (Ming dyn.), "Hua pin," in Shen Zicheng ed., Lidai /unhua mingzhu /ubian (Beijing: 
Wenwu chubanshe, 1982),241. 
525 "Neiwufu," archive 441. 
526 Chen Yanshen ed., Yuanmingyuan kao (Shanghai: Zhonghua shuju, 1928),30. 
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In the general plan of the second construction phase in the Lei collection (Fig. 14), 

the plan of the Hill of Line-Method was clearly shown. The path from the bottom 

to the top of the hill was arranged in concentric circles modeling a labyrinth. 

Though the path looked clear in the plan, it was certainly obfuscating because the hill 

was full of pine trees. Compared to a single spiral path or a straight stairway, the 

labyrinthine path provided the emperor with much more entertainrnent and an 

opportunity to appreciate the surrounding views. In the eighteenth coppetplate (Fig. 

39), the hilltop pavilion appeared without anyobstruction bythe pine trees. This 

complete appearance showed that the emperor wanted to have a clear panoramic 

view from the hilltop. 

The Hill of Line-Method was artificially created. An artificial hill in Chinese gardens 

primarily indicated hill-like rock piles. On the making of an artificial hill, the Yuan ye 

states: "To pile up rocks, [you] must know howto occupythe sky. To heap up mud, 

[you] must know howto occupythe land.,,527 The present min of the Hill of Line

Method shows that the hill was certainly not made of rocks in the wayof traditional 

Chinese rock art, but rather was formulated based on the geometrical plan of line

method with one of its features being its elliptical spiral path. In the engravings of 

European gardens, we can find sorne cases of spiral hills, which were similar to the 

Hill of Line-Method. 

A famous case of spiral hi1ls in Italian gardens was the Montanola Pamassus at the 

Villa Medici, Rome.528 Comparisons between this hill and Hill of Line-Method have 

been made by other scholars.529 The path of the Hill of Line-method was elliptical in 

plan and looked spiral in elevation. According to recent research, the path of the 

mountain at the Villa Medici was not spiral but rather consisted of three parallel 

circles connected bya straight-up stairway. This has been demonstrated in Falda's 

engraving (c. 1676) and Charles Norry's plan drawing (1817). The illusion of a spiral 

527 Ji Cheng, 77-78. 
528 See the engraving in Giovanni Battista Falda & Giovanni Francesco Venturini, Le Fontane di Roma 
(Roma, 1690. Rpt., Nordlingen: Verlag Dr. Alfons UHL, 1996). 
529 See Alexander Schulz, His Yang ÙJU: U ntersuchunger zu den "Europaische Bauten" des Kaiser Chien-Iung 
(Isny: Schmidt Schulz oHG, 1966),68. Vincent Droguet, "Les Palais Européens de l'empereur 
Qianlong et leurs sources italiennes," Histoire de l'Art (May 1994): 22. 
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form of the Medici rnountain might be caused by sorne oblique shortcuts connecting 

the three circles, which can be seen in Victor Balthard's (1843) and Edouard 

Lawson's (second quarter of the twentieth centur0 plan drawings.530 One exarnple 

of the spiral rnountain is the Monte Pamaso in the Garden of Prato lino, but its shape 

is less geometric.53
! 

The eighteenth copperplate shows that the plants on the Hill of Line-Method were 

universally pine trees with almost the same height, which echoed with the clipped 

short pine trees arranged in a rigid geometrical fonnation in the front courtyard (Fig. 

39). The straight pine trunks were in sharp contrast to the organic fonu of the plants 

beyond the garden walls. Enhancing the effect of line-method, this type of pine tree 

had straight trunks and was easilyclipped into geometrical fonus. These three-Ievel 

clipped pine trees, similar to the bosco of sorne giardino segreto (secret gardens), stand 

like soldiers in a regular array. .As the copperplate shows, the universaily geometrical 

shapes of trees and their regular fonnation enhanced the convergence of central 

perspective towards the hill in the background. Cornpared to the spiral hills in 

European gardens, what is special at the Hill of Line-Method is that the hill did not 

stand by itself but rather was carefully cornposed into the line-method of the 

copperplate to present a "frontal face." In ail these "frontal faces," clipped pine 

trees constituted a significant part. In the Renaissance treatise Hypnerotomachia 

Po/iphi/i, plants were considered rnerelyas a vegetal material to be used in an 

architectural structure, just as marble or stone would be used. In order to produce a 

perfect harmonyand unity of vision, each plant was reduced to a prescribed size and 

shape.532 

The Jesuit botanist Pierre d'IncaIVille (Oùnese name, Tang Zhizhong ytiJ~ 9=t) 

seIVed in the court as a gardener and took part in the construction of the European 

portion until he died in Beijing in 1757. According to Father Du Gad's letter, 

530 l thank Dr. Giorgio Galletti, the planner of the project "Il Restauro dei Giardino di Villa Medici," 
for discussion and showing me these images in his research manuscript Il Restaura dei Giardino di Villa 
Medici: Masterplan (2001). 
53! See Luigi Zangheri, Pratolino: il giarddino delle meraviglie (Firenze: Edizioni Connelli, 1987), Fig. 284-
287. 
532 Luigi Dami, Thelta/ian Garden, trans. L. Scopoli (New York: Brentano's Inc., 1925), 13. 
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D'Incarville stayed in the court for three years and introduced European flowers and 

plant seeds to Chinese gardens.533 In the Garden of Round Brightness, someJïng 

were weil known for their plants, such as pine trees at the firstJïng (Uprightness and 

Brightness), peorues at the fourthJïng (Carving the Moon and Opening the Oouds), 

bamboos at the fifth Jïng (Natural Scenery?, phoenix trees at the sixth Jïng (Study 

Room under Green Phoenix), apricot trees at the ninth Jïng (W"me-Shop in an 

Apricot-Flower Village), peach trees at the fourteenthJïng (Spring Beautyat Wuling), 

orchids at the twenty-firstjing (Orchid Fragrance over the Water), and lotus at both 

the twenty-third (Lian Xi's Wonderful Place for Study) and thirty-ninthJïng (Waving 

Lotus in a Wmery Court). In the poem on the seventeenth Jïng, Great Kindness and 

E temal Blessing, Qianlong stated: "The surrounding area is fully covered with pine 

trees, which appear flourishing green and point straightly towards the sky.While 

looking at them, awe and affection emerge [in my bosom].,,534 Because the 

seventeenth jing was the highest place in the Garden of Round Brightness, Qianlong 

built a Buddhist temple and stored his ancestors' portraits the rein. His awe and 

affection from the pine trees were in fact conveyed to the oider generations. A 

simi1ar feeling of awe and affection related with the geometricallyarranged pine trees 

can be sensed at the Jïng of the Hill of Line-Method. 

Once the hill was put into line-method, it had to be viewed through the perspective 

of line-method. In the tenth coppetplate (Fig. 39), there were some perspective 

distortions; for example, the surfaces of the spiraling path, hilltop and the floor of 

the pavilion on the hill should not be seen from the viewpoint of one standing on 

the ground. The perspective distortions demonstrate that when the painter tried to 

locate the hill in line-method, he aIso intended or desired to have a bird's-eye viewof 

the hill, which was a traditional Chinese perspective. On making an artificial hill, the 

Yuan ye says: "Take the real as artificial in order to make the artificial real.,,535 In 

terms of the artificiality of line-method, it can be inferred that viewing the hill 

through line-method was to make the line-method image a rea! hill. 

533 Schulz, 25. 
534 Qiarùong, "Hongci yonghu ~ ~ 7]<. 1?," in Yuanmin!!Juan sishijing tuyong, 39. 
535 Ji Cheng, 197. 
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Climbing over the Hill of Line-Method and facing towards the east, one encountered 

another gateway, the so-called Eastern Gate of the Hill of Line-Method, through 

which a view of distant mountains and waters was observed (Fig. 40). Different 

from the western gate of the hill, which was to enhance the centrality effect of line

method, the eastern gate acted as a doorframe for drawing the mind into a distant 

Jïng, which looked like a typical "head-on Jïng" in Chinese gardens. 

Viewing a head-on Jïng through a circular window had been described as "rambling in 

a mirror" in a Ming garden theory, but at that cime the Jïng remained flat with a 

moveable point of view.536 In the Qing imperial gardens, the mirror-like view 

appeared deeper, clearer, and more focused. The influence of the Western vista on a 

straight path to Chinese gardens could be sensed from the popularization of the 

"head-on Jïng, " du!Jïng, in the imperial garden representations of the Qing dynasty. A 

painting of Prince Yinzhen, later Y ongzheng, in the Garden of Round Brightness 

showed that the bounded brightness in a fan painting from the Southern Song 

dynasty had developed into a transparent and deep scene framed bya circular 

window (Fig. 47). When theJïng became a bounded viewthat could be operated 

freely through artificial approach as in Ming and Qing gardens, the condition had 

become more suitable than ever for the rooting of Jesuit perspective, the line

method, which intended to bring visual convergence and shadows to the diffused 

perfect brightness. 

While standing in front of the eastern gate of the hill, the emperor saw the distant 

water and mountains (Fig. 40). The gateway was tightly flanked by rocks and groves, 

with the only way to look into the distance being through the central arch of the 

gateway. The two side arches could not be seen through, because they were actually 

the windows of hexagonal rooms as shown in the site Plan of the Walls of Line

Method in the Lei collection (Fig. 15). It is clear that the lake was intended to be 

viewed though the central arch. Due to the framing of the doorway, a spectator 

would not know how wide the lake was until the lake completelyappeared under his 

536 Ibid., 205. 



250 

eyes. The framing made theJïng of line-method appear remote and expansive. In the 

site plan, Model Lei marked the size of the lake as 45 zhang (144 rneters) in length 

and 15 zhang (48 rneters) in width, creating a scale of 1:3. This rneant that the lake 

was designed according to a mathematical proportion, which was not a method 

utilized in Chinese gardens. 

The water surface viewed through the gatewaywas a rectangular lake, called Square 

River. East of the lake, there was a stage set constituted of line-rnethod murais on 

walls, which followed Pozzo's stage design (Fig. 63). In the Lei plan (Fig. 15), a 

small body of water came from the extemal canal and branched into two ditches: one 

moved west and passed before the eastem gatewayof the hill; another moved east 

along the northem bank of the Square River and passed in front of the Paintings of 

Line-Method. Both ditches acted as a symbolic boundaryfor marking specifie 

territories and increased the depth of the view through the gateway towards the 

Paintings of Line-Method. As sorne research has proposed, the mud excavated from 

making the Square River was used to create the Hill of Line-Method. In addition, 

the existence of the Square River was mainly intended to enhance the perspective 

illusion of the Paintings of Line-method.537 The complementary relationship 

between the "square" river and the "round" hill also demonstrated the cosmological 

idea of "heaven ris] round and earth ris] square." 

A similar example in the Garden of Round Brightness was the thirty-ninth Jïng, 

Waving Lotus at a Wmery Court, where a longitudinallake, rather than a rectangular 

form, faced the winerycourt. At the southem end of the lake, there was the 

Southem Dock from which the emperor took a boat and rowed to the northem 

bank. Compared with the round Back Lake to the west and the round Fortunate 

Lake to the east, this longitudinallake appeared oriented to the north-south axis. As 

the emperor stood in the court located on the northem bank and looked across the 

water, which was full of lotus flowers, towards the distant southem bank, the view 

537 Schulz, 70. 
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imitated a famous Jïng of the West Lake in Hangzhou. Qianlong's poem of this jÏng 

says: 

Remote fragrance and fresh wind, who can understand this painting? W:i& 

)Xt~~i1U~ 00, 

Under the standing lotus flowers twin birds are sleeping . ...y~:f.:t:J~[lj)(Jl 

Stop the boat bythe bank to appreciate the rich and true landscape, f~m~ 

Who will say only the West Lake of Hangzhou can have such a beauty?538 jj~ 

His view moved around without specifically following the north-south axis. This 

was quite different from the clearly oriented view at the Square River, yet in both 

cases, the activity of paddling and appreciating the landscape as a "painting" was the 

same. In comparison, the Square River was similar to the canal in the garden of 

Fontainebleau where there was a rectangular pool for the king's paddling.539 It is 

interesting to note that in a comparison between the thirty-ninthJïng and the Square 

River, both lakes acted as the last stop before reaching the final destination of a 

poetic joumey, narnely the fortieth Jïng, In Depth of Remote Dwelling, and the open

air theater in the European portion of the garden. 

