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Abstract 

The critical question of this thesis is how Chinese values can affect modern urban 

landscape architecture. The definition of Chinese values includes the Chinese 

perception of spirit and space. Tai Ji, a traditional Chinese spirit, is essentially a 

metaphor for the creation of reality and the inclusion of all things. The Chinese 

conception of space is to use the invisible as a metaphor for the visible, and this is 

often reflected in the space of traditional Chinese architecture through suggestion or 

allegorisation. This concept of spirit and space is evident in Chinese landscape 

painting. In addition, traditional culture is also an essential part of Chinese values. 

History development has brought valuable wisdom and wealth to human beings. The 

introduction of these Chinese values into architecture through concepts, design 

methods and spatial forms is an important direction for the development of future 

Chinese architecture. 

 

China is a rapidly developing country, and the speed of its urban construction is 

essential to this development. But it is because of the demands of this rapid 

urbanisation that architecture has become progressively modular, and there is a 

proliferation of homogenous cities in China. However, as urbanisation continues, 

people's needs are becoming more diverse, no longer limited to economic 

development but to spiritual fulfilment too. The government has started to invest 

heavily in landscaping for urban development. Borrowing many successful Western 

landscape design ideas to meet the needs of urban greening quickly has been a 

beneficial approach but Chinese landscaping loses many of its cultural characteristics. 

Ways to integrate the advantages of Western design with Chinese values is an issue 

to be considered in landscape architecture. 

 

A city with complex historical factors and special architectural styles was chosen for 

the design project. The outcome is an artists’ community that will apply Chinese 

values to the concept, spatial approach and landscape design. 
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Introduction 

China is a country with a long history, which means that it has diverse cultures. However, 

with present-day development and the integration of Western cultures, many meaningful 

Chinese values are gradually disappearing. Urbanisation has made most of the new cities 

homogenous and featureless, and has also led to the abandonment of many old urban 

areas. In the past, architecture could serve as a holder of cultural values. However, it is 

questionable whether the current developments can still preserve Chinese values. As the 

product of human society's economic and cultural development, the city is the symbol of 

modern social civilisation. As an integral part of the urban architecture design system, 

landscape plays a crucial role in improving and promoting the healthy development of a city. 

Good urban landscape architecture design is a cornerstone of urban development. Applying 

Chinese values to landscape architecture can reawaken the vitality of a region, construct a 

new way to preserve Chinese architectural traditions, and create a new architectural model. 

 

This study begins with research into Chinese values to lay a foundation for future 

investigation. Through considering the condition and methodology of landscape, the 

significance of landscape to the city will be analysed in depth. In this section, I will explore 

why Chinese values should be introduced into landscape architecture. 

 

To consider the application of Chinese values to landscape architecture, Qingdao, a 

northern city in China, was chosen as the test site. Like most Chinese cities, because of 

the development of urbanisation, the original city centre has gradually been abandoned. 

However, because of its unique historical development, this city has a cultural heritage that 

cannot be replicated anywhere else in China. Although Qingdao's old town is a site with a 

rich landscape context, the more recent architecture lacks any reference to Chinese values 

and architecture. The discussion will focus on how to bring Chinese values to landscape 

architecture and revitalise these areas. 
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Chapter 1 Definition of Chinese values 

The first chapter is a study on defining Chinese values, including the Chinese conception of spirit and space. 

Chinese landscape painting is the most crucial carrier of Chinese values, and the influence of history on Chinese 

values is also significant. 
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1.1 Chinese conception of spirit 

As citizens of one of the world's oldest nations, the Chinese people have shone with the 

light of countless great ideas for generations. With their unique view of the universe and 

life, the Chinese ancestors laid the foundation for the rich humanistic heritage of 

traditional Chinese art. The spirit of Tai Ji, also named Tai Chi, is the classic embodiment 

of these unique cosmic and life views and has been a long-standing source of cultural 

awareness, life awareness and aesthetic awareness among Chinese people, and has 

become a unique value in the heart of every Chinese descendant. The Chinese ‘Taiji 

theory’ summarises the creation and development of the universe and life in the 

language of philosophy. "Taiji gives birth to yin and yang, the intersection of yin and 

yang gives birth to all things, and the most of yin and yang gives birth to men and 

women."1 Tai Chi itself is composed of Yin and Yang, which interact with each other 

and complement each other, and the interplay of Yin and Yang gives birth to Heaven, 

Earth and Man.2 Through art, human beings perfect themselves, purify their souls, and 

harmonise yin and yang, thus achieving dynamic harmony with the entire universe.3 

 

The symbolisation of the Taiji spirit gives rise to the Taiji diagram. The ‘taiji diagram’ has 

 
1 Zhang, Han and Zhongqiu Zhang. The National Academy of China. Wuhan: Hubei Education, 2002. 
2 Zhang, Han and Zhongqiu Zhang. The National Academy of China. Wuhan: Hubei Education, 2002. 
3 Chen, Wangheng. Art and Design Aesthetics. Wuhan University, 2000. 
 

accumulated for thousands of years and implies the essence of traditional Chinese 

aesthetic thought, with the formal beauty characteristics of ‘central’, ‘circular’ and 

‘curved’.4 Taiji symbols should be studied in both their tangible form and their intangible 

properties. The ‘O’ and ‘S’ in the Taiji diagram symbol are the perfect match of the ‘two 

poles’. The composition of the Taiji diagram is characterised by a complete circle. "The 

aesthetic characteristics of the circle are universally recognised as expressing a state 

of apparent stillness and tranquillity, but actually in perpetual motion."5 In traditional 

Chinese belief, the circle encompasses the elements of heaven and earth, day and night, 

summer and winter. It embodies the ancients' holistic understanding of nature and 

4 Zhang, Fa. "The Origin, Stereotype and Content of Chinese Formal Beauty." Academic Research, vol 85, no.1, 
2021, pp.144-156. 
5 Lu, Lei. "Inheritance and development of Tai Chi graphics from the perspective of contemporary design." Design 
Platform, vol.104, no.4, 2011, pp.88-89. 

Figure 1. Taiji diagram 
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symbolizes unity, tolerance, completeness and harmony. Taiji diagram extends this idea 

to the visual field, and the circle represents the infinitely extended visual space within 

reach of the eye. The S curve divides the complete circle into two poles, yin and yang, 

and the two parts revolve around the circle's centre. These two parts revolving around 

a circle centre, both independently and through interaction complement each other to 

form a whole. Inside each pole is a small circular ‘fish eye’, representing ‘yin in yang’, 

‘yang in yin’, ‘yin from yang’ and ‘yang from yin’; the "yin pole creates yang" and the 

"yang pole creates yin". 6  This is a kind of balanced yin and yang modelling 

characteristic of "you have me, I have you, the opposite of each other, there is the birth 

of each other, the left and right are tilted to each other, and this is the elimination of the 

other"7.  

 

The intuitive form, structure and colour of the Taiji diagram are the primarily elements 

used in modern architectural landscape design. In the Copenhagen Zoo Panda House, 

the ‘S’ line raises the sides of the building, creating separate spaces for the female and 

male pandas, while presenting a vertical landscape, bringing a unique perspective and 

enhancing the interactivity of viewing. 

 

This omnipresent, meaningful, but ineffable Chinese value is the spiritual connotation 

 
6 Tian, Peng and Jinliang Xie. "An Experiment on the Cultural Connotation of Nei Dan Contained in Taiji 
Diagrams." Religious studies, vol.88, no.1, 2020, pp.43-50. 

that permeates Chinese culture, a concept that has long existed in design and has 

driven innovation in the art of design. This concept has long existed in design, driving 

innovation in design art and creating the application of Tai Ji aesthetic thought in various 

fields. Tai Ji emphasises the unity of heaven and man, the creation of reality and 

emptiness, and circulation and repetition. These aesthetic ideas and the artistic rules 

derived from them can guide architectural landscape design. The creative thinking of 

the work is integrated into traditional Chinese culture. The combination of these 

aesthetic ideas and their derived artistic rules can guide architectural landscape design. 

The creative thinking of the work involved in the traditional Chinese aesthetic way of 

thinking will often have unexpected effects, and it can transcend the objective factors 

that prevent human communication, to achieve a higher level of psychological 

communication and to achieve the pursuit of "beauty in imagery"8. 

7 Huang, Shouqi. Zhou Yi Translation. Shanghai Antique Books, 2010 
8 Ye, Lang. Beauty in Imagery. Beijing University, 2010. 

Figure 2. Copenhagen Zoo Panda House 



8 
 

1.2 Chinese conception of space

Lao Tzu, an ancient Chinese philosopher, said, "When a vessel is made of clay, it is the 

hollow part of the vessel that makes it useful. When a house is built by cutting windows 

and doors, it has the function of a house only when there are empty parts inside the four 

walls of windows and doors. Therefore, the "something" gives convenience, and the 

"nothing" plays its role."9 This means that the essential quality of architecture is not the 

solid shell that encloses a space, but the space itself. The architect should not only 

consider the architectural space from its practical function but also look at the design 

and creation of architectural space from a spiritual and aesthetic perspective.10 

 

The spatial view of traditional Chinese architecture can be summarised by the "overall 

inward orientation"11 principle. The most prominent characteristic of "overall inward 

orientation" is reflected in the design of the fence, which protects against wild animals 

and thieves and indicates some separation from the outside world in the eyes of many 

Chinese. Most Chinese houses, including both apartments and private houses, have tall 

walls, with only the roof visible from the outside and a solid gate separating the inside 

from the outside world. In contrast, when one enters the courtyard of a Chinese house 

or the front door of a house, one rarely sees walls, and most of the rooms are not tightly 

 
9 Wei, Guanglai. Laozi. Shanxi Ancient Books, 2003. 
10 Peng, Yigang. Theory of architectural space combination. China Construction Industry, 1983. 
11 Peng, Yigang. Theory of architectural space combination. China Construction Industry, 1983. 

separated. Some are even separated by or fences or screens, a feature that is more 

prominent in the Siheyuan houses of Beijing and the houses of Jiangnan. Westerners, 

on the other hand, have the opposite attitude toward walls – they do not pay much 

attention to, or even have no large outer walls, except for some special areas of private 

houses, but inside, layers of walls separate and segregate the houses. This 

phenomenon is a superficial difference, but it is the basis of the existence of the Chinese 

and Western societies and the perceptual manifestation of the national cultural identity. 

