©Copyright 2006
Shuishan Yu






To Achieve the Unachievable

Beijing’s Chang’an Avenue and Chinese Architectural Modernization
during the PRC Era

Shuishan Yu

A dissertation
submitted in partial fulfillment of the
requirements for the degree of

Doctor of Philosophy

University of Washington

2006

Program Authorized to Offer Degree:
Department of Art History

Volume One



UMI Number: 3231074

Copyright 2006 by
Yu, Shuishan

All rights reserved.

INFORMATION TO USERS

The quality of this reproduction is dependent upon the quality of the copy
submitted. Broken or indistinct print, colored or poor quality illustrations and
photographs, print bleed-through, substandard margins, and improper
alignment can adversely affect reproduction.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if unauthorized
copyright material had to be removed, a note will indicate the deletion.

®

UMI

UMI Microform 3231074
Copyright 2006 by ProQuest Information and Learning Company.

All rights reserved. This microform edition is protected against

unauthorized copying under Title 17, United States Code.

ProQuest Information and Learning Company
300 North Zeeb Road
P.O. Box 1346
Ann Arbor, MI 48106-1346



University of Washington
Graduate School

This is to certify that I have examined this copy of a doctoral dissertation by
Shuishan Yu

and have found that it is complete and satisfactory in all respects,
and that any and all revisions required by the final
examining committee have been made.

Chair of the Supervisory Committee:

ot 2 (g

Y Meredith L. Clausen

Reading Committee:

bherder £ Clan

Mered1th L. Clausen

Madeleitié Yue Don g




In presenting this dissertation in partial fulfillment of the requirements
for the doctoral degree at the University of Washington, I agree that the
Library shall make its copies freely available for inspection. I further
agree that extensive copying of the dissertation is allowable only for
scholarly purposes, consistent with “fair use” as prescribed in the U.S.
Copyright Law. Requests for copying or reproduction of this dissertation
may be referred to ProQuest Information and Learning, 300 North Zeeb
Road, Ann Arbor, MI 48106-1346, 1-800-521-0600, to whom the author
has granted “the right to reproduce and sell (a) copies of the manuscript in
microform and/or (b) printed copies of the manuscript made from

- M
7 M
Signature

&
DateuW 2, 7/006 .



University of Washington

Abstract

To Achieve the Unachievable
Beijing’s Chang’an Avenue and Chinese Architectural Modernization during the PRC
Era

Shuishan Yu

Chair of the Supervisory Committee:
Professor Meredith L. Clausen
Department of Art History

This dissertation explores the modernization project in Chinese architecture
during the PRC Era (1949-present) through the changes of Chang’an Avenue in Beijing. I
will first trace the development of Chang’an Avenue in the changing urban context from
the late Qing dynasty to the end of twentieth century. Then, by analyzing changes in
architectural styles, shifts of art ideology, approaches in organized artistic creation,
interaction between theoretical discussion and design practice, mechanism of political
interference, and impact of globalization, I explore the modernization process of Chinese
architecture during the second half the twentieth century. My argument is that the
modernization project in Chinese architecture was framed in a way that it could never be
fully achieved. In the discourse of modern Chinese architecture, the very definition of
“modernity” was constantly changing, following the most updated version in
contemporary world architecture. Each period claimed to “roughly complete” Chang’an
Avenue according to its own modernization ideal. Each “completion” from a specific
period had been creating new “gaps,” physically as well as symbolically, for future
“completions” to fill. Chang’an Avenue, as the most significant urban thoroughfare of
20th-century China and the new east-west axis of the Chinese capital, became a symbol

of this unachievable modernization project.



Though mainly focusing on the second half of the twentieth century, this
dissertation also provides detailed analysis of Chang’an Avenue during the Imperial Time
(before 1912) and the ROC Era (1912-1949), emphasizes the interaction between past

and present, and highlights the critical role history and tradition played in the discourse of

modern Chinese architecture.
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Notes on Abbreviations

Materials that have been cited frequently in the notes have been identified by the
following abbreviations:

BMA:

BMAUC:

SAATU:

JZXB:

Beijing Municipal Archive Jb R TTA4 EIE

Beijing Municipal Archive of Urban Construction Jb = IR TH B R E
(]

School of Architecture Archive, Tsinghua University & # K2 F
TELE

Jianzhu Xuebao 23R (Architectural Journal)
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Introduction

Prelude

On January 8, 1976, premier of the People’s Republic of China (PRC) Zhou Enlai
died in the Beijing Hospital near the Eastern Chang’an Avenue in Beijing. In the morning
of January 11, Zhou’s body, coffined in a white hearse and followed by a parade of a
hundred black-color “Red Flag” grand sedans — a proud domestic industrial product of
PRC, was shipped from the Beijing Hospital to the Babaoshan Crematorium near the
western end of the Western Chang’an Avenue to be cremated. A million Beijing citizens
were standing along Chang’an Avenue when Zhou’s hearse passed by, paying their final
farewell to the premier.1 In the evening of the same day, Zhou’s cinerary casket was
escorted back from Babaoshan through the same avenue and placed in the Palace of the
Working People — the former Imperial Ancestral Temple of the Ming and Qing dynasties
and one of the most important imperial monuments on the north side of East Chang’an
Avenue. In addition to the accompanying procession from the Beijing Hospital,
numerous Beijing citizens observed with respect the return of Zhou’s ash in a line of

more than twenty kilometers long on either side of Chang’an Avenue between Babaoshan

! Wenhuibao, January 11 and 12, 1976, Hong Kong.



and the Palace of Working People, and thousands of people were standing in the chilly
fog for hours along the section of Chang’an Avenue near Tiananmen Square. The main
gates leading to the Forbidden City was opened to receive the cinerary casket.” From
Monday January 12™ to Wednesday the 14™ it was kept in the main hall of the previous
imperial ancestral temple to receive mourning from hundreds of thousands of people.
Toward the evening of the 14™ escorted by a procession of about one hundred vehicles,
Zhou’s cinerary casket was again moved along and then across the Chang’an Avenue to
be housed in the Great Hall of the People — the largest and most important one among the
“Ten Great Buildings” constructed for the tenth anniversary of PRC in 1959, where it
continued receiving public mourning. An official memorial service was held there on
Friday January 16™. After that, the cinerary casket was again shipped back through
Chang’an Avenue to Babaoshan Revolutionary Cemetery.’ Following to his final will,
however, Zhou’s ashes were later scattered across the mountains and rivers of his beloved
country.

Three months later, on the eve of the Qingming festival — a traditional Chinese
memorial day for paying homage to deceased ancestors — on April 4% thousands of
people gathered around the Monument to the People’s Heroes in Tiananmen Square to
the south of the Chang’an Avenue to pay homage to the dead premier. They brought
wreaths, banners, poems, placards, and flowers with them and turned the monument into
a memorial for Zhou and a position for criticizing those currently in power. On the next

morning, when people found that all the tributes they had brought last evening had been

2 Wenhuibao, January 13, 1976.
} Wenhuibao, January 15, 1976.



moved by the police, they started protesting in the square and along the avenue.
Confrontation between hundreds of thousands of people and the police lasted for a day
and people who refused to leave the square after the official warning were arrested by
security forces.* This event was almost exactly restaged thirteen years later on June 4,
1989 following the death of the deposed Chinese Communist Party (CCP) general
secretary Hu Yaobang, except that the latter was in a larger scale and more traumatic.
The protest in the spring of 1976 had been labeled “counter-revolutionary political
incident” until after the Third Plenum of the Eleventh Central Committee of the CCP held
in late December 1978, when Deng Xiaoping came to power.

Mao Zedong died in the same year on September 9™, Mao’s wife Jiang Qing and
other three radical leaders of the Cultural Revolution, who were later collectively referred
to as the “Gang of Four” in official publications, were arrested shortly after Mao’s death.
Hua Guofeng became the top leader of China. On October 24" Chang’an Avenue and
Tiananmen Square became a sea of red flags. A million people gathered in the square and
paraded along the avenue, celebrating the downfall of the “Gang of Four” and the victory
of Hua, who became at the same time chairman of the CCP Central Committee, premier
of the State Council, and chairman of the Central Military Commission.” On the rostrum
of the Tiananmen Gate-tower, Hua and other leaders of the nation and party gazed down,
waving and smiling when the parading mass passed by. In the vast Tiananmen Square,

hundreds of thousands of people with flags, banners, and large portraitures of Mao and

# Jonathan D. Spence, The Search for Modern China (New York, London: W W Norton & Company, 1990),
649-650.,
5 Remin huabao, 1976/12, 1-23.



Hua formed a stable background for the celebration. The real dynamic stage for the
ceremony was Chang’an Avenue. While both the leaders on the Tiananmen Gate-tower
and the mass in the Tiananmen Square were just standing and watching, quare formations
of different themes were marching and performing along Chang’an Avenue, representing
the diversity and unity of the country, its glorious past, and its bright future.

What happened in the year 1976 along Chang’an Avenue was just one section in
the long chain of celebration, confrontation,’ and mourning activities’ along this 20th-
century thoroughfare in Beijing. The carefully orchestrated state rituals punctuated by
spontaneous emotional eruptions characterized the cultural political history of Chang’an
Avenue. The urban and architectural spaces along Chang’an Avenue not only offered
stages for these cultural political events, but also became one of the defining factors of
history. The meanings of Chang’an Avenue and Chang’an Avenue architecture can be

deciphered only in specific historical contexts.

Chang’an Avenue as a Symbol of Chinese Modernization Process

This dissertation deals with Chang’an Avenue, the urban thoroughfare in Beijing
sandwiched between the imperial Forbidden City and the communist Tiananmen Square.
I will first trace the development of Chang’an Avenue in the changing urban context from

late Qing dynasty to the end of 20th century. Then, by analyzing changes in architectural

® See the section on “Chang’an Avenue as an Independent Unit for Academic Inquiry” for more celebration
and confrontation events along Chang’an Avenue.

7 Other examples include Sun Yat-sen’s memorial service in 1925, Deng Xiaoping’s memorial service in
1997, etc.



styles, shifts in art ideology, approaches in organized artistic creation, mechanism of
political interference, and impact of globalization, I explore the modernization process of
Chinese architecture in the 20th century. My argument is that the modernization project
in Chinese architecture was framed in a way that it could never be fully achieved. In the
discourse of modern Chinese architecture, the very definition of “modernity” was
constantly changing, following the most updated version in contemporary world
architecture. Each period claimed to “roughly complete” Chang’an Avenue according to
its own modernization ideal. Each “completion” from a specific period had been creating
new “gaps,” physically as well as symbolically, for future “completions” to fill. Chang’an
Avenue, as the most significant urban thoroughfare of twentieth-century China and the
new east-west axis of the Chinese capital, became a symbol of this unachievable
modernization project.

As other scholars, for instance, Joseph Esherick and Clifford Geertz, have pointed
out, for Asian and African nations the imperial powers of the West have been both the
definer of “modernity” — the mark of progress — and the target to struggle against for their
place in the world.® This by no means suggests that there is a one-way traffic of
modernity from the West to China. On the contrary, what was perceived by the Chinese
as “modern” was highly selective, and modernity in the West was far from uniform. I
suggest that the Chinese version of architectural modernity is a way to form a historical
continuity, in spite of the seemingly abrupt changes in architectural ideology and

technology. Different from “discourses” on Western architecture, in which “modern”

8 Joseph W. Esherick, ed. Remaking the Chinese City: Modernity and National Identity, 1900-1950
(Honolulu: University of Hawai’i Press, 2000), 1.



could be past tense as in the context of post-modernism, in the discourse of 20th century
‘Chinese architecture modern was almost always in future tense. In fact, the Chinese
almost exclusively use “modernization” instead of “modern” when discussing the issue of
how to deal with “tradition.”

Chang’an Avenue can serve as the symbol of Chinese modernization process for
at least two superficial reasons: first, it was born right after the fall of the millennia-long
imperial order; secondly, its growth and expansion into the east-west axis of the Chinese
capital was not a deliberate effort promoted by the authorities, but a product fueled by
functional desire.

The symbol for political power in 20™-century Beijing is Tiananmen Square.
Chang’an Avenue is the avenue, symbolically and literally, to serve Tiananmen Square.
In order to bring more people into Tiananmen Square for public celebration, the width of
Chang’an Avenue was expanded; in order to make a better link between the heart and the
rest of the city, the length of Chang’an Avenue was extended, and in order to organize
the mass parade in front of the Tiananmen Gate-tower for the view of political leaders,
the intersections on Chang’an Avenue were carefully planned. In this sense, Tiananmen
Square is the master, the highlight, the positive, the yang; Chang’an Avenue is the
servant, the background, the negative, the yin.

In daily life and during the public celebrations, however, Chang’an Avenue is the
space for movement and Tiananmen Square is static. Armies and mass march in
formations along Chang’an Avenue on the National Day, while more people stand in

Tiananmen Square to form background patterns with colorful banners. In this sense,



Chang’an Avenue is the main stage, the active, the positive, the yang; Tiananmen Square
becomes the background, the static, the negative, the yin.

