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ABSTRACT

The artificial mountain in traditional Chinese gardens as a kind

of topographical landscape features has not been deeply and
constructively studied in contemporary landscape theories. This
paper analyzes the typical artificial mountain making in traditional
Chinese gardens from the perspective of topography, and discusses
about the landscaping concepts in three aspects—form, space,
and time—according to the understanding of the characteristics

of topography in architecture and landscape culture proposed by
David Leatherbarrow. For the making of form, the dynamism of
both mountain and water is the key consideration. For the spatial
experience, it should focus on the arrangement of mountain “realm”
in both stillness and motion states. Time management is also

1 Introduction

Topography has always received fundamental attention in
landscape architecture, as landform has great significance in the
landscape because of its direct association with so many other
elements and aspects of the outdoor environment'; sometimes
topography not only composes of landscaping, but also defines it'?,

»[ which is

and even “to create works of art by molding landform
a particularly prominent phenomenon. In contemporary research,
many landscape works with distinctive artistic characteristics have
been gradually recognized as a positive design element™, such as
environmental sculpture' and landscape art™ in western landscape
architecture that have received much attention. However, due to
the comprehensiveness of topographical landscaping, the current
research has not yet specially integrated with or discussed about
the knowledge of landform design', and an in-depth understanding
of related theories requires promoting interdisciplinary effort and
establishing a new broadened perspective™. The artificial mountain
making in traditional Chinese gardens is also a significant content
of such kind of topographical landscaping art.

The artificial mountain making has a long history since the Qin
and Han Dynasties (221 BCE-220 CE) of China, and has developed
a highly skilled achievement with the cultural connotation of
“mountains and rivers.” It is honored as “a unique art of China”?";
and even in modern times, it still has a strong folk vitality and

important, and both the scenery itself and the experience of visitors
should pay attention to the vitality of the mountain and water

over time. This paper will help us understand the topographical
landscaping art of artificial mountain better, contributing to the
theory and practice development of Landscape Architecture in
contemporary China.

EDITED BY Tina TIAN

continues to be built in large quantities. Although there have
been many achievements in the research on artificial mountain

61~8] it has not

making from the perspective of craftsmanship
yet been deeply and constructively discussed in the theoretical
view of landscape topography. At present, there have been some
studies on topographical landscaping of traditional Chinese
gardens'”"”, but they mainly learn garden as a whole. The analysis
for the topography of artificial mountain making is still relatively
immature and lacks an effective connection with existing landscape
topography theories, making it provide little guideline and
assistance to China’s contemporary landscape theory and practice.
Generally speaking, on the one hand, it can be seen that artificial
mountain making, as a distinctive and active method of landscaping,
has been limitedly cognized in contemporary landscape theory. It
reveals that the discourse of contemporary landscaping theory in
China is still mainly adopting western theories, and China’s own
landscaping traditions have yet to be well incorporated. On the
other hand, most studies on Chinese garden mountain making
are still confined in the own traditional discourses and lack the
intimate connection with modern landscape theories, and it thus is
still difficult to demonstrate its distinctive value in contemporary
Landscape Architecture.

This paper attempts to dissect the typical method of artificial
mountain making in traditional Chinese gardens from the
perspective of topography. Historically there are various methods
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of artificial mountain making, such as the huge mountain made
mainly with earth in the Han Dynasty (202 BCE-220 CE), the
miniature artificial mountain made of stone which was popular

in the Tang Dynasty (618-907), and the combined use of earth
and stone to represent a mountain corner started in the Ming

and Qing Dynasties (1368-1912)."Y Since it is difficult to fully
discuss about such above in one paper, here it mainly focuses

on the most recognized method of artificial mountain making
that creates the most remarkable artistic effect in practice—for

a site of limited space and ordinary conditions, this method is

to mimic a real mountainous effect with stones. This follows the
artistic characteristics originally developed by Nanyuan Zhang
(1587-1666), a master of garden making in the late Ming and early
Qing dynasties'"”. Among the contemporary craftsmen, Hui Fang
is the representative, who is proficient in practice and made a
certain theoretical summary,”! whose understanding of the typical
characteristics of traditional artificial mountain making offers a
basis for the further discussion in this paper. This kind of artificial
mountain making that pursues the effect of a real mountain has
its unique comprehensiveness, not only in the created mountain
body itself, but also in the combination of “mountain and river,”

as well as related plants and buildings, which are also important
components in the discussion here.