The design of large and small walls reflects the difference between the family system 

and individual privacy, with the Chinese focusing more on the collective social concept 

of the family system. In contrast, Westerners attach importance to the protection of 

individual privacy.12 

12 Zhu, Xixiang. Aesthetic Comparison of Chinese and Western Tourism Cultures. East China Normal University, 
1998. 

Figure 3. Beijing Siheyuan 
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The ‘overall inward orientation’ spatial layout of building groups is no longer appropriate 

for today's modern urban requirements, and urban functions dictate that the spatial 

layout of building groups in cities should be more ‘overall open’. However, architects 

should not consider that traditional Chinese architectural spatial practices have no 

relevance to architectural creation today. The interior and courtyard spaces of traditional 

architecture are still worthy of reference and inheritance. The interior spaces of 

traditional Chinese architecture can be divided when different functions demand by 

using various partitions, doors, hoods, screens, and other movable structures that can 

be installed and dismantled and changed at any time, and this technique is also often 

found in modern Chinese interior design. The interior space can meet the owner's living 

habits but can also be changed quickly in special circumstances such as when a grand 

banquet is held, much like the Chinese multi-purpose hall today. The courtyard space 

of traditional Chinese architecture is also similar to the ‘gray space’ of modern 

architecture. The courtyard is a unity with the indoor space for each other and is a small 

natural environment for the building to create preparation conditions. The courtyard can 

be planted with trees and flowers, a hill can be built to create a pond, and a pergola 

trellis can be built. The architect can also build a link to transition between indoor and 

outdoor space to add interest in life.13 

 

 

 
13 Ren, Jiyu. History of Chinese Philosophy. People, 1996. 

  

Figure 4. Traditional Chinese interior space 

Figure 5. Traditional Chinese courtyard 



10 
 

1.3 Spirit in Chinese landscape painting 

It is impossible to mention the most valued Chinese traditions without talking about 

Chinese landscape painting, which can be considered a product of the fusion of Chinese 

spirit and space perception. Traditional Chinese landscape painting, also known as 

shanshui painting, executes mountain and water landscapes through brush, and ink 

made of animal fat, on Xuan paper. This kind of painting is not just a recording device 

to capture the landscape, but a way to express the nature and essence of things through 

painting and to understand them. 

 

In order to understand the spirit in landscape painting, one must first understand the 

context. In Western painting, there is a pictorial intent. ‘Pictorial intent’ is an aesthetic 

concept that emerged in the 18th century with the rise of Romanticism to evaluate 

aesthetic values. Traditional Chinese landscape painting has a distinctly different 

approach to creation and aesthetic pursuits from the West. Its characteristics are 

somewhat related to the expression of pictorial intent, and the use of forms and objects 

to express and embrace a certain spirit of the author, but the most relevant concept is 

the spirit of place. The famous Norwegian urban architect Norberg-Schulz introduced 

the ‘spirit of place’ concept to the West in 1979.14 According to the Chinese custom, 

 
14 Norberg-Schulz, Christian. Genius Loci : Towards a Phenomenology of Architecture. London: Academy Editions, 
1980. 
15 Wu, Liangyong. Introduction to Habitat Science. China Construction Industry, 2001. 

understanding the concept of ‘spirit of place’ can be called "the context of place”.15 

 

The highest understanding of the context in Chinese landscape painting is summed up 

in four aspects: "feasible, viewable, visitable, and livable."16 Feasible and viewable are 

one-dimensional – the viewer cannot enter the painting – while ‘visitable’ and livable are 

spatial and can be experienced. The word ‘visitable’ relates to the word ‘follow’, and 

means following one's heart's desire, without a clear purpose, but relaxing and feeling 

comfortable. To achieve ‘livable’, a sense of belonging is needed —— a space where 

people are free from bondage and put aside their defenses, and there is the expectation 

of being in harmony with the human spirit. "Feasible, viewable, visitable, and livable" is 

the goal of landscape painting, but it is also the realm pursued by architectural design.17 

 

Norberg-Schulz states that "place is a humanized space, and when its material and 

spirituality are identified, it reflects the spirit of place. These two related spirits might be 

better called 'direction' and 'identity'. In order to gain a foothold in existence, a person 

must be able to discern direction. He must know where he is. Moreover, he has to 

identify himself in his environment at the same time.”18 Thus, the spirit of a place has 

16 Guo, Xi. Forest Spring Records. Shandong Pictorial, 2010. 
17 Guo, Xi. Forest Spring Records. Shandong Pictorial, 2010. 
18Norberg-Schulz, Christian. Genius Loci : Towards a Phenomenology of Architecture. London: Academy Editions, 
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two aspects: physical and psychological.19 The role of architecture is also to establish 

a direct connection from the physical to the psychological. Returning to the four contexts 

of landscape painting, ‘feasible and viewable’ are based on the physical, concrete 

existence of the relationship with the surrounding environment that one can observe, 

corresponding to the ‘sense of direction’ of the spirit of place. The terms ‘visitable and 

livable’ represent the psychological ‘identity’ of the space. Only when people have a 

sense of belonging to the space can they enjoy visiting and living in it.20 

 

"Feasible, viewable, visitable, livable" is the goal of landscape painting, but also the 

realm pursued by architectural design. Thus, architects can translate the meaning into 

architecture. "Feasible", means that the building function is reasonable, the flow line and 

line organization are convenient and smooth, and people can walk freely in the building. 

"Viewable", means that there is a view inside or outside the building and to be 

appreciated. "Visitable" means that people stroll in the building and the building space 

unfolds layer by layer so that viewers can feel the rich changes in space and the rich 

and interesting paths. To be "livable" is to have a comfortable and pleasant atmosphere 

for use and living.21 Their specific applications will also be studied in detail in later 

chapters.  

  

 
1980. 
19 Norberg-Schulz, Christian. Genius Loci : Towards a Phenomenology of Architecture. London: Academy Editions, 
1980. 

20 Guo, Xi. Forest Spring Records. Shandong Pictorial, 2010. 
21 Guo, Xi. Forest Spring Records. Shandong Pictorial, 2010. 

Figure 6. One of Chinese landscape paintings 
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1.4 Space in Chinese landscape painting 

Chinese landscape painting has been summarised into three points of spatial 

understanding: "high, deep and flat," collectively known as the concept of three 

distances.22 When ‘three distances’ is used as a method of creating space, it has 

prominent characteristics in landscape painting. 

 

High is the way people view the mountains and rivers, and the mountains are majestic, 

blocking the distant view and being the endpoint of one's sight. It uses an exaggerated 

scale to put the observer's perspective at an extremely low place, thus giving people the 

feeling of sublime grandeur. The most typical work with a high composition is shown in 

Figure 7, with it focus being a vertical axis, with a huge rock outlined in thick ink below 

and a group of merchants marching through a forest with huge rocks. In the middle 

section, a gurgling stream is complemented by an ancient tree that half-obscures the 

rocky landscape, and moving up with the source of the cascading waterfall is a tall 

mountain peak standing in the centre of the picture, standing tall and majestic, 

occupying nearly two-thirds of the picture. It creates a sense of worship and reverence 

for nature and excites people's emotions. 

 

  

 
22 Guo, Xi. Forest Spring Records. Shandong Pictorial, 2010.  

Figure 7. High in Chinese landscape painting Figure 8. Deep in Chinese landscape painting 
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Deep is the distance between mountains. The most famous and widely known 

expression technique is blank space. The expression is the progressive relationship of 

a set of sequential spaces, expressing the temporal dimension of space. More 

importantly, it expresses the depth of the space and the interplay of reality and 

imagination.23 The virtual white space inspires an imagined infinite space for reverie. 

As shown in Figure 8, the near part of the picture is painted with stacked rocks and 

ancient trees. The colour is heavy and obscure, complemented by the stream in white. 

The mountains nearby and the distant mountains are hidden behind the smoke, 

suddenly bright and suddenly obscure, layer by layer, pushing far away. The smoke and 

clouds of the stream are virtual, the woods and rocks reflect each other, and the viewer's 

eyes wander within the delicate scenery towards the distance. 

 

The spatial embodiment of flat relies on "brightness and darkness," 24  with lofty 

mountains and low woods and rocks, obvious spatial contrasts, and a wide field of view, 

reflecting a calm and distant atmosphere. A representative work is shown in Figure 9. 

The viewer's eyes gradually wander in all directions to reach the distant mountains, and 

the process imparts calm and quiet. 

  

 
23 Guo, Xi. Forest Spring Records. Shandong Pictorial, 2010. 24 Jin, Qiuye. "Closed door is a deep mountain." Journal of Architecture, vol.76, no.6, 2014, pp.10-16. 

Figure 9. Flat in Chinese landscape painting 
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1.5 Historical factors 

China has a 5,000-year history, and the long history and geographical differences have 

led to architectural differences between regions. The Fujian Tulou, for example, is a 

collective building built as a form of self-defense for the safety of the community.25 

During the Tang and Song dynasties in China, when there were invasions by Japanese 

pirates and annual civil wars, the inhabitants of this region needed a building that could 

accommodate the requirements of living in a group and being highly defensive. 

Moreover, the building had to be suitable for the unique geographical environment, be 

made of local materials, be easy to build, and be feasible in terms of economic costs 

and access to building materials. Therefore, the architectural art of Tulou, a practical 

enclosed building that integrates the functions of housing and defense, gradually 

emerged and flourished in this area. The emergence of Tulou is not only due to historical 

and geographical factors but also reflects the local family-oriented values and the highly 

centripetal Chinese culture.26 

 

  

 
25 Lin, Jiashu. Tulou and Traditional Chinese Culture. Shanghai People, 1995. 26 Lin, Jiashu. Tulou and Traditional Chinese Culture. Shanghai People, 1995. 

Figure 10. Fujian Tulou 
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China is in the midst of rapid urban development, and various buildings are springing 

up under the city's cultural demand and developed economic strength. As a vital part of 

urban architecture, public buildings are indispensable places of the urban public service 

system, which is the communication platform for displaying and gathering cultural 

resources of a city, and is the architectural medium that can best show the cultural 

characteristics of a city.27 However, in rapid development, the problem has emerged 

that public buildings in many cities are strikingly similar, lacking individuality, and lacking 

regional culture, and are converging. 28  This development has led to two extreme 

phenomena in China's public architecture development.  

 

One is the extreme phenomenon of blindly worshiping Western architectural culture. In 

the context of economic globalization and the information age, Western modern cultural 

architecture has become the mainstream language of development, and the 

development of cultural architecture in many cities has converged on the Western 

architectural language. In China, many large cities such as Beijing and Shanghai have 

a "one-size-fits-all" cultural architecture, which only worships the form of Western 

cultural architecture and loses its individuality.29  

 

 
27 Yin, Qian and Wenxin Chang. Cultural Architecture. Liaoning: Science and Technology, 2012. 
28 Wu, Liangyong. "Beijing Charter." Architecture of the Times , 1999. 
 

Another issue is the excessive borrowing of traditional architecture. Architects 

emphasize that traditional architecture is limited to copying and imitating the 

architectural appearance without considering architecture's practicality, functionality, 

and culture. This phenomenon is common in China. 

 

The development of contemporary Chinese architecture should be reconsidered 

according to its regional characteristics, cultural connotation, and the spirit of the times. 

For traditional cultural architecture, the practice of abandonment should be used to 

make trade-offs, reflect on the shortcomings of tradition, and inherit the essence of 

tradition. Architects should not just imitate Western architectural forms ; combining 

Chinese and Western characteristics is the most suitable way to develop architecture. 