Such mutual transformation of yin and yang can also be observed in the
relationship between Chang’an Avenue, the de facto east-west axis of today’s Beijing,
and the north-south axis of the capital, on which the Tiananmen Square is located. For
traditional Chinese architecture in general, in order to make the main facades of buildings
facing south, the main axis of a building complex is usually the north-south axis, and
east-west axes are only secondary. For the city of Beijing, the north-south axis along the
Forbidden City served as the dominating imperial axis of the whole city for more than
half a millennium, while the separate East Chang’an Avenue and West Chang’an
Avenue’ only made a minor east-west axis in the chain of east-west axes along the
dominating north-south axis, and their unification and growth into the east-west axis of
the whole city happened only half a century ago. As mentioned above, the birth and the
expansion of Chang’an Avenue into the east-west axis of the city were to serve
Tiananmen Square on the north-south axis, thus chronologically and functionally the
north-south axis is the forebear and the east-west axis is the descendant. For physical
character, the imperial north-south axis has monuments and gates located right on it and
is thus called “shizhou” 5£%H, which means the “solid axis;” while Chang’an Avenue is
an open urban boulevard famed by monuments on both sides but with none directly on it

and is thus often called “xuzhou” FE%H, which means the “void axis.” In this sense, the

® There was no unified Chang’an Avenue during the imperial time. For details about the changes of and
relationships among East Chang’an Avenue, West Chang’an Avenue, Chang’an Avenue, T-shaped
Tiananmen Square, and Communist Tiananmen Square, please read the first three sections in Chapter One.



north-south axis is the father, the dominant, the solid, and the yang; Chang’an Avenue is
the son, the dominated, the void, and the yin.

The de facto east-west axis Chang’an Avenue, however, has one advantage
compared with the north-south axis of Beijing. For Chinese architecture and urban space,
east and west are equivalent counterparts while north and south are not. In the Chinese
tradition, east and west are comparable to the left and right hands of the human body, and
the south and north are like the face and back. The north-south axis has a front and a back
while the east-west axis has not. In other words, the north-south axis is one-directional,
starting from one point and extending to the other, while the east-west axis is two-
directional, extending into both sides from the center. In the city of Beijing, the imperial
north-south axis starts from the Bell Tower in the north and extends southward, while the
Chang’an Avenue extends from the Tiananmen Square' in both directions. After the
founding of the People’s Republic of China, Chang’an Avenue soon overpowered the
north-south axis in both length and significance and became the dominating axis of the
entire city. In this sense, the yin and yang relationship between the east-west and north-
south axes is reversed.

The metaphor of yin and yang relationship between Chang’an Avenue and the
north-south axis of Beijing can also be used to analyze the modernization process in 20™-

century Chinese architecture. In the discourse of 20™-century Chinese architecture,

10 Tiananmen Square as an open public space is a modern creation. There was, however, a walled an gated
space between gianbulan and Tiananmen Gate-tower during the imperial periods in the central area of
today’s Tiananmen Square, like a courtyard but enlongated and much larger in size. I refer to it in this
dissertation as the “imperial Tiananmen Square” for consistency. It was used for various public
announcements. For more detail about the “Imperial Tiananmen Square,” see the section “Chang’an
Avenue during the Imperial Periods” in Chapter One.



* “modern”!! ILALH] was usually discussed as an opposite to “national” FJ& . Both

“modern” and “national” were desirable. A satisfying architectural product should be

both “national” and “modern.” “Modern” without “national” character was criticized as

formalism FE3E X or structurism 259 3 X '%; and “national” without “modern”

character was condemned as revivalism & 1 3 X. Tradition here was a neutral term. As
Mao stated, there were both essence and dross in both Chinese and foreign traditions."
Here, the relationship between “modern” and “national” in the architectural discourse of
20™-century China is a typical yin and yang relationship. They should be balanced. In
theory neither one should predominate. However, in specific periods and discussions, one
or the other was usually emphasized and the roles of yin and yang were constantly
shifting between “modern” and “national.”

What makes modernity a specific historical phenomenon is the awareness of
one’s historicity.'* Modernity made a boundary between past and “now.” Being modern
was not a chronological natural extension of the past but a self-conscious breaking away
from it. The past was comprehensively defined as tradition. Both modern and tradition

were products of modernity. And in the non-Western world of the 20™ century, such as in

" Here, when the term “modern,” “modernism,” “modernity,” or “modernization” were used in the sense as
defined by specific historical contexts, that is, when they were “modern,” “modernism,” “modernity,” or
“modernization” from other people’s mouths, I put quotation marks on them; the same terms used in the
sense as I defined them are without quotation marks.

12 The English “structurism” is a word I made up. I did not use the “right” English word “structuralism”
because the Chinese term jie-gou-zhu-yi for it was a historical mistake in 1950s’ China. The same four
characters were used to translate “constructionism” in the 1980s. And what the Chinese term really referred
to in the 1950s might be the Russian constructivism, whose standard Chinese translation is gou-cheng-zhu-
yi %) i3 X. For details on this issue, please see Chapter Two.

13 Mao Zedong, “Xin minzhu zhuyi lun (On New Democraticism),” in Mao Zedong xuanji, yi juan ben
(Selected Works of Mao Zedong, comprehensive volume) (Beijing: Renmin chubanshe, 1969), 666-668.

14 Hans Belting, The End of the History of Art? (Chicago: University of Chicago Press, 1987), ix-xii.
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China, the difference between “national” and “traditional” was never really defined
except for that one was positive and the other was neutral. Thus, both yin and yang
(“modern” vs. “national”) in the discourse of 20™-century Chinese architecture are
products of modernity.

Modernity cut a boundary between past and “now.” This is exactly what
Chang’an Avenue did for the city of Beijing. During the imperial time, the north-south
axis separated the future “Chang’an Avenue” into two disconnected parts; after the
revolution, Chang’an Avenue cut the imperial north-south axis at its heart. On the north
side was the traditional Imperial City and Forbidden City; on the south side was
constructed the communist Tiananmen Square. Modernism, especially its avant-garde
form, was hostile to tradition.'> Because of the historical awareness, modernism
legitimized its own historicity on the base of its uniqueness in history. On one hand,
“now” should be different from the past; on the other hand, the future should be different
from “now” too. This is the cult for the “new.”'® Modern is the center, extending on both
directions into past and future. This characterization for chronology of modernity also
made Chang’an Avenue a perfect metaphor for it, which extended from the intersection
with tradition into infinity in both directions.

The socialist organization in architectural practice is very close to the avant-garde
ideal in its emphasis on the abandonment of historical burden, collective creation and

mass participation. During the PRC era, the planning of Chang’an Avenue and design of

5 Wood, Paul, ed, The Challenge of the Avant-Garde (New Haven & London: Yale University Press, Open
University, 1999).
18 Ruspit, Donald, The Cult of the Avant-Garde Artist (New York: Cambridge University Press, 1993).
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Chang’an Avenue architecture were all carried out under what the Chinese authorities
called collectivist spirit."” In the early fifteen years of the People’s Republic, the
enthusiasm for communist future eventually ended up with the total abandonment of
institutional architectural design and urban planning in late 1964. Even after 1979 when
China initiated the “Open Door” policy, such emphasis on collective creation in national
monuments still continued to play an important role in the field of architectural practice
in China. One of the most comprehensive and influential projects carried out in such
socialist approach in urban development was the planning of Chang’an Avenue in early
1964, right before the collectivist spirit was pushed to its extreme. Leading architects,
urban planners, scholars, and artists from all over the country were called on to gather in
Beijing to discuss schemes prepared by top institutions in architectural design and urban
planning in Beijing. Design for every building along the Chang’an Avenue Proper18 was
prepared in both plan and elevation, huge models were made, and a comprehensive
planning was put together based on the comments and suggestions on each proposal. The
1964 Chang’an Avenue planning summarized the controversies in previous developments

of the avenue and had a long-lasting influence for the future planning on Beijing.

17 For detailed discussion on the collective approach in architectural design in PRC, see Chapter Three.

'8 Chang’an Avenue Proper refers to the section from Fuxingmen in the west to Jianguomen in the east. For
detailed definitions for Historical Chang’an Avenue, Chang’an Avenue Proper, and Chang’an Avenue,
please see the section on “terms” in the “Introduction.”
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Chang’an Avenue as an Independent Unit for Academic Inquiry

Much has been said about the political transformation of the Tiananmen Square
and the buildings surrounding it.!” Chang’an Avenue as a unity for academic inquiry,
however, received little attention. As the arguably most famous boulevard in China,

referred to as the “Number One Avenue in the Divine Land ## /H %5 —%7,"%° Chang’an

Avenue deserves academic inquiry on its own right.

Chang’an Avenue as a whole has become an urban geographical reference for
cultural, political, and economic life of Beijing. Running east to west between the
Imperial City and the Communist Tiananmen Square in the historical heart of Beijing,
Chang’an Avenue serves today as both a dividing line between and the juncture of past
and present. Since the collapse of the Qing Empire in 1911, it has developed from an
ordinary street into the most preeminent avenue in the modern Chinese capital, expanding
in both length and width, especially after the founding of the People’s Republic in 1949,
until the traditional north-south imperial axis of Beijing along the Forbidden City was
totally overshadowed by this new east-west axis. In the economic sphere, locations closer
to Chang’an Avenue — including its west and east extensions — were more privileged than
other spots on the same longitude. Many real estate companies include a map in their

advertisements, using Chang’an Avenue as a reference to the locations of their own

' For instance, Jeffrey F Meyer’s The Dragons of Tiananmen. Beijing as a Sacred City (Columbia, 1991)
and Wu Hung’s Remaking Beijing: Tiananmen Square and the Creation of a Political Apace (Chicago,
2005).

2 Chang’an Boulevard: Yesterday, Today, Tomorrow (Beijing: Mechanical Industrial Press, 2004.1), 009.
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properties. Being in the vicinity of Chang’an Avenue is a major advantage in the real
estate market.

Chang’an Avenue is the most important political ceremonial public space in
China. The significance of the modern day Chang’an Avenue resides not only in its
expanding scale but also the historical events and political dramas staged on it. During
the entire life span of Beijing as an imperial capital, there were two separate Chang’an
Avenues, East Chang’an Avenue and West Chang’an Avenue, severed by the T-shaped
Imperial Tiananmen Square. After the founding of the republican China in 1912, the two
Chang’an Avenues were united into one, cutting off Tiananmen Square to its south from
the rest of the Imperial City. Since then, Chang’an Avenue, together with Tiananmen
Square, its most renowned portion, became the political space for pronouncements of the
most important historical events in 20th century China (1912-present). During the
Republic of China era (hereafter the ROC era, 1912-1949),”' Chang’an Avenue was the
main theater for political protests against those who were in power: the May Fourth
Movement in 1919, the anti-imperialism movements in 1924, May Thirtieth Movement
in 1925, December Ninth Movement in 1935, the anti-American demonstration in 1946,
and the anti-autocratic movement in 1947. During the People’s Republic of China era
(hereafter the PRC era, 1949-present),22 however, Chang’an Avenue became the stage for
the communist authorities to display power and propagate new national mythologies,

especially during the PRC anniversary celebrations on October 1% the founding

2! In this dissertation, the designation “ROC era” will be used to refer to the period after the fall of the Qing
Empire in 1911 and before the founding of the People’s Republic of China in 1949, also known as “the
ROC era.”

22 1n this dissertation, the designation “PRC era” will be used to refer to the period after the founding of the
People’s Republic of China in 1949.
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ceremony in 1949, the first anniversary in 1950, the tenth anniversary in 1959, the 35t
anniversary in 1984 celebrating the new communist regime under Deng Xiaoping’s
leadership, the 40™ anniversary in 1989 shortly after the June Fourth bloodshed, and the
50™ anniversary in 1999 following the reunification of Hong Kong and anticipating the
returning of Macao to China.

Chang’an Avenue as a whole also became a national showcase after 1949. The
continuous addition of government buildings and national cultural projects with first class
political significance made Chang’an Avenue the national showcase of socialist
achievements. Since most of the national ceremonies during the PRC era proceeded along
Chang’an Avenue, the facades of the buildings lining it became the architectural images
most closely associated with the way China was perceived abroad and the way the
“motherland” was conceived by different ethnic groups in China. Sometimes, this image
was the one that the communist authorities wanted to present to their people and the
entire world; sometimes, it was not so favorable to the current regime, but rather
represented the voice of the rising power of some other social groups. However, both the
government-sponsored architectural manipulation of national identity and its unexpected
effects testify to the role Chang’an Avenue has played in modern Chinese history as a
national showcase.

Chang’an Avenue was a prototype in urban planning for major Chinese cities of
the PRC era. The development of Chang’an Avenue also became a catalyst for the
transformation of other Chinese cities after 1949. The city of Beijing during the Ming

(1368-1644) and Qing (1644-1911) dynasties was dominated by a 7500-meter-long
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north-south axis, which was the center for imperial ceremonies. In 1959, when the last
monuments connecting the Tiananmen Gate-tower and Tiananmen Square on the north-
south axis, namely the Eastern and Western Chang’an Gates, were destroyed to make
room for the celebration of the tenth anniversary of the PRC along Chang’an Avenue,
and in 1987, when the traffic connection between the Tiananmen Gate-tower and
Tiananmen Square was driven underground through the tunnels, the traditional imperial
ceremonial axis was irretrievably severed. The significance of the Communist Tiananmen
Square resides precisely in its new relationship with Chang’an Avenue, marking the spot
where Chang’an Avenue cut the traditional imperial axis. The development of Chang’an
Avenue into a new east-west axis of the Chinese capital provided a model of
revolutionary gesture in urban planning to break away from the identity of the imperial
periods. Other Chinese cities followed Beijing, developing a main avenue for public
ceremonies that cut through the historical urban center and lined up the central square and
major monuments of the city.