Contemporary architectural theorist David Leatherbarrow, in
his Topographical Stories: Studies in Landscape and Architecture,
proposed three characteristics of topography in architecture
and landscape culture, namely materiality, spatiality, and
temporality."* Upon this theoretical structure, this paper
discusses about the topographical making of artificial mountain
in three aspects: form®, space, and time. It not only recognizes
the “dynamism” of its material form, but also pays attention to the
“realm” of its spatial experience and understands the “vitality” of
its temporal presentation; it not only examines the topographical
manifestation of artificial mountain making, but also interprets
the guiding ideology, principles, and implementation methods.
Therefore, in the topographical discourse of contemporary
landscape theory, this paper attempts to offer a deeper
understanding of the landscaping art of artificial mountain making
and inspirations for contemporary landscape practice, and makes
contributions to the disciplinary development of China’s Landscape
Architecture.

D As far as the artificial mountain making is concerned, the materiality is mainly
reflected in the form of the scenery that people can perceive.
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2 Form: Scenery Making of Artificial Mountain

In terms of material form, artificial mountain, through
topographical landscaping, basically is to form natural landscape
scenes, as what Craft of Gardens: The Classic Chinese Text on
Garden Design (Craft of Gardens hereafter) described “though man-
made, they look like something naturally created”™*. However, for
ordinary gardens with limited materials and space, it is impossible
to directly create a real mountain; creating a miniature mountain
scene is also not feasible, because it hardly meets visitors’ needs
to enter and enjoy the mountain in the garden. Therefore, the
artificial mountain in ordinary gardens must be an artistic
creation that forms excellent natural mountain scenes, and some
traditional Chinese aesthetic principles have been well followed.
The most important concept of the principles is “Shi” (“4,” meaning
dynamism and propensity) that presents the appreciable effect of
inner vitality. This key concept in traditional Chinese aesthetics is
obviously reflected in traditional Chinese arts such as calligraphy
and painting'®, as well as artificial mountain making. Artificial
mountain manifests an integrated landscape of “mountains and
rivers”—the mountain body itself and the water in the mountain,
both of which have their own “dynamism.” Here, the parsing of
the topographical landscaping of mountain and water, i.e. the
choreography of the height and the lowness of topographical
features, is carried out.

2.1 Topographical Forming of Mountain

The formation of an apparent topographical scene of “mountains”
is the main content of artificial mountain making. Within a
relatively large space, it may be possible to shape mainly with
earth. While, for the sites with a limited area, most of outstanding
topographical scenes were created mainly by stones, as “rocks piled
up high” described in Craft of Gardens."* From the perspective of
topography, artificial mountain making mainly seeks its dynamism
vertically and horizontally. Principles of the traditional Chinese
landscape painting have often been adopted in garden making,
especially the viewing ways of “three distances”—"“high distance,’

“deep distance,” and “level distance”"®

, roughly corresponding to
looking up, looking beyond, and looking down. Usually, the space of
ordinary gardens used for the artificial mountain making is limited,
making visitors can hardly feel the level distance when looking
down; but in terms of the views of looking up and beyond, one can
seek for height and depth.

Vertically, the artificial mountain pursues “growing dynamism”

to achieve a sense of majestic height like a real mountain. Natural



mountains often exhibit an inner vitality that seems to grow higher
and higher. The artificial mountain simulates the dynamism of
growth, giving visitors a feeling of a mountain rising upward, which
is mainly in shape of a towering and upright mountain (Fig. 1). In
terms of formal effect, if there is a need for a distant view, it can
create a beautiful peak; however, for smaller gardens where visitors
would barely see the complete mountain peak in a close proximity
to the scenery, the upper mountain such as steep and towering
overhanging rocks and cliffs can be created: the top of the rocks

is overhanging, emphasizing the dynamism and tendency of top-
heavy, which would block one’s view of looking-up and cause an
illusion that there is a higher mountain body behind, just like Yu
Li's words that “the top [view] would not end as the propensity of a
great cliff appeals.”!"” Although the actual height of the cliff and the
quantity of stones used does not need to be great, it can generate a
sense of infinity in height, and express the sublime of the mountain.
While pursuing the towering dynamism of the upper part, it should
also pay attention to the harmony between the peak and the lower
part of the cliff, including the overall relationship of the lower

part, the higher part, and the middle part that connects them with
“natural veins.”