The Paintings of Line-Method were an exterior stage set, similar to the open-air 

theaters in the Villa Gori and Villa Geggiano, Siena.540 It was noticed that in Italian 

gardens of the seventeenth centmy, there was a prevalence of sorne "picturesque" 

elernents. The conception as a whole was of a panoramic and perspective 

character.541 In the Baroque period, gardens underwent an important transformation: 

the quadrature vanished from sight and infinity became part of the garden itself. The 

538 Qianlong, "Quyuan fenghe !lB ~}X\.fiIj ," Yuanmingyuan sishijing tuyong, 83. 
539 See La Vuè; et Elevations, de Ville, et Château de Versaille, avec /es Bosquet et Fontains, plate 30. 
540 See the illustration in]. C Shepherd & G. A]ellicoe, Italian Gardens of the Renaissance (New York: 
Charles Scriber's Sons, 1925). 
541 Dami, 25. 
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position of the vanishing point was shifted either to the horizon or somewhere in the 

sky. The Baroque garden marked the triumph of the long perspective.542 

Different from those open-air theaters in Italian gardens, the theater at the eastem 

end of the Square River could only be appreciated by standing on the western bank 

of the lak.e or on a boat moving straight towards the eastern bank. The line-method 

of stage-set perspective had been explicated in Nlan Xiyao's Shixue, which, imitating 

Dubreuil's illusionaty perspective (Fig. 62), emphasized the position of "frontal 

viewing" (zhengshi ïE*~) (Fig. 66). In Pozzo's stage design (Fig. 63), the frontal view 

was one of the possible views for the audience in an amphitheater; but for the 

emperor, the frontal view of the Paintings of Line-Method was the only view 

appearing to him (Fig. 41). In the site Plan of the Line-Method Walls in the Lei 

collection (Fig. 15), unlik.e the oblique arrangement in Pozzo's stage design, each 

painted wall, depicted in its "frontal face," was arranged orthogonal1y with the west

to-east axis of the lak.e so that the general frontal view, the Jïng, was constituted of 

multiple small frontal views. 

Theaters were important buildings in Chinese imperial gardens, with more than ten 

theaters in the Garden of Round Brightness compound. The most famous theater 

was the Yard of Enjoying Together at the thirty-eighthJïng, Sitting on a Rock and 

Taking a Wme Olp from the Wmding Stream. In the theater, the audience sat on 

the north and watched the stage to the south. At the Paintings of Line-Method East 

of the Lake, the walls were for hanging paintings. Besides walls with paintings, there 

were an additional five rooms on each side of the stage which were used for storing 

paintings. If one stood on the western bank of the Square River and looked through 

the eastern gate of the hill towards the paintings across the lake, the Jïng appeared 

distant and real. Different from the theaters in the Garden of Round Brightness, the 

line-method theater was watched quietlyand solitarily bythe emperor himself. 

542 Baridon, 9,11. 
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.As the nineteenth copperplate demonstrated, in the Jïng of line-method, the point of 

view no longer was random and the view was fixed into an illusion of depth (Fig. 

40). Such a static frontal view recalls Zhuangzi's idea of "condensation of the mind" 

(ningshen) , which he explicated as "gaze fixedlyand stop [on something].,,543 In the 

focused gaze, the smallest thing coincides with the cosmos. .As shown in the 

twentieth copperplate (Fig. 41), the illusionaryperspective of the stage set was hest 

perceived across the lake. Like the fortieth Jïng, In Depth of Remote Dwelling, this 

illusionary Jïng of line-method presented a remote dwelling for the emperor's mind. 

The theater was located at the eastern end of the Western Multistoried-Buildings 

garden, which was aIso the most northeastern spot of the Garden of Round 

Brightness compound. According to the ancient cosmological diagram bagua )\'ib 

(Fig. 50), the northeast direction is calledgen ~. Beijing as the capital is located at 

the northeast of China. According to an explanation of the Qing dynasty, "The 

[ancient book] Yi[;ïniJ says: 'The gen is the cosmological mark of the northeast 

direction where aIl things end and begin .... The capital Beijing is located on the gen 

spot, which is a place of both the heginning and end of change ... and can receive the 

return of aIl things. It can hold the esteem of the north and face to the brightness 

from the south.,,544 Following the same cosmological consideration, the location of 

the theater in the Western Multistoried-Buildings garden can he understood as a 

place where the joumey for physical brightness ended but the joumey for 

metaphysical brightness began. The search for truth of the world now returned to 

this most remote spot of the garden. In terms of the metaphysical brightness, the 

theater at the eastern end of the European portion suggested the altar of a Catholic 

church. It was at this gen spot, the most northeastern spot of the Garden of Round 

Brightness compound, that the Chinese cosmological idea of the imperial north and 

the Christian understanding of the eastern end fused into a unity, where the Chinese 

cosmological brightness interwove with the Christian metaphysical brightness. 

543 Zhuangzi, chapter "Xiaoyao you," Zhuang!(j, in Zhuang!(jJïe, anno. Wang Fuzhi (Qing d)11.) (Hong 
Kong: Zhonghua shuju, 1989), 7. 
544 Yu Minzhong (Qing d)11.) et al ed., Rixiajiuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 2001), 
1: 82. 
END OF ŒIAPTER-FOUR FOO1NOTES. 
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CONCLUSION 

The Garden of Round Brightness epitomized the historical end of Chinese imperial 

gardens. Its distruction byfire preceded the eventual collapse of the Chinese 

imperial system. The silent stone fragments of the Western multistoried-buildings 

are scattered among the grass and evoke sadness in the visitor's mind. 1h.is lost 

garden exists as a "garden of the mind" which draws upon memories forever. The 

stone remnants in the wilderness comprise another type ofjïng, which no longer 

frames the vision of Round Brightness that implied the full moon and the perfection 

of virtues. The brightness encircled bythe garden is no longer evident in modern

day Beijing. The streets are now lined with the brilliance of curtained walls of high

rise buildings, yet this dazzling cityskyline cannot "encircle the cosmos and enhance 

the virtues" as the Round Brightness once did. As new "Western-like" buildings 

spread throughout China to establish a homogeneous lands cape which China 

identifies with its "modemization," it becomes difficult to differentiate between 

Eastern and Western cultural differences and landscapes. The studyof the jing of the 

line-method reminds us of the possibility of the cultural encounter in which truth 

can be revealed and shared based on an understanding of cultural differences. 

This research describes how the Western Multistoried-Buildings garden was a garden 

created through the line-method. The depth of Jïng perceived by the emperor in the 

garden was framed bythe line-method drawings. The illusionarydepth in a 

perspective drawing resonated with the emperor's desire for a distant view within the 

garden. From the very beginning, the jing of the garden and the jïng in perspective 

drawings had been fused together in the emperor's mind. The deep and 

concentrated view in the Jïng of line-method opened his bosom and enhanced his 

feeling of remoteness. It is through the depth of the Jïng that Chinese cosmology and 

Jesuit metaphysics began to fuse with each other. 

The seeking of depth and remoteness of the Jïng was a typical objective in Chinese 

gardens, but in the Garden of Round Brightness, the search for such depth was 

essentially related to the brightening of the mind. As the Forty Jing demonstrate, the 
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emperor's journey for remoteness was the very route of the diffusion of brightness 

in both the view and mind. The pUl"Suit of depth of the Jïng and the search for 

brightness of the mind became one and the same in the garden. The combination of 

depth and brightness held one meaning for the emperor and another for the Jesuits 

in the Jïng of line-method. While the emperor's eyes were drawn to the concentrated 

depth of the Jïng of line-method, the J esuits focused on the brightness of the Jïng that 

resonated with the metaphysicallight in their minds. The Jïng of line-method 

demonstrated how the people from different cultures and religions could collectively 

construct a common ground where cultural differences interwove without losing 

their original strength. 

In contrast to the instrumentalization of perspective as mere representation in 

eighteenth-century E urope,545 the Jïng of line-method did not employ perspective as a 

pure geometrical composition. The shift between the focal point of the copperplates 

and the viewpoint within the garden shows that line-method was used as a kind of 

representation where the mind dwelled. Such a mind-Ioaded representation made it 

possible for the emperor to identify himself with the "frontal face" of line-method 

and meanwhile enabled the Jesuits to identifytheir metaphysicallight with the 

cosmologicallight of the Round Brightness. 

In a European photographer's plan for photographing the ruins of the Western 

Multistoried-Buildings garden in the 1870s (Fig. 43), his camera did not capture the 

same viewpoints as the twenty copperplates.546 The free shifting of such a modem 

mechanical eye dissolved the frontal perspective with which the imperial face once 

identified as well as the perspective depth inscribed in cosmology and cime. Rather 

than mere re-presentation in a modem sense, the line-method reminds us that 

representation can be a crucial strategy or device in revealing truth that is in the 

world but invisible to the corporal eye. It is in respect of "infinitelyapproaching 

truth," bizhen JI., that the West and the East share a deep common ground. 

545 For an authoritative analysis on this issue, see Alberto Pérez-Gomez & Louise Pelletier, 
Architectural Representation and the Perspective Hinge (Cambridge, MA: The MIT Press, 1997). 
546 Ernst Ohlmer's photographs and the plan for photographing were first published in China in Teng 
Gu, Yuanmingyuan oushigongdian ca'!ji (Shanghai: Shangwu yinshuguan, 1933). 
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If judged from the history of Chinese landscape and garden representation, the Jïng 

of line-method was born at a cime when the understanding of Jïng emphasized the 

framing of views in a garden. The same historical perspective also reveaIs the 

changes that line-method brought to the concept of;ïng. The illusion of depth 

brought bythe perspective garden affected Chinese attitudes towards nature. The 

Chinese term of "nature," iiran §~, literally me ans "self-as-such." In other words, 

the self that is in such and such a condition means nature. The "self-as-such" is very 

close to the philosopher Martin Heidegger's idea of "being-in as such [das In-Sein aIs 

soIches ]."547 The perspective garde n, being such a condition, straightforwardly 

mirrored the self and brought it to the center of aJïng. Thus only in a self-centered 

condition such as in the perspective garden was the emperor able to delve into the 

cosmos and simultaneously maintain his glorious face. In the history of Chinese 

gardens, the self was usuallydissolved into a situational context: it gave wayto an 

appearance of blending in with the landscape. The Jïng of the perspective garden 

woke the "self" up and made it realize "such" a condition of looking. This 

consciousness of "being-in as such," or being an individual, formed another kind of 

understanding of nature, which gradually forged the way towards a modem China.548 

Once the meaning of the Jïng of line-method is revealed, the essential sense of the 

Western Multistoried-Buildings garden is retrieved, which was the primaryobjective 

of this research. A sense of a garden must exist while its history is being revealed. 