This is not to say that the study of Chang’an Avenue can substitute for studies of
Chinese cities other than Beijing, nor does it mean that the understanding of Chang’an
Avenue can offer a framework for the understanding of other local cities in China. Every
city has its unique architectural framework and historical experience. The selection of
Chang’an Avenue and Beijing as the topic for this dissertation, however, is justified by:
first, it has more social political exposure and thus has more materials available for
research; second, its development is connected with the cultural political events of

national level and thus has wider national and international influence; Beijing is also the
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city that Ilived in for more than ten years and Chang’an Avenue has fascinated me since
my first visit to Beijing.

Chang’an Avenue has become the site for the construction and destruction of
national identity of 20th century China. As the nation’s most important public space, both
practically and symbolically, Chang’an Avenue, together with the squares and buildings
lining it, was endowed with political significance, received paramount attentions in
Chinese architectural profession, and had influenced architecture and urban pattern in
cities throughout China because of its prestigious status as the national showcase and the

prototype for urban planning.

Chang’an Avenue as a Link for Cultural History and Architectural History

Previous studies on the city of Beijing can be divided into two categories
according to different academic approaches. One focuses on the cultural and political
significance of the urban space and the development of architectural symbolism; the other
focuses on specific professional strategies or methods in the urban development of the
capital city. The former treats architecture and urbanism of Beijing as part of cultural and
political history; the latter treats the city and its built environment mainly as a design
problem and the history of various solutions that had been offered.

David Strand’s Rickshaw Beijing: City People and Politics in the 1920s (1989)
belongs to the first category, which delineates the city’s responses to various social

political changes in the first half of the 20th century through the documentation of
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Beijing’s ordinary life in the 1920s. Using rickshaw as a metaphor, Strand argues that the
Republican Beijing was a mixture of old and new, Chinese and foreign, and tradition and
modern. His insightful characterization of the Republican Beijing as “everything added
and little taken away”? is crucial to understand the revolutionary changes the city
experienced after the communist take-over. A remarkable study tremendously furthering
our understanding about “Old Beijing,” Madeleine Yue Dong’s Republican Beijing: the
City and Its History (2003) uses “recycling” as a metaphor for material as well as cultural
practices in old Beijing to characterize the Chinese modernity between 1911 and 1937.
Different layers of meanings of public space in Beijing were revealed through
examination of the city’s spatial transformations (the City of Planners), the city’s material
life (the City of Experience), and the representations of the city (the Lettered City).
Dong’s study not only reveals that what was frequently and comprehensively referred to
as “old” and “traditional” might not be as old as it seemed, but also urges one to
reconsider the conventional pattern of understanding history. Jeffrey F Meyer’s The
Dragons of Tiananmen: Beijing as a Sacred City (Columbia, 1991) and Susan Naquin’s
Peking: Temples and City Life, 1400-1900 (Berkeley, Los Angeles, London, 2000) offer
social political framework of the city during the imperial period. Other studies on Beijing
in the field of urban history, for instance, Hou Renzhi and Deng Hui’s Beijingcheng de
giyuan yu biangian (The Origin and Changes of Beijing City) (1991) and Shi
Mingzheng’s Zouxiang jindaihua de Beijing: chengshi jianshe yu shehui biange (Toward

Modern Beijing City: Urban Construction and Social Transformation) (1995), provide

3 David Strand, Rickshaw Beijing: City People and Politics in the 1920s (Berkley, Los Angeles, London:
University of California Press, 1989), 7.
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some indispensable historical details on the changes of city life and the way urban spaces
have been perceived.

Of the books focusing more on the PRC era, Wu Hung’s study of the political
history of Tiananmen Square monuments explores how architecture and urban space
acquired meanings and how the meanings changed due to the changing cultural political
contexts.?* His recent book Remaking Beijing: Tiananmen Square and the Creation of a
Political Apace (Chicago, 2005), partially based on his separate articles published in
various journals, explores Tiananmen Square as a chosen symbol for political
transformation. Urban Spaces in Contemporary China: The potential for autonomy and
community in post-Mao China (Woodrow Wilson Center Series) (1995), edited by
Deborah S Davis, Richard Kraus, Barry Naughton, and Elizabeth J. Perry, focuses on the
impact of increased commercialization and reduced state power on associations,
economics, government, and creativity in urban areas, and offers various personal
insights to different dimensions of Chinese urban life in the late 1980s and early 1990s.
While the term “urban space” in most articles in this collection actually means abstract
public sphere, some articles deal with physical urban spaces. For instance, Piper Rae
Gaubatz’s article “Urban transformation in post-Mao China: impacts of the reform era on
China’s urban form” argued that Chinese urban landscape has changed from the Mao-era
generalized urban pattern made up of homogeneous work-unit to more differentiated
urban pattern due to more spatial and functional specialization. Anne-Marie

Broudehoux’s The Making and Selling of Post-Mao Beijing (2004) explores the recent

% See, for example, “Tian’anmen Square: A Political History of Monuments,” in Representations 35,
Summer 1991.
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changes in urban life of Beijing and argues that Beijing has finished its stage of political
spectacle after Mao died, and started a new age of commercial tourism.

Rich in historical details about Beijing’s changes in urban life and material culture,
architecture and urban development in these studies, however, are mainly treated as
annotations for cultural political history. The built environment of Beijing served mostly
as a neutral backdrop for historical dramas, both grand events and ordinary lives, rather
than an active participant in them. Different architectural styles and urban forms were
treated more as indicators of the modernization process rather than its temporary products.
As a result, the deep structure of architectural and urban history of Beijing has been
barely touched.

Remarkably advancing our understanding about symbolic meaning of urban space
in modern Chinese political and cultural life, most scholarships on communist Tiananmen
Square, however, frequently equate the creation of a political space to the representation
of Mao’s will. On the other hand, scholarships on pre-communist Beijing helped to
romanticize the city life of “Old Beijing” regardless of the original intentions of the
authors.?’ The combination of the two led to the oblivion of architects and city planners’
voices in the scholarship on PRC Beijing. The communist urban strategy was often

quickly condemned as the failure of Chinese Communist Party (CCP) leaders’ personal

% For example, Susan Naquin wrote at the very end of her book Peking: Temples and City Life, 1400-1900:
“My research was not begun, nor is it now intended to be, an exercise in nostalgia, either for vanished
temples or for a lost Peking. Indeed, it is intended precisely to historicize the city’s timeless past.
Nevertheless, if viewed — just for one moment — against the current destruction of the city, this book
reminds even me of a ‘record of a dream of a vanished capital,”” Naquin (Berkeley, Los Angeles, London:
University of California Press, 2000), 708.
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taste or blind enthusiasm for the Soviet model,26

and the urban planning schemes produce
during the PRC Era have never been seriously studied.

Scholarships directly dealing with 20th-century Chinese architecture provided
basic documents on the changes of the built environment in Beijing and development
strategies for specific areas of the city. Up to now, the most comprehensive collection of
officially recognized important architectural projects completed between 1949 and 2000
is Zou Denong’s Zhongguo xiandai jianzhushi (History of Contemporary Chinese
Architecture) (2001). This book offered basic facts and brief introductions for some 400
projects during the first 50 years of the PRC era. Outlines for political backgrounds and
architectural policies for different periods were introduced but not integrated in the
discussions of specific projects. Zhang Jinggan’s Beijing guihua jianshe wushinian (Fifty
Years of the City Planning of Beijing) (2001) recorded some key moments in the history
of the city planning of Beijing and contains the major drawings for each successive
design from the same five decades covered by Zou’s book. As a leading figure in both the
designing practice and academic study in the field of urban planning in China, Wu
Liangyong’s major works focus on specific development strategies of Beijing. His
Rehabilitating the Old City of Beijing (1999) summarizes his urban planning philosophies
in dealing with the historical city of Beijing based on his practice in the 1980s and 1990s.

With some overviews of the historical development of Beijing and its major planning

proposals since 1949, the main points of the book are his theory of “organic renewal” and

% For instance, Wang Jun suggested that Mao personally supported Soviet advisors’ opinion to locate the
new administrative center in the heart of Beijing. See: Wang Jun, Cheng Ji (Records of the City) (Beijing:
Sanlian shudian, 2003), p. 86. Wu Liangyong also put the blame on the strong Soviet influence. See: Wu
Liangyong, Rehabilitating the Old City of Beijing (Vancouver: UBC Press, 1999), 18-23.
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the practices in the Ju’er Hutong project. Peter Rowe and Seng Kuan’s Architecture
Encounters with Essence and Form in Modern China (2002) was one of the few works
recently published that focuses on the architectural profession and tries to offer a
comprehensive understanding of 20th-century Chinese architecture under a broader
intellectual background. It was a brief and invaluable contribution to a newly emerging
field; the conceptual framework of antithesis between tradition and modern or national
essence and universal form it depicted, however, oversimplified the situation, as
Professor Meredith Clausen has pointed out in her book review. Moreover, the
application of these antitheses is often misleading, since the concept of the essence of
traditional Chinese architecture discussed in the book is just as modern as modern
Chinese architecture.

Mostly written by practicing architects and urban planners and designers, these
studies are important for their richness in professional details or broadness in referential
coverage. Too much focus on the physical structure, however, prevents them for being
more critical. The framework in which these studies are operating, namely, to treat the
built environment mainly as a design problem, also leaves little space for real historical
exploration. As a result, cultural political analysis has never been an integral part of these
discussions.

Is it possible to integrate these two approaches in one study? Does an in-depth
cultural political history of architectural and urban space have to sacrifice detailed
discussion on specific designing strategies? Or vice versa? This dissertation aims to offer

a cultural political history of Chang’an Avenue through detailed analysis of specific
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design problems in planning and individual buildings. Chang’an Avenue is architects’ as
well as politicians’, city planners’ as well as profit seekers’. Politics did play a central
role for the development of Chang’an Avenue and the urban transformation of Beijing.
However, instead of treating architects’ debate as a footnote to Mao’s casual comments, I
will integrate CCP’s political agenda as part of the architectural discourse. As the only
avenue running through the entire city of Beijing, Chang’an Avenue is the most
important element as well as the most significant change in the urban fabric of the
Chinese capital in the 20th century; framed by monumental facades on both sides,
Chang’an Avenue offers the largest collection of socialist China’s first-class architectural
projects. By focusing on Chang’an Avenue, the research can not only make a link
between macroscopic urban history and specific case studies on individual monuments,
but also balance the in-depth exploration in cultural political history and detailed analysis
of physical environment.

Thus, there is a two-fold mission for this dissertation. On one hand, this
dissertation situates Chang’an Avenue within the cultural and political context of 20th
century China, and to reveal the significant role it has played in the radical transformation
of modern Chinese national identity. The history of Chang’an Avenue reveals much
about the way architecture responds to major cultural and political changes. What is the
nature of the architectural correspondence to history? What was the role architects played
in it? And how did the public respond to the historical information intended by the
regime? Thus, my aim here is to explore the mechanism of the “correspondence” between

architecture and history. As a national showcase, architecture on Chang’an Avenue was
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the most sensitive to official ideological change and the political signal it sent would be
received by local authorities and responded to by the architectural constructions in the
whole country. However, highly controlled by the central authority, architecture on
Chang’an Avenue was the least sensitive to the change of popular culture and public
opinion. Once even Chang’an Avenue yield to public opinion, it often means the ultimate
of popular tolerance to the dominating governmental voice and the final change of
national identity. The special political-geographical position and cultural-historical status
of the Chang’an Avenue makes it a perfect case for the exploration of these questions.
On the other hand, each subsequent layer of architectural imageries and
symbolism along Chang’an Avenue reflects changes in social milieu prompted by
specific political events: the “Great Leap Forward” movement that led to the “Ten Great
Buildings” — six of them are now directly facing the Chang’an Avenue — in late 1950s;
the normalization of the political relationship between China and the United States
reflected in the architectural development on Eastern Chang’an Avenue in the 1970s; the
“Reform and Opening” policy which gave rise to the commercialization of national
monuments and monumentalization of commercial buildings along the entire Chang’an
Avenue in the 1980s and 1990s; the rise of nationalism at the turn of the millennium that
resulted in the strengthening of the traditional imperial north-south axis to counter-
balance the east-west Chang’an Avenue, etc. These changes in architecture and urban
development corresponded with the shifts of the national identity. In this process,
architecture on Chang’an Avenue played an active role and became part of nation

building itself.
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Chang’an Avenue as a Link for Urban Study and Architectural History

The study of architectural and urban history of Beijing also suffers the struggle of
two extremes in research objects. The research objects for urban history are entire cities;
the objects of study for architectural history are individual buildings. The former mainly
focuses on the evolution of the macroscopic structure of a city, and as a result, the picture
of the particular ways the urban fabric changes remain blurred. The latter mainly focuses
on separate structures and the ways they contributed to the change of urban space remain
fragmentary. Is it possible to overcome this research dilemma too?

