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Abstract:

In landscape history, visual media have played and are still playing very important
roles in landscape design. Visual media work not only as tools in analysis,
decision making and design presentation in landscape design process, but also
more importantly as paradigms which influence landscape ideology and aesthetics.
In contemporary landscape design and education, visual media has been gradually
separated from profound landscape experience, especially via perspective-based
drawing. The need to rethink perspective-based visual media, and some new

insights on landscape experience became the context and motivation of this

research.

Through the study of three important visual media in pre-modern China landscape
history (before the 20™ century): map, landscape painting, and visual illustrations
in prints, I attempt to highlight the influence of these visual media on Chinese

landscape ideology, aesthetics and the development of landscape design
profession. The strong connection between these pre-modern visual media and
landscape experience is a central issue of this research. Via an exploration of
spatiality, temporality and bodily experience in these pre-modern visual media, I
aim to link pre-modern visual media and landscape experience to contemporary
landscape theoretical discourse. Finally, through a comparative study on engaged
seeing in Chinese pre-modern visual media and journey in landscape experience, |
attempt to identify the performative feature of them and potential of connecting

visual media and landscape experience.
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Introduction

Introduction

Landscape architectural drawing — a textual medium which is secondary
to the actual landscape- can never be simply and alone a case of reflection
and analysis,; it is more fundamentally an eidetic and generative activity,

one where the drawing acts as a producing agent or ideational catalyst

(Corner, 1992: 243).

Tracing the word back, “landscape” comes from the old English term “landskip”.
Amongst others, Corner (1999a) proposes that “landscape” refers to a “view”,
“picture” and “representation”, as in the later selectively framed representations of
the 17" century Dutch landscape paintings, rather than the physical habitat or
environment as used in contemporary landscape architecture. If we review the
origin of the concept Yuan (Pd, garden) in Chinese language, we find that it was

subject matter in certain type of literature and painting (Clunas, 1996). In ancient

China, also the concept of landscape “Shan Shui” (117K, literally mountain and
water) came from a certain style of painting, rather than from built environmental
design. This phenomenon reveals that the concept of landscape or garden in some
cultures was not a thing transcendentally existing, but a way to look, describe and
draw in various media (Clunas, 1996). In this sense, media for landscape is not a

passive “representation”, but an active process of gestating, defining and

developing the concept of landscape in history.

When the modern concept of “landscape” became a combination of art and
science to improve the quality of public living environments since Olmsted’s and
others foundation of landscape architecture in the 19th century, a strong
connection between the concept “landscape” and visual media continued as

obvious and unquestionable. The concept of landscape can be thought to come
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from the processes of “drawing/looking” (sometimes discourse/reading). For
Daniels and Cosgrove (1988: 1), a landscape is “a pictorial way of representing,
structuring or symbolizing surroundings... They may be represented in a variety of
materials and on many surfaces- in paint on canvas, in writing on paper, in earth,
stone, water and vegetation on the ground. A landscape park is more palpable but
not more real, nor less imaginary, than a landscape painting or poem. Indeed the
meanings of verbal, visual and built landscape have a complex interwoven
history.” Since the strong connection to the concept “landscape”, visual media

have an unshakable role in landscape profession and research.

Recently, the dominance of perspective-based drawing in landscape architecture,
architecture and urban design, and the “drawing board mode” in landscape
education have been challenged (Corner, 1992, Fraser and Henmi, 1994). The
Euclidian, homogeneous and static spatiality hidden in perspective-based visual
media has resulted in the separation between perspective-based drawing and

profound landscape experience (Corner, 1992, Fraser and Henmi, 1994).

Motivated by this problem existing in landscape architecture practice and

education, this research focuses on two issues. The first is the influence visual

media had on pre-modern Chinese landscape aesthetics, profession and ideology.
The second is the ways in which visual media were closely linked to landscape
experience, and what we can understand of landscape experience through these
visual media of pre-modern China. To begin this study, this introduction has five

sections. The first section aims to highlight the crucial position of visual media in
landscape aesthetics, ideology and design. The second section points to the
disconnection between perspective-based drawings and landscape experience as
the most critical problems in landscape research, practice and education. The third
section focuses on the context of this research, including new developments of

contemporary understanding of landscape experience as an impetus of this
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research and some points to the problems in cross-cultural understanding about

landscape experience and visual media. The fourth section of this introduction

aims to highlight the significance of this research for contemporary landscape

design and research. Finally the fifth section gives a brief overview of the whole

content of this research.

Betfore further expanding this introduction, the concept of “pre-modern” as it is
used in this study needs to be defined and clarified. Firstly, pre-modern in this
research refers to a certain period in Chinese history, which spans from the
Neolithic period to the end of the 19th century, before “western” and modernist
ideology was transplanted and developed in China. Although mutual
communication with other cultures never stopped in China, the period before the
19th century still witnessed the development and maturity of Chinese traditional
culture without overwhelming interposition of the western culture. Secondly, the
concept “pre-modern” has its significance in ideological development of
epistemology and ontology. This aspect of the definition of “pre-modern” is
rooted In the Gier’s insights on premodernism, modernism and postmodernism.
According to Gier (2000), modernism is a world-wide process described as a
movement from mythos to logos. The features of the modern era can be
characterized as the dominance of atomistic ontology, the belief in science,
technology and a mechanistic cosmology. Modern philosophy generally separates
the outer from the inner, the subject and the object. By contrast, the pre-modern

vision of the world can be thought of as holistic, in which, the human self is an

integral part of the whole world and cosmos (Gier, 2000).

In Chinese landscape architectural history, under the endeavour of the first of

generation practitioners and educators of modem architecture and landscape

architecture, such as Liang Sicheng (GEF8 ¥, 1901-1972) and Liu Dunzhen (X}3X

fil, 1897-1968) , the western concept of architecture was transplanted to China at
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the beginning of the 20th century. Western educational systems and methods were
introduced into universities at this time (Pan, 2001). In most universities,
landscape architecture was treated as a sub-discipline of architecture. Since that
time, traditional landscape consciousness and experience was gradually replaced
by western landscape architectural theory and aesthetics. Western built
environmental design aesthetics and theory became the main part of education,

and perspective-based visual media also became the main part of professional

visual media.

More precisely, in my research, I use “pre-modern” to refer to the period when
traditional landscape aesthetics and experience has not been replaced by the
western modern ideology. The following section of this introduction is an
exploration of the crucial position of visual media in contemporary landscape
ideology, aesthetics and design profession in general, and the reasons why it is

critical to research visual media.

1. Visual Media's Position in Landscape ldeology, Aesthetics

and Design

In landscape history, many landscapes and gardens have become abandoned. For
landscape historians, visual media, such as the maps, paintings, and drawings are
important evidences and materials to investigate these historic landscapes, which
no longer exist. The use of visual media, such as landscape paintings, maps, and
photbs, as evidence for the study of historical landscape, has become a tradition
and widely accepted methodology in landscape history studies. In Chinese context,
in Osvald Siren’s influential work Gardens of China (Siren, 1949) and Keswick’s
The Chinese Garden: History, Art and Architecture (Keswick, 1986), we find the
examination of landscape painting is one of the important methodologies. At the

same time, visual media, such as landscape paintings, also nurtured landscape
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aesthetics. Both Siren (1949) and Keswick (1986) agree that historically,
appreciation of landscape and landscape painting were reciprocal motivation and
aspiration of the other. Fully understanding the beauty in landscape aroused the
inspiration of landscape painting, while education in landscape painting guided
people’s way to look at and discover the beauty of landscape. The “painter’s eye”

becomes the necessary condition of a successful landscape aesthetics (Clifford,

1962). Landscape is the ‘real’ three-dimension painting, while painting is a

two-dimension landscape (Shen, 1992).

Another reason that paintings were consistently connected to landscape is that in a
certain long period of Chinese history, professional theory in garden and
landscape design did not come into being, until the 17th century. Prior to this
period, landscape painting theory can be thought of as forming a substitute for
landscape design theory. For examples, some key words in Chinese landscape
aesthetics, such as “Yi (&, intention) and Xiang” (%, image) came from painting
theory. Even after the 17th century, the construction of garden or landscape theory
still can not be isolated from landscape painting theory. Most of the ancient
garden designers or theorists in China had a profound fine art background or
painting experience. As Ji Cheng (vt F{, 1582-?, a garden theorist in the Ming
dynasty) mentions in the preface of his work Yuan Ye (Id¥G, Craft of Gardening)
that in his early years, he spent many years copying the famous landscape
paintings of Guan Tong (4>, 890—960, artist in the Wudai Dynasty) and Jing
Hao (315, about 850-923, landscape artist in the Tang Dynasty). Inspired by their
paintings, he continued to travel around until his middle age ( {[&EG- Q) F i
“PROULE, TS, REXE. FEER, R, Tk, WY
7R, FREEM. ) (Ji and Zhao, 2003). He identifies these experiences to
emphasize their influence on his garden design theory. In Yuanye, Ji Cheng often
used “hua y (HZE, picturesque intention) to assess whether a landscape is

successfully designed. Another famous mountain-maker in the Ming dynasty



Introduction

Zhang Nanyang (7% HiFH, about the 16™ century) became very famous when he
was still a teenager for his genius in painting. When he engaged himself in
mountain making in gardens, Zhang Nanyang applied the landscape painting
theories about mountain and texture of stones in landscape design, and developed

a high reputation in Jiang Nan area (YL) (Zhou, 1990).

In Chinese landscape historical studies, the discourse of landscape history has

often to be carried out on the basis of visual media. Most landscape history is the

history of landscape painting, and most of landscape theories took their shape in

art theory.

Not only in Chinese context, but also in other cultures, visual media such as
ancient map and traditional landscape painting played a very important role in
landscape history studies. Apart from visual media’s position in landscape historic
studies due to its influence on landscape aesthetics and theory, in most of the
design professions, such as landscape architecture, architecture, and urban design,

visual media has been the most important device in design process.

Firstly, visual media, such as various drawings, are essential tools in design
profession. Design seems a process of transforming one set of visual media, for

example the site survey maps, into another set of visual media, such as design

drawings and the construction documents. It is not surprising to find that

landscape architects produce and manipulate visual media which represent

landscape, rather than landscape itself.