To make this primordial sense first and foremost present in our interpretation will 

guarantee a truthful unfolding of garden history. Before the imposition of political 

ideologies upon the ruins of the Western Multistoried-Buildings garden,549 it is 

547 Martin Heidegger, Being and Time, trans. John Macquarrie & Edward Robinson (New York: Harper 
&Row, 1962), 169-179. 
548 The self-consciousness invoked by perspective pIayed a raIe in the destruction of the medieval 
cosmos and the shaping of modernity in the West (See Karsten Barries, Infinity and perspective 
[Cambridge, MA: MIT Press, 2001], 19). 
549 The ruins of the Western Multistoried-Buildings garden are frequentlyappropriated for political 
intentions. Many Chinese scholars would think, "AlI have disappeared except for the ruins, wruch are 
the most forceful praof of the imperialist aggressions to China. The vicissitude of the Garden of 
Round Brightness reflects an aspect of Chinese modem history. Reflecting on this part of rustory can 
enhance our patriotic spirit" (" Qianyan," in Shu Mu et al ed., Yuanmingyuan :;:!Iiao Ji [Beijing: Shumu 
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essential to undersatnd the sense of the garden itself, and only based on this sense 

does any historical enlightenment become possible. 

When the moon burst forth again in silver radiance, happiness once more filled our 

hearts.550 

wenxian chubanshe, 1984],2). While for a few Western sinologists, the modem histOlyof the ruins is 
about how the Chinese State makes use of the ruins as the vehicle for national expression and cultural 
unity (Geremie Barmé, The Garden of Perfect Brightness: A Life in Ruins [Canberra: The Australian 
National University, 1996], 113). 
550 Shen Fu (Qing dyn.), Chapters from a Floating Lift: The Autobiograpf?y of a Chinese ATtist, an English 
translation of Shen Fu's Fu shen liuji (c. 1809), trans. Shirley M. Black (London: Oxford University 
Press, 1960), 17. 
END OF CONŒ.USION FOO'IN01ES. 
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APPENDIXES 

Appendix 1 Tide Translations of the Forty Jing and the Multiple Jing of 

Line-Method551 

Forty Jing (Refer to Fig. 2): 

ENGLISH PINYIN: ŒllNESE: 

1. Uprightness and Brightness Zhengda guangnùng iE:*:ftSA 

2. Diligent Administration and Affection Qinzheng qinxian ibTI)(*Y1f 
to Virtuous Men 

3. Peace for AlI China Jiuzhou qingyan :hJN~~ 

4. Carving the Moon and Opening Oouds Louyue kaiyun ~J)7f~ 

5. Natural Scenery Tianran tuhua *-~OOUID 

6. Study Room under Green Phoenix Trees Bitong shuyuan ~~~~ 

7. Mercy Oouds Protecting AlI Gyunpuhu ~~~tp 

8. Oneness of Sky and Water Shangxia tianguang L""f*-ft 

9. Wme-Shop in an Apricot-Flower Village Xinghua cunguan ~fE*1m 

10. Magnanimous and Big-hearted Tantan dangdang :l:B:I:.ê~~ 

11. Integrating the Past and the Present Rugu hanjin mïtï~4-

12. Fairy Lodge in Etemal Spring dtangchun xianguan *~{Wm 

13. Universal Peace Wanfang anhe 7J1J~*O 

14. Spring Beautyat Wuling Wuling chunse ftt~tf13 

15. High MountaÏn and Long River Shangao shuichang w~7k* 

16. Living in Oouds \.U1der the Moon Yuedi yunju JHfu~,* 

551 ln translating the tides of the Forty Jing, 1 refer to the previous translations done by other research, 
which include Yuanmingyuan sish!Jïng t"!)ong, Zhongguo yuanmingyuan xuehui ed. (Beijing: Zhongguo 
jianzhugongye chubanshe, 1985); CarroI Brown Malone, History of the Peking S ummer Palaces under the 
Ching Dynasry (Urbana: University of Illinois, 1934); Chebing Chiu, Garden of Round Brightness: Lejardin 
de la clarté parfaite (paris: Les Editions de L 'Impenmeur, 2000); Young-Tsu Wong, A Paradise Lost: The 
Imperial Garden Garden of Round Brightness (Honolulu: University of Hawai'i Press, 2001). 
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17. Great Kindness and Eternal Blessing Hongci yonghu 1~~7j(tr!ï 

18. An Academyfor Great Talents Huifang shuyuan 1[75-t5~5G 

19. Jade Temples under Bright Sky Ritian linyu E!xlf** 
20. Simple Life in Peaceful Surroundings Danbo ningjing ttlB~~ 15' TFl 

21. Orchid Fragrance over the Water Yingshui lanxiang 1!9UJ<. ::::;j: 

22. Oear Water and Rustling Tress Shuimu mingse **E)Hl 
23. Lian Xi's Wonderful Place for Study Lianxi lechu .~~*~ 
24. Bountiful Oops like o,ming Oouds Duojia ruyun ~~1lo~ 

25. Fish Leaping and Bird Flying Yuyue yuanfei 1BWé~~ 

26. Far-Northern Mountain Village Beiyuan shancun ~tJiüLJN 

27. Elegant Viewof the Western Peaks Xifeng xiuse ®**~ 
28. Study Room for Four Seasons Siyi shuwu [91i:-t5~ 

29. Wonderland in a Square Pot Fanghu shengjing 1J~}}1j{ 

30. Open-Minded and Enlightened Hanxu langjian ~m~)g~ 

31. Calm Lake under Autumn Moon Pinghu qiuyue f~]fkJl 

32. Immortal Abode on a Fairy Island Pengdao yaotai ~.%~t:l' 

33. Cottage with a View of Pretty Mountains Jiexiu shanfang ~*LlJm 

34. Another Paradise Bieyou dongtian ~'J~~x 

35. Reflection of Two Waters on a Jiajing mingqin ~~P~~ 

Bridge and the Roaring of Waterfall 

36. Bathing Body and Enhancing Virtue Zaoshen yude ~~mtf, 

37. Boundless Openness Kuoran dagong m?~A0 

38. Sitting on a Rock and Taking a Zuoshi linliu ~ :fi 111ïi ~At 

Wme Ûlp from a Wmding Stream 

39. Waving Lotus in a Wmery Court Quyuan fenghe BE~JÂfpj 

40. In Depth of Remote Dwelling Dongtian shenchu ~x~~ 
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Jing of Line-Method (Referto Fig. 2,11): 

1. Harmony, Wonder and Delight Xie qi qu i~m~ 

2. Water-Storage Building Xushui lou if7l<~ 

3. Flower Garden Huayuan 1t1m 
4. Cages for Raising Birds Yangque long ~~~ 

5. View beyond the World Fangwai guan 11)t~ ~.9t1 

6. Bamboo Pavilions Zhuting t'Y" 
7. Hall of the Peaceful Sea Haiyan tang ~~1?: 

8. Viewing the Water-Method Guan shuifa x.9t17l< ri: 

9. Big Water-Method Da shuifa ::k7.Kri: 

10. View of the Distant Sea Yuanying guan ~.J.9t1 

11. Gate of the Hill of Line-Method Xianfashan ximen ~#;;wiffin 

12. Hill of Line-Method Xianfa shan ~#;;w 

13. Eastern Gate of the Hill of Line-Method Xianfashan dongmen ~#;;W*n 

14. Square River Fang he 11~ïiJ 

15. Paintings of Line-Method Xianfa hua ~ri:1OO 

16. Bridge of Line-Method Xianfa qiao ~ri:m: 



Appendix 2 Annotated Translations of the Emperors' Records of Qing 

Imperial Gardens 

Emperor Kangxi's Record of the Garden of Uninhibited Spring552 

(For the original Chinese text, see text 11 in appendix 4) 

306 

The town of Shallow Lakes is situated twelve li away from the Xizhi Gate in the 

capitaP53 There are lalœs to the north and to the south. Springs gushing out from 

the ground at the Village of Ten-thousand Springs [in the south] flow speedilyand 

melodiously, converging into the Red-Hill Lake [in the north].554 The lake is so vast 

that its surface can be counted in one hundred qing.555 Lush wildemess is juxtaposed 

with flat agricultural fields and c1ear waves, with distant hills. Their colors 

intermingle lilœ gorgeous embroideries. What a god-blessed scenic place! 

Since inheriting the throne, dayand night administration has prevented me from 

having any leisure. A long period of fatigue and overwork has gradually made me 

sick Getting free on a few occasions, 1 travel here for a rest. Tasting the spring 

water and finding it sweet, 1 look around and appreciate the place. As cool breezes 

slowly rise, bad spirits and illness suddenly disappear. No wonder a distant imperial 

relative of the Ming dynasty, Li Wei, the Marquis of Wuqing, built a villa here in 

accordance with the pleasant topography.556 The lands cape of that time, as 

552 The translation is based on the punctuated text "Shengzu ren huangdi yuzhi changchunyuan ji" in 
Yu Minzhong et al (Qing dyn.) ed., Rixia Jïuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 1985), 2: 
1268-1270. The Garden of Uninhibited Spring is the first Qing imperial garden in the northwestem 
suburb of Beijing. 
553 The Gate of Xizhi is a northwestem gate of Beijing. The town of Shallow Lakes is further 
northwest of the gate and ten li northwest of the Sorghum Bridge (See Jiang Yùrui [Ming dyn.], 
Chang'an ke hua [Beijing: Beijing guji chubanshe, 1980], 69; Liu Dong & Yu YIzheng [Ming dyn.], 
Dijingjingwu lue [Shanghai: Shanghai guji chubanshe, 2001], 320). One Chinese li is equal to half a 
kilometer or one third of a mile. 
554 The Village of Ten-Thousand Springs is southwest of the Town of Shallow Lakes. 
555 One Chinese qing is equal to 6.67 hectares. 
556 Li Wei's villa is called Garden of Delicate Brilliance. Li's daughter is the mother of the Ming 
emperor, Zhu YIjun (Wanli reign, 1573-1620). Li's garden and a painter Mi Wanzhong's Ladle 
Garden were the most famous private gardens in the northwestem suburb of the Ming dynasty. 
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rnagnificent as the Weiqu landscape, can still be distinctly perceived.557 After the villa 

collapsed and was abandoned, the ruined area still has a circunrlerence of ten li. 

Although the garden has disintegrated into scattered remains with the passing of 

time, the original can still be traced. 1 look at a building with its eaves that seem to 

fly in the air and stroll along a winding balustrade by the water. Ancient trees and 

dark-green vines are still alive. 

1 thus called upon the officiais of imperial households to make moderate 

adjustments,558 transforming higher places into hills and lower places into pools. The 

naturallayof the topography was appraised and the original stones and bricks were 

reused. Better use and value were achieved without recruiting any labor. The 

humble buildings and garden are sufficient for contemplating and resting. Virtuous 

thrift is cherished forever, and sumptuous carvings avoided. Although on1y sixty or 

seventy percent of the old pavilions, terraces, hillocks, gullies, forests, trees, springs 

and rocks survive,559 the beautyof expansive ripples and the momentum of 

watercourse are more attractive than before.560 

Layer-upon-Iayer of hillocks reveal distant water shores, and morning haze is 

followed byevening mists. Fragrant flowers bloom in all seasons,561 and rare birds 

sing among the people. When crops yield a rich harvest, and the fields are fragrant 

with sweet smells,562 1 can engage with beautiful scenes coming from ail directions,563 

557 Weiqu was in the southern suburb of the Tang capital, Chang'an. It was weil known for its pretty 
landscapes and was then a scenic spot for touring (Refer to Song Zhiwen's [Tang dyn.] poem 
"Chunyou yan bingbu weiyuanwai Wequ zhuang xu" in Dong Gao ed., Quan Tang wen [Beijing: 
Zhonghua shuju, 1983], juan 241). 
558 The garden was planned by Ye Tao, a court painter from the Jiangnan region. The construction 
was supervised by Zhang Ran, a rock-art craftsman from the Jiangnan. His father Zhang Lian was 
also a rock-art craftsman in earlyQing. It was the first time that the influence from literati gardens in 
the Jiangnan was introduced into Qing imperial gardens. 
559 The Garden of Uninhibited Spring was smaller than the Garden of Delicate Brilliance. 
560 The water of the garden carne from the River of T en-Thousand Springs in the south and flew into 
the Garden of Round Brightness in the north. 
561 There were three flower dikes at the rniddIe of the garden, i.e. the lilac, orchid and peach dikes. 
Kangxi sometimes invited his officials for appreciating flowers together. 
562 At the southwestern corner of the garden was the Chapel of Non-Leisure in whose south there 
were vegetable plots and in whose north there were rice fields. 
563 The original term of "scene" is Jïng, a key concept for Chinese gardens. In Ming and Qing gardens, 
it indicated a garden scene that integrated artistic intentions (For a discussion of the meanings of jing, 
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and my heart projects into the distance. But sometimes, when crops are ruined and 

sun and rain come at the wrong time, I stand on a footpath in the fields feeling 

compassion for the farmers, or open the window to check the ditches irrigating the 

fields. I look for signs of rain with ardent hopes and pray anxiously to the sky. It 

seems the whole country can be seen from my window. 