Street as a link between the macroscopic history of a city and the microscopic
history of buildings deserves more scholarly attention. Most articles in Streets: Critical
Perspectives on Public Space (1994), edited by Zeynep Celik, Diane Favro, and Richard
Ingersoll, treated street as a space for ritual and ideological engagement. In the
introduction, Celik pointed out that “if ritual helps to represent the mythological reasons
for a community’s existence, ideology conversely gives reason to the myth of order that
is promulgated by power in the city.”27 Some issues raised in this collection have direct
connection with 20th-century China. The Haussmannic or Mussolinic “aesthetics of
demolition” that bothered Spiro Kostof was certainly true for the development of
Chang’an Avenue and Beijing, and the association of “urban conservation” with

nationalism he made still works for the analysis of Beijing in the late 20th-century and

77 Zeynep Celik, Diane Favro, and Richard Ingersoll, Eds, Streets: Critical Perspectives on Public Space
(Berkley, Los Angeles, and London: University of California Press, 1994), 4.
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early 2lst-ce:ntury.28 Although all the articles in the collection share the common focus on
urban street, they are confined to the level of large scale urban fabric changes and
deficient in specific discussion on individual structures. As a result, the picture being
depicted remains general and vague, although not without valuable insights. For instance,
Heng Chye Kiang’s article “Kaifeng and Yangzhou: the Birth of the Commercial Street”
offers an account of changes in medieval Chinese streetscape, spanning five centuries
from early Sui dynasty (589-617) to late Northern Song dynasty (960-1127) and covering
the two major ancient capitals of Chang’an and Kaifeng. And Greg Castillo’s article
“Gorki Street and the Design of the Stalin Revolution” only briefly mentioned a couple
specific buildings, though its discussion on Socialist Realist ideology and aesthetics of
the 1930s Soviet Union as reflected in the reconstruction of the Gorki Street in Moscow
has direct relevance with Chang’an Avenue in Beijing during the 1950s.

While Allan Jacobs’ The Boulevard Book: History, Evolution, Design of Multiway
Boulevards (2002) offers an overview of the history and techniques in the design and
building of modern boulevards, James Trager’s Park Avenue: Street of Dreams (1990)
focused more on the cultural influence and social political environments in the
development of Park Avenue in New York.

The exploration of Chang’an Avenue’s cultural and political significance in this
dissertation, however, will proceed through detailed analysis of individual buildings, with
some monuments selected as highlights for more in-depth discussion. While the study on

urban history mainly focuses on the change of large scale general urban fabric but leaves

2 Ibid., pp. 9-22.
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the detailed analysis of each individual structure to architectural historians, this study will
make a much closer scrutiny at the change of urban fabric. While architectural history’s
main attention is drawn to each individual building or building complex but rarely
recognize the contribution they made to the entire urban space, this study will piece
together the constructions of individual buildings to make a whole picture of the urban
fabric change. The target of examination in this dissertation is something in between the
traditional disciplines of urban history and architectural history. By focusing the study on
Chang’an Avenue — a thoroughfare connecting different parts of the city — the
construction of a “tectonic joint” for these two disciplines can be achieved for a better

and more insightful understanding of both fields.
Modernism as an Architectural Style and Other Practical Issues

This dissertation will also address the issue of modernism as a style in 20th-
century Chinese architecture. Architectural critics and historians have employed such
dichotomies as national character vs. international style, or tradition vs. modern when
analyzing 20th-century Chinese architecture, as if there are two opposite ways to generate
form with clear-cut boundaries. By tracing the development of the Chang’an Avenue, in
particular with an eye on its major public monuments, I argue that the architectural
program determined by the communist regime reflects a new phase of the ongoing search
for national identity, which cannot be taken as a set of national characters ready to be

modernized, but an integral dimension of modernization. It was the onslaught of Western
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inspired modernization and the ideological dilemma it introduced that forced communist
China to come to grip with its national identity, first in the Socialist Bloc, then the Third
World, and finally and most recently within a global market. The 20th-century Chinese
architectural tradition, just like national identity, is not fixed, but always in flux. This
means two things: first, all the past practices, events, debates, construction, destruction,
etc., continued to add layers to the developing collective identity known as architectural
tradition; second, the defiﬁition, genealogy, denotation, connotation, etc. of traditional
architecture, that is, the construction of the past, is always changing. If being modern
means constant awareness of history and a belief in the progressive nature of future
development, then socialism is certainly a form of modernism and socialist public space
is a form of architectural modernity in China.

Modernism as a mainstream architectural style, together with its life cycle
between late 19th century and late 20th century, has recently been criticized. Some
argues that architectural modernism was a more or less artificial construction by some
architects, architectural historians, and architectural critics by eliminating all other
traditions and with the help of misleading manipulation of photography.29 Some scholars
propose replacing the concept of “modernism as a paradigm of style” with “discourse of
modernism in architecture.” In her article “Something to Talk About: Modernism,
Discourse, Style,” Sarah William Goldhagen argues that to use discourse as a
methodological model in the discipline can resolve much of the analytical problems and

incoherencies emerged in current discussion of 20th-century architecture. Modernism as

» For example, St. John Wilson, Blundell-Jones, Kenneth Frampton, Giorgio Ciucci, and Anderson.
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a discourse, she maintained, can offer a common ground in which different positions and
practices can operate. They belong to the same discourse because they share the same
premise that “architecture must instantiate an ethically grounded material practice that
grapples with (rather than categorically rejects or ignores) the phenomenon of modernity
itself.” ** In other words, they share the same “something to talk about” that she suggests
in the title of the article. Goldhagen’s position is inspiring because it highlights the
question “what is architectural modernity,” although the article is still mainly targeted on
the western experience. If the concepts of modernism vs. traditionalism or modernism vs.
regionalism were false polarizations in the west, what about the transplantation of these
concepts to a different cultural context like China? How can we simply apply such
dichotomies as national character vs. international style, or tradition vs. modern in the
analysis of 20th-century Chinese architecture? Shall we not take a closer look at what did
different people mean by using these terms and how did they conceptualize them in their
practice, and excavate the deeper structure of modernity in Chinese architecture?

In order to explore the issue of inodemity in specific architectural practice in
20th-century China, I propose to use five different categories of meaning in the analysis
of the strata of meanings one site or the same building embodied over time: designers’
intended meanings; patrons’ desired meanings; users’ experienced meanings; outsiders’
associated meanings; history’s acquired meanings. Previous scholarship mostly focused
on the first two layers of meanings — designers’ intended meanings and patrons’ desired

meanings. These are also the most style-driven aspects of 20th-century Chinese

30 Sarah William Goldhagen, “Something to Talk About: Modernism, Discourse, Style,” in JSAH, Vol. 64,
No. 2, June 2006, 144-167.
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architecture. This dissertation will explore all the five layers and interpret the way they
interact with one another.

This dissertation also aims at stimulating changes in design philosophy in
contemporary China from single focus on stylistic form to a more comprehensive cultural
and historical awareness. Environment and sustainable design is currently gaining ground
in China, as in architectural schools in the United States. Through the discussion in my
dissertation, I wish to draw architectural practitioners’ attention not just to natural
environment, but also to cultural environment and the way they interact with each other.

By revealing specific historical contexts in which the current situation of
Chang’an Avenue came into being, I wish to discourage the currently superficial desire
for a fictional past before the communist victory. I consider it as more triggered by
tourism than most people are aware. If the destructions of the old buildings to make way
for modern streets, squares, and monuments in the 1950s through 1980s are erasure of
past memories according to socialist ideologies, the destructions of structures constructed
during the past 50 years in order to restore the authentic style and features of “old
Beijing” currently gaining the upper hand in Beijing are erasure of the memories of the
immediate past for profit. The well circulated late 19th-century and early 20th-century
photographs by westerners, for instance, those by Hedda Morrison, helped to promote the
preferred image of old Beijing.31 Every issue of the popular magazine Laozhaopian (Old

Photos) in the 1990s has plenty of imagery of old Beijing. When the westerners’

3! These old photos on old Beijing were widely reprinted in recently published books, for examples: Fu
Gongyue, The Old City Gates of Beijing (Beijing: Beijing Arts and Photography Publishing House,
2001.10); Beijing’s Hutong; Wang Bin and Xu Xiushan, Pictorial History of the Streets and Alleys of
Beijing (Beijing: Beijing Yanshan Press, 2004.1); etc.
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construction of Orient represented the authority of authenticity and became the consensus
of the insiders, the process of self-colonialization began. Films, popular literature, and
TV series on Qing dynasty and the ROC era have reduced the images of old Beijing to
some easily readable signs — walls, narrow hutong, gate towers, and pailou. Designing
streets or planning the entire city of Beijing according to a preferred historical

authenticity as represented by these signs should not be the direction of the future.

Methodology

Since the main aim of this dissertation is to bridge the two opposites in the study
of Beijing city, namely the social political approach and the professional technical
approach, the methodology I will use to approach Chang’an Avenue and its architecture
will be a combination of cultural study and stylistic analysis.

The cultural study aspect in this dissertation is to treat the history of Chang’an
Avenue architecture as an inseparable part of the cultural and political history of 20th-
century China. This is the only way to recover the meaning of architecture and urban
space. In the West, the tradition of cultural history in the discipline of art history can be
traced back to Johann Joachim Winckelmann via Ernst Gombrich, Aby Warburg, and
Jacob Burckhardt. In China, such a tradition has an even longer history. Different from
other art forms such as painting and calligraphy, which were usually treated in pure
aesthetic terms and have a long connoisseurship tradition, architecture had typically been

discussed in moral or political terms since at least the Zhou Dynasty (1 1™ century BCE —
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221 BCE),*? except for some special architectural types associated with literati culture,
such as garden design. This tradition, although transformed, is still alive, as we can see in
the debates surrounding every significant national monument on Chang’an Avenue. This
makes Chang’an Avenue a perfect candidate for a cultural study of architecture.
Historical contextualization in the study of specific objects will be a useful tool/method
in the excavation of different layers of meaning in Chang’an Avenue architecture, which
entails not only different buildings from different periods but also different
interpretations of the same structure at different times or by different people. Ialso plan
to draw on semiotics, particularly the concept of the sign’s multiple modalities of
signification, that is, its dependence for its meanings on its connections with other signs.
Henri Lefebvre’s The Production of Space (1974) offers inspiring insight on the
relationship between social product and artistic work. I agree with Lefebvre that there is
no clear boundary between product and work. I also agree with him that a work does not
have to be connected with the uniqueness of individual creation. This is certainly true for
the general architectural practice33 in the PRC. Not only was the new development of
Chang’an Avenue a collective effort lasting for decades, but also very few monuments
framing it bare individual creators’ names, especially for those constructed in the 1960s
and 1970s. Most of the architectural works were created collectively — a very different
attitude from modern western practice. Christine M. Boyer’s The City of Collective

Memory: Its Historical Imagery and Architectural Entertainments (1994) offers a critical

32 For instance, the legends about King Wen of Zhou and his Spiritual Terrace R &, Spiritual Park & [,
and Spiritual Pond & 7B, and numerous associations between extravagant buildings and bad rulers.

3 By “general architectural practice” I mean the construction of the entire built environment, including
architecture, urban design, urban planning, and other engineering works.
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response to both Modernism and post-Modernism’s attitudes toward history and memory
in the practice of architecture, city planning, and historic preservation. Christian Norberg-
Schulz’s Genius Loci: Toward A Phenomenology of Architecture (1979) and the book
edited by David Seamon and Robert Mugerauer Dwelling, Place and Environment:
Toward a Phenomenology of Person and World (1985) are very helpful for a deeper
understanding of the city and architectural space as specific cultural experiences and the
way they generate meanings. In the field of political history and science, Lowell
Dittmer’s Sino-Soviet Normalization and Its International Implications, 1945-1990 (1992)
analyzes the shifts of communist China’s national identity in terms of the international
political relationship, which is helpful for the understanding of the ideological aspects of
Chang’an Avenue.

For the relationship between architecture and identity, Art and Architecture in the
Service of Politics (1978) edited by Henry A. Millon and Linda Nochlin and Lawrence J.
Vale’s Architecture, Power, and National Identity (1992) offer case studies in diverse
cultural geographical situations. Among the individual studies of other world
metropolitans, those on Berlin yielded the richest and most comparable research, since
Berlin, like Beijing, is also a capital city that went through many political and ideological
shifts during its evolution in the 20th century, shifts that were expressed architecturally.
These studies include Brian Ladd’s The Ghosts of Berlin (1997) and Michael Z. Wise’s
Capital Dilemma: Germany’s Search for a New Architecture of Democracy (1998).
Vikramaditya Prakash’s Chandigarh’s Le Corbusier (2002) and Sibel Bozdogan’s

Modernism and Nation Building: Turkish Architectural Culture in the Early Republic
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(2001) offer two valuable case studies whose central issues are similar concerns of this
dissertation, one on a city in a developing country that has an ancient history as long as
China’s, the other on the national identity of a newly revolutionized country. Both
concern the modernization process in the Third World.

Stylistic analysis as an architectural historical methodology has many limits.
However, since architectural forms and styles were among the central concerns and
occupied a very prominent position in the discourse of 20th-century Chinese architecture,
an in-depth discussion of the topic cannot bypass stylistic analysis. On the other hand, a
cultural historical approach in architectural history does not mean to treat architecture
simply as architectural sociology. To some extent, I agree with Arnold Hauser (1892-
1978) that art, as well as architecture, has its own specific problems to solve other than
social commitments. Woelfflin’s tradition of stylistic analysis is important in this case,
not because it can reveal the life of style as a cycle of three phases (early, classic, and
baroque), but because it offers a useful tool to grasp the Zeitgeist (spirit of a time, Hegel)
of a society, another still useful term as long as we do not treat it in a teleological sense.
Alois Riegl’s concept of Kunstwollen (the Will of Art) is not necessarily to claim the
universality of aesthetic values. As we know, there is no gender-neutral or universal art
historical knowledge. However, there are standards for art and architecture in a given
time and society, which are the targets of artists and architects as both ideals to reach and
conventions to break. It is precisely because of the relative independency of art and
architecture to politics and ideology that makes it possible and necessary to look into

their relationships for a better understanding of a culture.
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The way I approach Chang’an Avenue in this dissertation is also characterized by
a combination of direct on-site observation and deconstructionist readings of primary
historical documents. Buildings of different periods are standing side by side on
Chang’an Avenue today, which I have been visiting and photographing every time when
I was doing my research in Beijing. The historical documents, however, need to be
approached selectively and critically. My reading of these documents is deconstructionist
in the sense that this is one way of reading these materials. There are many other ways to
read these texts, which might be equally legitimate. What I am trying to do is to uncover
the hidden messages and preconceptions of the authors, intentional or not, in order to
reveal the contradictions and inconsistencies in the discourse of Chinese architectural
modernity.