 

 

 

 

 

 

  

29 Xu, Gengyuan. "The Poverty of Contemporary Chinese Architectural Philosophy." Huazhong Architecture, 
vol.13, no.1, 1995, pp.6. 
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Chapter 2 Modern landscape architecture 

This chapter is about the study of modern landscape architecture. It encompasses the Chinese and Western 

perceptions of landscape architecture. In order to develop landscape architecture in the modern city, it is essential 

to understand the connection between modern architecture and landscape and the role of landscape architecture 

in urban development. 
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2.1 The conception of landscape architecture 

The concept of landscape varies significantly in different fields. As British landscape 

architect Tom Turner said, the original definition of landscape is, "… an area where the 

footprints of civilization have been left. "30 The modern sense of landscape architecture, 

also known as landscape design, arose in the United States at the end of the 19th 

century and was marked by the establishment of the LA Institute of Harvard University 

by Olmsted in 1900.31 With the increasing prominence of environmental issues, the 

meaning of landscape has become more complex in today's world. 

 

Although there have been many different definitions of landscape architecture, the 

substance and application have been greatly expanded. From ecological planning of the 

earth, watershed planning to regional landscape planning; from national ecological 

protection to national park construction; from urban greening system planning to urban 

square and street planning for pedestrians; from urban park construction to private 

garden construction; from local environment construction to urban street design, 

sculpture design; all are incorporated into the landscape architecture system. Compared 

with the aristocratic, closed, and artistic nature of traditional gardens, landscape 

architecture today presents with the characteristics of public access, openness, and a 

 
30 Turner, Tom. Landscape Planning. London: Hutchinson, 1987，25. 
31 Wu, Jiaye. Landscape Morphology. Beijing: China Construction Industry, 1999. 

scientific nature.32 In the 1990s, landscape architecture in the West has developed 

even more under the impetus of ecological concepts and ideas of sustainable 

development. The Chinese government and the public have widely praised it for its 

achievements in developing harmony between human beings and nature. 

 

However, since landscape architecture was introduced to China as a relatively 

independent discipline in recent years, it has inevitably become confused with other 

similar disciplines. In this thesis, it is necessary to compare it with traditional architecture 

and urban planning. The goal of the three professions is to create a human living 

environment. However, the difference is the professional division of work core: 

architecture focuses on the shaping of living space, and the design of artificial space; 

urban planning focuses on the construction of living places (communities), and land, 

road and traffic-based planning of artificial places; landscape architecture focuses on 

the development of living areas, that is, land, water, atmosphere, plants and animals, 

and other landscape resources and environmental planning. Landscape architecture 

focuses on the development and improvement of the settlement area; that is, the 

extensive use and re-creation of landscape resources and environments such as land, 

32 Yan, Longhua. "Towards an integrated landscape architecture of city, architecture and landscape." Architect, 
2005. 
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water, atmosphere, plants, and animals, and the basis of its professional division of 

labour is on-site planning and design.33  

 

Similar to the landscape architecture profession in the West is the landscape garden 

profession in China. This profession has a history of development in China for many 

years and has created a splendid garden culture amongst householders. However, it is 

also essential to introduce landscape architecture into China. It is also essential to 

expand its research content and practice in landscape architecture, which is deeply 

rooted in China's traditional culture. In the face of the rapid development of urban space 

and the deteriorating urban environment, the limitations and lagging nature of traditional 

landscape gardening have gradually emerged. Chinese landscape gardening focuses 

on creating outdoor space and mainly studies the creation of small and medium-sized 

outdoor recreational spaces – more like park design in nature and not much related to 

architectural space. Landscape architecture generally refers to buildings in landscape 

or architecture that have the role of landscape signs, which have the dual identity of 

both landscape and architecture.34 It can be said that landscape is both architectures, 

and architecture is both landscapes. When compared with general architecture, 

landscape architecture has various particular features such as a close relationship with 

environment and culture, ecological and energy-saving, beautiful shape, focus on the 

view, and landscape harmony.35 

 

Regardless of the name, the content and scope of the profession must evolve with the 

times. In this context, landscape architecture, adapted to modern life, has emerged. At 

the same time, thanks to the globalization and the crisis awareness of the ecological 

environment, traditional architecture has been declining more and more. Landscape 

architecture takes ecological, cultural, aesthetic, and social disciplines in support of 

architectural design, and its design and theoretical research will become the academic 

core of the most research value and development potential in the field of architecture.36 

 
33 Yang, Donghui. "Comprehensive involvement in urban environmental design - from landscape gardening to 
 landscape architecture." New Architecture, vol.34, no.5, 2001. 
34 Wu, Jiaye. Landscape Morphology. Beijing: China Construction Industry, 1999. 

35 Wu, Jiaye. Landscape Morphology. Beijing: China Construction Industry, 1999 
36 Yang, Donghui. "Comprehensive involvement in urban environmental design - from landscape gardening to 
 landscape architecture." New Architecture, vol.34, no.5, 2001. 

Figure 11. Chinese modern landscape garden 
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2.2 The relationship between urban architecture and landscape design 

2.2.1 Architecture leading landscape 

The natural environment of ancient Europe was harsh, resulting in creating a heroic 

cultural tradition in Europe to overcome and conquer nature in such an environment. 

Early Westerners had an antagonistic attitude toward nature – nature was to be 

transformed. Hegel said, "Nature itself has no independent aesthetic significance."37 So 

nature must be transformed by man before humans can use it. This concept is 

particularly prominent in the design of Western classical gardens. 

 

The design of Western classical gardens uses the architectural axis to unify all of the 

environmental design, to highlight the status of architecture.38 This idea has not only 

influenced the design of Western classical gardens but has also swept the world with 

the current wave of Western culture as the dominant culture worldwide. Modern urban 

design has retained this idea, with the city becoming a showcase for architecture, and 

skyscrapers a symbol of modern urban development. 

 

The landscape that accompanies the architecture has become paler and powerless 

because of the supremacy of the architecture. In this period, architecture can be said to  

 
37 Kainz, Howard P., and Hegel, Georg Wilhelm Friedrich. An Introduction to Hegel: The Stages of Modern 
Philosophy. Athens: Ohio UP, 1996，96. 

38 Wang, Xiangrong and Jing Lin. Theory and Practice of Western Modern Landscape Design. Beijing: China 
Construction Industry, 2005. 

Figure 12. Western classical garden 
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be born out of the landscape, a product of contempt for the environment, or even 

disregard for the environment.39 As skyscrapers rose, while people were amazed, these 

buildings were functional for our physical lives. However, they also brought more 

disturbance to us and our environment.40 Modern cities are characterised by a rigid 

division between buildings and their natural surroundings. When tall modern buildings 

restrict people's activities, architecture has become the biggest obstacle that prevents 

people from interacting with nature.41 There is an urgent need for contemporary people 

to get rid of architecture's constraints and get close to nature. 

 

2.2.2 Integration of architecture and landscape 

The relationship between landscape and architecture is no longer simply a master-slave 

relationship with architecture as the main focus and landscape as a supplement. The 

world-famous architect Frank Lloyd Wright, who designed the Falling Water villa, 

exemplifies the symbiosis between architecture and landscape. The whole building is in 

harmony with the surrounding landscape, and the waterfall pours down through the 

building as if the building is growing in this environment, full of life and vitality. The 

symbiosis between the building and the landscape is what Wright advocates in his 

theory of organic architecture. "A building cannot be conceived of as being placed 

 
39 Storrer, William Allin. The Architecture of Frank Lloyd Wright : a Complete Catalog. The University of Chicago, 
Fourth ed., 2017, 75. 
40 Ibid. 
41 Ibid. 

anywhere other than where it is. It is a beautiful part of that environment, and it adds to 

it, not damages it."42 Wright believed that ‘organic architecture’ is “the architecture of 

nature” and that a house should be like a plant, "a fundamentally harmonious element 

in the ground, subordinate to the natural environment, growing out of the ground and 

facing the sun."43 

 

 

 

42 Ibid. 
43 Storrer, William Allin. The Architecture of Frank Lloyd Wright : a Complete Catalog. The University of Chicago, 
Fourth ed., 2017, 113. 

Figure 13. Falling water villa. 
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2.2.3 Landscape leading architecture 

 

According to the architect Frank Lloyd Wright, "The ultimate goal of architectural design 

is the disappearance of architecture."44 This ‘disappearance’ is not a real sense of 

disappearance but rather the participation of architecture as a landscape element in 

constructing the overall landscape space. This is fundamentally different from the 

symbiotic stage of integration of landscape and architecture. In the fusion stage, 

architecture maintains its independent function and status, but only in harmony with the 

art form and landscape environment. 45  The actual ‘disappearance of architecture’ 

should be landscape architecture —— architecture as the functional embodiment of 

landscape works or landscape. 

 

The disappearance of architecture and the coming of the era of landscape-led 

architecture will be the inevitable trend of future development. Thus, architects break 

through the constraints of architecture, re-examine our existing living environment from 

a position of humanistic care and environmental protection, and lay a solid foundation 

for us to build a suitable living space that is harmonious with the environment and more 

suitable for humans living in the future.46 

 
44 Storrer, William Allin. The Architecture of Frank Lloyd Wright : a Complete Catalog. The University of Chicago, 
Fourth ed., 2017, 135. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

45 Ibid. 
46 Ibid. 
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2.3 The role of landscape architecture in modern urban construction 

2.3.1 Historical contexts 

The initial context has its origins in linguistics and is called ‘language context’; a 

historical category developed in a specific environment.47 It can also be defined as the 

interrelationship between a thing in space and time, and other things. The historical 

context in urban landscape design should be understood as a cultural heritage 

relationship. Things with significant artistic and historical value often return to the 

historical stage in a certain period and play a positive role in the progress and 

development of society. Historical context accumulates history and culture and 

progressively continues civilization. Therefore, historical heritage has a close 

relationship with the development of urban landscape, reflecting a region's history while 

increasing the flavour of the landscape. The distilled design elements and design 

language reflect the vicissitudes of history and can strengthen the historical personality 

characteristics of a whole city.48  

 

Modern urban landscape design convergence can start from the historical heritage 

elements to find the only irreplaceable mark of the urban landscape. Designers can use 

metaphorical or symbolic techniques through the modern urban landscape to invoke the 

 

47 Qian, Jian. Architectural exterior design. Tongji University, 2001. 

memory of history, enrich the global landscape’s cultural resources, and continue the 

historical lineage from the landscape perspective.49 Of course, the choice of historical 

elements as the dynamic elements of landscape design does not apply to every city. 

Some emerging cities do not have a long history of urban civilization. Architects can use 

local and regional characteristics as entry points and need not blindly follow. 

 

2.3.2 Environmental conditions 

Urban landscape design affects a city's natural environment directly, primarily by 

integrating the artificial landscape and the natural landscape and synthesising them 

carefully to achieve an ideal combination of the two. The urban landscape design should 

be based on the natural landscape and should provide urban amenity through an 

integration of the established and the new. As a city moves forward, people are using 

nature and at the same time causing severe damage to nature, resulting in the 

destruction of many beautiful natural landscapes. Even if measures are taken to 

compensate for these losses, the natural landscape cannot be replaced. Urban 

landscape design should be based on a wide consideration of the importance of 

environmental factors, yet take a development perspective.  