On a good day in spring or autumn when the sky is clear and refreshing, or in the 

humid high summer when sunlight is hot and dazzling, I come here, taking a short 

break from public affairs, to improve and care about my health and to roam around. 

This makes me feel younger and quieter, and does away with my concems and the 

heat; it also puts my heart at ease and makes my complexion healthy. I sway back 

and forth, enjoying a good time and the joyof heaven. The hall for holding audience 

is bright and high,564 and the winding chamber with deep eaves stores ancient 

books.565 The thatched cottages are covered with thistles without anydecoration. 

Wherever necessary, a bridge or a boat is used for crossing the watet; a hedge for 

dividing places and a wall for enclosing a place. Things are as simple and natural as 

that. 

Mer the garden was built,566 it was named Uninhibited Spring, but not because it 

particularly fitted springtime. In the calendars of the three successive dynasties [Xia, 

Shang and Zhou], [the Zhou dynasty] took the zj character as the spring of heaven; 

[the Shang dynasty] took the chou character as the spring of earth and [the Xia 

dynasty] took the yin character as the spring of human being.567 The classic book Yi 

refer to Hui Zou, "The jing of a perspective garden," Studies in the History of Gardens and Designed 
Landscapes 22.4 [Oct-Dec 2002]-
564 Located behind the main gate of the south, the hall was called Nille dassics and Three Services. It 
was Kangxi that first introduced an audience hall into an imperial garden and trus was imitated by later 
emperors. The official establishment of imperial administration within an imperial garden was done 
by rus son, Emperor Yongzheng, in the Garden of Round Brightness. 
565 At the middle-east of the garden was the Chapel of Broad Reference, wruch held a huge collection 
of books. 
566 The garden should have been built by 1690. In trus year, according to Qing shi gao (Zhao Erzhuan 
et al [Qing dyn.] ed. [Beijing: Zhonghua shuju, 1996], the first general manager of the Garden of 
Uninhibited Spring was appointed. 
567 The Chinese calendar uses the combination of ten characters of tian 'gan and twelve characters of 
diZhi to indicate dates. The if, chou and yin are respectively the first, second and third characters of 
diZhi. 
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says that when the qian, the primary one, unifies the world,s68 ail the four virtues 

become the primary one and ail four seasons are spring.569 Previous emperors relied 

upon this principle to raise things at the right time, to let ail people have their 

appropriate places and ail animais live according to their nature. Under the heaven 

there is plenty happiness and brightness; winds blow together from eight directions 

and the six movements, the six qi, reach everywhere.570 This is why 1 named the 

garden Uninhibited Spring. 

The Qin dynasty had the Efang Palaces; the Han dynasty had the Shanglin Park; the 

Tang dynasty had the beautifullandscapes of the Embroidered Mountain Ranges;S71 

the Song dynasty had the Genyue garden. Their luxurious building decorations and 

huge areas including hills and vaileys are certainly beyond my means and wish. 1 dare 

not imitate the ancients and compete with models from the past; 1 am rather satisfied 

with humble buildings, and 1 avoid spending moneyfor sumptuous terraces. Ionly 

wish to act according to proper time and help the flow of things, support and waÏt 

upon my mother, and stay in good health. 1 long for peace of ail creatures and wish 

for the harmonyof the world. 1 think of each pers on and each thing ail the time. 

How could myaffection for them stop? 1 therefore write the record and accompany 

it with a poem 

The poem says: 

The Xia people in the past, 

Were strictlythriftyand lived in humble palaces. 

568 Signifying heaven, the qian is one of the eight divinatory symbols of the cosmological diagram, 
bagua. 
569 The four virtues are yuan, heng, li and zhen, originating form the divinatory symbol of qian of the 
bagua. The yuan means the origin of the world; the heng, the growth of the world; the li, the maturity of 
the world; the zhen, the accomplishment of the world (See Tang Mingbang anno., Zho19ipingzhu 
[Beijing: Zhonghua shuju, 1997], 1. Also refer to Yijing, trans. Wu Jing-Nuan [Washington, DC: The 
Taoist Center, 1991],50,51). 
570 According to the chapter "Youshi" of Lüshi chunqiu, the winds of the eight directions are: the yan 
wind in northeast, the tao wind in the east, the xun wind in the southeast, the ju wind in the south, the 
qi wind in the southwest, the yi wind in the west, the li wind in the northwest and the han wind in the 
north. According to the chapter "Xiaoyao you" of Zhuangr(j, the six qi are: the qi of morning, noon, 
evening, midnight, heaven and earth. Another annotation of Zhuangzi's "six q/' is: the qi of yin,yang, 
wind, rain, darkness, brightness (See chapter "Xiaoyao you," Zhanguangr(j, in Lao!{j, Zhuang!{j, Fu 
Yunlong &Lu Qin anno. [Beijing: Zhonghua shuju], 88). 
571 The Embroidered Mountain Ranges were the region where the imperial garden of the Palace of 
Huaqing was located. Northeast of the capital, Chang'an, this palace was a retreat place for the 
emperor Xuanzong of Tang dynasty. 



King Wen of the Zhou [dynasty] is acclaimed,572 

For not hastening for mate rial gains. 

If ancient instructions are exarnined, 

These two should be respected and admired. 

Inscribing them as myadmonition, 

1 practice them myself dayand night. 

The establishment of my residence, 

Is based on the previous dynasty. 

diffside lodges with rosy clouds, 

Eaves project into blue mÏsts. 

1 construct and maintain it, 

So as not to let it be ruined. 

There are hot springs, 

Deep and diffuse here. 

1 travel to the western suburb, 

Set up colorful banners of camp. 

1 draw sweet waters from there, 

Carefully devise this plan. 

The water is like a mirror of crystal, 

And meanders as a fragrant stream 

1 pace up and down by the river, 

Roam here and stroll there. 

Height comes from the hills, 

Depth emerges from the valleys. 

1 consult there and construct here, 

And would not say it is to transform. 

Pine galle ries and thatched halls, 

Only suitable to myself. 

There are some plain carvings, 

1 feel sony about them 

Construction began at an auspicious time, 

572 King Wen"WaS the founder of the Western Zhou dynasty (llth century-771 Bq. 
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The garden was built within a few days. 

Though not specifically for strolling and enjoying, 

1 am delighted in this construction. 

Respecting and serving my mother, 

How could 1 live high and bright? 

Gazing leisurelyand looking over, 

1 on1y wish to entertain my temperament. 

Lots of books and classics, 

AIl are stored in a continuous belvedere.573 

Onlythis big veranda,574 

Cm be compared to red embroidered collars. 

Flourishing agrarian fields, 

Are cultivated regularly. 

Without borrowing human labor, 

There are vague doudy gullies. 

Boat moves like a water bird, 

Bridge spans like a rainbow. 

5ailing or crossing, 

1 stroll around free of care. 

Literature or martial arts,575 

1 practice at different times. 

1 retreat to reflect upon myadministration, 

No mistake is to be allowed. 

It is said that the virtue of a gentleman, 

Gmnot be but kindheartedness.576 

1 take the primary one as the principle for administration,577 

As being in the springtime of seasons. 

573 The "continuous belvedere" signifies the specifie place for storing imperial books. 
574 It should be the Chapel of Broad Reference, which was a big building with seven bays. 
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575 In the northwest of the garden was the Gallery of Collecting Wl11d, where imperial guards usually 
performed archery. 
576 Confucius said: "A gentleman [iun.zzl cherishes virtue" (See chapter four "Li ren" of Luf!J'u in Liu 
Hongzhang & Qiao Qingju anno., Luf!J'u, Meng!(j [Beijing: Huaxia chubanshe, 2002], 35). 
577 The original term of "the primary one" is yuan, which means in the Zh0"!Yi "the origin of the world" 
(See Tang Mingbang anno., Zh0"!Yi Pingzhu, 1). 



l wish all things, 

T 0 retum to their plainness and purity. 

The meaning of Uninhibited Spring, 

Is thus proclaimed here for my officia1s.578 
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578 During the thirty-six years, Kangxi totally stayed in the garden for 257 cimes and finally died there 
in 1722. 
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Emperor Kangxi's Record of the Mountain Hanùet for Summer Cooinesss79 

(For the original Chinese text, see text 12 in appendix 4) 

The Golden Mountain issues into a range of mountains,S80 where a warm river 

divides into springS.S81 Coudygullies are juxtaposed with still, deep and expansive 

waters; rocky bottomed ponds, with blue-green mists. The territory is vast/82 filled 

with fertile grassland and spared from natural dis asters damaging the fields. The 

wind is fresh and the summer weather is invigorating; [the environrn.ent] is suitable 

for taking good care of myself. [The place] is born of the encounter of he aven and 

earth; ail the things [here] belong to the creation of nature. 

1 have traveled along the Great Canal several times and know wel1 how beautiful the 

southern countryis.S83 1 visited twice the Qinlong region and came to appreciate 

even better the openness of the western land.s84 1 headed north across the desert and 

toured the Changbai Mountain in the east. .As for the grandeur of mountains and 

rivers and the sincerity of people [in those areas], 1 cannot possibly do justice to it in 

writing, and it fails beyond my grasp. Now Rehe is close to the capital.s8s A trip 

back and forth takes less than two days and the site is wild and uncultivated. How 

would it impinge upon national affairs? 