I will also draw on some traditional Chinese philosophical concepts, for instance,

the time-honored dichotomy xu & and shi 5E, in the analysis of 20th-century Chinese

architecture. According to this xu-shi theory, xu and shi depend on each other for

existence and work together to make a unified whole, just like the yin [ and yang FH in
the taiji ZX#% diagram. Xu depends on, depicts, includes, and gives birth to shi, and vice

versa. In Chinese, xu means both “void” and “false”; and shi means both “solid” and
“real.” To some extent, there is a type of Chinese socialist public space characterized by
its monumental hierarchical built surroundings (ski) and open egalitarian empty space
(xu). In the Chinese socialist public space, it is the monumental, hierarchical, and often
neo-classical architectural facades that are “solid and real”; the open, egalitarian, and

transparent avenue and square are “void and false.” The north-south axis of Beijing was
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characterized by layer after layer of ceremonial halls and gates and was thus often
referred to as shixhou L, which means the “solid or real axis.” The new east-west axis
of the Chang’an Avenue is characterized by the wide empty space of the avenue and is

thus often referred to as xuzhou FE##, which means the “void or false axis.” The

incorporation of such time-honored Chinese philosophical concepts in the discussion
should shed still more light on the nature of modernization process in China and its
relationship with tradition.

There are both advantages and disadvantages for doing architectural history of the
recent past, which is still part of our shared experience and live memory. The greatest
challenge is the lack of historical distance, which is necessary for a relatively objective
and disinterested view point. Many documents are still withheld from public view due to
the politically sensitive nature of the site. And as a witness and participant of part of the
history being delineated, it is hard for me to be totally detached from the professional and
cultural debates that are analyzed in the dissertation. Yet the closeness in time can be a
great advantage too, because it allows me to obtain documents that may be lost in time, to
record the public reception, and to offer some timely responses and in situ observations,
that is, more directly if not always with the requisite distance. For me, to be objective is
not the same as to be neutral. As Keith Jenkins has pointed out in his book Re-thinking
History (1991), there is no neutral arena in history. There are only contemporary
interpretations of the irretrievable pasts, no matter how long ago the past was. History is

more about the present understanding than the truth of the past. And history always has
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an impact on the future. A key question for me is how self-conscious we are about the

positions we are taking and the futures to which we are pointing.

Terms

Since Chang’an Avenue has been growing both eastward and westward from
Tiananmen Square since 1912, the term Chang’an Avenue has been used to refer to
different sections of this thoroughfare running through the metropolitan of modemn
Beijing depending on different contexts. In order to avoid confusion, terms are
specifically defined in this dissertation.

Historical East Chang’an Avenue: Between Dongdan and Nanheyan. This was
the eastern-most section of Chang’an Avenue before 1949.

Historical West Chang’an Avenue: Between Xidan and Fuyou-jie, the western
boundary of Zhongnanhai. This was the western-most section of Chang’an Avenue
before 1949.

Historical Chang’an Avenue: from Xidan to Dongdan (about 3765 meters long),
including Xi Chang’anjie and Dong Chang’anjie during the Ming and Qing dynasties.
These are also the oldest sections of Chang’an Avenue. During the ROC era (1912-1949),
Historical Chang’an Avenue included (from west to east) Xi Chang’an-jie, Fugian-jie,
Dong Sanzuomen-dajie, and Dong Chang’an-jie. During the PRC era (after 1949),

Fugian-jie merged into Xi Chang’an-jie; and Dong Sanzuomen-dajie merged into Dong
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Chang’an-jie. In a contemporary Beijing map, only Historical Chang’an Avenue is
specifically indicated as “Chang’an Avenue.”

East Chang’an Avenue: Chang’an Avenue between Tiananmen Square and
Dongdan, as indicated in a contemporary map of Beijing. This is same as Dong
Chang’an-jie after 1949 (pre-1949 Dong Chang’an-jie and Fugian-jie combined).

West Chang’an Avenue: Chang’an Avenue between Xidan and Tiananmen
Square, as indicated in a contemporary map of Beijing. This is same as Xi Chang’an-jie
after 1949 (pre-1949 Dong Chang’an-jie and Dong Sanzuomen-dajie combined).

Chang’an Avenue Proper: from Fuxingmen to Jianguomen (about 6672 meters
long). This is the Chang’an Avenue inside the former Inner City walls of Beijing city,
including Fixingmennei-dajie (from Fuxingmen to Xidan), Xi Chang’anjie (from Xidan
to Tiananmen Square), Dong Chang’anjie (from Tiananmen Square to Dongdan), and
Jianguomennei-dajie (from Dongdan to Jianguomen). These sections were
comprehensively referred to before the 1980s as the “Ten-li Long Avenue” + R K47.

East Chang’an Avenue Proper: Chang’an Avenue Proper east of Tiananmen
Square.

West Chang’an Avenue Proper: Chang’an Avenue Proper west of Tiananmen
Square.

Chang’an Avenue: In this dissertation, Chang’an Avenue refers to the entire
east-west thoroughfare of Beijing including both the Chang’an Avenue Proper and their
east and west extensions. These extensions, however, do not include those streets west of

the Shougangdongmen and east of the Eastern Fourth Ring of Beijing city. Thus,
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Chang’an Avenue as defined in this dissertation starts with Shougangdongmen in the
west, where it turns into interior roads inside the huge campus of the Capital Iron and
Steel Company, and ends with Sihui Bridge in the east, where the avenue merges into
highways. This long thoroughfare is referred to today as the “Hundred-1i Long Avenue”
H B K45, which includes: Xi Chang’anjie, Fuxingmennei-dajie, Fuxingmenwai-dajie,
Fuxing-lu, and Shijingshan-lu from east to west on the west side of Tiananmen Square;
and Dong Chang’anjie, Jianguomennei-dajie, Jianguomenwai-dajie, and Jianguo-lu from
west to east on the east side of Tiananmen Square. Chang’an Avenue as defined in this
dissertation, without further explanation, includes all these sections.

Chang’an Avenue Extensions: This refers to the sections of Chang’an Avenue
exclusive of the Chang’an Avenue Proper, that is, west of Fuxingmen or east of
Jianguomen.

East Chang’an Avenue Extension: Chang’an Avenue east of Jianguomen.

West Chang’an Avenue Extension: Chang’an Avenue west of Fuxingmen.

The complicated naming system used in this dissertation is the result of the
complicated nature of the historical development of Chang’an Avenue, which will be
traced and explained in Chapter One. Chang’an Avenue was not a static avenue created
once and for all. It has been growing and has experienced many changes, and the general
name “Chang’an-jie” is used to refer to different avenues in different historical periods.
These specific definitions of terms about Chang’an Avenue will help to avoid confusion

in future discussions.
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Resources

Because of my background as a practicing architect in China, I have access to
materials which are unavailable to some other researchers. As a former architect working
in the Architectural Design Institute, Ministry of Construction of the People’s Republic
of China, I have had the personal experience of direct participation in some of the
projects analyzed in this dissertation, most importantly the National Grand Theatre. This
experience has also provided me the opportunity to know and establish personal
connection with some the key figures in the professional field of architecture and urban
planning in China. I have also gone through the entire process of architectural education
in one of China’s most prestigious architecture schools. As a former student in the School
of Architecture, Tsinghua University, I have direct contacts with the leading figures in
the research field of architecture and urban planning in China. Many of the first-hand
materials in this dissertation were collected directly from architects, scholars, and
administrators from these two institutions. The interviews with them constitute another
important source of primary material.

Some newly released materials on the PRC era are crucial to this research. These
primary materials are mainly from two archives in China: the Beijing Municipal Archive

(AL F THRYZE1E) and the Beijing Municipal Archive of Urban Construction AL R
A Z1E). Materials up through the 1970s are mainly from the Beijing Municipal

Archive; materials from the 1980s, 1990s, and the last few years are mainly from the

Beijing Municipal Archive of Urban Construction. Two other archives in Beijing are also
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very helpful, although few materials from their collection pertain directly to Chang’an

Avenue. They are the Archive of the School of Architecture at the Tsinghua University

(P8 K22 2% 17 KL %) and the Ministry of Construction Archive (& B #i S 18

Organization

The organization of this dissertation, that is, the arrangement of chapters, is both
thematic and chronological. While the first and last chapters deal with urban planning
issues, that is, the role Chang’an Avenue played in the transformation of Beijing’s urban
texture, the chapters in between each focus on specific buildings or projects during a
specific period of the PRC era. For each period, specific themes and buildings that best
represented the controversies in the architectural modernization project of the time have
been chosen for detailed discussion.

Chapter One offers an overview of the historical development of Chang’an
Avenue before and after the founding of the People’s Republic of China (PRC, founded
1949), focusing on its physical expansion during the 20th century. The opening of the
imperial spaces and monuments around Chang’an Avenue during the ROC era (1912-
1949) will be introduced, and an outline of the planning and re-planning of the center of
Beijing with Chang’an Avenue as the focus after the founding of the PRC will be
provided, and the gradual transformation of the Chang’an Avenue facades will be

pictured.
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The theme of Chapter Two is the architectural controversies of “national” vs.
“modern,” focusing on Chang’an Avenue architecture during the 1950s. The “Ten Great
Buildings” and the rise and fall of the “big roof” motif will be discussed within the social
context of the “Great Leap Forward” movement and the changes of architectural policies.
The way history was represented in Chang’an Avenue architecture and the function and
form of the museum as a public space to construct national mythologies will be analyzed.

The theme of Chapter Three is the collective approach in socialist architectural
creation, focusing on the 1964 Chang’an Avenue planning. This is the most
comprehensive planning on Chang’an Avenue in the 20th century and the only large-
scale national project carried out with socialist collective method on one urban street.
Based on the drawings and models for different schemes produced in the successive
stages of the planning in 1964, the detailed meeting notes from the same year, and my
interviews with some of the participants, I will analyze the working procedure and
professional ideologies of the socialist collective approach in architectural projects, as
well as its historical connection with and political difference from the avant-garde
movements in the 20th-century arts.

The theme of Chapter Four is the Chinese architectural modernization in a world
of post-modernism, focﬁsing on Chang’an Avenue architecture during the 1970s and
1980s. The unachievable nature of the modernization project in 20th-century Chinese
architecture is most dramatically displayed in the controversies on “modern” vs. “post-
modern” in early 1980s. I will discuss the constant shifts of the modernization targets in

architecture during these two decades and the way these ideological shifts were reflected
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in buildings on Chang’an Avenue. I will also argue that the architectural discourse on
“modern” vs. “national” from the 1950s continued under new theoretical frameworks.

The theme of Chapter Five is the impact of globalization on Chang’an Avenue
architecture, focusing on the 1990s and new developments in the last few years. While
the first two decades of the PRC era envisioned a totalitarian (as in its literal sense) image
of Chang’an Avenue with comprehensive and once-and-for-all planning, the
characteristic of Chang’an Avenue architecture in the 1990s and new millennium is
fragmentation. Chang’an Avenue was torn apart by different social forces and ideologies:
commercial, political, intellectual, popular, Chinese, foreign, etc. I will analyze the way
different voices can be heard on Chang’an Avenue. I will use the National Grand Theatre
as a supreme example to summarize the struggle of different voices in monument
construction on Chang’an Avenue during this period. The tremendous influence of this
project on Chinese architecture at the turn of the century will also be discussed.

Chapter Six concentrates on the controversies about and the development of
Chang’an Avenue as the east-west axis of Beijing. Historical associations of the north-
south axis and urban planning details about the two axes of Beijing will be discussed. The
growth of Chang’an Avenue from a functional urban thoroughfare into a symbolic axis of
the Chinese capital will be analyzed. The recent strengthening of the imperial north-south
axis for the 2008 Olympics signals that the east-west axis Chang’an Avenue as a symbol
of modernization is terminating and the neo-nationalism represented by the imperial axis

is just under way.
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Comparisons between Chang’an Avenue and other famous urban thoroughfares in
the world will be made in the Conclusion and the uniqueness of Chang’an Avenue for its
close engagement with Chinese history, modernity, and national identity will be

highlighted.
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Chapter One

History of Chang’an Avenue in Urban Context

Chang’an Avenue during the Imperial Periods

“Chang’an” literally means “long peace,” but for the Chinese, the word will
immediately remind them two of the most powerful dynasties: the Han Dynasty (206
BCE — 220 CE), from which the Chinese majority acquired their ethnic name (Hanren iX
A\), and the Tang Dynasty (618 — 907 CE), from which the overseas Chinese
communities obtained their collective identity (Tangrenjie /& A%5).! Both the Western
Han Empire (206 BCE - 9 CE) and the Tang Empire had the city of Chang’an (modern
day Xi’an) as their capital and both dynasties represent the past golden age of Chinese
political power. Thus, the historical dimension of the name Chang’an Avenue goes way
back into China’s imperial past.