A sight-seer might use photo to record what impressed him during a trip. An artist
might make some sketches or paintings to grasp the beautiful scene and colour of
the landscape. A poet might make a short poem which reveals his feeling, memory

and imagination aroused by the landscape before him. Although there are many

different media available, it 1s most likely for us to choose those media which is
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most effective and efficacious. In landscape design research, the utility and

instrumentality of visual media has attracted both researchers’ and designers’

attention.

Galle (1999) has summarized approaches to design process which have
oversimplified the complexity of it, such as seeing design simply as problem
solving, information processing, decision making, or pattern recognition. He
argues that designing itself is the production of a design representation. According
to Oxman (2000), visual media are proposed as a class of computational media
which can contribute to design by supporting the cognitive processes of the
designer. Among basic assumptions that underlie the development of visual media
is that designers share common forms of design knowledge that can be formalized,
represented, and exploited interactively by the designer. For Coyne, Park and

Wiszniewski (2002: 280), visual media serve as “signs, as indicators, more

accurately, implicated in a sign situation; and functions in a wider sign system”.

Secondly, visual media, such as drawings, defined the status of design as an
intellectual production, which is independent to manual “making” or “building”.

The application of professional visual media was the starting point of design as a

profession and discipline. As Hill (2003: 165) points out, “the term design comes

from the Italian ‘disegno’, meaning drawing”. In the 16™ century, Giorgio Vasari

established the first academy of art, and also established the idea that the designer
need to be trained in drawing (Hill, 2003). In this sense, designing started from

drawing and drawing was a mean to envision and test ideas once building became
a separate function. The crucial role of visual media in the emergence of design
professions can be clearly seen in Renaissance period, when architects started to
separate from builders and became a new profession. As Catherine Wilkinson
mentions, after Vasari (and others)’s art and design theory, disegno was the

foundation of the liberal status of the practice of art, without which it would not
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have been possible to distinguish the artist and designer from the craftsman (see

Hill, 2003: 167).

Harvey (1972) points to the role of drawing played in the process of emergence of
architecture as a profession in Europe before the Renaissance. Before the
Renaissance, there was no profession of architects, and building processes were
directed by a head mason who worked on the scaffold or by clerics who practiced
design as a sideline. These directors had good knowledge about building crafts,
usually in masonry or carpentry. In long term apprenticeships of specialized
training, they were educated in various building skills. In a final year of training,
they also needed to learn some skill of drawing, which was mainly concerned with
mastering and memorizing the problems in practical geometry involved in
setting-out arch and vault voussoirs, tracery, and proportional design (Harvey,
1972). Around 1500, the role of drawing shifted. Design became a process
focused on schematic and developmental operations with study drawings as its

principle tool. Drawing, as a tool altered the relation of the tool-user to the work.

Almost in one stroke, “design became separated from the physical act of
construction by its emphasis on manipulating graphic symbols, or
representations” (Herbert, 1993: 26). Since then, the application of specific visual
media (especially drawing) supported the emergence of design professions and

divergence between designing and making, unselfconscious craft and

self-conscious professions. This process has a deep influence on contemporary

design professions.

Thirdly, visual media provide designers with a new site to explore the

“immaterial” level of built environment. Visual media such as drawings are
considered as a device to elucidate “form”. Forty writes: ‘There is in “form™ an

inherent ambiguity, between its meaning “shape” on the one hand, and on the

other “idea’ or essence: one describes the property of things as they are known
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to the senses, the other as they are known to the mind’ (Forty, 2000, p. 149). Forty
maintains that influenced by the concept idea is superior to matter, Renaissance
artists argued that through visual media, artistic idea could be formulated and

directly represented and “an artwork can depict an otherwise unknowable idea”

(Forty, 2000, p. 31). Visual media, such as drawing and diagram, are established

on abstraction to certain extend. The abstraction makes visual media more closed

to concept and idea, and gradually separated from material matters. This is also a

way in which professional visual media defined design as an intellectual activity

rather than manual labour (Hill, 2003).

The attitude of treating “visual media” as a tool or instrument was widely
accepted for a long time. Based on this, the assessment of how successfully visual
media function in design processes rely on how precise it could be, in other word,
how transparent it is. However, we could say no matter how visual media are used
in landscape studies and design, they are never transparent. They selectively
reveal the researchers and designers’ attention and conceal other irrelevant
information. All visual media have their own bias, preference, cultures, economies,

and even personal drives. They are always partial (Rattenbury, 2002).

Coyne, Park and Wiszniewski (2002: 270) use Heidegger’s metaphor of a bridge

crossing river to elucidate their phenomenological thinking about visual media in

design process:

While the empiricist’s priorities may focus on span, load bearing capacity,
and so on, phenomenological disclosure first considers how: “with the
banks, the bridge brings to the stream the one and the other expanse of
landscape lying behind them. It brings stream and bank and land into each

other s neighbourhood. The bridge gathers the earth as landscape around

the stream.
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Through this metaphor, Coyne asserts that media discloses by “revealing and
concealing”. At the same time, it may also conceal something that was hitherto

present: the distance between the banks, certain views down the river, the force of

the water, the danger of the crossing (Coyne et al., 2002).

The device [media] discloses and introduces new practices, new terms and
metaphors. By being introduced as something new, it acts as catalyst or
inhibitor, provides narrative focus, and operates as sign. In turn, through
each disclosure by introducing, there is a provocation that brings us closer

to the concepts of negation and difference (Coyne et al., 2002: 270).

To answer the question of what kind of position visual media (often drawing) have
in built environmental design, Iain Fraser and Rod Henmi have given us a vivid
and appropriate metaphor: drawing i1s simultaneously opaque and translucent.
They describe a drawing as being like “a filter between the drawer and viewer,
drawer and object, between ideas conceived and their two-dimensional
manifestation. A scrim [theatrical screen] and a drawing both prevent as well as
allow view, asserting their presence with varying authority and in different ways.

When the back light turns on, the scrim disappears. In a similar way, drawings

dissolve and open a world of rich possibilities” (Fraser and Henmi, 1994: 3).

" These insights present the role of visual media in design process as a crucial and
centra} issue in design theory and philosophy research. Thanks to these discourses,
the status and problems of contemporary design media, such as projection, and
perspective drawings need to be rethought. The relationship between visual media

and landscape experience is one of the most important topics in this rethinking.

10
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2. The Disconnection between Perspective-based Visual Media

and Landscape Experience

Profound landscape experience provides information, material and viewpoints for

image making. The relationship between visual media and landscape experience is

often close and integral. Landscape experience is not merely metaphysical and

abstract, but embodied and concrete. Visual media potentially disclose and
corroborate the landscape experience, and on the other hand, they are not only

passive evidence, but also an active impetus in the development of landscape

experience.

In Representation and Landscape: Drawing and Making in the Landscape
Medium (1992), Corner summarizes some of the problematic tendencies in the
application of contemporary visual media, or in his word, the “misuses of
drawing”. All these problematic tendencies are strongly connected to the

discordant relation between visual media and profound landscape experience:

The first misuse occurs when emphasis is placed on the drawing itself, as the

drawing is the artistic and prized artefact. In this camp, the seductive
qualities of drawing promote a detached and personal preoccupation with it,
whereupon the drawing is over-privileged as an art form unto itself...The
second misuse of drawing is a reaction against the former. This party is
suspicious of any meaning a drawing may hold beyond that of the strictly
instrumental. Consequently, the potential richness of drawing is suppressed
through a reductive and overly technical practice... and the misunderstanding

about anterior, prevenient function of the drawing- its generative

role....(Corner, 1992: 263).

The possible loss of visual media’s generative role was the result of a separation

11
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between visual media and profound landscape experience. The connection
between visual media and landscape experience is the impetus to encourage the
development of visual media as a generative and conceiving element in landscape
design. Porter (1979) suggests that the “graphic technique and communication
skills” preached in schoolbooks as “drawing-board style” are not related or have
lost their relation to any visual experience. Porter (1979) strongly opposes the

“drawing-board style”, in which drawings appear highly seductive to the

unwitting student because, in presenting an easily imitated and superficial formula,
they “short-circuit” any profound experience. With the wide acceptance of
“drawing-board style” drawing in design education, it is more likely for students
to adopt graphic languages of design which are more concerned with technique
than with any experiential understanding of space. Without good guidance, these

students could be push into a convention by an “inert” force, and forget their vivid

raw consciousness and experience about landscape.

Unlike the attention to the instrumentality and utility of visual media in landscape
design, visual media’s connection with landscape experience has been relatively
ignored. Visual media can be considered as not only an outward visualization and
externalization, but also an interpretation. In Fraser and Henmi’s word, visual

media “reveal[s] an author s proclivities and offer evidence not only of what one

chooses to draw, but also through the manner of drawings, the nuances of how

one sees a scene. Each drawing offers clue to the perceptions of its maker, a

document as particular and revealing as a signature” (Fraser and Henmi, 1994:
83). All the applications of visual media, drawing, painting, sketching, and even
taking photographs are not passive. All activities are processes of experience,
which combine evaluating, judging and understanding. When an artist paints a
landscape, or a landscape architect try to grasp the sense of place by his sketches,
their experiences are extended out and come across the landscape being

represented. The act of drawing is an interaction based on people’s experience, or

12
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further, the act of drawing itself is a kind of expericnce.

At the first glance, the influence of visual media on experience paradigm is
connected to two different research approaches. One of these is scientific
exploration on the eflectiveness and efficaciousncss of media, while the other is
characterised by cultural and ideological explorations on the role of visual media
in the evolution of the ideas of landscape. It might be helpful to understand the
relationship between these two approaches by reviewing a long-standing dcbate

about the relationship between instrumentality and paradigm as characteriscd by

“Dao” (iH, paradigm) and “Q (2%, instrumentality) in Chinesc traditional

philosophy.