579 The translation is based on the punctuated and annotated text, "Bishu shanzhuang ji" (Qing dyn.), 
in Chen Zhi et al ed. and anno., Zhongguo lidai zhaf!Yuan wenxuan (Hefei: Huangshan shushe, 1992), 189-
190. It also refers to the un-punctuated text, "Yuzhi Bishu shanzhuang ji," in Qing Shengzhu 
(Kangxt) and Qing Gaozong (Qianlong), YuZhi Bishu shanzhuang shi (Beijing, 1741), and the un
punctuated text, "Shengzhu yuzhi Bishu shanzhuang ji," in Bai Zhongxiu et al (Qing dyn.) ed., Chengde 
fu Zhi: juan 22: "Shanzhuang" (1887. Rpt., Taiwan: Chengwen chubanshe, 1966),334-335. Between 
the two un-punctuated texts, there are the differences of three words. In this respect, the punctuated 
text follows the second un-punctuated text, but mytranslation follows the first one. 
580 According to the Chengde fu zhi, "The Golden Mountain is fifty li away in the northwest of 
Chengde. It is opposite to the Black Mountain [in the northeast]." According to the Rehe Zhi, ail the 
other mountains in the Rehe area derived from these two mountains (See Chengdefu Zhi: juan 15: 
"Shanchuan," 572). 
581 The warm river used to be cailed Rehe, but is called Wulie River today. It enters the garden at the 
northeastem corner as the major water source. There is a famous hot spring, also cailed Rehe, within 
the garden. 
582 In the second un-punctuated version, the term of "territorf' (jing:lj;) is "river" (chuan) il). 
583 The Great Canal starts from Beijing, passes though Hebei, Shandong, Jiangsu Provinces and ends 
at Hangzhou in Zhejiang Province. 
584 Both Qin and Long are names of mountains. The term Qinlong designates the present territory of 
Shanxi and Gansu Provinces. 
585 Chengde was the capital of Rehe Province. This province name is not used now. 
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1 went on surveying the high and the low, the far and the close, and opened myself 

to the sublimity of the distant ranges.586 Relying on pine trees to form a chapel 

brought in the moisture and greenery of the cliffs.587 Leading the water into a 

pavilion brought in the bushes from the vaileys. Making such scenes as these two is 

weil beyond human power. 1 borrow the lush grass patch to assist [my residence ],588 

forgoing carving and painting, and enjoying the greenery amidst springs and woods. 

1 quietlyobserve the world and examine ail creatures. Elegant waterfowl playon the 

green water and do not flee; deer flock together in the light of the setting sun. Birds 

soar and fish jump. High or low, they foilow their own nature. The purple 

atmosphere in the distance leads into beautiful scenes, high and low. 1 wander for a 

while and then stop for enjoyment, free from the hardship of toil. Dining late or 

getting up at daybreak, 1 never forget the vicissitudes of history told byancient 

books.589 Encouraging worlcing in the field, 1 long for bamboo baskets filled with 

copious crops. When the autumn harvest arrives, 1 celebrate the cooperative four 

seasons, rain and sunshine. This is the general situation of my residence in the 

Mountain Hanùet for Summer Coolness [garden]. 

Admiring immortal mushrooms and orchids brings appreciation of virtuous 

behavior;590 viewing pines and bamboo brings about longing for chastity; being close 

to clear brooks brings up the value of integrity; looking over creeping grass brings 

about scom for filthyand greedy persons. This is how the ancients identified with 

586 The construction of the Mountain Hamlet for Summer Coolness began in 1703, just after Kangxi's 
visit to the Jiangnan in that spring (the first to third month), and lasted into the Qianlong reign. 
587 The chapel, zhai * , in Chinese gardens is a type of building that stands at a sec1uded place and is 
usually for meditation and study. In the punctuated version, the term of "cliffs" (qiongya 1J~) is 
"caves" (qiaoya ï5~). 
588 The term of "residence" is my own understanding. The original term cannot be found in 
dictionaries and appears as different characters in each of the un-punctuated and punctuated versions. 
In the punctuated version, the term is "assistance" (Zhu M). 
589 In the second un-punctuated version, the term of "vicissitudes" (anwei ~fe;) is "profound and 
subtle" (weiwei fe;~). 
590 The scientific name of the "immortal mushroom," lingzhi ~~, is wysia pungens. 
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natural things to evoke ideas and emotions.591 It should be known that the resources 

of an emperor come from his people. 1 would be confused if 1 did not love my 

people. 1 therefore inscribe this love into the record forever unchanged. 1 hereby 

express my respect and sincerity. 

Written in the second half of the sixth moon in the fiftieth year of the Kangxi reign 

[1711].592 

591 A classic example is Confucius's famous saying in Lu1!Yu that "An intelligent man delights in 
waters; a humane man, in mountains" (See chapter six "Yong ye" of Mengij", in Liu Hongzhang & 
Qiao Qingju anno., Lu1!Yu, Mengij", 51). 
592 In the same year, the name "Mountain Hamlet for Summer Coolness" was given. Before this, the 
garden was called Camp Palace of Rehe. 



Emperor Qianlong's Later Record of the Mountain HaflÙet for Summer 

Coolness593 

(For the original Chinese text, see text 13 in appendix 4) 
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My grandfather [Emperor KangxiJ built the Mountain Harnlet for Summer Coolness 

in the year of xinmao [1711J. The thirty-six scenes were painted and described in 

poerns, "WÏth a preface wri.tten by him.594 1 was just bom that year. It is hard to 

understand whether there was any connection between the two events. After 

ascending to the imperial throne, 1 began myannual hunting tour in the year of 

xit!Y0u [1741]. 1 came to the Mountain Hamlet, pacing up and down, full of 

memories and admiration, and 1 therefore wrote poerns following the original 

rhythm [of my grandfather's poerns on the Mountain Hamlet for Summer Coolness J 

in order to express my reverence.595 ln the year ofjïaxu [1754J, 1 wrote poerns for 

another thirty-six scenes, which included those to which my grandfather had given a 

name but had not ordered to be painted and to those that 1 have visited 1 

occasionally give a name, but they do not exceed the standard form adopted by my 

grandfather.596 So mypoem on the House of Etemal Tranquilitysays, "It has already 

been a jade epistle from the Daoist paradise; 1 inherit this blessed land to cany on 

Daoist scriptures.,,597 The title of "House of Etemal Tranquility" was penned by my 

grandfather.598 

593 The translation is based on the un-punctuated text "Yuzhi Bishu shanzhuang houxu" in Qing 
Shengzhu (KangxI) and Qing Gaowng (Qianlong), Yuzhi Bishu shanzhuang shi (Beijing, 1741). The 
translation also refers to the un-punctuated version "Gaowng yuzhi Bishu shanzhuang houxu," in 
Haï Zhongxiu et al (Qing dyn.) ed., Chengdefu Zhi: juan 22: "shanzhuang" (1887. Rpt., Taiwan: 
dlengwen chubanshe, 1966),335-336. 
594 The thirty-six Jïng of the Mountain Hamlet for Summer Coolness were narned and poetized in 
1710. The paintings of the thirty-six jing were painted by Shen Yu. Based on the paintings, under the 
commission of the emperor, the wood blocks were carved byZhu Gui and Mei Yufeng in 1711, and 
the copperplates were made bythe Italian missionary Father Matteo Ripa in 1713. The same thirty-six 
jing were later painted by other court painters, such as Wang Yuanqi (1712-1715), Zhang Ruoai (1739), 
Zhang Zongcang (1752), Fang Zong (1752), Li Zongwan (1752) and Qian Weicheng (1752). 
595 These thirty-six poems by Qianlong adopted the same tiles that Kangxi gave. 
596 To the different of the four-character tides by Kangxi's thirty-sixJïng, the tides of Qianlong's new 
thirty-sixjing were phrased in three characters. Thus, he showed deference to his grandfather. In 
1754, Qianlong asked the official Qian Weicheng to paint the newthirty-sixjing. 
597 See this poem in He Kun et al (Qing dyn.), &he Zhi, 6 vols. (Rpt., Taibei: Wenhai chubanshe, 
1965),2: 1324. 
598 Among Qianlong' s new thirty- six ing, sixteen jing were originally tided by Kangxi and the "House 
of Eternal Tranquility" was one of them. 
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Since his preface has been perlect and has reached for ail details, why do 1 write a 

record? It is because 1 was born on the same year that the Mountain Hamlet [for 

Summer Coolness] was created. It is also because 1 began to selVe mygrandfather in 

the year of renyin [1722], and the current year is renyin [1782] too. 1 have to stress my 

deep feelings towards mygrandfather during these sixtyyears, and 1 should keep 

reminding myself and my offspring of these feelings. In the Mountain Hamlet [for 

Summer Coolness], 1 live in fearlul respect of he aven and leam from my 

grandfather's diligent administration, his kindness to his people, and his maintaining 

peace close and far. 1 cannot account for ail such significant traits appearing in poem 

and prose. How could 1 have not yet expressed my deep feelings? Speaking when 

there is nothing to say is cheating myself. Remaining silent when there is something 

to say is cheating others. 

My grandfather built the Mountain Hamlet [for Summer Coolness] to improve 

militarycontrol [in the north], show support to the people [in this distant territory], 

pay respect to simple life and love to nature.599 Appearing in his preface, these ideas 

are deep and far ranging. My father [Emperor Y ongzheng] did not foIlow the ritual 

[established by my grandfather] during the thirteen years of his reign. He often 

explained this to me: "Busy administration is myexcuse for not going to Mountain 

Hamlet for Summer Coolness and Mulan, but it was my mistake to indulge in leisure 

and deprecate taking the life of animals. My children should foIlow their 

grandfather's example, practicing the martial arts in Mulan, and should not forget 

family rules.,,600 His brilliant instruction was heard simultaneously by myself, Prince 

He, and the military-affair secretary.601 They others have ail passed away. If 1 do not 

write of it, my offspring will never know of my father's instruction and sage1y 

intentions. Furthermore, in the past several years, 1 found sorne interesting places on 

599 During the Qing dynasty, many Mongolian tribes submined to the central govemment. The 
founding of the Mountain Harnlet for Summer Coolness showed the emperor's concern for that 
distant territory. Although this intention was expressed by Qianlong's Record, it was ambiguous in 
Kangxi's. 
600 Mulan is an imperial hunting field north of the Mountain Harnlet for Summer Coolness. 
601 Prince He, named Hong Zhou, was Emperor Yongzheng's fifth son. He was granted this title in 
1733. 
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my daily walks in the Mountain HaITÙet. Besides the scenes previouslyestablished 

[by my grandfather], 1 aIso built up others, such as the Chapel of Oeation and Gain, 

the Hall of Admonishment and Enhancement, etc. There are not less twenty 

places.602 Since reflecting on history can teach sorne lessons and 1 have not 

completely presented my point of view, 1 cannot not instruct my offspring. 

Since the Han and Tang [dynasties], what emperor has not had his retreat palaces 

and gardens? This being so, nevertheless, they wasted much labor and resources to 

satisfy their own lust. In the worst cases, it even led to the ruin of the country and 

destruction of the royal families.603 Such examples should be kept in mind and 

should not be followed. For example, the present Mountain HaITÙet [for Summer 

Coolness] is located in the wildemess outside of the capital. Originally, Ît was 

intended for martial exercise rather than for literature study. Today it has its own 

school and activelypromotes literarystudies. The poet Du Fu said, "A general needs 

not be fond of martial activity and a child can always be taught about literature." 

Although 1 once studied this sentence and found it meaningful in some 

circumstances, if people take it as a criterion of perfection, there is still something 

lacking. As for those servants who accompany me here, they serve for several 

months starting early in the moming. Ancient emperors therefore sympathized with 

their servants, and 1 should not forget this. Humble men know the importance of 

what they do. If rewarded from cime to time, they work hard without complaint. To 

seekonlyfor myown pleasure but forget others' hardship is not what a humane man 

does. Lofty mountains and steep mountain ranges, the appearance of waters and 

forests, roaming cranes and deer, happy birds and fish, as weIl as chapeIs on rocks, 

belvederes by brooks, fragrant grass and old trees, all such things provide natural 

delight, and one forgets the worries of this dusty age. When compared with the 

retreat palaces and gardens of the Han and Tang, [the Mountain Hamlet for Summer 

CoOlness] surpasses them and there is none that can match it. If 1 indulge myself 

here byforgetting everything, the Mountain HaITÙet [for Summer Coolness] will 

entrap me and 1 will do "WTong to myancestors. 