Chang’an as the name for the major avenue in front of the Imperial City can be

traced back to the early Ming Dynasty. During the first 53 years of the Ming Dynasty

(1368-1420), Nanjing was the national capital of Ming China. Nanjng had been serving

! Endymion Wilkinson, Chinese History: A Manual (Harvard Yenching Institute, 2000), pp. 751-752.
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as the imperial capital for many southern regimes before the Ming Dynasty: Wu (229-
280), Eastern Jin (317-420), Song (420-479), Qi (479-502), Liang (502-557), Chen (557-
589), and Southern Tang (937-975). None of these regimes unified China. Compared to
the powerful and prosperous Han and Tang with Chang’an as their capital, these
dynasties were politically weaker, territorially smaller, and short-lived. When the first
Ming Emperor, Zhu Yuanzhang (Hongwu Emperor, r. 1368-1398), finally chose Nanjing
as the main capital of his unified Chinese empire, he was concerned about the
inauspicious associations of Nanjing with these previous dynasties. New Imperial City
and Palace City in Nanjing were therefore constructed at the southeast corner of the city
to avoid overlapping with the palace sites of former regimes.” This might be the reason
why the major street in front of the Imperial City of Ming capital Nanjing was named
Chang’an Avenue, hoping for “long peace” and making auspicious associations with the
long-lasting Han and Tang dynasties.

In 1416, the third Ming Emperor, Zhu Di (Yongle Emperor), decided to move the
capital to Beijing, the site of the previous Yuan Dynasty (1271-1368) capital Dadu (Great
Capital). Construction of this new capital started in 1417 and was completed in 1420.
Although the new Ming capital mostly overlapped with the Yuan Dynasty Dadu and
followed its north-south axis, the layouts of Ming Beijing copied former capital Nanjing,

including the Chang’an Avenue in front of the Imperial City. The Beijing city as

2 ong Wenbin (1821-1893), “Ming taizu shilu B KAHILR,” in Ming hui yao Fi £ %, 80 juan (Shanghai:
Shanghai guji chubanshe, 2002).
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completed in 1420 had three layers of city walls: the Inner City with nine city gates,3 the
Imperial City inside the Inner City with four city gates,4 and the Palace City (Forbidden
City) inside the Imperial City with four city gates.5 In 1553, walls were constructed to the
south of the Inner City to define an Outer City,® adding a fourth layer of walls with seven
gates’ to the City of Beijing. The entire city was dominated by a 7,500-meter-long north-
south axis, running from Yongding-men (the Gate of Permanent Stability FKFE[]) at the
south end of the city to the bell tower in the far north, lining up the main gates of the
Outer City #M#, Inner City P13, Imperial City 23§ and Palace City =¥, and other
major imperial monuments.® The following Manchu rulers of the Qing Dynasty (1644-
1911) also founded their imperial capital in Beijing. In terms of the general plan, they did
not make any major physical change to the former Ming capital, including Chang’an
Avenue. (Figure 1.1)

Except for its critical location, Chang’an Avenue during the Ming and Qing
Dynasties was a common road just like any other major passageway in Beijing. Actually,

there were two separate Chang’an Avenues cut off by the Imperial Tiananmen Square

3 These nine gates were: Xuanwu-men, Zhengyang-men, and Chongwen-men in the southern wall;
Chaoyang-men and Dongzhi-men in the eastern wall; Anding-men and Desheng-men in the northern wall
and Xizhi-men and Fucheng-men in the western wall.

4 These four gates were: Tian’an-men in the south, Di’an-men in the north, Dong’an-men in the east, and
Xi’an-men in the west.

5 These four gates were: the southern gate Wu-men, the northern gate Shenwu-men, the eastern gate
Donghua-men, and the western gate Xihua-men.

¢ The Outer City walls were originally planned to encircle the entire Inner City. However, since it took too
long a time and too much expense, only the southern parts were completed. See: Pan Guxi, ed., Zhongguo
gudai jianzhushi di 4 juan: yuan ming jianzhu (History of Ancient Chinese Architecture, vol. 4: Yuan and
M1ng Dynasties) (Beijing: Zhongguo jianzhu gongye chubanshe, 1999), 31.

7 These seven gates were: You’an-men, Yongding-men, and Zuo’an-men in the southern wall; Guangqu-
men in the eastern wall; Dongbian-men and Xibian-men in the northern walls; and Guang’an-men in the
western wall.
® For instance, the Temple of Heaven, the Altar of Agriculture, the Imperial Ancestral Temple, the Altar of
Earth and Grain, the Scenery Hill, etc.
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group: on the western side of the square from the West Three-arch Gate (Xisanzuomen
75 = J8|]) to Xidan (named after Xidan pailou’ — the West Single Memorial Archway)
was the Historical West Chang’an Avenue; on the eastern side of the square from the
East Three-arch Gate (Dongsanzuomen %< = & []) to Dongdan (named after Dongdan
pailou — the East Single Memorial Archway) was the Historical East Chang’an Avenue.'”
The Tiananmen Square group consisted of three squares: in the center was the T-shaped

Tiananmen Square, defined by the Gate of Heavenly Peace (Tiananmen K% {7) in the
north, Gate of the Great Qing (Dagingmen X% | ], Ming Dynasty Damingmen X[ 7])
in the south, Left Chang’an Gate (Chang’anzuomen ¥ % c1]) in the east, and Right

Chang’an Gate (Chang’anyoumen %45 17]) in the west. Between the Tiananmen

Square and the two Chang’an Avenues there were two smaller wing squares: the east
wing square was defined by the Left Chang’an Gate and the East Three-arch Gate; the
west wing square was defined by the Right Chang’an Gate and the West Three-arch Gate.
All three squares were walled. The Tiananmen Square group, together with the Imperial
City behind it, blocked more than two thirds of the east-west communications in the Inner

City (Neicheng) of Beijing. (Figure 1.2)

% Pailou B##%: memorial archways in traditional Chinese architecture, also called paifang F 3.

19 This is clearly shown in a historical map of the late Qing Dynasty Beijing originally published in 1908
and reproduced in 2002 by the Zhongguo huabao chubanshe (China Pictorial Press). Some old Beijing
people also called the Left and Right Chang’an Gates “the East and West Three-arch Gates,” which has
caused much confusion. See also: Wang Jun, Cheng Ji (Records of the City) (Beijing: Sanlian shudian,
2003), 163; Hou Renzhi and Deng Hui, Beijingcheng de giyuan yu biangian (The Origin and Changes of
Beijing City), (Beijing: Beijing Yanshan chubanshe, 1997), 111; “Beijing History” Editorial Team from the
Department of History of Beijing University, Beijingshi (History of Beijing), (Beijing: Beijing chubanshe,
1999), 225-226.
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Historical East and West Chang’an Avenues had very different functions and
symbolic meanings during the imperial time. Historical West Chang’an Avenue was
mainly associated with punishment, military power, and authority, while Historical East
Chang’an Avenue was more associated with business, civil power, and celebration. On
the west side of the T-shaped imperial Tiananmen Square, that is, on the south side of
Historical West Chang’an Avenue, the Ming Dynasty built the headquarters of the Five
Armies and the secret police force Jinyiwei, and the Qing Dynasty built the Ministry of
Punishment (Xingbu), Imperial Procuratorate (Duchayuan), and the Imperial Prison
(Qintianjian); on the east side of the T-shaped imperial Tiananmen Square, that is, on the
south side of Historical East Chang’an Avenue, there were Ministry of Rites (Libu),
Ministry of Revenue (Hubu), Ministry of Civil Office (Libu), Ministry of Public Works,
and the Hanlin Academy during the Ming and Qing Dynasties.11 Every three years, a
yellow announcement (huangbang) with the list of names of those who had passed the
imperial exam was carried out through the Left Chang’an Gate on the east end of the
Tiananmen Square and posted in today’s East Chang’an Avenue; every autumn, convicts
awaiting execution were led through the Right Chang’an Avenue on the west end of the
Tiananmen Square and knelt along the west side of the square awaiting their final trial
and sentence. Thus the Left Chang’an Gate was called “Dragon Gate (longmen),” which
means the gate of success, while the Right Chang’an Gate was called “Tiger Gate

(humen),” which means the gate of death.?

"'Wang Yushi, Tiananmen (Beijing: Zhongguo shudian, 2001), 6-7.
12 Wang Yushi, 27-29.
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The civil character of the East Chang’an Avenue and the authoritative character of
the West Chang’an Avenue were further confirmed by different opinions held by
Beijing’s people about the areas east and west of the north-south axis in general. The
saying in Beijing “the east is rich and the west is aristocratic (dongfu xigui); the south is
humble and the north is poor (nanjian beipin),” means that most of the merchants lived in
the east city while most of the princes, dukes, and other Manchu aristocrats lived in the
west city, and many people who lived in the south city were from lower classes while
those in the north were poor Manchus.'? In 1860, part of the area south of East Chang’an
Avenue became foreign concessions of Western powers after the Opium War II. And in
1901 after the Boxer Movement, the entire area between today’s East Chang’an Avenue
Proper and the southern wall of the Inner City became foreign concessions.'* Thus, East
Chang’an Avenue became also associated with diplomacy, Western influence, and the
larger world, and for some modern patriotic Chinese, with Western imperialism and

China’s past humiliations.

Chang’an Avenue during the ROC Era (1912-1949)

After the Qing Empire collapsed in 1911, the two Chang’an Avenues were
gradually unified. The unification and the spatial reconfiguration of Chang’an Avenue
during the ROC era, however, were less about change in physical environment than the

way urban space being used. In other words, the changes were more symbolic than

13 Gao Wei, Manhua Beijing (Casual Words about Beijing) (Beijing: Xueyuan chubanshe, 2003), 149-151.
" Wang Yushi, 32-35.
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physical, more about “software” rather than “hardware.” Throughout the ROC era,
Chang’an Avenue remained its original length from Xidan to Dongdan as in the imperial
time.

In 1912, the former imperial garden Zhongnanhai ' B§#F on Chang’an Avenue at
the west side of the Forbidden City became the presidential palace. A new main south
gate to Zhongnanhai called Xinhuamen %747, the Gate of New China, was opened on
Chang’an Avenue. During the Ming-Qing dynasties, the structure of Xinhuamen was a
two-story free-standing pavilion just inside of the garden’s south wall called Baoyuelou
=% H#%, the Tower of Precious Moon. The republican regime changed this free-standing
structure into a gate to the garden by opening the ground floor and modifying the garden
walls, which are now connecting to the sides of the structure rather than screening in
front of it."> (Figure 1.3)

On January 1, 1913, the first anniversary of the founding of the Republic of China,
the doors in the East and West Three-arch Gates as well as the Right and Left Chang’an
Gates were removed, and the walls connecting these gates demolished, by the republican
government under Yuan Shikai’s presidency.16 For the first time, a passageway was
created connecting the two Chang’an Avenues and common Beijing citizens were able to

walk from one directly to the other.!” However, they were still two separate passageways

15 Zhang Fuhe, Beijing jindai jianzhushi (Modern Architectural History of Beijing) (Beijing: Tsinghua
daxue chubanshe, 2004), 217.

16 Wang Shiren and Zhang Fuhe, “Beijing jindai jianzhu gaishuo (Introduction to early modern architecture
in Beijing),” in Zhongguo jindai jianzhu zonglan: Beijingpian (Overview of Early Modern Architecture in
China: Beijing volume), (Beijing: Zhongguo jianzhu gongye chebanshe, 1993), 7-8.

17 Wang Yushi, 36.. See also: Hou Renzhi and Deng Hui, Beijingcheng de giyuan yu biangian (The Origin
and Changes of Beijing City), (Beijing: Beijing Yanshan chubanshe, 1997), 162.
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and the four gate-towers which marked out the Imperial Tiananmen Square and Chang’an
Avenues were still there.

In October 1914, the former Altar of Soil and Grain Shejitan was open to public
as the “Central Park” of Beijing. During the imperial time, the Altar of Soil and Gain was
used by emperors to perform the annual duty of sacrificing to the god of soil (she) and the
god of grains (ji). As the symbol of the nation and one of the main architectural spaces to
legitimatize the mandate of “Son of Heaven,” the convention to construct Shejitan in the
imperial capital can be traced back to the Zhou Dynasty (1046 BCE — 256 BCE). In the
chapter on “Record of Craftsmanship” in the Confucius classic Rituals of Zhou, it was
stated,

When the master craftsman constructs the state capital, he makes a square
nine /i on each side. Each side has three gates. Within the capital are nine
north-south and nine east-west streets. The north-south streets are nine
carriage tracks in width. The court is located in the front (south) and the
markets in the back (north). On the left (east) is the Ancestral Temple, and
to the right (west) are Altars of Soil and Grain.

During the Ming and Qing Dynasties, the Altar of Soil and Grain, together with
the Imperial Ancestral Temple on the other side of the north-south axis, was beyond the
reach of common Beijing citizens. After 1911 they were both open to public. The latter
became the “Peace Park™ in 1924.