Since it was established in Yi Zhuan, (%1%, a book finished during the B.C. 21"
century to B.C. 221), the dichotomy between Dao and Qi has been a fundamental
issue in Chinese traditional philosophy. In ¥i Zhuan, Dao is abstract, theoretical,
metaphysical, and has a high status, while Qi is concrete, practical,
non-metaphysical, and has a lower status (331%: M _LF N2, TEm T
Z.%%). Apparently, this dichotomy encouraged Chinese ancient philosophers to
seek the inherent nature of things, rather than any superficial phenomenon and
enjoy the pleasure of abstract thinking and debate. To some extent, it also brewed
the emergence of rational thinking in Chinese traditional ideology. Nevertheless,
rethinking the relationship between Dao and Qi has never stopped, and some
philosophers such as Wang Chuanshan (E£RG1L, 1619-1692, a Chinese ideologist
and philosopher) have given us a viewpoint different to his precursors. Wang
Chuanshan was trying to break down the dichotomy between Dao and Qi. In his

view, concerns about Dao and Qi should not focus on the question of which one

of them is superior. Both Dao and Qi, metaphysic and non-metaphysic are

different ways the world presents itself in our consciousness, absent or present,

invisible or visible GEMI L& 20, M THE B W EHBEE, U THR

13
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i) (Deng, 2004). Dao is a transferring process from present and visible aspects
of being to absent and invisible aspects; while Qi is from invisible and absent
aspects to present and visible aspects of being (Deng, 2004). In this sensc, visual
media for landscape architects have two dimensions of significance, one of which

is the visible present instrumentality to be uscd and manipulated, whilc on the

other hand, other is the invisible experiential paradigms.

Bearing in mind the inherent connection between visual media and experience, we
may find that the separation between them in our landscape design and education
is the most crucial problem before us. This separation scriously restricts the ability
of visual media to encourage our creativity and poctic production. Dominant

projection and perspective-based drawing to some extent result in absence of

landscape experience (Fraser and Henmi, 1994).

James Corner reminds us of these problems often in his writing. For cxample, he
wrote, “Drawing is perhaps all and everything that landscape architects do. Only
in rare and special circumstances do they actually build; instead, landscape
architects draw...drawing harbours a much greater capacity for imaginative

thought than is currently practiced’ (Corner, 1992: 64). In our landscape design

and education, drawings rarely are understood and used as vehicles for creative

thinking, as they are usually taught as “graphic techniques and communications

skills rather than as ways of conceiving ideas... many designers fail to recognized

that drawing is more powerfully an activity of seeing and projecting” (Corner,

1993: 65).

As instruments and experiential paradigm, visual media can not only reveal but
also influence designers’ epistemology and ontology. In studies of visual media,
we might propose that, sometimes visual media embodies experiences, which are

influenced by landscape culture and ideology. It could be said that the

14
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over-reductionist and experimental mode of rescarch ignore the particularity,

multiplicity and individuality of experience. Just as in anatomy, we might know

how every part of the human body is assembled physically, but still have no idca

about where various feelings and thoughts come from.

The disconnection between contemporary visual media and experience calls for a
refusion of them. In the next section, 1 attempt to review some contemporary

perspectives on landscape experience and visual media as a part of the context for

my resecarch.

3. The Context of This Research: Contemporary Perspectives

on Landscape Experience and Visual Media

For Husserl, the isolation between the Object and the Subject arose through the

autonomous instrumentality of modern science, which reduces nature to a

mathematical manifold (Husserl, 1970). Merleau-Ponty (1962: 159) took the

notion that scientific knowledge “cannot be closed in on itself, that it is always an
approximate knowledge, and that it consists in clarifying a pre-scientific world the

analysis of which will never be finished’. At the beginning of his other important

essay Eye and Mind he wrote:

Science manipulates things and gives up livipg in them. It makes its own
limited models of things; operating upon these indices or variables to
effect whatever transformations are permitted by their definition, it comes
face to face with the real world only at rare intervals. Science is and
always has been that admirably active, ingenious, and bold way of
thinking whose fundamental bias is to treat everything as though it were
an object-in-general- as though it meant nothing to us and yet was

predestined for our own use (Merleau-Ponty, 1962: 159).
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Some other philosophers and landscape architects also suggest that dominant
western environmental design is quite often determined by economic and
scientific issues. Human experience has played a deficient role in the development
of these professions, such as urban planning, architecture, and landscape
architecture (Seamon, 1993). Some argue that a sense of place and “dwelling”
needs to return as a concern for practitioners and researchers (Casey, 1993,
Norberg-Schulz, 1971). Some researchers like Catherine Howett argue that the
built environment establishes how we see, understand and live in the world
(Howett, 1993). Howett suggests that landscape architecture has often ignored
human experience by reducing the landscape to a set of views that satisfy various
aesthetic and visual design criteria. By summarizing the history of the
"scenographic” approach to landscape architecture, Howett calls for a
comprehensive perspective and understanding of landscape as the places we are
invited to experience, more intimately, more physically, than is possible when
convention “scenographic” values are enforced (Howett, 1993). She also suggests
that it might be useful to consider landscape design as a living process rather than
a static product. In this way, the designer might be able to create a more holistic
environmental experience that would incorporate other senses besides sight and

give people the opportunity to participate with landscapes more thoroughly,

particularly in terms of bodily and emotional encounters (Howett, 1993).

Encouraged by the interests of researches in landscape experience, some new

issues and themes have been raised during the last thirty years, such as landscape
and memory (Birksted, 2000), landscape and time (Tuan, 1977), landscape and
motion (Conan, 2003). These new approaches have aimed to associate landscape
and human’s consciousness, and challenge static, linear, and object-in-general
approaches. These new themes have begun to focus on the way landscape is

presented or represented.
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As James Corner (1992: 243) maintained, “A Central characteristic of the ofien
ambiguous term “landscape” is that it is first a schema, a representation, a way
of seeing the external world, and, based on one s point of view, such schemata
vary significantly... Landscapes are thus the inevitable result of cultural
interpretation and the accumulation of representational sediments over time; they
are thereby made distinct from “wildernesses” as they are constructed or laycred”.
Landscape is not simply “an ameliorative or restorative practice, but is more
precisely a figurative and representational art, providing culture with a sense of
existential orientation through the construction of a built symbolic environment”
(Corner, 1992: 244). Inspired by artists’ creative activitics, Corner (1992: 243)
argues that the interaction between designer and media is a process of
“engagement”, during which “there occurs a spontaneity of feeling and expression
arising both from a reactive response to the medium and from an imaginative
source deep within... the body and the imaginal are joined, inextricably involved
with one another in a concentrated and creative, yet unselfconscious, unity”. This
experiential approach to landscape design is noticeably different to those

approaches which treat design activity as a “problem-solving” process.

The goals of contemporary studies of visual media are not only to improve design
efficiency and effectiveness, but also to encourage disclosure and discovery of the
complexity of landscape. The possibilities of invention expand as knowledge of
the medium expands. Form, phenomena, temporal and spatial narrative,
ecological process, technology, cultural meaning and context surface to become
ingredients of landscape redefined (Horrigan, 1996). Advocating a break with
formal rules, linear narrative, pictorialization and the suspension or freezing of
space and time, these perspectives on visual media encourage us to break away

from formalism, historicism, and modernism (Horrigan, 1996).

As mentioned above, through their close connection to construction activity and
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visual perception, projection and perspective-based drawing became (at lcast until
recently) the most dominant visual media in our design processes. The dominance
of projection and perspective drawing inevitably provoked the dominance of
certain landscape experience. Space and time, and body and movcement arc
perhaps some of the most central issues in rethinking landscape experience.
Landscape drawings and paintings are both restricted and influenced by

image-making technology, and are also determined by the way humans experience

a landscape.

As an important part of context, the emergence and prevalence of digital visual
media nowadays in landscape architecture also call for the exploration on the
relationship between visual media and landscape experience. Animation and
Virtual Reality technology will change not only the way designers present and
express their idea by providing them with the realistic computer-generated images,
but also the way they think landscape through visual media. Narrative and
interactive characteristics of computer-generated animation and Virtual Reality
will break through static non-temporal, homogeneous restrictions of
perspective-based visual media and bring our understanding of visual media into a
new level. Studies on pre-modern visual media and rethinking perspective-based

visual media are the necessary part of prospect on potential of future visual media.

4. Significance of the Study of Pre-modern Chinese Visual

Media and Landscape Experience

When landscape architecture as a discipline and profession, which had grown up
in the western context, was introduced into China at the first half of the 20th
century, its contrast to pre-modern landscape ideologies resulted in a dilemma.
Firstly, traditional Chinese landscape ideology was denied the opportunity to

develop. Based on pre-modern experience, consciousness and Feng Shui theory,
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traditional Chinese landscape ideology was not established as a scientific theory.
Along with the return of many designers, researchers, and cducators from
America and Europe since the beginning of the 20th century, modern architecture
came into being in China. Several architectural departments and facultics were
established in Chinese universities, such as the Southeast University and the
Tsinghua University at the beginning of the 20™ century. Nearly ninety ycars
afterward, landscape was annexed to modern architecture cducation and practice

systems which were dominated by ideas from universities in America (since many
the first generation of architects in China graduated from universities in America,
including Liang Sicheng, Yang Y'fngbao, Tong Jun) or the Bauhaus modecrnist
education system. Since then, our discourses on landscape and garden have been

. established on the basis of modernist design language and methodologies.

Visual media took a very crucial role in this transformation. In the first half of the
20" century, some forerunners such as Liang Sicheng, (Z:IUf%, 1901-1972,
Chinese architectural educationalist and historian) Liu Dunzhen (X 3 #i,
1897-1968, Chinese architectural educationalist and historian) began to survey,
measure and record Chinese ancient buildings and gardens using systematic
modern visual media, including projection, perspective and photography. This
work is very significant in Chinese landscape history, not only because it provided

many researches afterward with precious data and material on these disappearing

buildings and landscapes, but also it laid a bed stone of modernist exploration and

attitudes towards traditional landscape. In these kinds of explorations and
researches, traditional landscapes are like static specimens under the microscope.
Traditional design and construction activity vanished with the arrival of modernity

in landscape architecture in China.

On the other hand, the particularity of Chinese traditional landscape aesthetic and

experience made and makes it difficult to be entirely assimilated into western

19



{ntroduction

landscape knowledge. If we briefly review the understanding of Chinesc
landscape aesthetics of western scholars, we find this gap between the difierent
landscape ideologies of each culture. In the early 19" century, Chinesc landscapes,
especially gardens were thought of by western scholars the embodiment of a
“grotesque and monstrous” taste. Some authors expressed their dislike of Chinese
gardens in straightforward terms (Clunas, 1997). At the same time, others, such as
Steele in the 1930s, took a strong interest in Chinese gardens. For Steele, the
Chinese garden was the sanctuary of the introvert. He insisted that his purposc
was not to research about China, but to use “China as an illustration for his
propaganda for certain ideas and moods of gardens and garden designers”
(Clunas, 1997: 10). Until now, the understanding of Chinese landscape aesthetics

has already been transformed from “dislike” to “know”, and even “appreciation”.