48 Ibid. 
49 Ibid. 
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The larger the urban green area in a city, the better the air quality and ecological 

environment of that city. As the population of the city continues to rise, the area of 

available land gradually decreases, and the natural environment is seriously damaged. 

Although cities cannot be the forests they replaced, we should emphasise harmony 

between humans and nature in urban landscape design and consider the seasonal 

changes of plants as a way to beautify cities. 

 

2.3.3 City Characteristics 

Urban characteristics are the unique features that distinguish a city from other cities and 

can reflect and invoke history. In recent years, the rapid development of Chinese cities, 

urban planning, and construction emphasise the function and quality while neglecting 

the protection and cultivation of urban characteristics. ‘A thousand cities with one face’ 

is the unanimous evaluation from all walks of life of much urban planning and 

construction, and the fading of urban characteristics has become a common 

phenomenon. 50  High-quality urban landscapes can enhance the recognition and 

memory of the city, improve the visibility of the city; can enhance the sense of identity 

and pride of citizens, strengthen the cohesion of the city; can highlight the charm of the 

city, promote urban tourism, and attract investment, and promote urban economic 

development.51 

 

50 Qian, Jian. Architectural exterior design. Tongji University, 2001. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

      
51 Ibid. 
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Chapter 3 Chinese perspectives on landscape architecture 

This chapter studies the current state of existing Chinese landscape architecture. The first part describes the 

problems that exist in the development of landscape architecture in China now. The second part is society 

expectations for the future development of landscape architecture and some proposed approaches to resolving 

issues. 
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3.1 Current issues 

3.1.1 Lack of professional knowledge and theoretical research 

There is no specialisation in landscape architecture available in China. For a long time, 

this discipline was dependent upon traditional landscape gardening. In the last one to 

two decades, landscape gardening is gradually transforming into landscape planning 

and design, which focus on the development and management of the overall regional 

environment. 52  The landscape architecture profession is still in its early stages of 

formation in China and undergoing restructuring and reorganisation. At the same time, 

the educational status of the profession has not received sufficient attention, and the 

development of skills lacks a complete educational system. Thus, we can see that 

behind the appearance of a lively landscape profession, qualified people are needed, 

and the pace of landscape education needs to be enhanced. 

 

Because of the current lack of trained professionals and yet the extensive professional 

practice, landscape design has not been truly upgraded to the level of landscape 

architecture and is in fact still limited to landscape planning, landscape gardening, and 

greening design.53 In this situation, where the profession is rapidly adjusting to the 

changing times, practitioners should acknowledge their own limitations; recognise the 

 
52 Wang, Yi. Gardens and Chinese Culture. Shanghai People, 1991. 
53 Meng, Fanying and Zhanjun Zhang. “A brief discussion on the current situation and trends of landscape garden 

current stage of development of the profession, and cooperate actively with other 

professionals such as planners and architects to strengthen professional exchanges 

and fill the gaps in relevant knowledge caused by their lack of study and practice. This 

would help avoid design disconnections and enable landscape design to go beyond 

mere decoration and embellishment or greening and beautification. Landscape design 

practitioners should also strive to reverse the situation where planning is done first, 

architecture follows, and the landscape comes last. This seemingly normal urban 

construction process limits the role of the landscape planner. Landscape design needs 

careful consideration at the earliest stages of urban construction to control and 

coordinate both the natural and the human environment.54 In contrast, the ‘landscape 

last’ arrangement treats landscape planners as traditional horticulturalists, which is at 

odds with the current development of environmental issues. Practitioners need to work 

hard to bring the general knowledge of landscape architecture and the procedures and 

institutions that guide our work to the general public. 

 

 

 

design development in China.” Landscape Design, vol.28, no.7, 2011, pp.97. 
54 Wang, Yi. Gardens and Chinese Culture. Shanghai People, 1991. 
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3.1.2 Weak environmental awareness of the whole population 

 

There is a widespread lack of awareness of landscape architecture, especially among 

government officials.55 The public is more likely to perceive their environment and then 

occasionally give their opinions and views. However, the public's experience and 

participation also require government departments to have an understanding of 

environmental issues to make it more meaningful. In other words, government officials, 

instead of seeking to enhance their own performance and profile, should take a holistic 

approach to prevent the construction of projects. Most officials do not have landscape 

knowledge. Poor outcomes can be the result when officials do not respect the views of 

landscape professionals; for example, the use of many uniform lawns and squares so 

the city lacks human feeling.56 

 

Another issue is that many landscape projects have tight schedules, making the 

construction hasty and sloppy. The design and construction of landscape is a slow and 

far-reaching thing – not a political task that can be changed at any time under Chinese 

national conditions. From the magnificent church landscapes abroad to the beauty of 

West Lake in China, landscape design has always followed its time trajectory and finally  

 
55 Meng, Fanying and Zhanjun Zhang. “A brief discussion on the current situation and trends of landscape garden 
design development in China.” Landscape Design, vol.28, no.7, 2011, pp.97. 
56 Lu, Juan. “On the Current Situation and the Way Out of Contemporary Chinese Urban Landscape Design.” Arts, 
vol.94, no. 1, 2007, pp.73-74. 

 

 

become a masterpiece. The vigorous development of Western landscape architecture 

is the result of effort and attention to all of its aspects. The education of the profession 

and the specialisation of its skills have made it an indispensable science for 

environmental construction. The public and the government acknowledge and praise 

the skills of landscape architects. The attention of governments to landscape is also 

reflected in the improvement of laws and regulations, ensuring the healthy development 

of landscape architecture through professional laws and strict enforcement. Thus, the 

development of landscape architecture depends on the joint efforts of landscape 

architects, government departments, and the public, and the development of landscape 

architecture in China should also follow this process. 
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3.2 Future perspectives 

3.2.1 Focus on ecology, environment and sustainable development 

The objective of landscape design is to seek the most perfect harmony between human 

beings and nature that human beings can reach. ‘Follow the laws of nature and beauty 

to design to achieve harmony between humans and nature’.57 Landscape design must 

consider three aspects of meaning. First, it must consider the external geographic 

elements of the landscape such as geology, geomorphology, topography, water, 

vegetation. The landscape must be constructed following the laws of natural form and 

with the objective of beauty. Secondly, ecological sustainability should be considered, 

and the purpose is to make the landscape sustainable in an orderly way. Only plants, 

the sky, water, and soil are in the regular circle to achieve the harmonious survival of 

man and nature.58 Only then should we consider human society and the historical and 

humanistic elements.  

 

The architect must first explore regional characteristics of the landscape but also 

preserve and inherit the history and culture of human beings. Specifically for urban 

landscape design, architects must consider a city's geographic location, topography, 

 
57 Lu, Juan. “On the Current Situation and the Way Out of Contemporary Chinese Urban Landscape Design.” Arts, 
vol.94, no. 1, 2007, pp.73-74. 
58 Meng, Fanying and Zhanjun Zhang. “A brief discussion on the current situation and trends of landscape garden 
design development in China.” Landscape Design, vol.28, no.7, 2011, pp.97. 
59 Lu, Juan. “On the Current Situation and the Way Out of Contemporary Chinese Urban Landscape Design.” Arts, 

water bodies, and other characteristics. The city's sustainable development, its history 

and current situation, and its contemporary function are also considered. 

 

3.2.2 People-oriented 

Landscape architecture in China should also develop along the path of increasing 

humanisation, emphasising the use by the public as a population. Architects should take 

into account the humanistic concern for the public, the availability of sufficient space 

and facilities for the majority of people, and the relationship between architecture and 

the earth, so that people can enjoy the gifts of nature: sunlight, air, and unpolluted 

materials in the space where they live together.59 

 

3.2.3 Based on the modern concept 

Today, people's ideal of life is not only on the material level, but ‘poetic habitat’ has 

become the goal60 Yale University Professor Karsten Harries once pointed out that 

"architecture is the diagnosis of a desirable way of life for the time we live in." 61 

Landscape architecture is also the interpretation and expression of how human-nature 

vol.94, no. 1, 2007, pp.73-74. 
60 Lu, Juan. “On the Current Situation and the Way Out of Contemporary Chinese Urban Landscape Design.” Arts, 
vol.94, no. 1, 2007, pp.73-74. 
61 Harries, Karsten. The Ethical Function of Architecture. MIT Press, 1997, 75. 
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relations interact with each other for the times people are living in. While promoting 

changes in the physical environment of human life, landscape architecture also reflects 

the continuous evolution of human ideals of existence and spiritual aesthetics. In 

addition to its practical functions, urban landscape and architecture are also defined in 

aesthetic terms, and both Western and Chinese art histories have given architecture a 

high aesthetic value. Landscape architectural design cannot continue to be limited to 

traditional concepts but must also introduce new concepts and new ideas. 

 

3.2.4 Educate high-quality landscape design professionals 

Skilled landscape architects are different from landscape gardeners and architectural 

designers. They should, first of all, have an overall awareness of land ethics, and grasp 

the social significance of landscape planning in general. Secondly, they must have 

specific knowledge of design and be able to work on specialised design, and they must 

also have an independent personality, a unique aesthetic sense, and rich knowledge of 

humanities and history. Domestic landscape architects have come mainly through 

architectural design and landscape design courses.62 Only a few practitioners come 

through a professional landscape architecture class. Thus, the development of 

landscape education is an essential part of modern urban construction and development 

in China. 

 
62 Lu, Juan. “On the Current Situation and the Way Out of Contemporary Chinese Urban Landscape Design.” Arts, 
vol.94, no. 1, 2007, pp.73-74. 

In the short time since landscape architecture has been introduced to China, the 

traditional aesthetic-based theory has given way to a practical pursuit of professional 

knowledge, awareness of social needs, and the integration of natural systems. In the 

process of accelerated urbanisation in China in the future, our landscape architecture, 

while actively absorbing advanced practical experience from abroad, should make full 

use of the advantages of our traditional professional fields and take advantage of the 

strengths to complement the weaknesses, to better follow the road of development of 

our landscape architecture. 
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Chapter 4 Application of Chinese values in architecture 
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4.1 Concept 

Chinese scientist Qian Xuesen proposed the concept of Shanshui City in 1990. In a 

letter to Tsinghua University Professor Wu Liangyong: "Can we combine Chinese 

landscape poetry, classical Chinese garden architecture, and Chinese landscape 

painting to create the concept of Shanshui City."63 Subsequently, Qian further proposed 

the Shanshui city system of thought: "This is the organic combination of Chinese and 

foreign culture, urban garden and urban forest. Shanshui city should be the Chinese 

socialist urban architecture model in the 21st century."64 This concept combines the 

traditional Chinese culture of landscape poetry, landscape painting, and classical 

Chinese gardens with modern city construction; with the core ideas of considering urban 

ecology and historical culture, modern technology and environmental aesthetics, 

considering the needs of future urban production, and providing a pleasant environment 

for people to enjoy living and working.65  

 

In English, Shanshui means mountain and water, but the word Shanshui in Shanshui 

City represents the natural landscape and is a general description of the natural 

environment. Thus, the English translation is Shanshui city. The Chinese people's 

 
63 Qian, Xuesen. “Socialist China should build Shanshui cities.” Urban Science, 1993, pp.10-13. 
64 Bao, Shixing and Xuchao Gu. Urbanology and Shanshui City. China Construction Industry, 1996. 
65 Bao, Shixing. “Shanshui City - Habitat for China in the 21st Century.” China Engineering Science, vol.9, 
no.4 ,2002, pp.17-23. 

affection for Shanshui originates from their appreciation of the beautiful natural 

landscape, and that Shanshui has been a cultural landmark in China since ancient times. 