Horizontally, the artificial mountain pursues “extensive
dynamism” to express a deep sense of real mountain. Excellent
artificial mountains, though made within a limited size, are either
isolated or thin, but rather deep and extensive. It is not simply to
create a mountain scene or an image of “the mountain in the garden,”
but rather a feeling of being in the mountain—or even mountains—
and an experience of visiting “the garden in the mountain.” This
requires a sense of extension of the veins of mountains across the

— © Wanying Zha
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whole garden, seemingly the mountain stretches into the garden
from the outside, for which it is important to build mountains
adjacent to the garden boundary. For example, in history, Zhang
blocked the view of the rear part of the artificial mountain, “level
hillocks and gentle slopes, mounds and hummocks can be [...]
outlined with low walls and enclosed within thick bamboo [...] so
that it seems as though amazing peaks and precipitous cliffs are
piled up beyond the wall,” creating the illusion that the mountain is
extending from the outside “that it seems as though one is dwelling
at the foot of a great mountain.”"® The artificial mountains of
Jinggingzhai in Beijing and Huanxiu Shanzhuang in Suzhou also
used this method."” As the imaginary “great mountain” comes

into the garden, its veins can extend into more distant parts in the
garden, fostering an inexhaustible propensity (Fig. 2). For the veins’
dynamism, Zhang described them as “the impetus of their rocky
veins, falling and rising, protruding and erupting.”"® Congzhou
Chen also pointed out that the method of artificial mountain making

"2 5 that one can

is inseparable from “momentum and veins,
perceive the endless continuity of mountains. The layout of artificial
mountains in the garden, similar to Chinese landscape paintings,
differentiates the primary mountain from the others. Some studies
have discussed about the respective forms and characteristics of the
“main mountain” and “accompanying mountain” in topographical
landscaping.”" In the formation of the “extensive dynamism” of the
overall layout, the creation of specific scenes also strengthens the
sense of depth of the mountain with layered rocks and grottoes.”
In addition, the extension of “mountain foot” is also an important
aspect. For example, common rocky scenes can be created all over

the garden to enhance the effect of “garden in the mountain,” and “if

1. The growing dynamism of the artificial mountain at Flower
Harbor Garden, Shanghai. The red dotted lines represent the
internal rising dynamism by piling up stones.

2. The extensive dynamism of the artificial mountain in
Puyuan Gardem, Kunshan. The red dotted lines represent
the internal continuity created through the outline and
topography of the rockery.
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these are arranged sparsely enough they can achieve a good effect,”
summarized in Craft of Gardens.™"!

In practice, the height and the depth of the artificial mountain
should be considered comprehensively, where the site and its
existing topographical conditions must be primarily respected.
This is repeatedly emphasized in Craft of Gardens— “you should
follow the natural lie of the land to obtain interesting views”; “if it
is high and square you should make use of pavilions and terraces”;
“if it is low and concave you can dig out pools and ponds”; “high
mounds can be further heightened and low-lying places should
be dug deeper still."!* That is to say, if the elevation of the terrain
varies, the main body of the artificial mountain can be arranged
on the higher side, while the remaining veins and waterscapes
can be set at the lower places. In the making of “garden in the
mountain,” the appropriate location and orientation of the imaged
“great mountain” beyond the boundary of the garden need to be
wisely considered through the design of the relationship with the
main body of the mountain, and the overall artificial mountain
is arranged and shaped following its dynamism. Therefore, the
vertical height and horizontal depth of the mountain landscape can
be defined by its “growing dynamism” and “extensive dynamism,”
laying the fundamental effect of the topographical landscaping.

2.2 Topographical Transforming of Water
Just as there are many waterscapes in real mountains, the

construction of artificial mountain also involves water management.

For “the water in the mountain,” which is different from those
isolated waterscapes, the shape of water of the artificial mountain is
formed by stones, so the mountain and the water together form the
landscape scenery. In the chapter of Raising Mountains in Craft of
Gardens, there are many descriptions about water management.'*
Contemporary researchers pointed out one important reason why
Water Management is included as part of the chapter of Raising
Mountains in Craft of Gardens is that the relationship between
mountain and water is complementary and the form of water is
shaped by the form of stones.””” The waterscape both comes from
and contributes to the artificial mountain. On the one hand, it helps

[24] on

form vivid landscape scenes of lively mountain with water,
the other hand, it also demonstrates dynamism. Similar to the two
dimensions in the mountain making, the dynamism of the water
also should be managed vertically and horizontally, both assisting
and strengthening the dynamism of the mountain.

In the vertical direction, artificial mountain waterscapes can
make use of the height difference to create water movement from

high to low. Moving water is vivid, active, and full of vitality
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3. The waterfall at
Flower Harbor
Garden, Shanghai.

