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CHINESE GARDENS AS A NATIVITY SCENE:
MATTEO RIPA’S DESCRIPTION
OF THE KANGXI EMPEROR’S CHANGCHUN GARDEN
IN BEIJING

Abstract. This article examines the description of the Changchun Garden in eighteenth-century
Beijing, featured in Matteo Ripa’s Storia della Fondazione della Congregazione e del Collegio de’
Cinesi. An Italian missionary at the court of the Kangxi Emperor, Ripa had a chance to see and
describe both the imperial parks and the intricacies of Chinese court etiquette. His detailed account,
a precious source of information on the Changchun park, was accompanied by commentaries aimed
at explaining the differences between “European” and “Chinese” aesthetic values. Therefore, this
article offers a critical analysis of the account as a historical source, discussing the accuracy of some
of the details described by Ripa, and subsequently provides an interpretation of the way he
perceived Chinese parks, with an emphasis on his explanations of the “Chinese style” of laying out
gardens. Finally, the last part of the article is dedicated to a comparison between a Neapolitan
nativity scene (presepio) and the Qing gardens as drawn by Ripa at the end of his description, in
order to demonstrate the “artificial naturalness” of Chinese parks.

Keywords: Chinese gardens; Qing gardens; European gardens; Matteo Ripa; chinoiseries;
Changchun Yuan, Yuanming Yuan.

INTRODUCTION

In 1710, Matteo Ripa (Ma Guoxian 5 [E "%, 1682-1746), an Italian priest
and missionary, arrived in China with a special mission to deliver a message
to Charles Thomas Maillard de Tournon (1668-1710), a papal legate directly
involved in the Chinese rites controversy that led to the ban imposed on
Catholicism in the Qing empire, and inform him that he had been created
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cardinal (Liu 329). Although Tournon, imprisoned in Macao by the order of
the Kangxi Emperor, died soon after hearing the news, Ripa himself made
his way to Beijing, and eventually became a servant at the imperial court
(Fatica and Zhuang 144-145). He stayed there until 1723 when he returned
to Europe together with a set of engravings depicting the Mountain Resort in
Chengde (Bishu shanzhuang % 111 ), Hebei, and a great deal of precious
information on the Chinese court.

Matteo Ripa’s stay in Beijing resulted in a series of detailed accounts and
reports gathered in his Memoirs (Giornale) and the monumental Storia della
fondazione della Congregazione e del Collegio de’ Cinesi (both published
posthumously), which shed light on his work as both a translator and artist in
the service of the Kangxi Emperor as well as on his perception of the Chi-
nese and their culture. The missionary returned to Europe just in time for the
rising vogue for chinoiseries and shared his views with George I (1660-
1727), king of Great Britain and Ireland, and probably made contact with
other important figures of English political and social life (Gray 42).

It is the historical context of his stay in China that makes Ripa’s nar-
ratives interesting, in particular because the beginning of the eighteenth
century was marked by both an increasing popularity of the ‘things Chinese’
and a campaign aimed at renouncing the French theories of garden design in
England (Brown 171-176), two intrinsically connected phenomena whereby
European goiits where re-evaluated in favour of a new artistic sensitivity. In
such a situation, stories brought to the continent by a servant of the imperial
court himself were precious as never before.

The purpose of this article is to examine one of Matteo Ripa’s accounts,
namely his description of the Changchun Yuan K#l[d, or the Garden of
Everlasting Spring, one of the imperial gardens in Beijing founded at the
beginning of the eighteenth century by the Kangxi Emperor. The missio-
nary’s account is a precious source of information on the park, and the
problem of accuracy is of utmost importance in all similar narratives, wide-
spread in Europe, yet often unreliable and verging on fantasy — if not fabri-
cation (Lach 731-821). There was always a great deal of subjectivity and
imagination involved in them, and many stories told by Ripa are no excep-
tion. He claimed, for instance, that his famous Thirty-Six Views of the Impe-
rial Summer Palace at Jehol was executed based upon paintings com-
missioned specifically for him by the emperor himself. However, it has been
proved that there exists a set of woodcuts made earlier by local Chinese
artists and based upon the same set of paintings (Gray 42). While
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demonstrating that many of the details furnished by the missionary are
in fact correct and accurate, the article will offer an analysis of Ripa’s
description of the Changchun Yuan as a model “Chinese” garden.