602 Theybelong to Qianlong's newthirty-sixJïng. 
603 Such an example is the Genyue garden of Emperor Huizong of the Northern Song dynasty. 
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Such apprehension has been in my heart for a long cime without my being willing to 

acknowledge it. Now 1 am getting old and have to speak out. Therefore, 1 write it 

here as a warning to myself and my offspring. If my offspring forgets my words, 

then those faithful vassals and righteous councilors can admonish him. If he is 

admonished but does not follow and even punishes his advisers, the country will not 

be blessed by heaven. [If this really were to happen,] 1 do not know what 1 can do 

otherwise.604 

604 This record was wntten in 1782 or so. 
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The name of the Village of Ten-thousand Springs606 does not appear in the two 

books: Rixia Jïuwcn kao [Grrrent lite rature research of the old stories] and Chunming 

mengyu lu [Records after a dream in the bright spring],607 but when you pass through 

the area and point to the village, everybody knows it is the Village of Ten-thousand 

Springs. As for the Red-Hill Lake,608 its name does appear in both books, but when 

you pass by the area and point to it in the village to inquire from local people, they 

are utterly ignorant of it. 1 therefore sigh when realizing that ancient recorders wrote 

history according to hearsay and seldom from personal testimony. Hence, many 

records do not match facts. Then 1 think that the cause for error is their lack of 

patient scrutiny, extensive investigation, and lack of determination and endurance in 

seeking for the truth. However, starting from such records, we can examine their 

rights-and-wrongs and distinguish their mistakes. In this respect, records based on 

hearsay rather than personal testimony can still to sorne extent be helpful to later 

generations and should not be blarned further. 

Discussing the Red-Hill Lake, the records of the two books are almost the same, 

stating that water originates from the Ba Ditch and arrives at the Sorghum Bridge.609 

But it is at this point that both books err. The Red-Hill Lake is in fact the original 

location of the Garden of Delicate Brilliance belonging to a Ming imperial relative.61o 

It is aIso the site of the present Garden of Uninhibited Spring.611 ln front of the 

605 The translation is based on the punctuated teX! "Yuzhi Wanquanzhuang ji," in Yu Minzhong et al 
(Qing dyn.) ed., Rixiajiuwen kao 4 vols. {Beijing: Beijing guji chubanshe, 1985),2: 1313-11314. 
606 The Village of Ten-Thousand Springs is south of the Town of Shallow Lakes. Both of them are in 
the northwestem suburb of Beijing. 
607 See Yu Minzhong (Qing dyn.) et al ed., Rixiajiuwen kao E3 r lB ~~, and Sun Chengze (Qing dyn.), 
Chunming mengyulu f/i~~#;~. 
608 The Lake of Red Hills was north of the Town of Shallow Lakes and was the site where the Garden 
of Round Brightness and Garden of Uninhibited Spring were located. 
609 The Sorghum Bridge was only half a li west of the Gate of Xizhi. The bridge was a popular 
touring-spot in the Ming dynasty (See Jiang Yùrui [Ming dyn.], Chang'an ke hua [Beijing: Beijing guji 
chubanshe, 1980],45; Liu Dong & Yu Ytzheng [Ming dyn.], Dijingjingwulue [Shanghai: Shanghai guji 
chubanshe, 2001], 280-286). 
610 The garden was owned by Li Wei. 
611 The garden was Kangxi's residential garden. 
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garden, there is an expanse of running water, popularly called the Bubbles of Water

Caltrops,612 which 1 suspect belongs to the Red-Hill Lake. The water in fact flows 

from the south to the north. Because the Ba Ditch is south of the Bubbles, [if the 

water flows from the Ba Ditch to the Sorghum Bridge as the books say,] how could 

the water flow against the current into the Sorghum Bridge [which is further south]? 

The water of Sorghum originates from the Jade-Spring Hill,613 converges into the 

Kunming Lake, flows out as the dear River, passes bythe Sorghum [Bridge] and 

becomes the River of Reaching Benefits. AlI such details have been in my record of 

the Bridge of the Wheat Village and will not he discussed again here. 

The name of the Ba-Ditch Bridge still exists today. To the south of the bridge, there 

are actuailythe Big Sand-Spring and the Small Sand-Spring. There are innumerable 

springs gurgling out from stalactite caves and flowing along the ground. This 

matches the records of the two books that the water of Dongzhi and West Ditch 

flow underground. But the fact is that ail the waters here flow to the north with little 

to the south. This is different [from the records in the books]. As everybody knows, 

the nature of water is to flowto a lower place. The location of the Village of Ten

thousand Springs is higher than the Ba Ditch, which in tum. is higher than the Red

Hill Lake. That the water flows to the north instead of the south should not be 

investigated by candlelight.614 

But the mistak.e was still made. My blaming Zhu Y1Zhun and Sun Chengze for 

depending upon hearsay rather than personal testimony is not too harsh a 

criticism 615 Furthermore, the two authors lived only over one hundred years ago 

and what they recorded does not trace earlier than the Ming dynasty, but the 

612 This water area was called Bubbles of Water-Caltrops, because the form of the pools looked like 
water caltrops. Similarly, the two lakes in front of the Garden of Round Brightness were called Fan 
Lakes because of their formaI similarity with a fan (Refer to the map, Yuanmingyuan quanshui bing hedao 
quantu [ A complete map of the springs and watercourses of the Garden of Round Brightness] [1870] 
in the collection of National Libraryof Beijing). 
613 The Jade-Spring Hill is located between the Fragrant Hill and the Longevity Hill and is the site 
where the Garden of Tranquil Brightness was located. The hill was named as Jade-Spring for its 
superb spring water (See Jiang Yùrui, Chang'an ke hua, 47). 
614 The phrase "investigate bycandlelight" means to workhard to understand. The phrase "not be 
investigated by candlelight" means to understand without effort. 
615 Zhu and Sun are the authors of the two books. 
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repeated influence of their mistakes has been quite serious. When going further in 

history, do we have to investigate by candlelight in order to find mistakes in 

records?616 Are those mistakes just like these ones about the Red-Hill Lake and the 

Village of Ten-thousand SpringS?617 

Since everybody knows that here is the Village of Ten-thousand Springs and the 

origin of springs actually lies in here, the name has to be corrected and the facts have 

to be ascertained. 1 therefore ordered the concemed officials to build the Temple of 

the Spring Origin here, while a stone tablet was respectivelyerected for recording the 

springs of Big Sand, and Small Sand, as weil as Ba Ditch. Within the temple 

precinct, to the east and to the west there are several pools, pavilions and terraces.618 

Each gurgling spring was also named and recorded, and there are in total twenty

eight stone tablets. Outside the temple, water gushes out from the rice fields and the 

willow banks. These springs look like nectar in a round jar or accumulated water in a 

horse-hoofprint.619 It isn't possible to record them ail. The name of Ten-thousand 

Springs must be10ng to this place rather than anywhere else. 1 sum up the 

significance and erect a monument to demonstrate the above-mentioned mistakes in 

the two books. 

616 This means that mistakes are easilyfound in historic records. 
617 This means that those mistakes in history are much more serious. 
618 The Temple of the Origin of Springs is in fact a temple garden. It was built by Emperor Qianlong 
in 1767 (See Qianlong's "Yuzhi Quanzongmiao ji [Record of the Temple of the Origin of Springs]" in 
Yu Minzhong et al [Qing dyn.] ed., Rixia jiuwen kao, 4 vols. [Beijing: Beijing guji chubanshe, 1985], 2: 
1309). 
619 The two metaphoric phrases, "nectar in a round jar" and "accumulated water in a horse-hoof 
print," describe the small size of the springs. 
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In the year of Jïsi [1749], 1 examined the origin of the River of Reaching Benefits and 

inscribed a stele at the Wheat-Village Bridge.621 Records of the Yuan dynasty state 

that the springs at Baifu and Um Hillied into the river,622 but details about this are 

difficult to find after such a long time. Rivers and canals are a crucial affair for a 

country. Theycan be used fortransporting grains, crossing byferryand irrigating 

fields, and can aiso be useful for preventing flood and drought, because they disperse 

superfluous water and save water in case of shortage. But it is not good for us to let 

water flood out without an effective contro1. 

1 therefore made a decision to cut reeds and weeds in front of the Um Hill, dredge 

the watercourse and inc1ude the West Lake to fonu a large area of water.623 At the 

beginning, the officials in charge of the project thought the volume of the new lake 

was twice as big as the old one and worried about a possible shortage of water. 

When the lake was made and water came in, its surface appeared vast and boundless 

and seemed several tÎmes larger than the original one. The officials then began to 

worry about floods in the summer and the auturnn and difficulties for distributing 

water. 

How difficult is it to finish an undertaking. Maybe happy and successful pers ons 

always adopt the strategy of imitating and following precedents. It is nonnal that 

ancient emperors followed an old idea to benefit the people and did not want to 

620 The translation is based on the punctuated text "Yuzhi Wanshoushan Kuruninghu ji" in Yu 
Minzhong et al (Qing dyn.) ed., Rixiajiuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 1985), 3: 
1392. 
621 The River of Reaching Benefits was a canal whose construction was supervised bythe scientist 
Guo Shoujing of the Yuan dynasty. 
622 In order to solve the problem of transporting grains to the capital, the scientist Guo Shoujing of 
the Yuan dynasty was committed by the emperor to leading the water of the Spring of Ballu, at the 
southeast of Changping County, through the West Mountain and the Lake of the Um Hill and into 
the Sorghum River. The Um Hill was called Golden Hill in the Jin dynasty. Because a stone um was 
found on the hill in the Yuan dynasty, the hill was called Um Hill (See Jiang Ytkui, Chang 'an ke hua, 
73). 
623 The lake at the feet of the Um Hill was called West Lake during the Ming dynasty. It was not the 
one in Hangzhou. 
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inquire into further innovation. Today 1 make floodgates, dikes and tunnels. Isn't it 

to prevent floods? Isn't it to support agricultural fields? Isn't it to control the upper 

reach in order to smooth the southeastem canal for transporting grains and traveling 

the river?624 The water level of the canal within the city was less than one foot in the 

past, but it is three feet today. There was no watered agricultural field in the town of 

Shallow Lakes in the past, but now new watered fields are opened everyday. 

Therefore 1 don't overestimate its power, nor exaggerate myapprehension. It might 

be that national affairs must be consistently contemplated and assiduously thought 

over byone pers on, who personallyattends to each affair in every detail without 

eschewing responsibility and who faces popular opinions without worrying about 

losing face. [In doing so,] even if he is lucky enough in sorne achievements, his gains 

are invariably less than his losses. This is why 1 sigh that it is so difficult to fulfill an 

undertaking. 

After the lake was made, 1 named it the Kunming Lake of the Longevity Hill to 

express deference towards the achievements of Emperor Yao and allude to 

significance of martial exercises.625 The spring originates from the Dm Hill, and the 

reason that 1 rename the hill Longevity is because this year is the celebration of my 

respected mother's sixtieth birthday.626 1 built a temple called Promising Longevity 

on the southem hillside and therefore gave the hill the name of Longevity. A record 

has been made for the temple. 1 especially write this record about the making of the 

lake to confonn with the Yuan records about the origin and vicissitude of the history 

of springs. 

624 Another major reason for making the lake, which was not mentioned by Qianlong, was the 
shortage of water due to the spreading of nearby imperial gardens. 
625 Legendary Emperor Yao was said to padd1e on the water which he hamessed. Emperor Wudi of 
the Han dynasty trained his navy on the Lake of Kuruning in the capital Chang'an. lmitating these 
historical models, Emperor Qianlong ordered the royal battalion to do martial exercises on the new 
Lake of Kunming. 
626 The year was 1750. 
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Emperor Qianlong's Record of the Garden of Clear Ripples of the Longevity 

Hil1627 

(For the original Chinese text, see text 16 in appendix 4) 

The record of the Kunming Lake of the Longevity Hill was written in the year of 

xinwei [1751]. It talks about the reasons for controlling the water and changing the 

name of the hill, as weil as about the process of making the lake. The Garden of 

Oear Ripples of the Longevity Hill was built in the year of xinsi [1761]. The reason 

why the record is not written until now is because the name tablet was inscribed a 

little bit late and 1 had sorne difficulties in wording the record.628 

5ince the garden has been built and the name tablet has been inscribed, why is there 

any difficulty with the wording? It is because something has happened against my 

original will and 1 thus have a guilty conscience. What 1 need to say is like a 

recitation of my faults and l, in the end, cannot not speak. They are the so-called 

faults of a gentleman. If 1 do not talk about it, will 1 be able to avoid the whole 

country's speaking of it? 