w © Shixian Shen

and often in forms of water flows, terraced water, waterfalls,
etc., which together with stacked stones form a rich mountain
scenery and enhance the image of natural mountains, and also
increases the growing dynamism of the mountain. The landscape
effect of waterfalls is the strongest, which have been frequently
used in artificial mountains in history, such as Genyue (Northeast
Mountain) in Kaifeng built in the Northern Song Dynasty; Tu’ershan
(Rabbit Mountain) of Xiyuan (West Garden) in Beijing built in the
Yuan Dynasty; Xu Tingguan’s Garden in Suzhou built in the Ming
Dynasty; and Shizilin (Lion Forest) in Suzhou built in the early 20th
century. However, the construction of these waterfalls requires the
installation of water tank on the top of the artificial mountain, which
is maintained through frequent and costly manual pumping. Craft
of Gardens also records the collection of rainwater from the eaves
to form a mountain waterfall"*—which can be discerned in relics

of Huanxiu Shanzhuang in Suzhou™

—but the waterfall can only be
formed in rainy days. Aided with modern technology, it is easier to
create the scene of waterfalls and the forms vary depending on the
way stones are used. For example, the artificial mountain waterfalls
at Flower Harbor Garden in Shanghai were created multiple

levels of forms that echoes each other (Fig. 3).”" Whether it is a
spectacular high waterfall, a staggered cascade of rhythmic falls, or
a low and soothing stream, these lively waterscapes with varying
heights add the vitality of the mountain landscape. At the same
time, the downward flow of these water bodies also sets off the
upward trend of the mountain, and the water at the bottom of the
mountain that eventually converges and creates the contrast with
the height of the mountain and the depth of the water.”’”’ Dunzhen
Liu mentioned that the artificial mountain in Huanxiu Shanzhuang



formed narrow and long pools to surround the foot of the mountain
or wanders into the “valley” to set off the steepness and depth of
the mountain, making the mountain and water complement each
other.” An effect of “dig[ging] out a watercourse at the bottom,”
according to Craft of Gardens, can also bring.!"*

In the horizontal direction, diverse artificial mountain
waterscapes are linked, creating a flowing connection and
contributing to the extensive dynamism of the mountain. In
the theory of landscape painting, water is called “the blood of

mountains”?

, referring to both the vitality of life and the intimacy
of mountain and water. In the garden, the water flow connects
scattered mountain scenes and strengthens the image of real
mountains. As Chen said, a garden would be alive with the mountain
veins and the water sources connected.” In Craft of Gardens, the
emphasis of “source” as that “you should [...] find out where the

»[14
water comes from or flows to”™*

is also consistent with the concept
of dynamism in artificial mountain making. The flowing water

can make visitors feel that it comes from the depths of the “great
mountain” which is imagined as an extension from the outside. For
example, reasonably, a high waterfall would bring about a feeling

of there is a big mountain behind it. Another example is a design of
a cave where the water enters and seems endless would enhance
the feeling of depth of the mountain (Fig. 4). Thus, the connected
waterscapes and the extended mountains together render the deep
and infinite sense of the landscaping as a whole. By coordinating
stones and water, various waterscape forms can be introduced, such
as pools, streams, valleys, and beaches, and waterways can be high
or low, open or narrow, straight or curving, converging or diverging.
In the meantime, water management can in turn further highlight
the dynamism, mass, and depth of the mountain, consistent with

4. The cave in the artificial mountain of Puyuan Garden, Kunshan.

& © Kai Gu

the painting principle of connecting mountains according to water
paths and defining waterways according to mountain shapes.””
The creation of waterscapes needs to holistically consider the
growing dynamism and the extensive dynamism with the artificial
mountain. For example, on Hui Fang’s work, Shixian Shen holds
that ponds, cascading waterfalls, and streams are integrated to
form a whole water system, from the undercurrent of the high
water outlet to the cascading waterfall thundering down, the fall
of the midstream, and then to the whispering in the shallows,
and finally converging into the pond; the lingering sound of all
the waterscapes is like an amazing piece of music composed with
prelude, climax, interlude, and end, inspiring people's reverie.”” |
also took the artificial mountain making in Pu Garden in Kunshan
as an example to review its waterscape making, which connects
and integrates the three key mountain scenes in relatively near,
medium, and far distances. From the far to the near, the dynamism
starts from an open water surface with a small waterfall dropping
into a mini pool; then the water floods into a lively and cheerful
shallow stream under the peak of the medium mountain scene,
and finally flows into the main pool in front of the near scene. The
water surface returns to calm, and enters a cave at the focal of the
close-up scene, as if entering the belly of the main mountain and
extending infinitely. Thus, the water runs through the whole garden,
combining the use of rocks, plants, bridges, etc., with its wide or
narrow alternate, the dynamic and the static intertwined, not only
creating rich natural sceneries but also presenting an ingenious

artistic rhythm."

3 Space: Experience Making of Artificial Mountain

For the topographical landscaping of artificial mountain that
mimics real mountains, it is not only about the visual appearance,
but also about visitors’ experience of the landscape space. The
concept of “space” commonly used in contemporary architecture
and landscape disciplines is meaningful for gardens only when it is
combined with human perception. The “realm” (3%) in the traditional
Chinese aesthetic concept is a better expression: realm is a multi-
sensory, immersive perception of complex and overall atmosphere;
in the experience of realm, better landscape effects can also be
realized, which is called “scenery from the realm.”® The creation of
an excellent artificial mountain realm is to fully form the experience
of “the garden in the mountain.” Chen’s division of “viewing in
stillness vs. in motion” as “the first consideration in the design of a

»[24]

garden”“" is also applicable to the experience making of artificial

mountain. Thus, in this paper the realm of artificial mountain is

LANDSCAPE ARCHITECTURE FRONTIERS / PAPERS



understood from two perspectives of spatial experiences: viewing
in stillness and viewing in motion.