The account discussed in the article comes from the original Italian
edition of Ripa’s Storia della Fondazione della Congregazione e del Col-
legio de’ Cinesi (first published 1832). Most recently, it has been translated
into English by Bianca Maria Rinaldi (/deas 83-90). There exists another
English translation of several excerpts from the Storia della fondazione...
made by Fortunato Prandi and published by John Murray already in 1844,
twelve years after the original Italian edition. Throughout this paper, Rinal-
di’s translation will be used with the addition of fragments omitted by the
translator and supplemented by the author of this article.

THE CHANGCHUN GARDEN

Craig Clunas distinguished two different traditions of laying out parks
and gardens in China, the first one being the so-called “fruitful garden,”
closely related to horticulture perceived as a process of managing orchards,
collecting various species of plants, and consuming their fruits, and the other
— the “aesthetic garden” so to speak — considered as a source of pleasure for
people engaged in “aesthetic horticulture.” The first type privileged produc-
tive and practical aspects of the garden and saw it as a repository of natural
resources important from an economic point of view, whereas the other
focused on the aesthetic qualities of gardens as landscape parks (Clunas 67).
Even though the oldest tradition of laying out gardens was that in which the
“fruitful” or “economic” side was the dominant one, over the years, and with
the leading role assumed by the aristocracy in the process of the develop-
ment of garden theory in China, the economic usefulness of gardens dimini-
shed, and their transformation marked a transition from practical and pro-
ductive towards purely aesthetic aspects (Clunas 71).

This style of a fully “artificial” and economically unproductive garden
became increasingly popular in the Ming and Qing periods, and the 1630s
saw its codification in Ji Cheng’s (1582-c.1642) Yuan Ye [@ifs (The Craft of
Gardens; Zhou 429). In it, the author elaborated among other things on the
principle of “borrowing scenery” (jie jing fti%5t), a practice whereby natural
scenic spots were artificially recreated in private gardens, and described it as
a “must-be in every park” (lin yuan zhi zui yao zhe I 2 B #). Yuan Ye
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accounts for a vogue for such devices and provides much evidence in sup-
port of Clunas’s theory that the fully “aesthetic” garden became the most
fashionable genre of garden design in China by the times of the Qing
dynasty.

The gardens of the Qing were natural heirs to the above-mentioned
tradition, and the creators of the most famous foundations from the reign of
the Kangxi Emperor — the Chengde Mountain Resort and the Old Summer
Palace Gardens (Yuanming Yuan [#B[d]), of which the Changchun Yuan
was a part — indubitably followed in the footsteps of their prominent Ming
predecessors (Xun 411). The Changchun Yuan abided by the rules prescrib-
ed by theoreticians of garden design — water bodies and mountains were
chosen as dominant compositional motifs by which to organize the space,
with hills and steep ranges enclosing the entire area, and pools, ponds,
canals, or artificial lakes constituting the main elements of the design, in ac-
cordance with the “mountains surround and lakes embrace” (shan huan shui
bao WLI¥A7KHD) principle that emphasized the subordinance of all the islands
and hills to the all-encompassing rule of water (Xue, Zhou, Zhao, and Liu
173). Flooded with water, the whole area was then crisscrossed with islets,
bridges, and hillocks upon which pavilions of different shapes and sizes
were erected.

The artistic forms that Ripa had a chance to see in the Changchun Yuan
were one of the stages in the development of Chinese landscape parks and
represented the point of arrival of a very specific tradition. This is particularly
important given the fact that one of the main reasons behind the missionary’s
decision to describe the Changchun Yuan for his readership was, as I will try
to demonstrate, to stress the differences between the “European” and
“Chinese” conventions of lying out gardens, an opposition that profoundly
shaped the Western perception of China’s parks in the eighteenth century.

NATURE, ARTIFICIALITY, AND ORDER:
THE FORM OF THE ACCOUNT

Ripa’s account of the Changchun Yuan spans only three pages in the
Storia della fondazione..., but covers a wide range of topics, a description of
the garden among them. What is specific about the missionary’s narrative is
the use of an ad-hoc Italian transcription of the Chinese language as opposed
to a more conventional one developed earlier by Ripa’s predecessors
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in China, in particular by Michele Ruggieri (1543-1607), Matteo Ricci
(1552-1610) and, most notably, by Nicolas Trigault, whose manual Xi ru er
mu zi (V91% B H %%, Materials to Aid the Eyes and Ears of Western Literati)
included the most authoritative rendition of the koiné guanhua (‘B %), or
“Mandarin,” at the time (Coblin 261-307). It was later improved by Fran-
cisco Varo (1627-1687), a Spanish Dominican friar, in his Arte de la lengua
mandarina published in Canton in 1703.