The Chinese people's sense of landscape is generated in the country’s natural and 

social environment. Firstly, the many famous mountains and rivers in the country have 

given Chinese compatriots much convenience, reflecting the ancient Chinese people's 

reverence and respect for the natural environment. Secondly, the Chinese nation is 

farming-based, and thus has a practical reliance on mountains and water. The material 

basis for people's survival cannot be separated from the natural environment of 

mountains and water, and for this reason the Chinese ancients revered them. In their 

eyes, mountains and water were spiritual, and they believed that nature would retaliate 

if disrespect was shown to them.66 

 

The concept of Shanshui City proposes to use traditional gardening thinking and 

techniques to plan and build the city as a garden, using the natural landscape or 

transforming and creating a natural-seeming landscape to combine with the artificial 

environment of the city.67 This idea is inspired by and emerged from the long history of 

 
66 Bao, Shixing. Distinguished scientist Qian Xuesen on Shanshui cities and architectural science. China 
Construction Industry, 1999. 
67 Qian, Xuesen. “Socialist China should build Shanshui cities.” Urban Science, 1993, pp.10-13. 
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traditional landscape culture. Thus, it can be considered that today’s Shanshui City has 

a deep traditional Chinese cultural heritage and is a concentrated embodiment of 

traditional landscape culture. It also reflects traditional Chinese philosophical thought. 

 

The natural landscape inspired the ancient philosophy of China. From the generation of 

the universe to Confucianism, people can see the inseparable relationship with the 

natural landscape. These philosophical ideas can be summarised as the traditional 

concept of 'the unity of heaven and man'. This thought is the fundamental spirit of 

Chinese philosophy – its outstanding feature is the pursuit of harmony and unity with 

nature and the harmonious development of artificial and natural environments. 68 

Shanshui city inherits this traditional philosophical concept, and represents a prominent 

embodiment of Chinese naturalistic philosophical thought. The planners of Shanshui 

City advocate the harmonious development of the artificial environment and the natural 

environment, with the ultimate goal of blending the artificial environment represented by 

the city and the natural environment represented by the Shanshui. The city represents 

the meaning of respecting nature in both material and spiritual aspects. 

 

On the one hand, Shanshui integrates the artificial environment with the natural 

environment. On the other hand, the city is the fusion of the physical and cultural 

 
68 Diao, wenyi and Keren Lu. “The Chinese Concept of Shanshui City.” Urban and Rural Planning, 2002, vol.20, 
no.4, pp.50-51. 
 

environment of the city. The landscape system includes the natural ecological elements 

inside and outside the city and the natural ecological environment around the city, which 

is relatively stable.69 

 

To summarise, Shanshui city is the direction of China's future urban development, which 

is an organic combination of traditional Chinese landscape culture with modern urban 

ecological theory and increasing productivity. This concept meets the needs of modern 

people – it is a sustainable urban development path with Chinese characteristics, and 

should be used to guide future urban planning, construction, and city transformation, so 

that cities become ecologically sound living spaces with beautifully landscaped 

environments.70 

 

 

 

 

 

 

 

 

69 Wang, Duo and Hong Shi. “Philosophical Reflections on Shanshui City.” Urban Development Research, 2000, 
pp.46-51. 
70 Ibid. 
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4.2 Design method 

There are four contexts in landscape painting mentioned earlier: it must be feasible, 

viewable, visitable, and liveable. Taking Wang Shu's Xiangshan Campus Guest 

Reception Centre as an example, these four contexts can be applied to the architecture. 

 

‘Feasible’ means that the building function is reasonable, the flow and line organisation 

is convenient and smooth, and people can walk freely in the building. The reception 

centre, from the use function, with the main entrance in the east leading to the west, can 

be divided into four parts: the tea-drinking, meeting, dining, and accommodation areas. 

In terms of spatial area division, it is divided into seven parts. Each space enclosed by 

many walls requires people to observe the whole space entirely through the transfer of 

spatial dimensions, just like watching a long-axis landscape painting while walking. By 

walking through the adjacent spaces of the building, its spatial flow and the purpose of 

linking two adjacent spaces are achieved. The building has one entrance on the east 

side and two opposite entrances on the north side. In terms of the organisation of the 

building's walking paths. In addition to the many horizontal paths through the space itself, 

three paths can be accessed from the east entrance to the west: a path along the river 

that traverses the entire house; a path on the second floor that passes through the 

middle of the house in a mixed area resembling a valley, terrace, and courtyard; and a 

path that twists and turns up and down the roofs inside and outside the house. The 

Figure 14. Xiangshan campus expert reception centre 

Figure 15. Rooftop walkway（Feasible） 
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paths are designed so that they release the previously fixed paths from the spatial 

organisation, thus creating an accessible and multi-directional walking path. Through 

this walking path and the connection of sightlines to local spaces, all of the building’s 

spaces are more organically linked, making each spatial element independent yet 

interconnected, and providing a more profound experience of the building for people 

walking in it.71   

 
71 Bai, Shaohui. “The inspiration of Wang Shu's architectural thought to contemporary landscape design.” Shanxi 
Architecture, vol.43, no.4, 2017, pp.213-214. 
72 Ibid. 

‘Viewable’ means that there are views to be seen and appreciated inside or outside the 

building.72 The way the reception centre is composed reflects the viewability of the 

building. If visitors want to see the whole building, they need only stand further away, 

higher, or at a certain angle to see it in total. The spatial impression brought by this 

scattered perspective is rich and interesting. At the architectural design stage, Wang 

Shu treated the building as an attraction and named it Tile Mountain, a design to pursue 

a landscape mood, with a roof to give people a sense of expansiveness. In order to 

evoke abundant landscape and show spatial beauty, all of the corridors, windows, doors, 

and openings in the building are given the function of lookouts. The promenade on the 

roof of the building leads us to tour it, and leads us to look at the building. The scenery 

of the hill, the river, and the surrounding campus create communication between people 

and the landscape, just like in a garden or within the beauty of the landscape.73 Looking 

at the complete building, people can see that it expresses harmony and unity between 

architecture and nature through the traditional elements of building materials. Moreover, 

the exposed short wooden joint of the building is the structural support for the roof, which 

shows the continuous undulations of the sloping roof with its naturally formed curvature. 

The roof form is not the same as the arch, yet it has the charm of the arch. It serves as 

a cultural symbol, fully reflecting the evolution of traditional architectural.74 

73 Ibid. 
74 Ibid. 

Figure 16. Connecting corridors（Feasible） 
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Figure 17. Shore view Figure 19. Roof view 

Figure 18. Façade view 
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'Visitable' is a particular emotional experience generated by combining the movement 

of looking based on walking, producing the effect that each step can have a different 

landscape.75 The different formal language and external space of the building are felt 

by constantly changing the angle of view through walking outside the building. The 

constant change of view mobilises the viewer's emotion and mental activity. Walking in 

all parts of the reception centre will produce different feelings. Walking inside the 

building, the building space unfolds layer by layer, and the viewer can feel the rich 

changes of space and the interesting path, while walking on the roof is a tour from the 

bottom to the top. Such an immersive wandering experience integrates the building 

and the environment, and the people 76.  

 

'Liveable' means a comfortable and pleasant atmosphere for use, and this quality is 

needed after walking, looking, and touring. 77  This purpose is also the ultimate 

destination of the Xiangshan Campus Expert Reception Centre, which exists both for 

material practical use and also as an exemplar of cultural inheritance. Wang Shu 

believes that the building will not only be used by experts but will also be open to 

ordinary people and tourists, because it is not only a working building but also a spiritual 

repository of traditional culture for the people. 

 

 
75 Xi, Tianlu. A Study of Ancient Architectural Forms in Traditional Landscape Painting. Dalian University of 
Technology, 2016. 

 

 

 

 

 

 

 

 

  

76 Ibid. 
77 Ibid. 
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4.3 Architecture form 

The expression of Chinese values can also be applied to architectural forms. For 

example, Wang Shu's Ningbo History Museum is designed with his own 'Big Mountain 

Method', which gives the city a substantial volume to reflect the grandeur of the building. 

This concept was also his way of expressing the 'high' spatial context of traditional 

Chinese landscape painting. When he set out to design the building, he had the majestic 

mountains in mind. Because the site is located in what is now a rather desolate area 

between the city and the countryside, he could not design anything for the city because 

the building’s surroundings did not exist yet. He wanted to make something that can 

bring vitality to this area, and finally he decided to design a mountain – and with his 

method of learning from nature, he designed a big vertical mountain. 

 

Further, the cultural values that have been created by historical influences should not 

be abandoned. At the Ningbo Museum, the historical influence is reflected in the choice 

of materials. Tiles are the exterior decorative elements of the Ningbo Museum building 

and are typical of the most well-preserved ancient dwellings in southern China. The 

formation of the tiles is the result of historically selected urbanisation. The material was 

already present in Ming Dynasty buildings and came into widespread use in the mid to 

late Qing Dynasty. It is not only solid and durable but also built with outstanding  

 

 

Figure 20. Ningbo History Museum 

Figure 21. Tile wall 
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craftsmanship.78 The tile valve walls draw on traditional architectural elements but use 

modern construction techniques to pave the stone as the wall base. These tile materials, 

which carry years of history, are fully integrated with nature in terms of colour and 

material and integrate both memory preservation and resource conservation.79 

 

Wang Shu emphasises that the museum building itself is the exhibit.80 The use of 

decorative elements in the Ningbo Museum is Wang Shu's expression of the local 

cultural resources of Ningbo and the harmony that exists between nature and 

architecture. He focuses on absorbing Western architectural ideas and culture but at the 

same time strongly opposes those architectural ideas and forms. His approach 

expresses a new way to explore the local culture of Ningbo and respect the local terrain, 

to convey a deep spiritual feeling and cultural self-confidence. 

 
78 Wang, Shu. “Architects can tell stories.”, Today, 2009, pp.15-17. 
79 Wang, Shu. Build a house. Hunan Arts, 2016. 

 

 

 

 

 

 

 

 

 

 

  

80 Wang, Shu. Build a house. Hunan Arts, 2016. 
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Chapter 5 Case studies 
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5.1 Chongqing Urban Forest 

The founder of MAD Architects, Ma Yansong, designed the Urban Forest project for 

Chongqing in 2009. It is a 385 metres commercial skyscraper, with each floor covered 

with greenery that extends into the sky above the city, like an artificial breathing 

organism. In this design, he wanted to integrate nature into the high-density urban 

environment, change the current uniformity of Chinese cities with their concrete 

skyscrapers, and incorporate traditional Chinese landscape elements. 