Zhu Qigian was the main figure in charge of these urban changes in Beijing
before 1927, when the national capital of the Republican China was moved to Nanjing.
Born to a family that had close connections with many powerful Qing officials, Zhu first

became the Minister of Communication 3218 &, then the Minister of Interior 4% /&
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+ in 1912 under Yuan Shikai’s pre:sidency.18 In addition to the unification of Chang’an

Avenue and the transformation of the Altar of Soil and Gain into a park, Zhu also
supervised the Zhengyangmen transformation project and numerous projects of road and
railway construction in Beijing.19

The transformation of Chang’an Avenue and the imperial structures around it
during the early ROC era, however, was characterized by the adoption of the former
imperial urban spaces for civic functions and careful protection of the original urban
texture of the old city. Imperial structures inside the former Altar of Soil and Grain were
carefully preserved and rebuilt for the enjoyment of citizens, as well as the old cypress
trees planted as early as the beginning of Ming Dynasty when the altar was first built.
Zhu lamented ten years after the Central Park project,

The nice trees in the former forbidden area were lush and green after all
these changes and revolutions without damage, under which we can still
rest after hundreds of years. Seeing these trees again, the vicissitude of the
old nation and the rises and falls of regimes were vivid, which make me
sad and full of emotional feelings. Today, the task of reconstruction and
protection does not only belong to the government, but also to the people.
The garden with old trees has much to do with the spirit of self-discipline
indeed. I sincerely hope that our countrymen will love and protect them
and will not let our descendants sigh and lament on us. 20

In 1925, Sun Yat-sen died in Beijing. His body was temporarily placed in the

main sacrifice hall of the former Altar of Soil and Grain. In 1928, after the fall of the

18 Liu Zonghan, “Huiyi zhu guixin xiansheng (Recollections of Mister Zhu Guixin,” in Huogong Jishi
(Beijing: Zhongguo wenshi chubanshe, 1991), 63-74.

! Zhang Fuhe, 216-227.

20 7Zhu Qiqian, “Zhongyang gongyuan ji (Record of the Central Park),” in Huoyuan wencun (Beijing:
Zhongguo wenshi chubanshe, 1991), 113-115.
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Beiyang regime and Chiang Kai-shek’s capture of Beijing and relocation of the capital to
Nanjing, the Central Park was renamed “Zhongshan Park” in honor of Sun.!

After abdicating in 1911, the last Qing Emperor, Puyi {#{X, was allowed to live
in style in the Forbidden City. As the place where the miniature Qing court sacrificed to
its imperial ancestors, the Ancestral Temple was also part of the palace holdings. In 1924,

General Feng Yuxiang {% £ #¥ evicted Puyi from the palace. After that, the Forbidden

City became the Palace Museum # & 45t and the former Imperial Ancestral Temple

was opened as the “Peace Park.”?* In 1928, the park was closed and the halls in the
former Ancestral Temple became part of the Palace Museum.>

While major structures on Chang’an Avenue did not experience much physical
change after the fall of the Qing Empire, the monuments that symbolized China’s former
humiliation by Western powers during the imperial time did. In 1900, Western countries
that had concession areas on Eastern Chang’an Avenue moved more troops to Beijing in
name of protecting foreign populations against the “Boxer Uprising.” Military pressure
was high for the Qing court. On June 20, 1900, German envoy Klinder was killed by
Qing military officer Enhai at Dongdan near the eastern end of Historical Chang’an
Avenue. This accident was followed by the invasion of China by the allied forces of eight

powers composed mainly of soldiers from Japan, Russia, Britain, the United States, and

France. After the war, as part of compensation to the Western winners, a three-bay

1 Sun Yat-sen is best known for the Chinese in his other name Sun Zhongshan.

2 Gugong bowuyuan zijincheng bianjibu, ed., Zijingcheng zhuanhao: gugong bowuyuan 80 nian (Special
issue of Forbidden City: 80 years of the Palace Museum), 2005/5 (132),,2-61.

23 Beijingshi difangzhi bianzuan weiyuanhui, Beijing zhi, shizheng juan, yuanlin luhua zhi (Annals of
Beijing, Volumes of Municipal Administration, Annals of Gardens and Parks) (Beijing: Beijing chubanshe,
2000), 103-104.
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marble memorial archway pailou called “Klinder Memorial Stele” was constructed on the
site where Klinder was assassinated. Emperor Guangxu’s apology was inscribed in the
central horizontal board of the Klinder Memorial Stele in English, French, Latin, and
Chinese. This was considered by many Chinese as galling shame and humiliation. After
the World War I ended in 1918, the Klinder Memorial Stele was demolished by the
Chinese. In 1919, it was reconstructed in the Central Park on the other side of Chang’an
Avenue and renamed “gongli zhansheng fang (Victory of Justice paifang).”24 The defeat
of Germany in World War I offered China an ephemeral hope for national revival and
end of foreign humiliation.

In 1924, tram rails were laid along Chang’an Avenues. During the period from
1924 to 1948, three tramlines — Lines 1, 3 and 5 — ran in parallel between the Tiananmen
Gate-tower and the Tiananmen Square.25 The 7500-meter-long imperial north-south axis

was cut across by this modern technology.26

2 The paifang was again renamed in 1952 as “baowei heping fang (Guarding Peace paifang).”

%5 Shi Mingzheng, Zouxiang jindaihua de Beijing: chengshi jianshe yu shehui biange ( Toward Modern
Beijing City: Urban Construction and Social Transformation) (Beijing: Beijing daxue chubanshe, 1995),
273-276.

26 The distance between the north end of the traditional N-S axis bell tower and Chang’an Avenue was
about 3800 meters; the distance between the south end of the traditional N-S axis Yongdingmen and
Chang’an Avenue was about 3700 meters. So, Chang’an Avenue crosscut the traditional N-S axis at its
very central point.
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In the 1941 “Beiping27 Urban Planning” prepared during the period of Japanese
occupation (1937-1945), new urban districts in western suburbs and new industrial
districts in eastern suburbs were envisioned on either side of the old city of Beijing, and
Chang’an Avenue was planned as the major connection between them.?® (Figure 1.4)
Although Chang’an Avenue was not really extended, in 1937-1939 new openings were
made in the west and east city walls at the places where future extension of Chang’an
Avenue would meet the Inner City walls: the one on the west was named Chang’an Gate
(nowadays Fuxingmen, Gate of Revitalization) and the one on the east Qingming Gate
(nowadays Jianguomen, Gate of National Construction).” After the Japanese surrendered
in 1945, the ROC government hired the Japanese technical personnel to prepare the new
general plan of Beijing in 1946. The result was not very different from the 1941 Japanese

lan and no major physical change was made to Chang’an Avenue.” (Figure 1.5)
P g

27 Although Beijing served as the national capital of China for most of the last ten centuries, it did lose the
capital status for a couple times and its names changed back and force accordingly. During the Yuan
Dynasty (1271-1368), it was called Dadu (Great Capital). In 1368, the Ming Dynasty founded its capital in
Nanjing (South Capital) and renamed the former Yuan capital Beiping (North Pacification). In 1403,
Yongle Emperor of Ming moved the capital to Beiping and renamed it Beijing (North Capital). The
following Qing Dynasty (1644-1911) kept both the name and the capital status of Beijing throughout its
268-year rule. After the fall of the Qing Empire in 1912, Beijing continued to serve as the capital of the
Republic of China (ROC) till 1928, when Chiang Kai-Shek moved the capital to Nanjing. Between 1928
and 1937, Beijing was a special administrative city under the former early-Ming Dynasty (1368-1403)
name “Beiping.” In 1937, the puppet government under the Japanese occupying forces renamed it Beijing
again and made it the capital of the “Provisional Government of the Republic of China.” In 1945, after the
Tapanese surrendered, Nanjing was restored as the national capital of ROC and Beijing was again renamed
Beiping until 1949. See: Beijingshi, 75-454. To avoid confusion, I will use “Beijing” consistently
throughout this dissertation except for document titles.

% Dong Guanggqi, Beijing guihua zhanlue sikao (Strategic Thinking of Beijing Planning) (Beijing:
Zhongguo jianzhu gongye chubanshe, 1998), 298-305.

% Zhang Jinggan, Beijing guihua jianshe wushinian (Fifty Years of the City Planning of Beijing), (Beijing:
Zhongguo shudian, 2001), 160. See also: Madeleine Yue Dong, Republican Beijing: the City and Its
History, (Berkeley, Los Angeles, London: University of California Press, 2003), 41.

30 Beijingshi gongwu ju, ed, Beipingshi dushi jihua sheji ziliao diyiji (Materials of the Urban Planning of
the Beiping City, vol. 1), 1947, in BMA, ii.
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In general, Chang’an Avenue remained short and fragmented during the ROC era.
The avenue turned several times from Xidan to Dongdan. Though no longer impassable
by the Imperial Tiananmen Square, the eastern and western parts of Chang’an Avenue
were spatially separated by the four gate-towers in between. In fact, there were four
sections with different names. The section in front of Zhongnanhai was called “Fugian-
jie” (avenue in front of the seat of government) and the section between Tiananmen
Square and Nanheyan was called Dongsanzuo-men dajie (East Three-arch Gate Avenue).
West Chang’an Avenue referred only to the section between Xidan and Fuyou-jie of
about 800 meter long, and East Chang’an Avenue was about a kilometer long between

Nanheyan and Dongdan. They were more than 2 kilometers apart.31 (Figure 1.6)

The Physical Expansion of Chang’an Avenue after 1949

The physical unification and expansion of Chang’an Avenue did not happen until
after the founding of the PRC. On October 1, 1949, when Mao Zedong was standing on
the rostrum of the Tiananmen Gate-tower proclaiming the founding of the People’s
Republic, the physical space he saw below was not very different from that of the
imperial time except that it was filled with people and flags. The parade of military
formations along Chang’an Avenue had to pass through the arches in the gate-towers and
temporarily disappear from his sight. Flags had to be lowered in order to pass. As

Tiananmen Square became the main political public space of new China and national and

31 Map of Beijing, 1950.
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revolutionary ceremonies would proceed along Chang’an Avenue frequently in the future,
reconstruction of Chang’an Avenue was inevitable.

As previously mentioned, the four sections of Chang’an Avenue — Historical West
Chang’an Avenue, Fugian jie, Dongsanzuo-men dajie, and Historical East Chang’an
Avenue — did not form a straight line. Not even two of them were perfectly in line. While
the other three sections only had slight turns, Historical East Chang’an Avenue was about
100 meters to the south of other sections. In 1950, in order to make Chang’an Avenue a
relatively straight passageway for mass parade celebrating the first anniversary of the
PRC, a parallel avenue of 15 meters wide was added to the north of Historical East
Chang’an Avenue, in line with the Dongsanzuo-men dajie. At the same time, an avenue
of the same width was created to the south of the Dongsanzuo-men dajie, in line with
Historical East Chang’an Avenue. Thus, on the east side of Tiananmen Square, Historical
Chang’an Avenue had two parallel lanes, separated by tramlines and large areas of

greenbelts, which was called “Green Boulevard” PRBEKIE at the time. During the

reconstruction of Chang’an Avenue in 1950, the East Three-arch Gate-tower and West
Three-arch Gate-tower were demolished, as well as two memorial archways paifang

(Luzhong JB ™ and Daohe FE#1).**

In August 1952, the Left (east) Chang’an Gate-tower and Right (west) Chang
Gate-tower were demolished to further make Chang’an Avenue an unblocked parade
ground for public communication and anniversary celebrations of the PRC.*® In 1954, the

last two imperial monuments marking the separation of Chang’an Avenue, the Western

32 Zhang Jinggan, Beijing guihua jianshe wushinian, 161-162.
33 Wang Jun, 163-169.
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Chang’ an Pailou and Eastern Chang’an Pailou, were removed to be reconstructed in the
Taoranting Park.** For first time, the East Chang’an Avenue and the West Chang’an
Avenue were truly joined with each other.*®

In 1955, West Chang’an Avenue was expanded to 32-50 meters wide. Before that,
the widest section of Chang’an Avenue — 2.4 kilometers long between Dongdan and
Zhongnanhai — measured 15 meters wide. The asphalt and crushed stone road pavements
were replaced with asphalt concrete. It was also decided that before the tenth anniversary
celebration of the PRC in 1959, two lanes of the East Chang’an Avenue would be merged
to form a road width of 44-50 meters.*® (Figure 1.7)

West Chang’an Avenue was extended to Fuxingmen in July 1956 and East
Chang’an Avenue was extended to Jianguomen in July 1958. Before that, between Xidan
and Fuxingmen were two alleys 5 meters wide and between Dongdan and Jianguomen
were many small alleys of similar width. The extension of Chang’an Avenue demolished
houses of about 2,500 bays® in 1956 and 3,000 bays in 1958.>® The width of the new

extensions of East and West Chang’an Avenue was 35 meters.”

** They were destroyed during the Cultural Revolution (1966-76).

35 Jin Shoushen, “Eastern and Western Chang’an Avenues of Beijing,” in Beijing de huiyi (Beijing
Memory), (Hong Kong: Wenhua shenghuo chubanshe, 1975), 109; see also: Zhang Jinggan, Beijing guihua
jianshe wushinian, 161-162.

36 Zhang Jinggan, Beijing guihua jianshe wushinian, 161.

*7 Traditionally, buildings in China were measured by the number of bays. For details about the Chinese
system of construction and measurement, see Liang Si-cheng, Pictorial History of Chinese Architecture
(Cambridge Press, 1984).

% Eastern and Western suburbs of Beijing were already heavily constructed by the mid-1950s, which made
the east-west traffic load of the city very heavy. See: Editorial Committee of “Contemporary China” Series,
eds. Dangdai Zhongguo de Beijing (Beijing of Contemporary China), (Beijing: Zhongguo shehui kexue
chubanshe, 1989), p. 301.