The reason for making the lake was to control the water, and the hill is renamed 

accordingly since it is overlooking the lake.629 5ince the lake and the hill already 

imparted beauty to the place, was it possible that no pavilions and terraces would 

embellish them? Anyevent has its cause and effects. Friends can be made by 

exchanging writings, because both sides correspond to each other. Moreover, the 

construction was funded by the imperial treasury; the laborers were paid; the 

principle of thrift was abided byand sumptuous decorations were avoided. AlI these 

foilow the fonner model of the Garden of Round Brightness without ever SUlpasSing 

it. Although in my record of the Garden of Round Brightness, 1 said that 1 would 

627 The translation is based on the punctuated text, "Yuzhi Wanshoushan Qingyiyuan ji," in Yu 
Minzhong et al (Qing dyn.) ed., RixiaJïuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 1985), 3: 
1393. 
628 Inscribing a name tablet means that the garden was officially named. The record was written 
around 1764. 
629 The mud dug from the making of the lake was piled up onto the hill to adjust its contour. 
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not use so much labor again to build a garden,630 is not the present Garden of Oear 

Ripples such a case? Did 1 not break my promise? Since it overlook.ed the lak.e, the 

hill was renamed. Since there was a hill, a garden was created. If 1 say controlling 

the water is myoriginal motive, who will believe me? 

However, the Garden of Uninhibited Spring is my mother's residence. The Garden 

of Round Brightness is constantly used for audiences. Connected by the same 

watercourse, the Garden of Oear Ripples and the Garden of Tranquil Brightness are 

places for quiet leisure,631 ease of the mind and tranquility. Xiao Be's refusal that 

later generations add anything [to the emperor Gaozhu of Han's gardens] is exactly 

what 1 intend for mine.632 Such really is my intention. Although it is such, 1 

suddenlyfeellost when recalling Sima Guang's wordS.633 

After the garden was built, 1 used to go there in the early morning and retum at 

noon, and never stay ovemight. This fits my original will and one might therefore 

forgive me. 

630 Refer to my annotated translation "Emperor Qianlong's Later Record of the Garden of Round 
Brightness" in section 1.1. 
631 The Garden of Tranquil Brightness was on the Hill of Jade-Spring, located between the Garden of 
Tranquil Pleasure of the Fragrant Hill in the west and the Garden of dear Ripples of the Longevity 
Hill in the east. 
632 Xiao He was the prime minister of Emperor Gaozhu of the Western Han dynasty. Xiao built so 
beautiful palaces and gardens in the capital Chang'an for the emperor that later emperors did not 
build any more for decades. 
633 It is not clear what words of Sima Guang the emperor was alluding ta. Sima Guang was a scholar 
of the Northern Song dynasty. After a disappointment in politics, he retired to Luoyang and built a 
simple garden called Garden of Solitary Joy. In his record of this garden, he said, "Each takes what is 
in its lot and is content with it. This, it turns out, is what the Old Pedant [signifying Sima himself] 
enjoys [quoted from Jim Hargett's translation] .... When my ideal gets weary and my body feels 
tired. .. .I will stand high [in the garden] and look over into the distance, pacing up and down of my 
own free will" (See Sima Guang's "Record of the Garden of Solitary Joy' in Chen Zhi & Zhang 
Gongchi, Zhongguo /idai mingyuan Ji xuanzhu, 25, 26). In contrast ta Sima's simple garden for self 
enjoyment, the emperor felt ashamed for the extravagance of his garden. 
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The virtue of water lies in maintaining human life. Its taste is valued for sweetness; 

its quality, lightness. These three aspects support each other: when water is light, its 

tas te must be sweet; drinking it will cure ail sorts of diseases and will extend your life. 

Therefore, a water expert always differentiates spring waters according to their 

lightness or heaviness. 

A silver ladle was thus made to weigh water. The spring water of the Jade-Spring 

Hill in the suburb of the capital weighs one liang,635 the water of Y lXUll River north of 

the capital weighs one liang as weil,636 the water of the Pearl Spring in Ji'nan weighs 

one liang and two li;637 the spring water of the Golden Hill of Yangzi weighs one liang 

and three li/38 and is two or three li heavier than the spring water of the Jade-Spring 

Hill. As for the Hui Mountain [in Wuxi] and the Hupao Spring [in Hangzhou],639 

each [of them] is four li heavier than that of the Jade-Spring Hill; [the water of] the 

Ping Mountain [in Yangzhou], six li heavier, [the water of] the Qingliang Mountain 

[in Nanj~g], Baisha [i.e. the West Lake in Hangzhou], the Hu Hill [in Suzhou] and 

the Blue-Coud Temple in the West Mountain [west of the capital], each of them one 

li heavier. 1 have visited these places myself, and their water was accurately weighed 

by my household servants. 

634 The translation is based on the punctuated text, "Yuzhi Yuquanshan tianxia diyi quan ji," in Yu 
Minzhong et al (Qing dyn.) ed., Rixiajiuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 2001),1: 122-
123. 
635 One /iang equates to 50 grams. The weights given here correspond to the weight of a ladle full of 
water from each source. Located between the Fragrant Hill in the west and the Longevity Hill in the 
east, the Hill of Jade-Spring was the place where the imperial Garden of Tranquil Brightness was 
located. There were totallythree springs on the Hill of Jade-Spring and the one at the root of the bill 
was the so-calledJade Spring. 
636 With nine turns in total, the Y 1XUI1 River originates from the imperial hunting field Mulan, north of 
the Mountain Harnlet for Surruner Coolness in Chengde. 
637 There are ten li in one liang. 
638 Yangzi signifies today's Zhenjiang Gty, which belongs ta the Jiangnan region. 
639 In the Hui Mountain, there is the Spring of Luzi, the so-called "second best spring water" in China. 
Luzi was Lu Yu of the Tang dynasty, famous for tasting the qualityof tea. 
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But is there anywater lighter than the Jade Spring's? The answer is yeso Then, from 

which spring? It is not spring but rather snow water. l used to gather and warm up 

snow, and then find it is three lilighter than the water of the Jade Spring. Snow 

water is not always available, and no cold water that seeps out at the foot of a hi11 can 

swpass the Jade Spring in the suburb of the capital. 

In the past, there was a debate between Lu Yu and Liu Bochu [about which water 

was the best in China].640 The latter regarded the "valley-curtain" of the Lu 

Mountain [in Jiangxi] as the best;641 the former took the water [of the Golden 

Mountain] in Yangzi as the best and that of the Hui Mountain as the second. 

Although southemers used to appreciate a trifle as a treasure,642 when comparing the 

weights [of the water], [the water of] the Hui Mountain certainly takes the second 

place to [that of the Golden Hill in] Yangzi. It is c1ear that the ancients did not make 

things up, but it is a pity that not oruy did they not reach the Yixun River north of 

the capital, but theyeven did not reach the capital. Had they been here, theywould 

certain1y have thought the Jade Spring was the best in China. 

In the last few years, the West Lake [in the northwestem suburb of the capital] was 

expanded as the Kunming Lake.643 AlI around the Longevity Hill, there have always 

been sorne famous springs. When tracing these springs to their sources, it appears 

c1ear that the Jade Spring is actuallythe origin of the divine vein and the hub of 

virtuous water.644 It is very light and has a sweet taste. Though l have not been to 

the Lu Mountain yet, l believe the Jade Spring is better than the Golden Hill in 

Yangzi. l therefore name the Jade Spring "The Best Spring of China," and order the 

construction department to build a sublime and brilliant temple to secure the 

benefits of the spring and aIso order to inscribe my record on a stele.645 

640 Lu Yu was acclaimed as the Tea Saint. 
641 The waterfall in the Valley of Kangwang of the Lu Mountain looks like a long curtain. 
642 This is an ironic expression. 
643 For the making of the Lake of Kunming, refer to myannotated translation, "Emperor Qianlong's 
Record of the Lake of Kunming of the Longevity Hill," in appendix 2. 
644 The water of the Jade Spring flowed east into the Lake of Kunming of the Longevity Hill and was 
the major source for all the watercourses of the imperial gardens in the northwestern suburb. 
645 The temple was called Temple of King Dragon. According to an ancient legend, King Dragon 
lives in the East Sea and is the god of water. A temple is usually built for securing benefits of water 
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The Jade Spring, in fact, jumps from and gushes out at the bottom of the hill and 

ripples into a lake.646 The poets [mistakenly] compared the scene to a "hanging 

rainbow" of a high waterfall.647 When 1 wrote a poem for the "eight Jïng of the Yan 

Mountains" not long ago, were 1 not echoing what the poets said?648 This fully 

shows that truth exists in the human world, so does fallacy. Especially when a text 

has been made, the fallacy which it creates cannot be changed easily [by later 

generations]. A spring always brings sorne goods and no i1ls to human beings. Even 

so, it still cannot escape being misjudged. Therefore, a ruler, who brings goods and 

i11s to human beings, might fee1 afraid of being misjudged. This is not sornething to 

be necessarilyafraid of [, because even a perfectly good spring can be misjudged]. 

for human life. Two steles were erected beside the Jade Spring: one for the name inscription of "Jade 
Spring," another for Emperor Qianlong's record. 
646 The lake was called Lake of Jade-Spring. It is located at the southeastem root of the Hill of Jade
Spring. 
647 The jing of the Jade Spring used to be called Hanging Rainbow of Jade Spring. Qianlong was 
mentioning here those poems of the Ming dynasty (See Yu Minzhong et al [Qing dyn.] ed., Rixia 

jiuwen kao, 4 vols. [Beijing: Beijing guji chubanshe, 2001], 1: 123). 
648 The Hanging Rainbow of Jade Spring was one of the "eight Jïng of the Yan Mountains. " Yan is the 
ancient name of the Beijing area. The Yan Mountains means the mountains around Beijing, most of 
which are in the northwestem suburb. The "eightjing of the Yan Mountains" had been known since 
the reign of Emperor Zhangzong of the Jin dynasty. Emperor Qianlong poetized twÏce the "eightjing 
of the Yan Mountains." In the first time, following the Ming poems, he described the jing of Hanging 
Rainbow of Jade Spring as "The rapids fall a thousand zhang onto a hanging rainbow," which 
indicated the existence of a waterfall. But at the second time (1751), he rectified the mistake and 
changed the name of "Hang Rainbow of Jade Spring" to "Jumping and Gushing Jade Spring," which 
was one of the sixteen}ïng of the Garden of Tranquil Brightness (See Yu Minzhong et al [Qing dyn.] 
ed., Rixiajiuwen kao, 4 vols. [Beijing: Beijing guji chubanshe, 2001],1: 117-118). 
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In the seventh month in the autumn of the year of yichou [1745], the expansion of the 

outer city of the Fragrant Hill began.650 Brambles and overgrowing weeds were 

eliminated, and waste tiles and broken stones were taken away. On the remains of 

an old camp palace, buildings and a wall were built.651 Buddhist temples and jade 

palaces interlock and look out over each other.652 At each peak or valley which 

provides beautifullandscape settings and extraordinaryviews was erected a pavilion, 

a gallery, a thatched cottage, a pavilion leaning against a cliff,653 a painted boathouse 

or a humble room. 654 A building can be as small as one bayor as big as several 

bays.655 Certain groups of buildings were clustered. In the third month in the spring 

of the year of bingyin [1746], the garden was made. It is not a completely new 

creation since it depends on its conforming to the landscape.656 

Mygrandfather [Emperor Kangxi] visited extensivelythe scenic spots and ancient 

Buddhist temples in the West Mountain.657 When his mood was high, he would 

chant poe ms to express his intentions. Grass and trees were thus brightened and to 

peaks and valleys were thus added lus ter. In apprehension of overworking the 

retinues of laborers and officiais, he decided to build up several camp palaces beside 