Ripa, however, preferred to rely on a more intuitive transcription tailored
for his implied Italian readership and based upon his mother tongue, the
Neapolitan dialect of the Italian language, the reason why the name
“Changchun Yuan” was rendered as “Ccin-Cciun-Juen” in his account. For
instance, the doubled consonants “cc,” which would be pronounced in Nea-
politan as a geminated version of the voiceless palato-alveolar sibilant affri-
cate (/tf/), were used to represent the Chinese aspirated voiceless retroflex
affricate /ts/, and the letter ‘j° stands for the voiced palatal approximant /j/,
according to the Neapolitan spelling conventions. The notation of the four
tones was completely omitted, even though it had been well developed by
the above-mentioned proto-sinologists and comprised already a set of dia-
critics to mark each tone (Furuya 1-25). The choice of transcription was
clearly justified by the implied audience of Storia della fondazione—Ripa
was interested in propagating the college he established in Naples and con-
sidered the text a source of popular rather than specialized knowledge. It was
by answering to the demands of the readership that the author wanted to
present his description of the Qing empire and its gardens.

The expectations of Ripa’s readers are crucial to understanding how the
author himself structured the narrative of Storia della fondazione. In it, he
included a lengthy-yet-general description of the Changchun Garden, enume-
rating its countless elements, such as

a web of little mountains and hills, with pathways that in some places are broad and
straight, in others tortuous, and that are interspersed with diverse paths that in some
places are narrow and in others wider, flat and steep, straight and crooked, through
mountains (some of which are connected by rough stone formations placed to look
natural) and through valleys; thence over varied bridges on rivers and streams created
with water brought in by art, and on these one goes from one side to the other, and also
to some islets in the middle of the lakes... (Rinaldi 85-86)

Aside from describing the form of the garden, an important purpose of
Ripa’s account was to prove that the model “Chinese” and “Western”
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gardens differ profoundly in their approach to landscape design and that the
Chinese “worked with art to imitate nature” rather than tried to supress
nature by means of artificiality, a common practice in European “French”
gardens patterned on the parks of Versailles:

This and all the other lordly villas that I saw are of the same taste, exactly the contrary
of our European taste, since we here artfully attempt to distance ourselves from the
natural, making the hills plain, draining out the dead waters of lakes, uprooting spon-
taneous trees, straightening roads, creating fountains with great effort, planting flowers
in good order, and the like; the Chinese, on the other hand, work with art to imitate
nature... (Rinaldi 84-85)

In fact, the narrative would not have been particularly interesting to the
European public had it been deprived of the ambition to illustrate crucial
differences between the two archetypical gardens, and the missionary was of
course acutely aware of the great fascination with which the Westerners
approached the “things Chinese.”

Ripa’s text mirrors the preconception that the “Chinese” garden is as
close to nature as possible, and therefore visually disorderly, in contrast to
the “European” garden which privileged harmony, symmetry, and visual
consistency. For a long time, the Europeans had had a predilection for well-
organized and structured pathways within their gardens as well as for
devising various sets of rules whereby gardens should be visited or navi-
gated around. It was common to programme such paths by means of official
instructions allowing for a perfect “sightseeing” experience and assuring that
the visitors did not miss any opportunity to admire the beauty of the garden
and its specific parts in the most proper order. Versailles, with dozens of
fountains, sculptures, labyrinths, and alcoves as well as an astonishingly
refined waterworks system propelled by the machinery at Marly (Ermenc
242-244), served as a model example of such “programmed” garden. There
were numerous guides compiled in the seventeenth century by the order of
Louis XIV (1638-1715), and there is one draft extant that bears traces of the
king’s own handwriting (Thacker 49).

This sense of order, projected on a garden space by means of rigid
architectural rules and conceptual guidebooks, is entirely absent from Ripa’s
narrative — an important condition given his perception of “Chineseness.”
Order is, nevertheless, visible on a different level, as the account proves
particularly detailed in the part dedicated to the imperial court etiquette:
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Its gates are always guarded by Tartar soldiers, because except for the Eunuchs, they
permit entry to no one, except those to whom entry has been expressly conceded by
the Emperor, and when they approach the gates in order to enter, [the guardians], not
knowing them, ask: “Copu-pi?”” which means “what is your name?” in the Tartar
language. This noted on a tablet, they let them in. (Rinaldi 84)1