3.1 Topographical Making of Experience in Stillness

The garden experience in relatively static state of the body was
the most common viewing way in ancient Chinese garden literature,
such as “sitting quietly and watching in the wonders” that presents
a “mind-comforting” appreciation. As far as viewing in stillness is
concerned, the focus of mountain experience is on the places with
strong effects, especially two opposite spatial types: “openness” and
“secludedness” summarized by Zongyuan Liu in Tang Dynasty,"*
which is confirmed by Craft of Gardens that describes as the “gaze
into the distance” and “effect of deepness”*.

The space of “secludedness” in the artificial mountain has
a strong inward atmosphere. Due to the limited visual range,
appreciation is more about mobilizing a variety of senses for
perception, which also helps generate rich introspection and
emotions. For artificial mountain making, it is necessary to arrange
the mountain to create a “embracing dynamism” that is like being
in a real mountain and has a strong sense of immersion. Within
the limited garden space, such place is often the most important
viewing point, facing the main mountain scenery with growing
dynamism. At the same time, at other locations around the viewing
point, it is also necessary to arrange certain mountain scenery that
echoes the main mountain to form a sense of envelopment.”” For
example, in the Wenquan Pavilion area of Huanxiu Shanzhuang, a
sense of being surrounded is formed by the main mountain and
its valleys in the southeast and the auxiliary mountains in the
northwest. Another example is the artificial mountain of Haiyan
Qiyuan Garden in Jiaxing, a secluded area of pond and isle was
created (Fig. 5). The embracing dynamism can also be enhanced

o1 © Kai Gu
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through terrain transformation. By sinking the main viewing
point and lowering the viewpoint, one’s sight is confined by the
boundaries of the site, submerging in a sense of elevation, which
contributes to the sense of immersion. For example, the sinking
of the main viewing point of Puyuan Garden in Kunshan makes
the surrounding mountain scenery not massive in size but still

[30

have a strong sense of introversion.*” For the realm with a more

secluded effect, “habitable” caves can especially produce a “quiet”
experience.””

For gardens having limited space, it is appropriate to create a
realm of “secludedness.” However, if there are settings for distant
perspectives, such as a good view outside the garden and adjacent
to a large area of water, it can also create a special experience
of “openness” dominated by visual pleasure. Such places offer
a combination of various distant and near scenes, and one’s
association and emotions can be aroused. Craft of Gardens refers to

1 which is an

the pursuit of a distant outlook on the mountain top,
important aesthetic effect in artificial mountain making. On the top
of an artificial mountain as the viewing point, pavilions or platforms
are usually constructed. “Pavilions perching on the top of the

mountain”®*

is commonly built in gardens not only to offer a distant
view but also to shelter from sun and rain, in addition to enrich the
mountain scenery (Fig. 6). Platforms, with the view unobstructed,
are also widely used, and their flat surfaces are suitable for sitting
and lying. They can be set either at a higher place on the mountain
or at a lower place near the water to enjoy the waterscape, and

sometimes they can also be replaced with large flat stones.

3.2 Topographical Making of Experience in Motion
The mountain landscape in small gardens is often appreciated
in meditation, such as Chen’s assertion that “small gardens should

5. The secluded pool
of Haiyan Qiyuan
Garden in Jiaxing

6. The Wangjiang
Pavilion on the
artificial mountain
of Yuyuan Garden in
Shanghai

o~ © Kai Gu



focus on viewing in stillness” and “the courtyard is dedicated to
quiet appreciation.”*” However, if possible, it is important to set up
sightseeing tours to better enrich the experience in the mountain.
The aforementioned openness and secludedness are still the
foundation for creating a comprehensive spatial sense of realm,

and they can be further integrated into viewing effects in motion.
For the spatial tour of artificial mountain, there have been two
significant construction approaches methods used in history: one is
the Jiangnan rockery commonly built in the late 16th century, often
presenting complex mountain paths with twists and turns, and
obtaining diverse and interesting experiences through sophisticated
and novel creation of “artfulness”; the other, represented by Zhang's
work in the 17th century, puts its emphasis more on the peaceful
roaming experience with the landscape painting idea of “ancient
insipidness and naturalness.””* Both approaches have been used

in outstanding artificial mountain work, and both have profoundly
influenced later constructions till today.