 

Ma believes that the future of architecture is people and nature, and this project reflects 

his practice of incorporating Qian Xuesen's urban planning concepts for Shanshui City. 

He has also completed a book entitled Shanshui City 81 based on Qian's philosophy. In 

the book, he explains his understanding of Shanshui cities and uses the concept in most 

of his subsequent designs. He hopes that "people can see the scenery outside during 

their busy office hours, as if they are in the landscape, and thus relax physically and 

mentally."82 

 

For example, he designed the skyscraper in the shape of a mountain to make the whole 

project look like a large landscape. In his design philosophy, he believes that 

architecture can become not only the landscape of the city but also of the environment 

 
81 Ma, Yansong. Shanshui City. Lars Muller Publishers, 2015. 82 Ma, Yansong. Shanshui City. Lars Muller Publishers, 2015. 

Figure 22. Chongqing Urban Forest 
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itself. The urban forest is not an architectural style in the traditional sense, and many 

Chinese architects think Ma's design ideas are crazy, but Ma responds that his design 

is not speaking in terms of abstract or figurative. His philosophy requires deep inquiry 

into the ways human urban construction in industrial civilization can be melded with 

natural elements and can evoke emotional resonances.83 

 

The shape of the skyscraper is derived from the unbroken mountain range surrounding 

Chongqing and thus the building becomes a continuation of nature with dynamic and 

integral rhythmic changes. Urban Forest philosophy emphasises vertical forms and 

focuses on multi-dimensional relationships in complex spaces. Ma has designed 

multiple forms such as multi-level sky gardens, floating patios, and minimal but well-lit 

nested spaces, where he incorporates architectural forms into the natural elements of 

air, wind, and light and allows these elements to flow through the different spaces. In 

such an environment, people will encounter inspiring views of nature. Ma also uses a 

large number of floor-to-ceiling windows to provide uninterrupted panoramic views of 

the city for the building's occupants. A large number of courtyards, ponds, and greenery 

are placed on the pedestrian balconies outside the windows, providing an aesthetic that 

is very different from typical office or residential spaces, creating a combination of 

natural scenery and modern city. 

 

 
83 Ma, Yansong and Wenjie Liu. “Shanshui City Context.” Guangxi Architecture, vol.25, no.1, 2015, pp.76-79. 

Figure 23. Concept of Urban Forest Figure 23. Concept of Urban Forest 
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5.2 Xiangshan Campus 

In order to investigate the application of Chinese values to architecture, it is crucial to 

show Chinese elements in the architectural design. 

 

The Xiangshan Campus is a recent development in the suburbs of Hangzhou, China. 

Wang Shu of Amateur Architecture Studio designed the project. He places a strong 

emphasis on Chinese ideology and culture while maintaining an open and experimental 

approach to architecture.84 As a project heavily influenced by Chinese culture, the 

design of the Xiangshan Campus embodies many aspects and principles of Chinese 

landscape painting from the initial stages and including all aspects, including form, 

materials, circulation, and dialogue with the surrounding environment.85 

 

A large part of the inspiration for the Xiangshan Campus came from the landscape 

painting pictured here. 86  It is as if the painting and the building are linked by a 

promenade that spans time and space. The mountains in the painting are linked through 

the promenade. The buildings and spaces are linked together through the promenade. 

The beauty of architecture and the beauty of nature are fused together to produce 

grandeur – the backdrop of the Xiangshan Campus is mountains, and the whole building 

 
84 Kenneth, Frampton and Iwan Baan. Wang Shu：Amateur Architecture Studio. Louisiana Museum of Modern Art, 
2017. 

85 Ibid. 
86 Ibid. 

Figure 25. Concept of Xiangshan Campus 

Figure 24. Xiangshan Campus 

 



42 
 

seems to create a painted realm full of the architect's style and romanticism. The artist's 

landscape painting reflects their expression of the ideal life. The completion of this 

building is also a realisation of Wang Shu's architectural ideal of not following the same 

path as the world but insisting on himself.87 

 

The campus is located on the eastern edge of the mountains in the south of Hangzhou. 

The site is surrounded by the fifty metre Xiangshan Mountain, with two small rivers on 

the north and south sides. After the campus site was selected, Wang Shu did not 

bulldoze the Xiangshan Mountain to create more buildable area but preserved it and 

designed the campus around it, making it a prominent part of the landscape, and 

designing the buildings to be in harmony with it. The original river systems were also 

preserved. Even the land beyond the buildings and roads was re-leased to the farmers 

whose land had been appropriated, for crop cultivation. 88  Wang Shu's natural 

landscape protection reflects his respect for "the law of nature". "In traditional Chinese 

culture, architecture is only a secondary thing that cannot be ignored in the 

landscape."89 

 

 

 

 
87 Wang, Shu. “We need a philosophy of re-entering nature.” World architecture, vol.25, no.5, 2012, pp.20-21. 
88 Wang, Shu and Wenyu Lu. “Xiangshan Campus of China Academy of Art.” Architecture Journal, vol.76, no.9, 

 

 

 

 

 

 

 

2008, pp.50-59. 
89 Wang, Shu. “We need a philosophy of re-entering nature.” World architecture, vol.25, no.5, 2012, pp.20-21. 

Figure 26. Campus courtyard 
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The architectural planning of the Xiangshan Campus follows the laws of nature, and the 

first phase of Xiangshan is built as a garden with a precise spatial sequence. The 

building complex is divided into ten single buildings scattered at the foot of Xiangshan, 

either semi-enclosed courtyards with openings facing Xiangshan or fully enclosed 

courtyards that are self-contained, gaining wholeness through unified order.90 Wang 

Shu wanted to create a mood that would make people feel as though they were walking 

in the mountains. The courtyards with openings bring in nature and at the same time 

blend harmoniously with it. Through the form and composition of the building, the 

mountains and courtyards are combined. It is as if the architect is trying to create a 

landscape with the architectural elements themselves. The roofs of several buildings on 

the campus also resemble the forms of roofs in Chinese landscape paintings. 

Suspended walkways penetrate and encircle the buildings, making it seem as though 

one is walking through the mountains. This concept is continued in the bridge-building 

that connects the buildings to the opposite hill.91 The columns form a labyrinthine path 

that slows the movement of people on the bridge.  

 

 

 

 
90 Wang, Shu and Wenyu Lu. “Xiangshan Campus of China Academy of Art.” Architecture Journal, vol.76, no.9, 
2008, pp.50-59. 

 

 

 

 

 

 

 

91 Ibid. 

Figure 27. Campus bridge 
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5.3 Suzhou Museum 

Applying Chinese elements to architecture does not mean imitating traditional 

architecture completely, but it is vital to be able to combine some traditional elements 

with Chinese characteristics into a modern architectural form to cater for the 

development of the society. 

 

I.M. Pei, one of the senior masters of modernism, is a renowned Chinese-American 

architect and Pritzker Prize winner. He conceived the Suzhou Museum intending to 

create a meaningful new language for Chinese architecture to replace the current frenzy 

of skyscrapers and large iconic buildings flourishing in China that do not respond well 

to their context.92   

 

In order to respond to the surroundings, the layout of the Suzhou Museum is similar to 

the Forbidden City, which is derived from the traditional Chinese courtyard-centred plan. 

The museum uses traditional white and grey colours in order to blend in more with the 

surrounding Jiangnan architecture. It uses dark grey stone of a more uniform colour for 

the roof and walls, which is fresh and elegant compared to the white walls. 

 

 
92 Gao, Fumin. I.M. Pei and Suzhou Museum. Gu Wuxuan, 2007. 

Figure 28. Suzhou Museum 

Figure 29. The grey and white exterior walls. 
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"New architecture cannot match old gardens. Suzhou gardens are the products of the 

heyday of the past and cannot be surpassed now, no matter how they are made. They 

can only be innovated based on tradition."93 I.M. Pei has made good use of this design 

concept. In the museum's central courtyard is a creative landscape garden carefully 

created based on classical garden elements, using the point-line surface composition 

method commonly used in modern Western design, which is very harmonious with the 

overall architecture. It is different from the traditional gardening method of Suzhou but 

does not depart from the Chinese humanistic atmosphere and charm, modern yet 

traditional. The rockery on the north side of the courtyard is inspired by the landscape 

paintings of Mi Fu of the Song Dynasty, with a white wall as a painting and a curved 

bridge as a partition. It is as if the rockery is gradually floating in the water, presenting a 

clear outline and silhouette effect, creating a flat context in the landscape painting.  

 

In terms of architectural structure, glass and open steel structures allow modern people 

to borrow large areas of interior skylight, while the design of the roof form breaks the 

light limitation of large roofs in traditional Chinese architecture. 94 The sloping roof 

designed according to modern geometry contains the basic concept of the traditional 

sloping roof of Suzhou ancient architecture. The successive reproduction and 

reconstruction of triangles and squares makes the building look simple, abstract, and 

dynamic, achieving a transformation of both Chinese and Western culture. The 

 
93 Zhou, Weiquan. History of Chinese classical Gardens. Tsinghua University, 1999. 94 Gao, Fumin. I.M. Pei and Suzhou Museum. Gu Wuxuan, 2007. 

Figure 29. The grey and white exterior walls 

Figure 31. Rockery 

Figure 30. Chinese landscape painting of Mi Fu 
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museum's appearance is geometric, simple and generous, and highly modern, 

especially the use of triangles and quadrilaterals. 

 

Overall, as I.M. Pei's last work before his death in 2019, Suzhou Museum truly embodies 

his fusion of modernism and traditional culture. It is an excellent work that brings vitality 

and vibrancy to the city. Suzhou Museum is not only a landmark public building in 

Suzhou today but also a bridge between Chinese architecture and landscape design 

that shows the possibilities for the future, and at the same time, borrows Western 

landscape design techniques when appropriate. With the traditional Suzhou landscaped 

courtyard style to arrange the exhibition and guide visitors, the Suzhou Museum's 

achievement lies in its excellent combination of Suzhou-garden techniques, modern 

museum needs, and modern landscape, creating a monumental work that blends 

excellent tradition with modern thought, providing inspiration for the integration of East 

and West in landscape design. It is also a model of combining classical Chinese gardens 

with modern landscape design today. 

 

 

 

 

 

 
 

Figure 32. Outside roof 

Figure 33. Inside roof 
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Chapter 6 Design proposal 
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6.1 Site 

The site I chose for my design is located in my hometown, Qingdao, China, one of the 

biggest coastal cities in northern China, with a population of 9.5 million.  

 

This city has a rich history. During a period of German occupation in the late nineteenth 

century, many buildings were built in the German style. Many German-style areas 

remained and became part of the local culture in this city. During the 20th century, it 

was occupied by Japan. Thus, Qingdao is an area with many cultures. It can be said 

that Qingdao is a typical Chinese city, showing both Chinese and Western cultural 

influences. There are many tourist attractions in this city. It has a long coastline, many 

backdrops of mountains, and the terrain is undulating. 

 

The site I have chosen is located in the old town of the city, where was supposed to be 

the most popular part of the city. There are many commercial buildings and much 

infrastructure in this area, which is also the German-style part of this city. The existing 

buildings have in the past provided housing, but do not satisfy current living needs, and 

they are being reused for other purposes. 