649 The translation is based on the punctuated text, "Yuzhi Jingyiyuan ji," in Yu Minzhong et al (Qing 
dyn.) ed., Rixiajiuwen kao, 4 vols. (Beijing: Beijing guji chubanshe, 1985),3: 1437. The garden is 
located in the Fragrant Hill. 
650 The Fragrant Hill is on the eastem side of the West Mountain range. 
651 The old camp palace was established by Kangxi. Qianlong added an outer wall of over ten li long 
to enclose the Garden of Tranquil Pleasure. 
652 The main Buddhist temples included the Temple of Fragrant Hill, the Temple of Blue douds and 
the Temple of Manifestation, which were respectivelyfounded in the Jin, Yuan and Qing dynasties. 
653 The pavilion leaning against a cliff is a house built up against a cliff and with a single sloped roof. 
654 The painted boat-house is called Green douds, which is one of the twenty-eightjing. Because the 
water in the garden was not deep enough for carrying boats, the Boat-House of Green douds was 
built to imitate the Boat-House of douds and Sailing Moon in the Mountain HamIet for Summer 
Coolness. 
655 The central hall of the Temple of Fragrant Hill has seven bays. The Hall of Diligent 
Administration has five bays. 
656 The original term of "conforming to the landscape" isyin 129. 
657 The jing of the Fragrant Hill was first developed by the emperors, Shizong and Zhangwng, of the 
Jin dynasty. There are over one hundred Buddhist temples in the West Mountain. 
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the Buddhist temples.658 There were no colorful decorations. He went there at dawn 

and retumed after two nights. He was not tired bythe riding trip. Such was aIso the 

situation at Xiuyun, Huanggu and Fragrant Hill, but onlythe Fragrant Hill, the 

closest, was ten li awayfrom the Garden of Round Brightness. 

ln the year of guihai [1743], 1 began to visit the place and felt delighted. Since then, 

whenever 1 can break away from public affairs, 1 will travel there. The happiness 

derived from mountains and waters cannot be forgotten, but my retinues' sweating 

in rain and struggling with wind and dusts should also be appreciated. On the site of 

my grandfather's camp palace, 1 therefore did sorne repairs and constructions, 

making a hall here and a small room there. Simplicity and thrift are cherished and 

the expression of this will takes precedent. Every action and every restraint from 

action derive from self-control and afford an experience of intelligence and 

humanity.659 

The name, Tranquil Pleasure, evolves from Zhouzi's idea and perhaps matches the 

origin of the world.660 The audience hall is called Diligent Administration where 1 go 

dayand night to consult with myofficiaIs for relieving common people's hardship as 

1 do in the Garden of Round Brightness.661 Relaxation yields a sense of happiness. 

[Catering to public affairs in the garden] saves the pains of a long trip and this shows 

my sympathy for setvants. From my hillside residence, 1 can look over the distant 

villages and open fields. People engaged in ploughing, weeding, sending food, 

hatvesting and gleaning wheat come clearly into my view. Apricot blooms and herbs 

by the water can tell the season and help the understanding of agricultural books. 

658 The camp palace of the Fragrant Hill was built in 1677. 
659 Confucius says, "An intelligent man delights in 'Waters; a humane man, in mountains" (See chapter 
six, Lutryu, in Liu Hongzhang et al anno., Lutryu, MengiJ, 51). 
660 Zhouzi is Zhou Dunyi, a philosopher of Neo-Confucianism of the Northern Song dynasty. He 
created the taiji diagram and wrote the books of Taiji tUJhuo and Zhou!?:! tongJhu. His thoughts focus on 
the dialectic relationship between motion and stillness, between yang and yin. In the chapter "Meng 
gen" of ZhouiJ tongJhu, using the metaphor of a clear spring, he expressed preference for tranquility 
that could bring to light the Dao of the world. This relationship between tranquility and a clear spring 
is a direct source for the emperor to name bis gardens in the northwestern suburb (See Zhou Dunyi 
[Song dyn.], Taiji tushuo, Tong shu, Guan wu pian [Shanghai: Shanghai guji chubanshe, 1992],48). 
661 As one of the twenty-eightjing, the Hall of Diligent Administration imitated the one in the Garden 
of Round Brightness. The Hall of Diligent Administration was first established by Kangxi in the West 
Garden and was imitated by Yongzheng in the Garden of Round Brightness. 
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The oddity and singularity of rocky hills and the resplendence and moistness of 

woods and grass are completely natural showing no sign of human labor.662 Now l 

believe that the divine mystery of the creation of the world depends upon a serene 

spectator who obtains his self.663 

There are twenty-eight Jïng in total, each of which is recorded and paired with a 

poem.664 

662 The Fragrant Hill is famous for its red-Ieaf woods in autumn. One of the twenty-eightJïng of the 
garden is the Colorful Autumn Woods. 
663 The original term of "obtain bis self" is zhide, literaIly"self-obtaining." Mencius says: "A 
gentleman gets a deep understanding through Dao and obtains it by bis own endeavor" (See chapter 
"Lilou xia" of Mengi/, in Liu Hongzhang & Qiao Qingju, Lu'!)lu, Meng!?}', 270). The "self-obtaining" is 
therefore a conscious effort to understand the self. 
664 The garden has a double wall. Within the inner wall, there are twenty jing; and between the outer 
and inner walls, eight Jïng. 
END OF APPENDIX-2 FOOTN01ES. 



Appendix 3 Brief Chronology of Chinese Dynasties 

For the Chinese ancient dynasties that play a significant role in Chinese garden 

history, their chronology is given here: 

Western Zhou (llth cen.-771 B.e.) 

Spring and Auturnn (770- 476 B.e.) 

Warring States period (475- 221 B.e.) 

Western Han (206 B.e.- AD. 8) 

Eastern Han (25- 220) 

Southern-Northern Dynasties (317-589) 

Tang (618- 906) 

Five Dynasties (907- 960) 

Northern Song (960- 1127) 

Southern Song (1127-1279) 

Yuan (1279- 1368) 

Ming (1368- 1644) 

Qing (1644-1911): 

Kangxi '*~~ (r. 1662-1722) 

Yongzheng ~1E (r. 1723-1735) 

Qianlong fî:~ (r. 1736-1796) 

Jiaqing ~ Jjç (r. 1796-1820) 

Daoguang i~J't (r. 1821-1850) 

Xianfeng J@t$ (r. 1851-1861) 
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Appendix 4 Chinese T exts 

Text 1 (Shizong xianhuangdi yuzhi) Yuanrningyuan ji 

(t!t* 5t ~ m 1fEP 1tÙ) lQl] !lA lm iê 

Text 2 (Qianlong) Yuanmingyuan houji (~Ui)1Ql] l!Ij lmJ§iê 

Text 3 (Qianlong yuzhi) Changchunyuan tiju youxu 

(~z:\li)*~Im~iiJ1f~ 

Text 4 (Yongzheng) Xingli lun (*.ïE)'t~Hlit 

Text 5 (Qianlong) Yuzhi Xiaoyoutian yuan ji (~z;\li)1fEP1tÙ/J\1f 7Ç lm iê 

Text 6 (Yongzheng) Yongdi shiji Xli (*.ïE)*~~i=if~~ 

Text 7 (Yongzheng) Yuexin ji Xli (*.ïE)mJG'~~ 

Text 8 (Yongzheng) Jingyan jiangyi (*.ïE)~~if!:)z 

Text 9 (Nian Xiyao) Shixue bianyan (1729) (if:$~H.m*:#-g(1729) 

Text 10 (Nian Xiyao Shixue Xli, 1735) (if:$~t.m*~, 1735) 
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Text Il Shengzu renhuangdi yuzhi Changchunyuanji ~tllt:~m1fEP1tù,~~lmiê 

Text 12 (Kangxi) Bishu shanzhuang ji (,*~~)lI:!i wà:iê 

Text 13 Gaozong yuzhi Bishu shanzhuang houxu ~*1fEP1tùll:!i ÙJà:J§ ~ 

Text 14 (Qianlong) Yuzhi Wanquanzhuang ji (~\li)1fEP1tÙ]J 7'Rà:iê 

Text 15 (Qianlong) yuzhi Wanshoushan Kunrninghu ji 

(~z: \li)1fEP 1tÙ]J M w ~!lA WJ iê 

Text 16 (Qianlong) yuzhi Wanshoushan Qingyiyuan ji 

(~z: \li) 1fEP 1tÙ]J M w m~ lm iê 
Text 17 (Qianlong) Yuzhi Yuquanshan tianxia diyi quan ji 

(~z: ~) 1fEP 1tù 3i;}R w 7Ç r ~ -;}R iê 

Text 18 (Qianlong) YuzhiJingyiyuan ji 

(~Z;\li)1fEP1tùlt~ lm iê 
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ILLUSTRATIONS 

Frontispiece- Excetpt of the calligraphyof Emperor Yongzheng's "Record of the 

Garden of Round Brightness" (Qing dynas1:J? 

Fig. 1 General plan of the Garden of Round Brightness compound (He Chongyi 

and Zeng Zhaofen, 1979) 

Fig. 2 Watercourse plan of the Garden of Round Brightness compound (author, 

2002) 

Fig. 3 "Three Hi1ls and Five Gardens" in the northwestern suburb of Beijing (Zhou 

Weiquan, 2002) 
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Fig. 5 Painting of the firstjïng, Uprightness and Brightness (Tang Dai & Shen Yuan, 

1744) 

Fig. 6 Painting of the third jïng, Peace for Ail China (Tang Dai & Shen Yuan, 1744) 
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Yuan, 1744) 
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1744) 
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Shen Yuan, 1744) 
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Shen Yuan, 1744) 
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Fig. 13 Site plan of the Hannony, Wonder and Delight (Model Lei, Qing dynas1:J? 
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Buildings garden (Model Lei, Qing dynas1:J? 
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Lake (Model Lei, Qing dynas1:J? 
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Fig. 18 Plan of the Hall of the Peaceful Sea (Model Lei, Qing dynasty) 
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Fig. 20 Plan of the View of the Distant Sea pavilion (Model Lei, Qing dynasty) 
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Method throne (Model Lei, Qing dynast)9 
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(Yi Lantai, 1786) 
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Lantai, 1786) 
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Fig. 44 Photo of the gate of the labyrinth (Ernst Ohlmer, 1873) 
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Fig. 50 The bagua diagram of King Wen of Zhou dynasty 
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Fig. 54 A "transformed scripture" fresco on the northern wall in the 360th grotto of 
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Fig. 56 Plum Blossom by Moonlight (Ma Yuan, Southem Song dynast}1 
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Fig. 58 Emperor Qianlong's full-face portrait on a luckydayof the eighth moon of 

the first year of rus reign (Giuseppe Castiglione [Lang Shining], Freer Galler0 

Fig. 59 Portrait of Emperor Yongzheng and his son Prince Hongli Oater Emperor 
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Fig. 62 Jean Dubreuil's (S. J.) illusionaryperspective in his La perspective pratique 
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