The pursuit of a relatively gentle, leisurely, and enjoyable
mountain realm is represented by the Jichang Garden rebuilt by
Zhang’s nephew, Shi Zhang. The gully made of yellow stone (known
as “Gully of Eight Tones” since the 20th century) is more than 30
meters long and featured with slight twists and turns, as well as
the openness and secludedness. One would be surrounded by the
visual pleasure of the gully and dense forests and immersed with
the melodious sound of the gurgling water, coupled with the cool by
the wind, the tough sensation of the rocks. As the body turns and
moves, one can quite enjoy the charm of mountains and valleys, and
obtain a rich experience of “wandering in the midst of thousands
of mountains.” However, the paths are less dramatically changed,
allowing visitors to enjoy a leisurely experience (Fig. 7). Such a
creation of easy walking and strong mountainous realm is exactly

7. The Gully of Eight
Tones in Jichang
Garden of Wux

8. Huanxiu
Shanzhuang in
Suzhou

what Nanyuan Zhang advocated that an excellent realm making
would let “one has all the beauty of woods and springs without the
effort of mountaineering.”"®

What has had a greater impact on the construction of rockeries
over the later generations is to show the rich changes in the space
and scenery along the complex and diverse paths of artificial
mountain. In Craft of Gardens, it is said that “you may set stepping-
stones in the water or build a flying bridge accoss from the
mountain side”"*. During the sightseeing, the ups and downs and
the moves and stops brings about various visual scenes and abrupt
changes in space, forming rich or even strong focal interests, which
can be clearly seen in many large-size artificial mountains built in
the late Ming Dynasty represented by Yanshan Garden in Taicang.”*”

In contrast to the complicated rockeries in the late 16th century
that pursued the sensory interest of “artfulness” instead of the
effect of real mountains, Nanyuan Zhang’s artificial mountain
making in the 17th pursued a realm of “naturalness.” However,
some excellent artificial mountain works of the Qing Dynasty, such
as those in Huanxiu Shanzhuang in Suzhou (Fig. 8) and Jingxinzhai
in Beijing, combined the advantages of these two approaches, not
only including diverse landscapes and spatial sensations such as
waters, rocks, caves, valleys, peaks, and slopes, but also having a
distinct effect on mountains; in other words, they have achieved
the realm of the real mountain together with the construction of
complex paths in the artificial mountain making."”

For large-size artificial mountains, covered walkways can also
be built as a connection between pavilions on the mountain and
buildings below or along the water. In Craft of Gardens, Cheng Ji
summarized the flexibility of covered walkway as “it may ascend
half way up a mountain or go right down to the water’s edge,
following the rise and fall, the twisting and turning of the ground,

~ © Kai Gu
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stopping and starting, curving and bending in a natural way. No
garden should lack this particular feature.” And “winding walkways
bend like the letter S, curving with the form of the ground and
bending with the lie of the land. They may curl round the middle
of a hill or run down to the water’s edge, pass among flowers or
cross a moat, endlessly twisting and turning.” He has the “Seal
Cloud Walkway” constructed on the artificial mountain of Wuyuan
Garden in Yizheng."* In terms of form, such construction should
focus on the enhancement of mountain dynamism, rather than
disproportionately “oppressing” or splitting the mountain effect;
due to such a concern, Ji only suggested to place the covered
walkways on hillside rather than on the top of the mountain. In
addition, the setting of mountain tours also involves temporal
considerations, which is to be discussed below.

4 Time: Vitality Making of Artificial Mountain

Regarding the temporal characteristics of landscape topography,
Leatherbarrow pointed out two important aspects: one is that
“seen over time the materials of the landscape continually renew
themselves,” and the other is that “time is also the medium of
one’s experience of the landscape.”™ The following provides an
understanding of the topography of artificial mountain in these two
aspects, and unifies both in the making of vitality.

4.1 Making of Sceneries Changing With Time

As for the material composition of landscape topography, the
artificial mountains purely made of stone, seemly pursuing the
eternal existence of the mountain, give visitors’ a feeling of long-
term stability that will not change over time. But in fact, a good
artificial mountain is not only the representation of the mountain
body itself, but also the realm of the real mountain landscape—
in addition to the mountain body composed of stones and earth, it
also contains waterscapes, plants, and even various structures, so
it shows multiple temporal characteristics, which also becomes
the content that artificial mountain making needs to be paid
attention to.