As part of a rethinking of dominant dualisms in western mindset, Chinese
institutional, irrational and holistic ideology as “other” to European ideology was
re-introduced into western ideological and cultural horizons. The establishment of
a valid cross-cultural mutual understanding became possible. The correlative,
non-dualistic, and non-linear thinking in Chinese pre-modern ideology has
attracted many researchers’ attention. Since Heidegger, a phenomenological

approach to Chinese pre-modern ideology has been one of the most important

attempts to establish mutual communication (Zhang, 1995).

Nevertheless, Clunas (1997) still raised a potential problem in understanding
Chinese landscape aesthetics. If we recognize that Chinese landscape aesthetics
was strongly linked to the concept of “nature” in culture, then the understanding
of nature will definitely influence landscape ideology. As Clunas (1997: 12)
identifies, “Chinese garden is an expression of artistic ideas and conceptions that
have emerged from an intimate feeling for Nature, the Chinese garden has

retained a more intimate contact with untrammelled nature”. Nature and
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landscape consciousness in Chinese landscape history was an issuc which
constantly changed and shifted. Chinese landscape experience and aesthetics is
not a fixed general idea, but a more embodied and concrete consciousness in
different periods of time and areas, and is strongly connected with the evolution of
“self-being”, especially of the scholar class. The diversity and evolution of the
concept of nature and landscape consciousness in Chinese landscape history are
very likely to be ignored by western researchers. “Chinese landscape style™ and
“Chinese landscape aesthetic” are also likely to be treated as a “timeless” concept
by mistake. These problems inevitably prevent us from valid cross-culture studies.

It also becomes a part of the motivation of this research to clarify these problems.

Gebser (1986) characterizes the evolution of human’s consciousness into three
stages: pre-perspective, perspective, and aperspectival, which perhaps could be
seen to correspond with pre-modern, modern, and post-modern periods.
Perspective, as a way to draw, look at and think through space, also characterises a
distinct ontology and epistemology of certain periods. Before consciousness and
attitudes of perspective came into being, holistic, intuitive and irrational thinking
was dominant, and can be characterized as “pre-perspective”. With the
development of perspective theory during the Renaissance in Europe, which
encouraged the pursuits of the three-dimensionality of space, spatiality and
temporality in human consciousness became separated into different concepts.
Perspectival knowledge and technique and the separation between spatiality and
temporality are one of the most significant features of the perspective epoch. In
perspective epoch after Renaissance, positivistic ideology and rational thinking
developed rapidly. The dichotomy between the subjective and objective, body and
mind became dominant. Even if in the last century, when perspective as an art
representation and design media were challenged, its ideological and
philosophical support still had a deep influence on contemporary ideology.

Rethinking projection and perspective-based drawing and their hegemony on
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landscape architecture 1s inevitably closely connected to rethinking its

epistemological support.

Gebser (1986) points out that the understanding of pre-perspective and
perspective epoch point to an "aperspectival" epoch, in which new consciousness
will come into being. The concept of an aperspectival epoch is not only supported
by the results of modern physics, but also by developments in the visual arts and
literature, where the incorporation of time as a fourth dimension into previously
spatial conceptions has formed the initial basis for manifesting the "new" (Gebser,
1986)'. Gebser (1986) emphasizes that "aperspectival” is not to be thought of as
merely the opposite or negation of "perspectival”; the antithesis of "perspectival”
is "unperspectival.” An aperspectival approach and attitude “expresses a process
of liberation from the exclusive validity of perspectival and unperspectival, as well

239

as pre-perspectival limitations.”” A perspectival world-view accepts that a given

object can be viewed from a number of locations by various observers, with many
possible interpretations. An aperspectival world-view increases the universe of all

possible points of view to include the changing perspective of individuals over
time. The aperspectival world, therefore, can be seen from any point, by any

observer, not only at the present moment, but also at any past or future point as

well.

Apparently, as Gebser (1986) alleged, we are situated in rethinking perspectival,
positivist, and modernist attitudes’ dominance in our ideology. Re-evaluating
pre-modern and pre-perspective ideology is very helpful. This is the significance
of this resecarch. By reviewing pre-modern visual media’s close connection to

landscape experience, I attempt to encourage a rethinking of the status of

W

I Original text, Please see http://www.integraleweltsicht.de/Gebser-Texte/gehser-texte u g-englisch.htm
accessed in 15-02-2005
2 Original text, Please see hitp.//www.intcgraleweltsicht. de/Gebscr-Texte/gebser-texte_u_g-cnglisch.him
accessed in 15-02-2005
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contemporary design media, and the prospects for an aperspectival visual media.

5. Structure of Content

In this section of the introduction, I summarise the main content and structure of
my research. The whole thesis is organised in two parts. The first part, which
includes the first three chapters, is an historical exploration of three of the most
influential media on Chinese pre-modern landscape ideology, aesthetics and the
evolution of landscape design. Here, by “historical exploration”, I mean an
exploration of these visual media in historical context: their emergence,
development and maturation, and their influence on landscape design at that time.
The second part, including the final three chapters, is a theoretical exploration of
the close connection between these pre-modern visual media and landscape
experience and what they reveal about the nature of landscape experience. Here,
by “theoretical exploration” I mean an exploration in contemporary context,

which does not emphasize “historical facts”, but the significance to our

contemporary landscape discourse.

Chapter one focuses on ancient maps and the kinds of landscape experience they
reveal to us. Firstly, their germination in ancient China was closely linked to the
function of ancient drawing. Ancient maps underwent a transition from a religious
device as a means to validate self-existence into a media having practical usage to
record environment. In this circumstance, ancient maps disclose the way ancient
Chinese perceived and mentally constructed landscape. By categorizing the
approaches of ancient maps to landscape into two groups: quantitative and
qualitative, [ attempt to examine these two approaches to built environmcnt in
ancient China. One is based on the mathematics and geometric theory and
attempts to convey quantitative features of landscape, distance, size, dimension,

and scale. On the other hand, qualitative maps are more concerned about
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qualitative features, such as spatial structures, patterns and relationships.

In the second chapter, traditional landscape painting will be explored as another
kind of visual media with deep influence on Chinese landscape ideology and
aesthetics. In the development of Chinese traditional landscape painting, scholar
artists opposed realism, the emergence and application of perspective theory, and
insisted that landscape painting was a form of self-expression. The connection
between intention and landscape scenes became one of the most important
criterions and accordingly became one of the most significant principles in

landscape aesthetics.

Chapter three explores the influence of the visual illustration in prints on
landscape aesthetics and design profession. It encouraged the emergence of
garden design as a profession, and brought landscape aesthetics into everyday life
of common people. The widespread use and circulation of prints played an

important role in garden mania and the development of garden design profession

after the 17th century.

These first three chapters of the research establish a basis to further explore the
relationship between visual media and landscape experience in ancient China.
These three visual media emerged at different times in Chinese history, and made
their different impressions on landscape ideology, aesthetics and experience. In
previous Chinese landscape history researches, landscape painting has been the
sole visual media fully concerned. Nevertheless, the other two media have

equivalent importance in Chinese landscape history.

Following the first part, the second part of my research will be expanded
according to several key themes of landscape experience. The fourth chapter
focuses on one of the most important epistemological issues of experience: space

and time. As Gebser (1986) mentioned, after the Renaissance, human civilization
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went into a perspectival epoch, in which spatiality became the most important
category in experience. Accordingly, built environment design became the art of
space. Temporality lost its position in the discourse of experience and visual
media. Perspective-based visual media achieved a high sense of space by casting
away temporal elements of experience. After some influential rescarchers’
endeavour, such as Bergson (1922, 2001), Tuan (1974, 1977), Corner (1992,
1999a) and Casey (1993, 2002), temporality came back as one of the most
important concepts of experience. In recognition of temporality and its position in
experience, by reviewing Chinese pre-modern visual media, I attempt to reveal the
importance of temporality in landscape experience and the in-separability of space

and time.

The fifth chapter focuses on the ontological issue of experience: the body and
bodily experience. In the dichotomy between objective and subjective, inside and
outside, the body’s position in landscape experience has become absent.
Phenomenological philosophers, such as Husserl and Merleau-Ponty, point to the
body’s crucial position in experience. Some recent researchers, such as Leder
(1990), and Turner (1996) have examined the phenomenon of the absence of the

body in contemporary ideology, and its cultural significance. The development of
all kinds of technology sets our bodies free from labour and tiredness, and ensures

our bodies are not often disclosed to nature. We seem to do our best to transcend

the limits of the body to a “decorporealized existence” (Leder, 1990). At the same

time, the arousal of interest in the body is the inevitable outcomes of long term
ideological evolution of western industrial society (Turner, 1996). In my research,
I used bodily experience as a thread to review Chinese pre-modern visual media.
In ancient maps, we can find a body-centre experience mode was often imprinted.
At the same time, the body also was used as both a microcosm and an
isomorphism of landscape in pre-modern map-making. In another words, ancient

people liked to structure landscape as a body, and to understand landscape based
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on their knowledge of own bodies. In pre-modern Chinese landscape painting, we

can also find that bodily spontaneity deeply influenced Chinese aesthetics thcory.
In landscape painting, the spontaneous, improvisational, and bodily experience
and encounter with landscape became a significant feature. In these visual media,
we might realize that landscape experience is a corporealized, and embodicd

existence.