Ripa’s account is characterized by a great attention to detail, his accurate
transcription of a conversation in the “Tartar” language being no exception.
The whole Manchu phrase for “What is your name?” is “*+ (8 &) w +#8:2" (sini
gebu be ai sembi) and was written by the missionary as “Copu-pi.” The ex-
pression noted by the missionary is in itself a shortened version of the above
polite form, reduced often to just “08 2 (gebu bi) or “® =2 (gebu ai). The-
re is evidence that this is exactly the way this question would be asked in
colloquial speech of the time, the prime example being the so-called Qing wen
qi meng (G335, A Manchu Primer or, literally, An Explanation of the
Qing language), a manual of the Manchu language written specifically for
Chinese learners, first published in 1730. Another proof is the Suyu (1§15,
Plain Talk), a phrasebook of colloquial Manchu for Chinese speakers com-
piled in the first half of the eighteenth century and treasured at the Harvard-
Yenching Institute Library. The latter, in particular, provides an example of
the conversation in which the phrase gebu ai was featured (Hanan 87).

The strong presence of Manchu guards in the parks was reflected in
Ripa’s account precisely because it was felt by all the visitors, and there is
no doubt that the consequences of the Qing dynasty policies regarding the
Eight Banners system were clearly visible even to outsiders, making them
conscious of the Manchu domination over the empire. Indeed, numerous
sources prove that the Kangxi Emperor reinforced the defences and guards
of his palaces and that the Changchun Yuan was, much like the whole city of
Beijing (Dray-Novey 885-992), kept under a particularly strict surveillance,
with Manchu (“Tartar”) soldiers constantly patrolling the territory. However,
the strict rules of entering and leaving the garden presented in the account
were seen by Ripa as a sign of “jealousy over the court ladies” (“la gelosia
delle donne”):

! A part of Ripa’s description was not translated by Rinaldi — it has been marked underlined
above and translated by the author of this article.
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one has to get through another gate in front of which a few eunuchs are sitting with
a large board covered with white paint on which they write the names of all those
entering, and then wipe the names away with a piece of wet cloth, for which reason
they know if at night, after a specific hour, they have all left the villa where none who
is not a eunuch can spend a night. The same is done in Beijing, in the inner palace, and
in the Tartar villa in the place called Jehol, and all that because of the jealousy over the
court ladies who are kept within the inner palace in Beijing where the harem is
located, and over all the others who live in the said villas.?

The whole excerpt may appear puzzling, since Ripa was inclined to ex-
plain what would be effectively called “safety measures” in modern parlance
only with a reference to the supposed “emperor’s jealousy.” This pre-
conception, although based on the old Chinese practice of isolating imperial
concubines from the outside world in order to avoid any possible contacts
with intruders, and therefore to protect the purity of the dynastic lineage,
was partly faulty principally because there were several more important
reasons to separate strangers from imperial residences at night. Chief among
them was, indubitably, the sanctity of the Emperor himself, buttressed by
millennia of Chinese political and religious thought which Manchu rulers
were eager to adopt (Corradini 112-116).

As an imperial villa, the Changchun Yuan was, of course, of much less
importance than the Forbidden City. And yet — together with the Mountain
Resort — it was a summer residence of Qing emperors and their families for
approximately six months every year (Barmé 115-116). The incentive to pro-
vide the parks with an effective protection of Manchu guards cannot be
reduced to the mere presence of the harem, since the safety of the whole
imperial family, with the emperor himself, was at stake here. Yet for the
Europeans, the very existence of harems in some cultures seemed to possess
a particular “oriental” charm and their descriptions were often made with
a frisson of “exotic” excitement permeating Western culture (Said 190;
Behdad 108-126; Grosrichard 5-16; Gogek 73). Given this context, it is little
wonder that Ripa, although a Catholic priest, devoted a great deal of atten-
tion to the imperial harem and both the court ladies and eunuchs whom he
encountered in China.

There is also another side to Ripa’s focus on the strict security measures
implemented at the entrance to the garden. It was mentioned earlier that if
the architectural order, symmetry, and harmony were absent from the garden
itself, they were superseded by a different sense of control and discipline,

% Not featured in Rinaldi’s translation, translated by the author of this article.
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namely, by a system of harsh supervision — a proof of Chinese despotism
which attracted much attention on the part of the Europeans in the eighteenth
century. At that time, China was perceived in the West somewhat contra-
dictorily as both a state of wise rulers who exercised their power by means
of carefully adjusted policies and a domain of tyrants whose only will was to
subdue their subjects with cruel laws and a sophisticated yet brutal punish-
ment system (Zhan 93-111; Millar 716-737). Ripa’s almost conventional
mention of the “jealousy” lying at the root of the determination to keep
a tight rein on visitors was but a part of a wider Western discourse
portraying Chinese emperors as despots jealous of their power and authority.