 

 

  

Figure 34. City location 

Figure 35. City characters 
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Although the site is located in the centre of the city, fewer and fewer people choose to 

live there because this area cannot satisfy their needs. There is no place to attract 

people to stop when they pass through this area. The government hopes to make the 

area a tourist attraction to attract more people, but changes made so far have been 

ineffective. Thus, my design aims to bring back the vitality of this area and, to some 

degree, to benefit the whole city. 

 

Figure 36. Site condition 
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6.2 Concept 

As one of the largest cities in northern China, Qingdao, with its long history and culture 

and rich natural landscape, attracts many artists and students to visit every year to do 

sketching and creative work. Many artists have established studios and held various 

exhibitions in the city. I hope to build a community for artists that will not only provide 

them with a place to co-work and exhibit but also serve as a local landmark and provide 

a place for tourists, students, and residents to stay. 

 

The central concept comes from the landscape shown in the painting below (Figure 37). 

The scene depicted in the painting shows a traditional Chinese style of agriculture, 

planting crops on terraces of different heights. This agricultural method is the outcome 

of the people's wisdom, and I hope to apply it to my design. This artificial transformation 

of mountains was widespread in the past, but what now remains landscape marked by 

the past. This concept is also in line with the purpose of my design, to bring life to the 

city by creating an artificial landscape and giving people who are living a hectic life a 

chance to be close to nature. Thus, I designed my architecture with varying heights, and 

the use of green roof can bring more nature into the city. Considering the local 

surroundings, I designed the architecture with three storeys. 

 

 
  Figure 37. Concept from landscape painting 
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Combing this concept with the concept of Shanshui City mentioned in the previous 

chapter, I would like to call my concept the Urban Oasis. I want to create an oasis in this 

area that can bring back the vitality of the city. I use the island as original shape——

each small island is a small oasis, and they combine to form a big oasis. 

 

A traditional architectural pattern exists in this area called Liyuan, and Liyuan buildings 

have many different shapes. However, their common feature is the inner courtyard. My 

Urban Oasis design's irregular shape and courtyard reference this local architectural 

pattern. Combining the spirit of Taiji and the Taiji diagram mentioned earlier, the central 

courtyard of each block is equivalent to the eye of this building, reflecting the spirit of 

Taiji, which combines inner and outer life and shows reality and emptiness. The curved 

design also gives the whole building more movement, reflecting the Chinese people's 

emphasis on the circle and the all-encompassing Taiji spirit.

Figure 38. Terrace planting 

Figure 39. Irregular shape from Liyuan 

 

Figure 40. Liyuan type 
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Figure 41. Aerial view of artists’ community 



54 
 

6.3 Plan 

Turning to the plan, the purpose of the main building is to house an art-focused 

community centre. I want to provide a space for local artists to create and exhibit their 

work, and where people can also engage in workshops to create art. The other part of 

the community is a museum to exhibit local history and culture.  

 

I want to mention two methods in Chinese landscape painting. The first one is called 

‘blank space’. This involves leaving some blank space in the painting, which leaves the 

painting open to the viewer’s imagination to complete. The other one is combining 

virtuality and reality – achieved usually by painting the main objects in dark colours and 

simply passing over other objects in shadow colours.  

 

For the plan, I use a curved wall to create public space, which can provide more space 

possibilities than a traditional linear approach. I combine a glass wall and a solid wall to 

show the virtual and reality. The blank space can also show the transition of the space, 

it gives more functions for people to imagine. Most of the time, it can be a place for 

people to communicate and rest. Sometimes, it can hold events such as feasts and club 

events; small stages can be lifted into place. This idea is inspired by traditional Chinese 

interior space, which used movable furniture to build variety into a space. 

 

 

 

 

Figure 42. Blank space 
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Figure 43. Ground Floor 1:500 

N 
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 Figure 44. First Floor 1:500 

N 
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6.4 Design approach 

I have applied four contexts from landscape painting to my design: 

feasible, viewable, visitable, and liveable.  

 

6.4.1 Feasible 

Entrances are provided in all four directions throughout the site, allowing people to walk 

and view the community freely regardless of which direction they enter from. Entering 

the community through the main entrance from the south, people can follow the paving 

to the ground floor of the main building or enter the roof of the building directly through 

the ramp set up outside. Each floor of the building has access to the outside roof. The 

sky bridges are designed so that people can freely access the subsidiary buildings from 

the main building. These paths are set up so that the fixed routes are not bound to the 

spatial organisation and create free and multi-directional walking paths. The spatial 

elements within the building are independent and interconnected, providing a profound 

experience of the building for those who walk through it.  

Figure 45. Entrance and ramp  

Figure 46. Bridge 
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6.4.2 Viewable 

To view the whole community from a distance is to see an attraction. I want to shape 

the entire building into a landmark of the city. The architecture is the landscape, and the 

landscape is the architecture. Both inside and outside the architecture, there is beautiful 

scenery. 

 

 

 

 

Figure 47. Outside view 

Figure 48. Inside view 
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6.4.3 Visitable 

Walking around the various parts of the artist community creates a range of feelings. 

People walk inside the building, and the curved walls make the whole space rich and 

exciting. People enter the roof directly from the interior of the building, and the mutual 

transformation of the interior and exterior spaces also rouses the visitor’s emotions. 

Walking on the roof of the building and the sky bridge, visitors can see the landscape 

within the community from a new perspective. By stepping inside and outside the 

building and constantly changing the angle of view, visitors can experience the different 

formal language and spatial design. 

 

6.4.4 Livable 

I want the artist community I design to be open not only for the use of artists but also for 

ordinary people and visitors. This community is to be used not only for its physical 

function but also as a place for spiritual support that reflects Chinese values. 

 

 

 

 

 

 

 

 

 

 

Figure 49. Courtyard 

Figure 50. Roof view 
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6.5 Section 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

I have chosen to use a long section, to show the relationship of the floors to one another. 

I have designed a separate traffic box to make the traffic line more interesting. The 

combination of frame and clear glass also allows light to influence the space. The plan 

also shows a simplified planting layout planting structure for the trees. 

 

 

 

Figure 51. Section 1:1000 
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Figure 52. Separate section 1 1:500 
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Figure 53. Separate section 2 1:500 
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Figure 54. Separate section 3 1:500 
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6.6 Landscape 

For the landscape: I want to create an undulating landscape of varying heights, to reflect 

the special feature of mountains close to the city. Further, I use many circular elements 

which were also used in traditional Chinese gardens. The circle is a symbol of traditional 

Chinese culture – it means reunion and perfection in the Chinese language. 

 

It is best to use local trees and plants, which are well-adapted to the local climate. 

Through the changing seasons, these plants will reflect the seasonal changes. In the 

Chinese language, bamboo means being ‘honest and unyielding’, and I have used cold-

resisting bamboo frequently.  

 

 

 

 

  

Figure 55. Outside landscape 

Figure 56. Bamboo Figure 57. Sunshine and wind 
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Chapter 7 Conclusion 
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7.1 Conclusion 

This thesis investigation questions how to apply Chinese values to modern landscape 

architecture. 

 

Through a series of studies, including the Chinese conception of spirit and space, 

Chinese values in landscape painting, and the conditions of modern landscape 

architecture, the research shows that Chinese values can be expressed in various ways 

in architecture, including concept, design approach, and architectural form. 

 

Although the implementation of Chinese values into landscape architecture is not 

unprecedented, projects combining Chinese values with modern architectural design 

progress were not often found in many researches. Many scholarly studies have been 

conducted in China, but much of this research is limited to only one aspect of Chinese 

values and is usually confined to traditional architectural forms. This thesis by contrast 

reflects Chinese values in multiple aspects of architectural design and applies them to 

new architectural models appropriate for the times. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



67 
 

Bibliography 

Books                                                                  Journals 

Bao, Shixing and Xuchao Gu. Urbanology and Shanshui City. China Construction Industry, 1996. 
Bao, Shixing. Distinguished scientist Qian Xuesen on Shanshui cities and architectural science. China 

Construction Industry, 1999. 
Chen, Wangheng. Art and Design Aesthetics. Wuhan University, 2000. 
Gao, Fumin. I.M. Pei and Suzhou Museum. Gu Wuxuan, 2007. 
Guo, Xi. Forest Spring Records. Shandong Pictorial, 2010. 
Harries, Karsten. The Ethical Function of Architecture. MIT Press, 1997. 
Huang, Shouqi. Zhou Yi Translation. Shanghai Antique Books, 2010. 
Kainz, Howard P., and Hegel, Georg Wilhelm Friedrich. An Introduction to Hegel: The Stages of 

Modern Philosophy. Athens: Ohio UP, 1996. 
Kenneth, Frampton and Iwan Baan. Wang Shu：Amateur Architecture Studio. Louisiana Museum 

of Modern Art, 2017. 
Lin, Jiashu. Tulou and Traditional Chinese Culture. Shanghai People, 1995. 
Ma, Yansong. Shanshui City. Lars Muller Publishers, 2015. 
Norberg-Schulz, Christian. Genius Loci : Towards a Phenomenology of Architecture. London: 

Academy Editions, 1980. 
Peng, Yigang. Theory of architectural space combination. China Construction Industry, 1983. 
Qian, Jian. Architectural exterior design. Tongji University, 2001. 
Ren, Jiyu. History of Chinese Philosophy. People, 1996. 
Turner, Tom. Landscape Planning . London: Hutchinson, 1987. 
Wang, Shu. Build a house. Hunan Arts, 2016. 
Wang, Xiangrong and Jing Lin. Theory and Practice of Western Modern Landscape Design. Beijing: 

China Construction Industry, 2005. 
Wang, Yi. Gardens and Chinese Culture. Shanghai People, 1991. 
Wei, Guanglai. Laozi. Shanxi Ancient Books, 2003. 
Wu, Jiaye. Landscape Morphology. Beijing: China Construction Industry, 1999. 
Wu, Liangyong. Introduction to Habitat Science. China Construction Industry, 2001. 
Xi, Tianlu. A Study of Ancient Architectural Forms in Traditional Landscape Painting. Dalian 

University of Technology, 2016. 
Ye, Lang. Beauty in Imagery. Beijing University, 2010. 
Yin, Qian and Wenxin Chang. Cultural Architecture. Liaoning: Science and Technology, 2012. 
Zhang, Han and Zhongqiu Zhang. The National Academy of China. Wuhan: Hubei Education, 2002. 
Zhou, Weiquan. History of Chinese classical Gardens. Tsinghua University, 1999. 
Zhu, Xixiang. Aesthetic Comparison of Chinese and Western Tourism Cultures. East China Normal 

University, 1998. 

 

Bai, Shaohui. “The inspiration of Wang Shu's architectural thought to contemporary landscape 
design.” Shanxi Architecture, vol.43, no.4, 2017, pp.213-214. 

Bao, Shixing. “Shanshui City - Habitat for China in the 21st Century.” China Engineering Science, 
vol.9, no.4 ,2002, pp.17-23. 