In the sixth chapter, firstly, I will identify the dominance of the dichotomy
between subjectivity and objectivity in landscape experience and aesthetics
studies. The dichotomy between subjective and objective is deeply rooted in the
belief in visual observation and conceptual articulation in western ideology. By
reviewing Chinese pre-modern visual media, especially landscape painting and
wood-block pictures, we may find that spiritual resonance in Chinese traditional
aesthetics refuse the existence of the dichotomy between subjectivity and
objectivity. The concept of “engaged seeing” in Chinese pre-modern visual media
and “journey” in landscape experience are the most distinct examples of intuitive,
reciprocal, and performative engagement which break down the boundary
between the Subject and the Object in experience. As Wu Guangming points out,
journey is a performative activity as “peripatetic and ambiguous, thinking
'‘driving’ itself ‘around” (see Fung, 2000: 130), and landscape experience is a
process that “the locus of the dynamic peripatetic I (a demonstrative) is evoked by
the situation, where the I is situated. And the I begin to tell a story, by confirming
what is the case” (see Fung, 2000: 245). At the end of this chapter, by examining a
16th-century horizontal wood-block handscroll of a Chinese garden: The

Hllustrations of the Gardens of the Hall Encircled by Jade (Huancui tang yuanjing

tu, FFERafE ), I attempt to find out the mapping between “engaged seeing”

in this picture, and the “journey in stillness and motion™ in this “virtual” garden.

In summary, the second part of the research provides a cross-culture comparative
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exploration on philosophical approaches to landscape expcricnce, and brings
Chinese pre-modern visual media studies back to contemporary landscape

philosophical and theoretical discussion.

Finally, 1 would like to explain the format of names of Chincsc artists and
landscape researchers in this thesis. In order to make it casy to check the Chinese
literature, I follow the Chinese way to put the surname first and the first name
second. Also, after the main body of the thesis, there is attached an English
version of Chinese history chronicle at the end so that rcaders can have a big

picture of the period of each dynasty in Chinese history.
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Chapter One: The Map in Ancient Chinese Environmental

Design

The map is a visual medium which has been and is still widely uscd in gecography,
built environmental design, and even in everyday life. When travelling in an
unacquainted city, we rely on maps to locate ourselves and find our way. Maps
help us to mentally construct the city. Architects, urban designers and landscape
architects use maps and survey drawing as the visual matcrials in design processes

and even as two-dimensional “substitutes” for the real environment. At the
beginning of the design process, through field trip and survey, designers aim to
relate the information in map and survey drawing to real landscape elecments in
site. After clarifying all the relevant information on the map, designers usually
start to analysis landscape elements, relation, and pattern, based on these visual
media. When the concept and idea is constructed, many proposal drawings, such
as master plan, plans, sections, and even detail drawings arc made on the basis of
maps and survey drawings in various scales, which provided designers with
topological, spatial and other relevant information. Generally, maps and survey

drawings are still necessary devices in design processes.

Contemporary scientific cartography provided us with the methods of projecting
the surface of the earth onto two-dimensional picture plane (holographic map
being an exception), with predetermined scale, orientation system or other
routines (Schlictmann, 1985). According to Campbell (2001), a map has several
important characteristics, such as using graphic symbols to represent features of

environment. Different from other images, such as aerial photos, most maps are

not “realistic”, but abstract, full of many symbols to represent abstract features of
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landscape, both visible featurcs, such as mountains, rivers, or habitats, and
invisible features, such as administrative boundarics, population density, or

climate. Briefly, maps have their own specialised abstract graphic language.

The maps and survey drawings which contemporary designers usc arc usually
provided by cartographers and surveyors, and gencrally thought to be very precise,
indisputable and authoritative. So, is the map a precise visual media which truly
projects the environment? Is it an “uninventive” and *“unimaginative” mirror of
the world? Many contemporary geographers, anthropologists and landscape
researchers have brought forward their opinions (Corner, 1999b, Corner and
MacLean, 1996, Cosgrove, 1999, Ge, 1998, Ge, 2000). In James Corner’s (1999b:
213) words; “Mapping is a fantastic cultural project, creating and building the
world as much as measuring and describing if”. Maps reveal the significant
features of the self-image in the culture in which they belong (Smith, 1998). At
the same time, map-making is not only a process of drawing and measuring
visible or invisible landscape features, but is a series of processes, such as
visualising, conceptualising, recording, representing and creating spaces
graphically (Cosgrove, 1999). We could say it is both inventive and imaginative.
We might say that the map reveals not only the features of a landscape, but also
reveals some inherent natures of ourselves, such as how we perceive, expericnce
and mentally construct landscape. In this sense, it is merely an illusion that maps
project the world onto paper as precisely and simply as a mirror copy. Our
ontological presence is unavoidably deeply rooted in the process of mapping, and

maps (Corner and MacLean, 1996).

Whilst we have relied on maps in built environmental design and research for a
long time, the maps themselves, as cultural and inventive visual media, have only
attracted the attention of researchers and designers in recent several decades. In

China, although ancient maps were largely used in landscape and urban history
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study, how these maps themsclves influenced the built environmental design is
still a little researched arca. Questions about the relationship between the ancient

maps and landscape expericnce still remain unanswered.

In this part of my rescarch, the ancient map is presented as one of the most
important visual media in Chincsc landscape history. In the first section, the
general status of early maps in China will be explored. The germination of the
ancient map was strongly linked to the increasing importance of drawing in
administration and design. In ancient China, somec maps have “quantitative”
features, such as grids, scales and the application of gcometry, which improved
the efficiency and preciseness of administration and design process. These
quantitative features of maps and their roles in built environmental design will be
explored in the second section. On the other hand, there still exist some
“qualitative” features in the ancient Chinese maps, which we can see in a large
portion of the ancient maps in museums and ancient publications. In thesc

“qualitative™ features, precise quantitative details and characteristics of landscape

are ignored, while the configuration, orientation, and relative rclationship of each

landscape element are strongly emphasized. The “qualitative” features of the

ancient Chinese map will be explored in the third section of this chapter.

In my research, more precisely, “quantitative” and *“qualitative” arc not two
categories of maps, but two approaches to experience, mentally construct and
describe environment. In this sense, we could say that they are not representation

or realistic depiction, but more like a schema which reflects the perception pattern
of ancient Chinese. Through reviewing some examples of ancient maps, | attempt

to link ancient maps, landscape experience, and the development of early built

environmental design in China.
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1.1 The Germination of the Map in Ancient China

The Columbia Encyclopaedia (The Columbia Encyclopacdia: map, 2001)
identifies that “cartography, or mapmaking, antedates even the art of writing.
Diagrams of areas familiar to them were made by Marshall Islanders, Eskimo,
Native Americans, and many other preliterate peoples.” In the Chinesc context,
the question as to whether maps came into being carlicr than writing characters

remains questionable. It is generally accepted that Chinese pictograph character
came from ancient drawings, or we might say that there existed a long period,

when drawing and writing were one thing. Therefore in early ancient China, the

boundary between writing characters and drawings was quite obscure.

Some Chinese ancient legends attribute the invention of drawing and writing
characters to an officer called Cang Jie (&) under a great emperor Huang Di

(3477) , who conquered territories of many minorities and startcd to shape the
dominant culture in Neolithic age China. In order to help the emperor f{uang Di

to control minorities and their culture, Cang Jie kept seeking a sign system to
blazon forth the mercy and benignity of the emperor Huang Di and to pacify
“uncivilized” minorities (Zheng, 1985). By observing the astronomical
phenomena and geological profile of mountains and rivers, and scrutinizing
texture of animals and vegetations, Cang Jie invented a simple system of signs
“wen” (3L, literally text and grain) to signify the cosmos and everything on the
earth (Zheng, 1985). Apparently, it seems incredible that a certain man could
invent drawings or texts so dramatically, but these legends suggest that the
pictographic characters came into being as a specific kind of drawings. More
strictly, this “wen” 1s both visual and linguistic. From the ancient Chinese
pictograph characters, we can find that characters have a graphic nature. For
example, You ([fil, garden) is a picture of an area full of plants and surrounded by a

wall; Su (1, lodge) is a pattern with a person crouching on the mat; Gong (&,
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palace) is an image of a building with pitched roof; and Jia (2{, home) is profilc
of a house with a livestock in it (Liu, 1984) [plate 1-1]. Even pcople from
different areas and cultures can start to read and write these pictograph characters
quite easily. The graphic naturc of ancient characters makes them casily

understood and to be distributed widely. Briefly, the pictographic character is onc

member of the family of ancicnt drawings.

Plate 1-1: Some Pictographic Chinese
- iy .
- mr Characters Related to Build Environment,
see Liu, Dunzhen (1984): Chinese Ancient
’E’ ? ﬁ ﬁ Architectural History, Chinese Architecture
Palace Home Garden Lodge

and Building Press, Beijing.

In The Columbia Encyclopaedia (The Columbia Encyclopaedia: map, 2001), a
map is defined as a “conventionalized representation of spatial phenomena on a
plane surface...maps are selective and may be prepared to show various
quantitative and qualitative facts, including boundaries, physical features,
patterns, and distribution. Each point on such a map corresponds to a

geographical position.” According to this definition, maps are made to record and

represent spatial phenomena, such as landscape, habitat, or even the cosmos.

In excavated Chinese Neolithic drawings, we find some “map-like” drawings.
Plate 1-2 is an example, which might depict an event of a triumphant return from
a battle or a hunt (Li, 1997). In this drawing, the circle shape in the centre of this

image could be a moat, fence or circular road around the village. Several roads
approach to the centre of village. In the centre of the village, there arc some
buildings and livestock (Li, 1997). The profile of all the buildings inclined
centripetally. In Plate 1-3, another ancient rock curving drawings about a habitat,
the big tent in the centre of picture quite likely was the place where necromancer

or leader lived, which is surrounded by many smaller tents (Gai, 1995).
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Plate 1- 2: Neolithic Rock-curving Image of Village in Yunan Cangyuan, z:wWittdiih %, See
Gai, Shanlin (1995): Study on Chinese Rock-curving Drawing, Shumu Wenxian Publish House,

Plate 1- 3: Inner Mongolia, Mandela Mountain
Rock-curving Drawing, See Gai, Shanlin
(1995): Study on Chinese Rock-curving

Drawing, Shumu Wenxian Publish House,
Beljing.

The reason I identify these drawings as “map-like” is because although these
drawings have some information about landscape and environment, which may be
dominant in the whole picture, these pictures were still mainly used to describe a

scene and event, not purposive graphic description and representation of

environment. According to the studies of archaeologists (Gai, 1995, L1, 1997),
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these drawings were not made only for visual pleasure or as records. These rock
curving drawings have distinct religious function and arc relevant to certain
religious rites. If so, these images were not made for transmitting or accumulating

information or knowledge, but for establishing a link between God and human.

Therefore, they can not be exactly categorized into maps, according to our

contemporary definition of map.