THE WESTERN GAZE:
THE CHINESE GARDEN AS A NATIVITY SCENE

Ripa’s perception of Chinese society in general and the Changchun Yuan
in particular manifested principally in the last part of the narrative, in which
an intriguing comparison was used to characterize the landscape of the
imperial park:

To describe this complex in a few words, I will say that it has much of the taste of the
good creche scenes here in Naples made to represent the nativity of Our Lord natu-
rally. And all the other [villas] of so many gentlemen are done in the same taste
because this is the taste of the Chinese in their villas and their pleasure gardens.
(Rinaldi 86-87)

For Ripa, the whole scene unfolding before the eyes of the visitor was
similar to that of a Neapolitan presepio, or créeche, a traditional sculptural
genre presenting Nativity in form of miniature figurines gathered against an
elaborate landscape of hills, mountains, grottoes, and ruins, an artistic prac-
tice extremely popular in the eighteenth century (D’Aponte 49-51). There
are several examples of works belonging to this current extant today, such as
the one preserved at the Art Institute in Chicago (Reference Number
2013.59), which may prove salutary in reconstructing what Ripa meant by
“good creche scenes here in Naples.”

The presepio from Chicago features over 200 miniatures representing
people, animals, and various props such as food or beverages assembled in
a chaotic space filled with houses, ruins, sculptures, and grottoes, all of
which present the cityscape of eighteenth-century Naples rather than an
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imaginary historicized vision of Bethlehem. The diorama is thus a portrayal
of the hustle and bustle of a contemporary city, with the conventional
biblical scenes inscribed into a very modern — at least from an eighteenth-
century perspective — context. Depicted among this boisterous and festive
crowd, the representation of the Holy Family seems to be lost in the general
tumult. What strikes the beholder is an endless and disorderly parade of
joyful characters, a mirthful commotion caused by almost theatrical charac-
ters (or “types,” much like in commedia dell’arte plays) and, above all,
a kaleidoscope of colours. The presepio is in itself a feast for the eyes —
of the five senses, sight is the one most engaged in the perception of the
diorama. It is therefore a profoundly visual experience that Ripa had in mind
while describing the Changchun Yuan.

In his account, the domain of order is that of the outer part of the garden
where the guards exercise strict control over the visitors, whereas the inner
sphere is reserved for “artificial naturalness,” that is, nature imitated with
artful contrivances. There, the space is in a state of visual disarray, con-
stantly bombarding the visitors with an endless kaleidoscopic show of
images, scenic spots, picturesque locations, and fancy architectural details.
The scene is — to some extent at least — an imaginary picture of Chinese
society, with women, merchants, and eunuchs presented against the back-
drop of the “natural garden” in a way similar to the depictions of Neapolitan
townsfolk in presepio. Any possible deeper political, societal, economic, and
even cultural contexts are removed from the picture, either deliberately or
unconsciously. The imperial parks of China, alongside the society of which
they were a part, are reduced to mere visuality.

This particular instance of the Western gaze, i.e., reducing foreign — and
especially “oriental” — cultures to but a show of pictures and sights, is of
course far from being unusual in Europe. With the sense of sight privileged
in similar accounts, it made part of a whole culture of looking at the Other.
Suffice it to compare it to later narratives produced by nineteenth-century
Europeans, who travelled to the ‘Orient’, and analysed exhaustively by
Timothy Mitchel:

So here we are in Egypt (...) What can I say about it all? What can I write you? As yet
I am scarcely over the initial bedazzlement (...) each detail reaches out to grip you; it
pinches you; and the more you concentrate on it the less you grasp the whole. Then
gradually all this becomes harmonious and the pieces fall into place of themselves, in
accordance with the laws of perspective. But the first days, by God, it is such a be-
wildering chaos of colours... (21)
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The above quotation comes from Gustave Flaubert’s (1821-1880) letter
written in January 1850, more than a century later than Ripa’s account. And
yet, there are striking similarities between these two descriptions, even
though they refer to different countries, different spaces, and different times.
What permeates them is an impression of an overwhelming spectacle of
colours and sights, at first virtually impossible to describe in an orderly man-
ner, and then gradually fitting into one uniform — albeit not arranged syste-
matically — picture. For Flaubert, this would be a picture of an unknown and
exotic world in which the notions of time and distance are lost. For Ripa,
this would be a familiar picture of a Neapolitan presepio, paradoxically
organized according to the same principles that Flaubert attempted to discern
in the cityscape of Cairo, namely, the principles of tumult and artificiality,
the laws of world-as-picture.