Diao, wenyi and Keren Lu. “The Chinese Concept of Shanshui City.” Urban and Rural Planning, 2002, 
vol.20, no.4, pp.50-51. 

Jin, Qiuye. "Closed door is a deep mountain." Journal of Architecture, vol.76, no.6, 2014, pp.10-16. 
Lu, Juan. “On the Current Situation and the Way Out of Contemporary Chinese Urban Landscape 

Design.” Arts, vol.94, no. 1, 2007, pp.73-74. 
Lu, Lei. "Inheritance and development of Tai Chi graphics from the perspective of contemporary 

design." Design Platform, vol.104, no.4, 2011, pp.88-89. 
Ma, Yansong and Wenjie Liu. “Shanshui City Context.” Guangxi Architecture, vol.25, no.1, 2015, 

pp.76-79. 
Meng, Fanying and Zhanjun Zhang. “A brief discussion on the current situation and trends of 

landscape garden design development in China.” Landscape Design, vol.28, no.7, 2011, 
pp.97. 

Qian, Xuesen. “Socialist China should build Shanshui cities.” Urban Science, 1993, pp.10-13. 
Tian, Peng and Jinliang Xie. "An Experiment on the Cultural Connotation of Nei Dan Contained in 

Taiji Diagrams." Religious studies, vol.88, no.1, 2020, pp.43-50. 
Wang, Duo and Hong Shi. “Philosophical Reflections on Shanshui City.” Urban Development 

Research, 2000, pp.46-51. 
Wang, Shu. “Architects can tell stories.”, Today, 2009, pp.15-17. 
Wang, Shu. “We need a philosophy of re-entering nature.” World architecture, vol.25, no.5, 2012, 

pp.20-21. 
Wang, Shu and Wenyu Lu. “Xiangshan Campus of China Academy of Art.” Architecture Journal, 

vol.76, no.9, 2008, pp.50-59. 
Xu, Gengyuan. "The Poverty of Contemporary Chinese Architectural Philosophy." Huazhong 

Architecture, vol.13, no.1, 1995, pp.6. 
Yang, Donghui. "Comprehensive involvement in urban environmental design - from landscape 

gardening to landscape architecture." New Architecture, vol.34, no.5, 2001. 
Yan, Longhua. "Towards an integrated landscape architecture of city, architecture and landscape." 

Architect, 2005. 
Zhang, Fa. "The Origin, Stereotype and Content of Chinese Formal Beauty." Academic Research,       

vol 85, no.1, 2021, pp.144-156. 

 



68 
 

List of Figures 

Figure 1. Taiji diagram. https://baijiahao.baidu.com/s?id=1619566743266752556&wfr=spider&for=pc            6 

Figure 2. Copenhagen Zoo Panda House. https://www.sohu.com/a/130952841_176064                       7 

Figure 3. Beijing Siheyuan.                                                                             8                 

http://projects.leadr.msu.edu/traditionaleastasia/exhibits/show/eastasiahousing/item/59  

Figure 4. Traditional Chinese interior space. https://tuku.jia.com/photo/picid-1051249.html            9 

Figure 5. Traditional Chinese courtyard. http://whb.cn/zhuzhan/bihui/20180302/190836.html                    9 

Figure 6. One of Chinese landscape paintings. https://www.163.com/dy/article/EI9H23TS05373DGA.html       11 

Figure 7. High in Chinese landscape painting. https://www.6art.cn/p/181239                                 12 

Figure 8. Deep in Chinese landscape painting. https://auction.artron.net/paimai-art5127270707/               12 

Figure 9. Flat in Chinese landscape painting. https://www.meipian.cn/3ab5veeo                             13 

Figure 10. Fujian Tulou. https://www.163.com/dy/article/GFCM6FH305527HB0.html                         14 

Figure 11. Chinese modern landscape garden. https://huaban.com/pins/1074888313/                        18 

Figure 12. Western classical garden.                                                                   19     

https://i.pinimg.com/originals/0d/75/7b/0d757b4b78ee1101ea05bed0d7887f44.jpg 

Figure 13. Falling water villa. https://en.wikipedia.org/wiki/Fallingwater                                      20 

Figure 14. Xiangshan campus expert reception centre.                                                   32  

https://site.douban.com/231113/widget/notes/16222087/note/355828390/ 

Figure 15. Rooftop walkway（Feasible）.                                                               32 

https://site.douban.com/231113/widget/notes/16222087/note/355828390/ 

Figure 16. Connecting corridors（Feasible）.                                                           33 

https://site.douban.com/231113/widget/notes/16222087/note/355828390/ 

Figure 17. Shore view. https://site.douban.com/231113/widget/notes/16222087/note/355828390/              34 

Figure 18. Façade view. https://site.douban.com/231113/widget/notes/16222087/note/355828390/             34 

Figure 19. Roof view. https://site.douban.com/231113/widget/notes/16222087/note/355828390/               34 

Figure 20. Ningbo History Museum. https://www.sohu.com/a/214405688_99958359                         36 

Figure 21. Tile wall. https://baijiahao.baidu.com/s?id=1676641422443239949&wfr=spider&for=pc             36 

Figure 22. Chongqing Urban Forest. https://www.archdaily.com/42968/urban-forest-mad-architects/last         39 

Figure 23. Concept of Urban Forest.                                                                   40  

http://www.ikuku.cn/concept/chengshi-senlin-mayansong/13866441617262-chengshi-senlin-mayansong 

Figure 24. Xiangshan Campus. https://arquitecturaviva.com/works/xiangshan-campus                        41 

Figure 25. Concept of Xiangshan Campus. http://www.ciaaart.net/h-nd-407.html                             41 

Figure 26. Campus courtyard. http://wap.archcollege.com/archcollege/2017/9/36926.html                     42 

Figure 27. Campus bridge. http://wap.archcollege.com/archcollege/2017/9/36926.html                        43 

Figure 28. Suzhou Museum.                                                                          44 

https://www.archdaily.com/894202/ad-classics-suzhou-museum-im-pei-plus-pei-partnership-architects 

Figure 29. The grey and white exterior walls. http://blog.sina.com.cn/s/blog_3e21520a0100u6si.html           44 

Figure 30. Chinese landscape painting of Mi Fu. https://www.sohu.com/a/445826130_235451                 45 

Figure 31. Rockery. http://www.szmuseum.com/Wap/Activity/Details/3c36890e-14ca-4b68-927a-9d35458195f9 45 



69 
 

Figure 32. Outside roof.                                                                              46 

https://www.archdaily.com/894202/ad-classics-suzhou-museum-im-pei-plus-pei-partnership-architects 

Figure 33. Inside roof.                                                                                46 

http://dx.szmuseum.com/views/NewsDetails.aspx?guid=b217b8f4-9ae5-492d-b21e-334d72367947 

Figure 34. City location                                                                               48 

Figure 35. City characters                                                                            48 

Figure 36. Site condition                                                                             49 

Figure 37. Concept from landscape painting                                                             50                                                                                      

https://www.sohu.com/a/360538049_120050379?scm=1002.46005d.16b016f01a2.pc_article_rec_opt 

Figure 38. Terrace planting                                                                           51 

Figure 39. Irregular shape from Liyuan                                                                 51 

Figure 40. Liyuan type                                                                               51 

Figure 41. Aerial view of artists community                                                              52 

Figure 42. Blank space                                                                               53 

Figure 43. Ground Floor                                                                              54 

Figure 44. First Floor                                                                                 55 

Figure 45. Entrance and ramp                                                                         56 

Figure 46. Bridge                                                                                    56 

Figure 47. Outside view                                                                              57 

Figure 48. Inside view                                                                                57 

Figure 49. Courtyard                                                                                 58 

Figure 50. Roof view                                                                                 58 

Figure 51. Section                                                                                   59 

Figure 52. Separate section 1                                                                         60 

Figure 53. Separate section 2                                                                         61 

Figure 54. Separate section 3                                                                         62 

Figure 55. Outside landscape                                                                         63 

Figure 56. Bamboo                                                                                  63 

Figure 57. Sunshine and wind                                                                         63 

 

 

 

 

 

 

 

 

 

 

 

 



70 
 

Appendix 
 

Design development 



71 
 

 
     

    Local plants



72 
 

 


	Abstract
	Introduction
	Chapter 1 Definition of Chinese values
	1.1 Chinese conception of spirit
	1.2 Chinese conception of space
	1.3 Spirit in Chinese landscape painting
	1.4 Space in Chinese landscape painting
	1.5 Historical factors
	Chapter 2 Modern landscape architecture
	2.1 The conception of landscape architecture
	2.2 The relationship between urban architecture and landscape design
	2.3 The role of landscape architecture in modern urban construction
	Chapter 3 Chinese perspectives on landscape architecture
	3.1 Current issues
	3.2 Future perspectives
	Chapter 4 Application of Chinese values in architecture
	4.1 Concept
	4.2 Design method
	4.3 Architecture form
	Chapter 5 Case studies
	5.1 Chongqing Urban Forest
	5.2 Xiangshan Campus
	5.3 Suzhou Museum
	Chapter 6 Design proposal
	6.1 Site
	6.2 Concept
	6.3 Plan
	6.4 Design approach
	6.5 Section
	6.6 Landscape
	Chapter 7 Conclusion
	7.1 Conclusion
	Bibliography
	List of Figures
	Appendix


<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /CMYK
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments true
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /CreateJDFFile false
  /Description <<

    /BGR <>
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000410064006f006200650020005000440046002065876863900275284e8e9ad88d2891cf76845370524d53705237300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef69069752865bc9ad854c18cea76845370524d5370523786557406300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /CZE <>
    /DAN <>
    /DEU <>
    /ESP <>
    /ETI <>
    /FRA <>
    /GRE <>

    /HRV (Za stvaranje Adobe PDF dokumenata najpogodnijih za visokokvalitetni ispis prije tiskanja koristite ove postavke.  Stvoreni PDF dokumenti mogu se otvoriti Acrobat i Adobe Reader 5.0 i kasnijim verzijama.)
    /HUN <>
    /ITA <>
    /JPN <FEFF9ad854c18cea306a30d730ea30d730ec30b951fa529b7528002000410064006f0062006500200050004400460020658766f8306e4f5c6210306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103055308c305f0020005000440046002030d530a130a430eb306f3001004100630072006f0062006100740020304a30883073002000410064006f00620065002000520065006100640065007200200035002e003000204ee5964d3067958b304f30533068304c3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020ace0d488c9c80020c2dcd5d80020c778c1c4c5d00020ac00c7a50020c801d569d55c002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /LTH <>
    /LVI <>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken die zijn geoptimaliseerd voor prepress-afdrukken van hoge kwaliteit. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /POL <>
    /PTB <>
    /RUM <>
    /RUS <>
    /SKY <>
    /SLV <>
    /SUO <>
    /SVE <>
    /TUR <>
    /UKR <>
    /ENU (Use these settings to create Adobe PDF documents best suited for high-quality prepress printing.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /ConvertToCMYK
      /DestinationProfileName ()
      /DestinationProfileSelector /DocumentCMYK
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /DocumentCMYK
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