The map, as visual media used purely to describe, represent, and visualize

geographic, landscape and built environmental information as we mean it today
came into being along with the gradual change of role of images in transmitting
and communicating information. The earliest discourse we can sec today about
the function of transmitting and communicating information in Chinese historical
literature is the chapter Xici Zhuan (REE%) in Zhou Yi. (Ji i, about the 11t

century B.C., a compilation of many sages’ speech in China)

The book can not carry all we want to say, what we said can not carry what
we think. Does that mean we can not see the sages’ thought? Not really, these

sages elucidate their thought through visual images. [My translation]}

(FZEHED): BARTE, SARE. BRI, TAZE, HEATART, FH:
ENLZURE.

From this paragraph, we can find out that Chinese ancient ideologists, to some
extent, had doubts about the linguistic expression of thought and recognized the
importance of intuitive understanding through visual images. In this mindset,

visual thinking and visual media became very crucial in communication. In

| The electric online version of Xici Zhuan could be found http://www.ybxvz.com/book/25/19/, accessed in
15-02-2005
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General Recordation (i73), Zheng Qiao (3B4E, 1103-1162, Chinese ancient

historian) emphasized the difference between text and image in communication.

Image is simple and plain, while literature is profound and complicated. Ve
make an image in order to simplify the meaning, while we make a literary
description in order to enrich the meaning. Ancient scholars liked to put
images on the left page and literature on the right page of a book, so that we

can extract the profile from images and the truth from the literature. {My

translation]

XRHE, GUE i) . EEAY, BEN. WETERS, WASiliksE.
HLHENPHERETE, BRTA4A. RETE, RAF, ?

Zheng Qiao’s discourse about “image is simple and plain, while literature is
profound and complicated” and “we can extract the profile from images and the
truth from the literature” seems to over-simplify the function of images and
overlook the potential of images in communication, therefore still remains
questionable. Nevertheless, Zheng Qiao still put an emphasis on importance of

images tn communication since its direct and intuitive characteristics, compared

to the indirect and rational characteristics of literary description (Liu, 1992).

The acknowledgement of the importance of images in communication suggests
the subtle shift of roles which drawings played in ancient China. As early as the Xi

Zhou (F§J&, the 11" century B.C. to 771 B.C.) period in China, there already

existed some literal recordation about the wide use of maps in administrative and

2 The studies on Zheng Qiao’s thought on drawing, please see Liu, Kem ing (1992) Exploration on Zheng
Qiao's Graphic Thought, Studies in Natural Metaphysics, §1-55. X520, 1992, AEPA-HAULLE, QA
FHUEVE WS
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design activities, such as urban planning and architectural design (Liu and Zhou,

1996). According to Chinese ancient literature Zhou Li (Ji]4L, B.C.770- 476, a
book compiled about the social system and regulation of the Zhou dynasty, B.C.
11" century to B.C. 771), there were fourteen kinds of positions in government
making maps or using maps as necessary instrument in daily administration (Liu
and Zhou, 1996). The most often used maps are architcctural master plans, city
maps, water conservancy working maps and mausoleum planning maps (Liu and
Zhou, 1996). The design and planning of city, palace, and mausoleums of the
royal family was the most crucial issue for an ancient empire. Without them, the
empire could be thought illegitimate (Pan, 2001). Also, the activity of presenting a

map to emperor usually was supposed to be a gesture of pledging allegiance, since

the map recorded much important information about the territory. In Shang Shu
(%35, before the 2nd B.C., the first historical chronicle in Chinese history), there
was a recordation of the presenting of a map. An officer named Peng Lai ({F-3)
offered a map to help the emperor Cheng Wang (FXI) to locate the site of Luo
Yang (#&FR) city ({1545 &M 8dk: Tk, LA MR b.) (Gu, 1995) [Plate 1-4].
Also, in the legend of Jin Ke (3F]$T) who tried to assassinate the emperor Qin (43
), Jin Ke pretended to present map in order to get close to and assassinate the
emperor Qin, since presenting map was a friendly and obedient gesture, which

was unlikely to raise the emperor’s suspicion [Plate 1-3].

Chinese ancient maps varied in terms of purposes, methods of drawing, and

graphic languages. Plates 1-6 and 1-7 are ancient maps excavated by
archaeologists in tombs of the Han period ({{, B.C. 206- 220 A.D.) in southern
China. In plate 1-6, rivers are strongly emphasized by dark colour, and mountains,
roads and towns are also represented in detail. The plate 1-7 focused on military
areas, positions of garrisons, and fortresses. Different colours were used to
distinguish the different military territories. Both these two maps were made in

several decades before B.C. 168, but their graphic languages are not same, as they
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fulfilled different purposes.
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Plate 1- 4. Peng Lai Presenting a Map to
Cheng Wang, See Chinese Qing Government
Edit, 1903, The Scripture With Visual

lllustration, Xi'an Communication University
Library. [Left]
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Plate 1- 5: Jin Ke Assassinating the Emperor Qin,

A.D 151, Rubbing Stone Engraving, the Wuliang
Shrine, Shandong.

Plate 1- 6: Southern Shangcha Area Map, Before B.C 168, Colour on Silk, Ht: 96cm, Wd: 96cm, Hu Nan
Provincial Museum, [E¥F-BF X E, IR0 E p it e B, #s e mi 585 EHE=
I
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Plate 1- 7:Southern Shangcha Military Configuration Map, Before B.C 168, Colour on Silk, Ht: 98cm, Wd:
78cm, Hu Nan Provincial Museum, 0[S M3 22, M9 Kb il A28 15 - ME =45 D04

Here, I do not attempt a detailed categorization of these ancient maps according to

different uses. Instead, in order to explore the link between ancient maps and
landscape experience, I like to point out the quantitative and qualitative
approaches to landscape in these maps. The concepts of quantitative and
qualitative here are not only map-making methods or technology, but also two
different ways to understand, experience, and describe landscape. Quantitative
map-making was influenced by mathematics and geometry theory, through which,
ancient human tried to grasp and transmit quantitative features of landscape, such
as distance, angle and area. The mathematical and geometrical preciseness is the
most important criterion to evaluate them. In this broad sense, the ancient
quantitative drawing making laid a cornerstone for the architectural, landscape,
and urban design drawings of later periods, and became the most privileged

instrument in built environmental design profession. On the other hand, in those
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ancient qualitative maps, quantitative featurcs of landscape were usually ignored.
Some qualitative features, such as the comparative spatial relationship, configure
and layout of various landscape elements, are more concerned. These qualitative
maps distinctly reflect a landscape perception pattern, mental construction of
landscape of ancient human. The lack of mathematic and geomctric quantitative
preciseness of these maps does not mean they are less uscful. On the contrary,
from the ancient maps we can sce today, the qualitative maps were widely used
and transmitted. The following two scctions are going to explorc these two

categories of ancient Chinese maps individually and their influence on built

environmental design.

1.2 Quantitative Features in Ancient Chinese Maps

A drypoint map, Zhao Yu Tu (JE3LIPH), roughly twenty-thrce centuries old was
excavated by archaeologists in China in 1970s. It is supposed to be the earliest
existing map in China (Pan, 2001) [Plate 1-8]. This map is a planning drawing for
a feudal royal family cemetery in about the 3rd century B.C. Plate 1-9 1s a

reconstructive illustration based on the original map. In the centre of this map, the

five mausoleums of king, queen, and other three wives of king were arranged in
an orderly way. At the same time, the major buildings, such as palaces and
pavilions, walls and gates were marked and annotated clearly by textual
description (Yang, 1987). After a long period attempting to decode the ancient

textual description on the map, archaeologists agreed that this map is a drawing
made for design purposes. There exist thirty textual notations and thirty-eight
numeral notations to indicate the distance and dimension between diflerent
elements in this map (Yang, 1987). Also there are many similarities between
contemporary built environmental design drawing making and Zhao Yu Tu, for

example, the use of lines in different weights to indicate the profiles of different
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buildings, the use of notations on dimension and functions of each building. Quite
amazingly, this drawing was precisely made at the scale of 1:500 (Pan, 2001, Yang,
1987). This precious drawing shows us that as early as two thousands three

hundreds years ago some maps already began to have quantitative features and be

used in built environmental design.
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Plate 1- 8; The Drypoint Map of Zhong Shan Emperor Cemetery, 1tk EJk3XIH, See Yang, Hongxun
(1987): Studies on Zhong Shan Emperor Cemetery Plan Drawing, In Collected Papers of Architectural
Archaeology (Ed, Yang, H.), Cultural Relic Press, Beijing. |

Plate 1-9: The Reconstructive Drawing of Zhong Shan Emperor Cemetery, il IR ST [,
See Yang, Hongxun (1987): Studies on Zhong Shan Royal Family Cemetery Plan Drawing, In
Collected Papers of Architectural Archaeology (Ed, Yang, H.), Cultural Relic Press, Beijing.

In ancient Chinese built environmental design, quantitative features of maps and
design drawings were developed through certain needs. The most important one is
the requirement of social institution: Li Zhi (4L, social and moral institution).

Having its root in ancient religion, through a long time development, Li Zhi
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already permeated the ideological and social administrative system. In daily life,

social and moral institutions controlled and ran the country, as Li (1989)

mentioned, as an unwritten law in ancient China. The institution compellingly
standardized individual activities, speeches, and even costumes in order to achieve
certain collective stability. From a servant up to emperor, every individual had a
certain status, responsibilities and rights. As the essence of Confucianism (the
dominant ideology on institution and morality in ancient China), social institution
ignored the individuality and established a “beyond-individuality” regulation (Li,
1989). For the ancient Chinese, built environmental design was not only an
activity to meet the practical satisfaction of human, but also the embodiment of
social, moral and religious institution as well. The institutional needs resulted in
the control and regulation of size, scale and dimensions of city, landscape and
buildings (Hou, 1997). The institutional function of city, landscape and buildings

became the social background of the wide application of quantitative drawing in

built environmental design.

At the same time, mathematics and geometry also made the development of

quantitative map-making possible. In Wei Jin Southern and Northern period (31
FdLEH, 220-598), although the whole country underwent many wars and much
turbulence, the id;cology, culture and art were stimulated more than ever. The
metaphysical exploration in ideology aroused the interests in mathematics in the
intellectuals. Liu Hui (X, 225-275), Zu Chongzhi (322, 420-500) ’s

contributions on mathematics and geometry seems very outstanding in that period

(Needham, 1971).