Nevertheless, it would be impossible to claim that there is any particular
sense of coloniality — and even racialization in the modern sense of the word
(Demel 20-21) — involved in Ripa’s account, since he was not a colonizer,
and it was not until the nineteenth century that the colonial imbalance of
powers dominated Sino-Western relationships. Creeping into the missio-
nary’s perception of China is, rather, a specific form of visual curiosity
accompanied by deep-rooted preconceptions about how a garden should be
perceived. The custom of arranging any park space according to strict rules
of symmetry and mathematical correspondence was obviously imprinted into
Ripa’s perception of any garden space. This was precisely the reason for
which comparisons with the “Western” garden were inevitable, at least as
long as an eighteenth-century European traveller was involved.

Ripa’s account is therefore a model example of such perception, although
the “presepio analogy” drawn by the missionary at the end of his narrative
managed to artfully link a sense of pictoriality with Ripa’s own cultural
upbringing. The idea that the garden was “spectacular” (in the etymological
sense of the word, i.e., “pertaining to or characteristic of a spectacle,” or
even to “looking”) found a rather unusual expression — China as a nativity
scene may seem conceptually strange on the iconographical level, since there
was nothing specifically “Christian” in the garden as Ripa saw it, but the
powerful visual charge, of which the Neapolitan presepio became a vehicle,
had a potential of conveying in full and summarizing for the reader the
entirety of the missionary’s experience. How to imagine China if one has
never travelled to that land of wisdom and curiosity, shrouded in mystery
and remote from both here and — so it seemed — now? How to imagine
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a garden that is by no means similar to the ones of Versailles or, suppose,
of the Reggia di Caserta in the Kingdom of Naples?

To these questions Ripa had a simple answer, probably the most natural
one for a Campanian priest; imagine the traditional Neapolitan presepio, and
you will see the whole scene right in front of your eyes, vivid, even flam-
boyant. Superimposed upon this simple analogy was the missionary’s Wes-
tern gaze which prompted him to reduce what he saw to mere pageantry. No
map was attached to the description, and it would have been useless, because
Ripa’s intentions had always been very remote from any form of “mapping”
the Changchun Yuan. Put another way — in the eyes of the author, particular
alleys were forever lost in the vibrant spectacle of the imperial garden,
proving the theory of its “artificial naturalness” for his readership.
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CHINY JAKO BOZONARODZENIOWA SZOPKA.
RELACJA MATTEA RIPY Z WIZYTY W PEKINSKIM OGRODZIE CHANGCHUN
UFUNDOWANYM PRZEZ CESARZA KANGXI

Streszczenie

Celem niniejszego artykutu jest analiza opisu parku Changchun w osiemnastowiecznym
Pekinie, zawartego w Storia della Fondazione della Congregazione e del Collegio de’ Cinesi
autorstwa Mattea Ripy. Jako wloski misjonarz na dworze cesarza Kangxi Ripa mial mozliwos¢
zobaczenia i opisania tak cesarskich parkow, jak i zawilosci dworskiej etykiety. Jego relacja jest
cennym zrédlem na temat ogrodu Changchun, zawiera rowniez wiele interesujacych komentarzy
majacych na celu wyjasnienie réznic migdzy ,,chinskimi” i ,,europejskimi” wartosciami estetycz-
nymi. W artykule przedstawiono zatem krytyczng analize relacji Ripy jako zrdédta historycznego,
skupiajac si¢ najpierw na wiarygodnos$ci czesci z opisanych przez autora szczegdtow, a nastgpnie
na interpretacji sposobu, w jaki postrzegal on chinskie ogrody, kladac nacisk na wyjasnienie
»chinskiego stylu” projektowania ogrodow. Szczegdlng wage poswigcono wreszcie porownaniu
chinskich ogrodéow do neapolitanskich szopek bozonarodzeniowych, jakim postuzyt si¢ Ripa
w swojej relacji, by uzmystowi¢ swoim czytelnikom ,,sztuczng naturalno$¢” modelowego ogrodu
,,chinskiego”.

Stowa kluczowe: ogrody chinskie; ogrody europejskie; Matteo Ripa; chinoiseries; Changchun
Yuan, Yuanming Yuan.