Like other scenes, the temporal characteristics of artificial
mountain scenery are primarily presented as traces accumulated
over time, and even some decay. These forms often make visitors
feel the existence of the power of time, and produce special
aesthetic emotions, which are true at all times and in all over the
world—Austrian art historian Alois Riegl called it “age-value.”** In
China, this kind of time traces are valuable because they can often
make visitors reminiscent about the nostalgia of the past. When

VOLUME 11 /ISSUE 4 / AUGUST 2023

discussing about Zhuozheng Garden in Suzhou in his Records of
Jiangnan Garden, Jun Tong mentioned that “all those who talk
about gardens of ‘antiquity’ are talking about Zhuozheng Garden.
Today, although the houses and pavilions have been declined,

the mountains and pools have aroused elegant delights,”” which
reflects a deep appreciation of the imprints of time in the garden.
The timeliness that can reflect the beauty of naturalness is also
often embodied in garden elements such as ruins, mosses, ancient
trees or even dead wood, creating a “realm of antiquity” Among
them, as to the pursuit of the “withered beauty,” Liangzhi Zhu
pointed out that this aesthetics comes from Zen Buddhism, both in
China and Japan, but differing from the Japanese “seeing stillness
in dryness,” the Chinese style values “seeing life (vitality) in
dryness.””” In the construction of artificial mountain topography,
in addition to paying attention to the preservation of ruins and
ancient trees, we also should to pay attention to the shaping of the
shade and depth of the artificial mountain, especially the aesthetic
perception accumulated over time by the growth of moss.

As far as the specific contents of mountain scenery is
concerned, what best reflects the timeliness lies in the sense of
vitality brought by vegetation, which are the most important life
forms in gardens. An artificial mountain lacking plants is lifeless
and barren, which normally is not accepted in Chinese gardens.
In the traditional Chinese aesthetics, the consciousness of
vitality is the fundamental pursuit of all arts; mountains and
rivers have their own sense of life, especially embodied in landscape
gardens.” In the famous painting theory work Lofty Ambition in
Forests and Streams of the Song Dynasty, the saying “mountains
use water as their blood, vegetation as their hair, and mists

”[281 can also be well used for

and clouds as their expressions
interpreting garden mountains: the mountain itself has a sense

of life, as its growing dynamism; the water further brings vitality
to the mountain, as the aforementioned lively waterscapes and
features; and, the best embodiment of the sense of life over time of
the artificial mountain lies in the use of plants.

The temporality of plants in the artificial mountains making
manifests in two aspects. On the one hand, the flowers and trees
grow with time, bringing about scenery changes. The growth
of plants shows rich vitality and interests in all stages of life—
seedlings and early growth, flowering and fruiting, flourishing
and withering. Especially for woody plants, since the continuous
growth brings about changes in the shape of the trees, it is
necessary to carefully decide the planting location by presetting
the growth scenes for years after the construction of the artificial
mountain, including how the shade forms and changes, and



how the tree assists the mountain dynamism and completes the
mountain shape. For example, on the artificial mountain in Huanxiu
Shanzhuang, the shade formed by the large canopy of Celtis
sinensis increases the mountain realm effect, and Lagerstroemia
indica assists the extensive dynamism of the mountain. Some
commentators have pointed out that it “needs the process of
‘waiting, which is formed with the integration between natural
beings.”®” On the other hand, the creation of changing temporal
scenes of flowers and trees lies in the rhythm of life cycles, showing
the spirit of endless life. A manifestation is the annual changes

of many herbaceous and deciduous plants, from which one can
clearly feel the cycle of life. What is more commonly perceived is
the seasonal changes. Since the Song Dynasty, people have paid
special attention to the seasonal rhythm of the mountain landscape,
as stated in Lofty Ambition in Forests and Streams that “in spring
the mountains are as bright as a smile, in summer the mountains
are as verdant as a jewel, in autumn the mountains are as clear

as a beauty’s face, and in winter the mountains are as bleak as
drowsiness.”*® And Craft of Gardens also emphasizes to “contain the
changing brilliance of the four seasons.”"* For artificial mountains
in gardens, visitors’ appreciation often comes from the colorful
flowers in spring, the lush greenery in summer, the golden leaves

in autumn, and the red plum blossoms with snow in winter, like a
song of rhythm of life. Therefore, in the topographical landscaping
of artificial mountains, attention should be paid to the plant design
both vertically and horizontally, which not only support the lasting
vitality of evergreen trees, but also has seasonal changes, so as to
fully celebrate the vivacity of the whole mountain scenery.

In addition, some gardens created so-called “four seasons
rockery.” For example, in Geyuan Garden in Yangzhou, a variety of
stone features were used to symbolize the simultaneous existence
of “four seasons” in the garden. But this symbolic method of
“freezing” time has not yet been included in the mainstream of
Chinese garden culture.

4.2 Making of Experience Unfolding Time

In addition to the temporality displayed by the scenery itself, the
visitors’ experience is another important presentation of time. As
for the experience in the artificial mountain, here we focus on the
in-depth discussion from the perspective of time, and understand
it in the aspects of “viewing in stillness” and “viewing in motion” as
Chen proposed.