A quantitative map is the outcome of precise site survey and measuring processes,
which provide design and planning with necessary quantitative information.
According to early ancient literature Zhou Li, site survey and measuring were a

necessary step in most of the important urban planning and architectural design at
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that time (Ge, 1998). In these surveys, apart from qualitative featurcs of site, such
as climate, hydrological and geological status, some quantitative topological
measurement about distance and gradient were carried out as well. Plate 1-10 is an
illustration depicting the situation of a site survey in the Zhou period. From this
picture, we can see that some instruments were uscd. Reviewing ancient literature,
we can find out that there' were mainly four kinds of devices commonly used in

site survey and measuring: the altometer (the device to measure the height), the

level bottle (the device to observe whether the ground of site is horizontal), the

distance scale (the device to measure the distance), and the compass (the device

used to measure orientation).

Plate 1- 10; The Situation of Tai Bao’ s
Site Selection and Survey in the Zhou
Period, K{f 45 P, Drawn After Literal
Scripture and Visual lllustrations, 1900,
Compiled and Edited by Qing
Govermnment.
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Plate 1- 11: The Picture of Ancient Altometer in

The Principles in Military (R 1442 8 22, A Book
about Military Knowledge and Strategy

Compiled at the End of the 10th Century).
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Plate 1- 12: The Picture of Ancient Level Bottle
Device in The Principles in Military (%42 & 44,
A Book about Military Knowledge and Strategy
Compiled at the End of the 10th Century).

Plate 1- 13: The Picture of Ancient Distance
Measurement Vehicle in The General Principles
in Mathematics (i 3L ¥& 4K 5%, by Cheng,
Dawei, ¥2X1{z, 1533-1606).
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The plate 1-11 shows us the application of altometer (a visual illustration from
The Principles in Military, Ril#2 £\ TE, a book about military knowledge and
strategy compiled at the end of the 10th century) in ancient China, which is quite
similar to the theodolite we use today. Surveyors locate the scale at the position to
be measured, observe through a frame (similar to the small mounted telescope in
theodolite nowadays) and read the mark on the scale. Plate 1-12 is an illustration
of Chinese ancient level bottle from The Principles in Military (RIVER ATE),
which 1s a level bottle device. Surveyors get to know whether the site is
horizontally even through observing the three level bottles and two plummects on
the device. Plate 1-13 is an tllustration of Chinese ancient distance measurcment
vehicle in The General Principles in Mathematics, (3#i3T#:4553, by Cheng,
Dawei, 2K{z, 1533-1606) by which surveyors placed a rope with units between

two points to be measured and acquired the distance between them by reading the

scale on the rope.

These survey devices made it possible for surveyors to transform landscape into a
mathematic and geometric space. Through the process of measuring and survey,

landscape space begins to be separated from intuitive experience and developed

into a mathematic, abstract and indirect perception.

In Liu Hui’s (X){&, about 225- 275) work Calculation Scripts on Island (it} & 5L

22), he elucidated nine geometrical and mathematical propositions about survey
and measuring, such as how to measure the height of an island isolated in sea (38
43 59), the height of the tree on the top of the hill (31f2), the size of a city (! ),
the depth of a valley (B14}) , the height of a tower (H11%) , the width of a river

(H$:0) , the depth of a lake  (HIiHM]) , the area of a lake (H1i3t) and how
to measure a city from the top of the hill (&) . In these propositions, Liu Hui

relied on some simple devices as mentioned above, and used geometrical formulas

to solve these practical problems.
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Pei Xiu (3%55, 223-271), Liu Hui’s contemporary and another ancicnt Chinese

influential geographer, developed the first systematic quantitative map-making
theory in Chinese history. Pei Xiu is a very important figure in Chincse
map-making history. After many year experience of map-making, he summarized
six principles in precise map-making: Fen Lu (4}, the principle of using various
scale in different maps), Zhun Wang (#EH1, a principle of orientation and spatial
relation amongst location), Dao Li (¥{H, the principle of mecasuring the distance
of road between two location), Gao Xia (& F, the principle of calculating
comparative height), Fang Xie (774§, the principle of gradient), Yu Zhi GEEL, the
principle of measuring sloping or hilly site). In the six principles, Pei Xiu
proposed a map-making theory similar to Western projection drawing (Cao, 1983).
Plate 1-14 might be helpful to understand his projection theory. The first
illustration is about the vertical projection. As Pei Xiu identifies, in a map, any
points higher than ground, such as top of a hill, should be represented as its
projection on the ground plane, i.e. cartographers need to project points in various
level into a two-dimensional plane. The other two illustrations are about
horizontal projection, i.e. cartographers need to indicate the linear distance
between two points in order to simplify the map (Cao, 1983). Apart from these
theories and methods, another important graphic device often used in Chinese
map-making is the grid, which is called Ji Li Hua Fang (3t LIl /7) in ancient
literature (Cao, 1983). The grid in ancient maps is very helpful in locating
landscape elements, calculating area and distance, just like the longitude and
latitude grid we use today (Cao, 1983). Plate 1- 15 is an example of application of
a grid much later, Yu Di Zong Tu (J BB A E, 1500-1600, by Luo
Hongxian, % t45%). At the right bottom corner of this nation-wide map, there is a
notation: every grid is five hundred /i (3, Chinese ancient distance unit, about
500 meter) square. In such large scale map, the application of grid also can help to

achieve certain degree of preciseness.
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Plate 1- 14: Projection Theory in Pei Xiu's Map-making Principles
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Plate 1- 15: Yu DiZong Tu, /51
Pd 2z B LA P, 1500-1600, by
Luo Hongxian, F71t4%, See Ge,
Jianxiong, (1998): The
Measurement of Maps in Ancient
China, Shangwu Publish House,
Shanghai.
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From these ancient maps and map-making theories, we can find out, briefly, that
these geographers and mathematicians treated the landscape as a plane, and the
map as the two dimension projection of the three dimensional landscape. Every
crucial landscape elements, such as mountains, rivers and cities should be
comparatively precisely and abstractly projected onto map. Briefly, this group of
maps present a geometric approach to landscape. In the process of quantitative
map-making, the activity of measuring could be said to reduce the profound and
poetic landscape into abstract mathematic and geometric attributes, such as
distance, coordination value, and angle. Corner (Corner and MacLean, 1996: 18)

summarize the nature of measuring as “Measure as quantum refers to perhaps the
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most obvious usage of the term: its numerical, dimensional, and quantitative
function. In this sense, measure is the unit as well as the vehicle by which a
particular reality is given a mathematical structure.” This quantitative approach
to landscape might enhance the efficiency of built environmental design, but it

still might be questionable, especially its influence on landscapc expericence.

Corner (Corner and MacLean, 1996: 17) pointed out this issue acutely:

It is perhaps paradoxical that the initial rambling and sifting through an
immense, open-ended landscape would lead us to something as precise and
determinate as measure. But, as we hope to argue, the determinations that are
enabled by measure are themselves slippery and fictional, often veiling (or
even denying) the fact that life--in its innate richness, diversity, and
freedom--is predicated upon certain degrees of error, chance, and

indetermidation.

The challenge on quantitative approach into built environment and its denial of
profound landscape experience, such as Corner (1996) and Hoffman (1994)
identifying, revealed several problems of quantitative approach. The first problem

is about the relationship between temporality in experience and quantitative

approach based on geometric theory. As Hoffman mentioned in the introduction of
his work Architecture Studio (Hoffman, 1994), many activities of measuring in
history were seeking the unchanged and static spatial attributes of built
environment through ignoring the temporality, and it almost became the
pre-condition of all the measuring. Since nearly all the built environmental design
professions were constructed on the basis of static geometry, temporality of our
experience accordingly has been ignored as well. Another problem of quantitative
approaches to landscape is the absence of the body. Hoffman (1994) maintains
that with the development of technology, the activity of measuring became to rely

on the “indirect instrument” more and more. In this situation, designers’ body
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become separated with the built environment gradually. In his work, Hoffman
(1994) raises the questions about what significance the loss of “body’s

knowledge” has in our contemporary design. In an exploration about landscape

experience, | would like to broaden my horizon into broadly quantitative drawings,

not only maps.

The cogent instrumentality of quantitative drawings in built environmental design
not only made them a dominant visual media in contemporary design processcs,
but also conceals and lets us forget that the numerical and quantitative approach to

landscape can not be separated from the poetic and meaningful construction of

landscape.

As mentioned above, in ancient China, the most important impetus of application
of quantitative drawings was the requirement of establishing a link between
| institution and built environment design. In Chinese history, morality and
institution were two folded concepts, which included outside activity criterion- Li
(%L, rites), and inside status- Yue (!} , harmony) (Li, 1989). In the most
influential ideology in early China, Confucianism, morality is the most basic and
central issue. It is also a hub to establish harmonious relationship between nature
and man, man and man, man and god (Li, 1989). Confucius said, “One who really
loves humanity will not place anything above it. One who really hates inhumanity
will practice humanity in such a way that inhumanity will have no chance to affect
him” [my translation, the original text is cited from Analects 1%, 4: 6]. As Li
(1989) points out, the outside rites and inside harmony can not be separated. Yue
comes into being through practice of i (rites), and rites are the manifestation and
expression of ywe. In the reciprocity between rites and harmony, the Chinese
specific practical rationality (different to western rationality), spontaneity, and

sociality were developed, and perfect personality was achieved (L1, 1989).
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The application of quantitative drawings in built environmental design ensured the
layout of city meeting the institutional requirements, which rcinforces class
boundaries and social groups (Keswick, 1986). About the S5th century, the
Northern Wei dynasty (1638, 439-534) government was planning to move their
capital city to Luo Yang (#%FH). The Emperor Xiao Wen (Z£23C7) thought the
weather of the old capital city Ping Cheng (‘F-3%) was too cold. Of course, the

weather was not the main issue. The royal family of the Northern IVei dynasty was

a minority race in ancient China. In order to control the whole nation, they needed
to know and understand the culture of majority race: the Han (¥X). The planning
of this new capital city, for the government, was an opportunity to show their
inclination to the Han culture. Basically, the government preferred to plan the new
capital city in the Han people’s way (Guo, 1997). In order to learn how Han
people plan a capital city, the government sent Jiang Shaoyou (52D Uit) as
diplomatic missionary to Jian Kang city (JF§, the capital city of the Soutern Qi,
M 7%, nowadays Nanjing city, ¥ }{). During his stay in Jian Kang, Jiang mapped
the layout of the city secretly and took the maps back to the Northern Wei
government as a reference of urban design (Guo, 1997, Wu, 1988). Not only the
large scale urban maps, Jiang also measured and made some drawings of Luo
Yang (#&F0)’s relic of Tai Ji (JX1R) palace and even successfully restored the
drawings as a three-dimensional model as the reference to the architectural design
of the central building of the Northern Wei capital city. In this example, the
significance of measuring and quantitative drawing making is not merely to
enhance the accuracy and ;fﬁciency of design and construction, but to make sure

the capital city was designed and constructed appropriately in term of institution.