For viewing in stillness, the timeliness of the garden and
mountain scenery is especially presented in the contrast of the
visitors’ stillness (such as sitting quietly) with dynamic scenes

(such as waterfalls, flowing streams, mountain ponds with fish
swimming, and mountain flowers swaying), insubstantial sceneries
(such as shadows moving, fragrance floating, sound of wind rising
and stopping), as well as the scenes of changing weather (such

as sunny morning, cloudy afternoon, rainy and foggy days). All
these bring about the aesthetic experience of the passing of time,
which is exactly what Chen called “the interweaving of stillness
and movement, forming its delighting charm” during “observing
motion through stillness.”** Stanislaus Fung also pointed out that
this kind of deep understanding obtained from moving water and
insubstantial scenery in “viewing in stillness” is of great concern

to Chinese traditional aesthetics.*” It can be seen that this kind

of time experience is an important purpose, and the dynamic and
insubstantial scenes should be well considered in the topographical
making of the artificial mountain.

For viewing in motion, visitors gradually unfold the experience
in the process of appreciating the artificial mountain; the
aforementioned spatial experience of the artificial mountain
is actually the combined effect of space and time. As stated in
the article “The Cosmological Setting of Chinese Gardens” by
American philosophers David L. Hall and Roger T. Ames, there
is “inseparability” of time and space in Chinese tradition'*"; Zhu
further pointed out that in the consciousness of the integration of
time and space, Chinese culture attaches more importance to time
and emphasizes that time dominates space as putting space into
the changing flow of life.”® Through the presentation of the concept
of “flowing view” in Chinese gardens, Chunyan Zhang believed
that this way of viewing has obvious subjective feelings and the
sense of time, which is specifically reflected during the process of
sightseeing that connects the originally isolated static spaces and
makes them penetrate each other, creating a sense of flow—exactly
a sense of time brought by the “flowing view.”"*”! This is also true in
the artificial mountain making. Through the arrangement of paths,
buildings, and scenes, along with the body of stopping or moving,
slow or fast, in the unfolding of time as cadence and rhythm,
visitors obtain the sense of space up or down, high or low, curved
or straight, open or secluded, as well as psychological tension or
relief, expectation or pleasure, excitement or relaxation, so as to
gain the full artistic enjoyment of the artificial mountain. And such
dynamic temporality, like rich spatiality, is also the content of the
creation, just as Hall and Ames pointed out, “space and time in a
Chinese garden [...] may be selected, constructed, and arranged as

"1 and thus become

is every other element comprising the garden
an important part of the topographical landscaping of artificial

mountain.
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Both viewings in stillness and in motion are often combined,
from which one can fully feel the charm of garden realm in the
passing of time, and also arouse the feeling of time and space that
transcend reality and objectivity. In terms of space, as mentioned
above that it pursues a grand realm beyond the limitations of the
site and creates a sense of extension of the mountains inside and
outside the garden; while in terms of time, it often produces a
fleeting experience that transcends the reality, such as a trance
as the saying of “one day in the mountain, a thousand years in the
world.” In Craft of Gardens, there is a phrase of “endlessly twisting

"1*l_here “endless” is not only about the spatial effect,

and turning
but also about the perception of time. It is in the realm of the
mountain and water in the garden isolated from the outside world
where undisturbed inner ease and a unique aesthetic experience
are produced. Contemporary philosopher Tingyang Zhao held
that the mountain and water are the transcendent places in

the world™?

realm—it is beyond the mundane world, as an artistic experience

, and the artificial mountain pursues precisely this

at the level of ideal realm. This higher-level realm pursuit also
provides further guidance in the topographical making of artificial
mountain.

5 Conclusions

The artificial mountain making in traditional Chinese gardens
is a distinctive topographical landscaping art, which still has
been vigorous in contemporary practice as an important part
of the cognition of landscape topography. The construction of
a typical artificial mountain topography can be understood in
three aspects: form, space, and time. For the making of form, the
dynamism of both mountains and water is the key consideration.
For spatial experience, it should focus on both aspects of stillness
and motion. The management of time is also important, and for
both the scenery itself and the experience of visitors it should pay
attention to the vitality of mountain and water over time.

In this way, this paper establishes a preliminary theoretical
framework for the topographical understanding of the artificial
mountain making in traditional Chinese gardens, which also will
help integrate the topographical construction of the artificial
mountain into the discourse of contemporary Landscape
Architecture. On this basis, future research is expected to explore
more types, methods, approaches, and craftsmanship of artificial
mountain making, so as to further make contribution from Chinese
traditions to contemporary landscape architecture in both theory
and practice.
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