An appropriate capital city planning could consolidate the validity and legitimacy

of the government.

The development of quantitative drawing in urban planning and architectural

design came to a peak period during the Tang dynasty (F1X, 618-907). It seems
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that the application of quantitative drawing as construction devices had alrcady
become a custom and official requirement in some important projccts, mainly for
the buildings which belonged to royal family and government at that time (Pan,
2001). The redesign and rebuilding of Ming Tang (W}4%, Bright Hall, a ritual
building for royal family in ancient China) in the Sui dynasty (Fij{X, 581-618) was
a good example of the application of quantitative drawing. The construction of

Ming Tang, as the most important building in which the emperor processed a
religious rite, presented sacrifice and communicated with God, and became the
biggest architectural design event at that time [plate 1-16]. Ming Tang was a
sacred landscape to sacrifice and worship God, without which, a nation can not be

a nation, and a capital city can not be capital city. In the 6th century, many

historians, officers and master builders were gathered to review the historical
literature and drawings to work out the proper way to redesign. Yu Wenkai (323C
1d8), as the experience senior officer taking charge of urban planning and
architectural design activities in the Sui dynasty, was assigned to make a proposal
of Ming Tang to the emperor. In his biography, he illustrated his idea for Ming

Tang with a precise 1:12 scaled drawing and a wooden model. Comparing it to

some other drawings of the ancient Ming Tang in his work (] 5B iX), Yu Wenkai

tried to prove the historical validity and legitimacy and “built-after” effects of this

building (Pan, 2001).

Plate 1- 16: Restored Profile of Ming Tang in
Southem Suburb of Chang'an City
(B.C.206-A.D 265), See Yang, Hongxun
(1987): In Collected Papers of Architectural
Archaeology (Ed, Yang, H.), Cultural Relic
Press, Beijing.
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Unfortunately, we can not see these drawings and models mentioned above since
they no longer exist , but there still exist some examples of quantitative drawings
in built environmental design much later, which can give us a detail picture of
how the designers in ancient China used quantitative maps and other drawings. In
the Qing (1%, 1644-1911) dynasty, the design and construction of government
projects had to be supervised by some specific departments like the Home OfTice

in United Kingdom nowadays. Under these departments, there were many experts

and craftsmen to make drawings and models. The most famous of them were from

the Lei family. That is the reason this family was called Yang Shi Lei (F£3\1I})

(Yang Shi in ancient Chinese means design drawing and models). In Wang’s

research on the Yang Shi Lei drawings and design of royal cemetery in the Qing
dynasty (Wang, 1990, 1992), we can glimpse the role of these drawing in the

whole design and construction process during that time.

According to Wang’s (1990, 1992) studies, every design and construction of royal

family cemetery started from the site and location selection. The draftsman

accompanied by the Feng Shui master took in charge of site survey, and they

needed to make the Feng Shui morphology drawings of the site in order to provide
design process with the basic information. According to the will of the emperor,
draftsman should carry through the measuring and survey on the existing royal

mausoleums in the preceding dynasties as the reference for new design. When the
location was decided by the emperor, the designers would develop some design

proposals according to the map of the site, and draftsman carried through the
drawings to visualize these proposals. After several rounds of modifications, the
draftsman developed construction drawing section. A whole set of systematic
construction drawings, including master plan, architectural plans, elevations and
many details drawings, along with the textural description would be made into
several copies, which needed to be dispatched to the officers involved and all the

sub-contractors. During the process of component production and construction on
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site, any modification was visualized in construction drawings immediatcly, until

the whole construction was finished, including interior design process (Wang,

1990, 1992).

prég2lereane

Plate 1- 17: Survey Drawing of
Yang Shi Lei, see Wang, Qiheng
(1990), Studies on Cemetery
Construction and Yang Shi Lei
Drawings in the Qing Dynasty,
Beijing, Chinese Traditional
Architecture and  Garden
Research Committee

Plate 1- 18: Design Drawing of Yang Shi Lei,
see Wang, Qiheng (Ed.) (1992): Studies on
Feng Shui Theory, Tianjin University Press,
Tianjin.
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From these remained drawings of Yang Shi Lei, [platcl-17, 18, 19, 20] we can scc

that those draftsmen had already started to use lines in different type and colour to

make these drawings explicit according to various intentions. For example, in a
master plan, the black lines refer to the topography, while the red lines refer to the
boundary and profiles of building. In some detail drawings, the pink lines refer to
the earth material, while the grey lines refer to the brick material and the brown

lines refers to the stone material (Wang, 1990). At the same time, different scales

of structural grid, legend and notation made it clear and explicit for designers and
contractors. As Wang (1990) figures out, the achievement of Yang Shi Lei

drawings will refresh our understanding of ancient architectural drawings in

Chinese history.

From the maps in the Chinese Neolithic era until the construction drawings of Lei
family, we can see the development of quantitative drawings and its influence on
planning and architectural design. Although most of draftsmen used basic
projection and axonometric drawings as the main methods, and lacked skills in
representing spatial depth, the high skill of drawing-making that was still capable
of surprising us. Whilst the architectural design and planning profited from the
maturity of quantitative drawings, it could be suggested that the landscape
profession were largely improved by some other tendency of visual media:
qualitative maps, which influenced and nurtured some other media, such as
landscape painting and printing in ancient China, until the perspective theory was
introduced from Europe by missionaries in the Qing dynasty. In the next section,

qualitative maps will be explored as a different approach to landscape in early

ancient China.

1.3 Qualitative Features in Ancient Chinese Maps

In the last section, the development of quantitative features of ancient Chinese
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maps and accordingly a quantitative approach to measuring and describing
landscape based on mathematical and geometric thinking, which supported the
evolution of the built environmental design professions in ancient China was
reviewed. In this section, I attempt to explorc some qualitative features of ancient
Chinese maps and the landscape perception they disclose. Map is a sclective
device, and the qualitative features in maps are closely linked to landscape
perception, understanding, experience, and mental construction. The lack of
quantitative accuracy did not make qualitative maps less useful, on the contrary, if
we .review the existing ancient Chinese maps, we might find out that qualitative

features of maps played an even more important and comprehensive role in

landscape ideology.
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Plate 1- 21: Ideal Layout of Capital City in
Zhou Li, See He, Yeju (1983). Studies on the
Ying Guo (Urban Planning) Regulation in Kao
Gong Ji, Chinese Architecture and Building
Press, Beljing.
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Plate 1- 22: Amheim's Comparison between
Egyptian Drawing and Perspective Drawing, see
Amheim, Rudolf (1956). At and Visual
Perception: a Psychology of the Creative Eye,
Faber, London.

Plate 1-21 is a map of the ideal city layout of a capital city, which appeared in an
ancient book Zhou Li (Fl#L ZH # T.id, B.C. 770-467). According to literary
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explanations with the illustration, an idcal city should be surrounded by nine Li
(!} Chinese distance unit) long walls on each side, with three gates on each wall.
There should be nine south-north roads and nine east-west streets inside... the
palace in front, while the market at back; ancestor’s temple on the left and the
state altar on the right... (A, LM, FH=11, HHhIuRIuE, L
i, ZMAH, GrEGHT, El—R) (He, 1985). In this centripetal image, apart
from several simple lines indicating the layout of walls and roads, all the buildings
are declined outwards. This layout might remind us of the Egyptian drawings
mentioned in Arnheim’s work, Art and Visual Perception (Arnheim, 1956) [Plate
1-22]. When Arnheim compares Egyptian drawing to perspective drawing, he

suggests an essential difference between these two methods of representation. As

Arnheim (1956) mentioned, an ancient Egyptian artist might say, in the
perspective drawing, the square pool is distorted; the equidistant plants are
represented in gradual-changing distance. The perspective draftsman might say it
is impossible to have such viewpoint as the ancient Egyptian drawing suggests.
For most of us, who were educated with projection and perspective drawing
theory, this drawing might look very confusing at the first glance, although some
architects and landscape architects did and do still develop drawings in this way.
The essential difference between these two drawings is what the aim of the
representation is in these drawings? As Arnheim (1956) summarized briefly, is it
what things looks like or what things are? When Arnheim examined the drawings
of Egypt and 'Babylon’s ancient people, he figures out that they draw to suggest
actual properties of the subject: the squareness of an actual square shape, the
circularity of an actual circle. Comparing ancient people and children’s drawings,
as Arnheim said, the perspective drawing “makes things look right by doing them
wrong” (Arnheim, 1956: 115). In this point, the ancient people probably have no
sophisticated skill to represent three-dimension space, but they insisted the

accordance between drawing and their instinctive, intuitive experience. In this
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sense, these ancient images are not only visual representation, but also perception

and mental construction of spaces surround them. The perception and mental

construction can not be separated into differcnt graphic clements by any

projection and perspective rules.

Just because the inherent link between the visual language of ancient qualitative

map and intuitive perception, it made possible that we can study landscape
perception and experience through these visual media. The first question | like to

raise i1s what did the ancient Chinese usually put into the qualitative maps?

Plate 1-23, 24 are detailed parts of the copy of The Sailing Charts of Zheng He

COFFPLHEER) in the 17" century. At the order of the emperor Ming Cheng Zu
(BHR%1H, 1360-1424), Zheng He leaded a vast fleet set sail from Su Zhou (1 4H).
The purpose of this voyage was both diplomatic and commercial. In diplomatic
aspects, the emperor tried to establish relations with other countries.
Commercially, this voyage also could expand trade relationship of the Ming
dyn<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>