» Zhang Jinggan, Beijing guihua jianshe wushinian, 162.
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In 1958, as part of the preparation for the PRC’s tenth anniversary celebration in
1959, tram rails in the middle of the East Chang’an Avenue were removed and the
greenbelts paved. The two lanes were merged to make a wide and open passageway. The
central section of Chang’an Avneue between Nanchizi and Nanchangjie (about 1
kilometer long) was expanded to 80 meters, which was called the “Grand Road for

Parade” J#4T K 1&.% It was originally planned in 1958 to be expanded to 120-140 meters

wide.*' The 391.9-meter-long section in front of Tiananmen Gate-tower was paved with
granite blocks. White poplars, elms, pine trees, and willows were planted on the
roadsides, as well as two rows of elaborate lamp columns. At nightfall, “the lamplights
formed two long dragons of endless golden lights” along Chang’an Avenue.*

The speed of the Chang’an Avenue expansion after the mid-1950s was fast. A
1950 map of Beijing shows the two Chang’an Avenues in similar condition as they were
in a 1926 map. In a 1957 map, however, the western extension of Chang’an Avenue
already reached as far as Shijingshan, which is the contemporary west end of the E-W
axis of Beijing; the eastern section remained almost the same length as the pre-1949
condition, leaving a very unbalanced image of Chang’an Avenue on different sides of the
N-S axis. But a balanced image of Chang’an Avenue would soon be achieved. In a 1972
map, the eastern extension of Chang’an Avenue reached far enough to match its western

counterpart, making Chang’an Avenue a true axis for the entire city. (Figure 1.8) As early

“ Zhang Jinggan, Beijing guihua jianshe wushinian, 161-162.
4 Wang Jun, 292.
# 7hang Jinggan, Beijing guihua jianshe wushinian, 162.
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as 1966, Chang’an Avenue reached its total length of 40,000 meters from Tongxian
Country in the east to the Shijingshan District in the west.*?

With Chang’an Avenue cutting through the entire urban area of Beijing and
expanding in both length and width, crossing Chang’an Avenue became a problem.
Before the late 1970s, the crossing of Chang’an Avenue was on the same leve] as the
street ground without special design. After that, the crossing was carefully planned and
controlled. Bridges and tunnels (including subway station tunnels) were built to make
Chang’an Avenue an unblocked thoroughfare.44 For Chang’an Avenue Proper, however,
no bridge was built to obstruct the grand view of the parading passageway. No ground
passing is allowed along the “Grand Road for Parade” between Nanchizi and
Nanchangjie. Pedestrians have to walk through the tunnels and vehicles have to run on
detours in order to pass Chang’an Avenue at its central section. Along Chang’an Avenue
Proper, no stopping or left turns are allowed for vehicles. There are only a few crossing
pedestrian lanes. People often need to walk a long distance in order to pass Chang’an
Avenue.*”

From 1998 to 1999, comprehensive renovation was made to Chang’an Avenue for

the 50™ anniversary of the PRC. The section between Dongdan and Jianguomen was

 Editorial Committee of “Contemporary China” Series, eds. Dangdai Zhongguo de Beijing (Beijing of
Contemporary China), (Beijing: Zhongguo shehui kexue chubanshe, 1989), 301.

# Bridges at Fuxingmen and Jianguomen were built in 1979; Dabeiyao Bridge was built in 1986; tunnels to
the north of Tian’anmen Square were built in 1987; Gongzhufen Bridge was built in 1994; Muxidi Bridge
was built in 1995; and pedestrian bridges and tunnels were built along Chang’an Avenue since the 1990s.
See: Beijingshi guihua weiyuanhui, Beijing chengshi guihua xuehui, and Beijingshi jianzhu sheji
yanjiuyuan jianzhu chuangzuo zazhishe, eds., Chang 'anjie: guoqu, xianzai, weilai (Chang’an Boulevard:
Yesterday, Today, Tomorrow) (Beijing: Jixie gongye chubanshe, 2004), 134.

> The knowledge about rules to pass Chang’an Avenue was mainly from my personal experience in
Beijing and conversations with taxi drivers during late 1990s to present. I have not found the official code
about traffic control in Beijing yet.
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widened from 35 meters to 50 meters, 30 meters for motor vehicles and 7 meters on both
sides for non-motor vehicles, with 3 meter interval belts. Along Chang’an Avenue Proper,
pedestrian lanes on both sides were expanded to 6 meters wide, and along Chang’an
Avenue Extensions all the pedestrian lanes were expanded to 5 meters wide. The
footpaths of the Historical Chang’an Avenue and Tiananmen Square were paved with
granite; and the footpaths from Xidan to Gongzhufen and from Dongdan to Dabeiyao
were paved with colorful concrete tiles. The entire Tiananmen Square was paved with
granite tiles, and two green areas of 30 meters by 160 meters were built on the east and
west sides of the square. Pipes and wires were laid underground. Traffic signs,
advertisement boards, shops, and dustbins were reorganized, rectified, and renovated,
green areas were increased, and benches were added along Chang’an Avenue. After the
completion of the renovation project at the time of the 50™ anniversary on October 1
1999, it was claimed that “Chang’an Avenue became unprecedentedly more beautiful and

tidy.”46

The Planning of Chang’an Avenue

Although the two Chang’an Avenues were united almost immediately after the
fall of the Qing Empire, the formal planning aimed to reshape Chang’an Avenue and
Tiananmen Square was carried out only after the founding of the PRC. The planning of

Chang’an Avenue can be divided into four major stages: 1950s, 1960s-1970s, 1980s-

6 Chang’anjie, 134-35.
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1990s, and the early 21st century. In general, from the earliest to the latest stage, the
political elements in the planning became weaker and weaker, while more and more
attention was given to the cultural dimension. Function of the avenue was always a focus
in planning of every stage; however, the way function was defined differed in each period
— political, cultural, humanitarian, environmentalist, etc. On the other hand, economy was
never mentioned in planning of any stage, although commercial drive became more and
more crucial for the development of Chang’an Avenue since the 1980s.

The planning of Chang’an Avenue started in late 1949, the year when the
People’s Republic was founded, and early 1950, the same year when the issue of
Beijing’s dominating axis was being discussed. It was first raised by the Soviet specialists,
who argued that development of the new government center should be lined along
Chang’an Avenue with Tiananmen Square as its focal spot. Liang and Chen were among
the Chinese architects and scholars who were against such a plan. New buildings for the
different branches of the new communist government, for instance, Ministry of Public
Security, Ministry of Textile Industry, Ministry of Fuel, and Ministry of Foreign Trade,
were constructed on Chang’an Avenue in 1951. One of the major arguments for such a
decision was that the former training ground for the foreign troops in the concession area
on East Chang’an Avenue was the only unoccupied space in the Old City.47 This
explanation, however, did not answer why the new government center had to be located

in the heart of the Old City, which was exactly the same question Liang and Chen asked

T Chang’anjie, 48.
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and argued otherwise. The other question is: was there really no other unoccupied space
in the Old City?

As shown in the previous section of this chapter, the main motivation for the
development of Chang’an Avenue instead of construction of a new center outside of the
Old City must be ideological rather than practical. Drawings from the 1950 Soviet plan
shows that all the new buildings they proposed were located on the south side of the
avenue near Tiananmen Square. (Figure 1.9) Most of the new buildings for the tenth
anniversary in late 1950s were located on the north side of the avenue, which gave
Chang’an Avenue high potential to be developed into a major city showcase with
monumental buildings on both sides. The width of the road redline was planned to be
100-110 meters wide, which would allow airplanes to be able to take off or land on
Chang’an Avenue during time of emergency. The preparation for war was still a major
task for architects and urban planners in China in 1950s. Other than the construction of
the government office buildings in the early 1950s and monuments for the tenth
anniversary later in the 1950s along Chang’an Avenue, the length of the avenue was also
extended.*® (Figure 1.10)

The second Chang’an Avenue planning was carried out in 1964. This is the first
time that Chang’an Avenue proper — from Fuxingmen in the west to Jianguomen in the
east — was planned comprehensively as one urban unit. The entire avenue was lined with
structures on both sides. Most of them were official and cultural complexes with some

commercial and service buildings located predominantly on the east side. (Figure 1.11)

“® See previous sections in this chapter for details.
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The original motivation for this round of Chang’an Avenue planning, however,
was to fill the vacant spaces left by the two unrealized anniversary projects in 1959. As
planned in 1958, most monuments for the tenth anniversary of PRC would be constructed
on Chang’an Avenue and its extensions: the Great Hall of the People, the Museum of
Chinese Revolution and History, the Cultural Palace of Nationalities, the Hotel of
Nationalities,* the Military Museum, the National Theatre, the Science and Technology
Hall, and Xidan Department Store.”® The latter two were among those not completed as

planned. The old buildings on these sites, one on the east side of the Fangjin Alley Fm
) at the eastern end of East Chang’an Avenue, the other at the northeast corner of

Xidan on West Chang’an Avenue, however, were cleared away. In order to fill the empty
space on the avenue, six major architectural and urban planning units in Beijing — Beijing
City Planning Bureau, Beijing Institute of Architectural Design, Institute of Industrial
Building Design, Tsinghua University, Research Institute of Architectural Science, and
Beijing Industrial University — were invited by the municipal government to prepare the
planning, chaired by vice mayor Wan Li. Experts from all over the country were called
on to review the plans. Finally, a comprehensive planning design by Zhao Shen, Yang
Tingbao, Lin Keming, Chen Zhi, Wang Yuanpei, and all the six units mentioned above
was submitted to the municipal govemment.5 !

The 1964 Chang’an Avenue planning will be discussed in detail in Chapter Three.

It is sufficient for now just to point out that the issue of architectural consistency along

* The Hotel of Nationalities was added later.

50 “Guanyu guoqing gongcheng de huibao tigang (Draft report on the anniversary projects),” BMA: 47-1-
70.

SUChang 'anjie, 78.
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Chang’an Avenue was first raised in this planning. Not only was the entire Chang’an
Avenue proper now considered as one single unit for urban development — the redline for
the planning area covered both sides of the avenue from Fuxingmen to Jianguomen — but
also the guiding principles for the planning emphasized the necessity for a unified urban

space along Chang’an Avenue. It was required that arrangement of buildings along

Chang’an Avenue should be “continuous, rhythmic, and complete CELEE, HEMEME
#4).” and the skyline of the avenue’s elevation should be “simple and clear (f&j 5., %

3%).” The heights of buildings along Chang’an Avenue should be above 30 meters but

below 40 meters. Sharp height changes should be avoided with the exception of four
points: Dongdan, Xidan, Fuxingmen, and Jianguomen. All of these are major
intersections on the avenue and the latter two are the start and end points of Chang’an
Avenue proper. Other guiding principles in the 1964 planning state that Chang’an
Avenue as a whole should show “grandeur, beauty, and modernization,” and that
“nationalization should be made on the basis of modernization and absorb the valuable
experiences no matter foreign or Chinese, ancient or modern to get the buildings simple,
decent and bright.”5 2 The relationship between Chang’an Avenue and the main north-
south axis was also specified. One of the guiding principles stated that there should not be
too many other north-south axes intersecting with Chang’an Avenue in order to keep the
status of the main axis through Tiananmen Square.

The third Chang’an Avenue planning in the 1980s and 1990s was part of the

general planning of the entire Beijing city. In 1982, a new “Master Plan for the Municipal

52 Chang anjie, 78-79.
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Construction of Beijing 3t 538 7 2 1% & & # K 77 22 was made, which was approved
by the CCP central committee and State Council in July 1983. In the spring of 1984, the
Capital Planning and Construction Committee convoked the leading units in the field,
including the Architectural Design Institute of Urban and Rural Construction and
Environmental Protection, Urban Planning Institute of China, Architecture Department of
Tsinghua University, Architecture Department of Beijing Industrial University,
Architecture Department of Beijing Architectural Engineering College, Beijing Urban
Planning Institute, and Beijing Institute of Architectural Design and Research, to compile
a new master plan in order to meet the requirements of the 1982 scheme under the new
situation. Experts and professors from various fields, such as city planning, architectural
design, historical preservation, and sculptural art, were invited for the revision and

combination of the schemes. The comprehensive plan was released in December 1985. In
August 1985, the “Height Limitation Scheme for Buildings in Beijing Jt IR W EH = /%
#5477 &> was enacted by Capital Planning and Construction Committee & #F X %
Z 514> and Beijing City Planning Bureau JtJR iR ¥ /. The future of Chang’an
Avenue as described in these schemes was not very different from the 1964 plan.
However, some general ideas in the previous plan were specified. Three secondary north-
south axes was planned to intersect Chang’an Avenue and parallel the main axis. They
were located at the Xinhuamen and Cultural Palace of Nationalities on West Chang’an
Avenue and the Beijing Railway Station on East Chang’an Avenue respectively. These
schemes also offered more details on the control of building height along Chang’an

Avenue. The height of buildings between Xidan and Dongdan should not exceed 30
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meters and buildings west of Xidan and east from Dongdan should not be higher than 45
meters. Four transportation squares were envisioned to be constructed at Dongdan, Xidan,
Jiangguomen and Fuxingmen, and the subway from Jianguomen to Fuxingmen was
required to be completed as soon as possible.53 (Figure 1.12)

Also in August 1985, a report on the planning scheme of Tiananmen Square and
Chang’an Avenue was submitted to the CCP Central Committee and the State Council. A
major change from previous Chang’an Avenue planning in the schemes of the 1980s was
the emphasis on civic life and commercial service on Tiananmen Square and Chang’an
Avenue. Large-area green fields were envisioned to cover the grounds near or around
Ziwei Palace, Dongdan Park, Beijing Hotel, Xinhuamen, Xidan, Cultural Palace of
Nationalities, the Great Hall of the People and the Museum of Chinese Revolution and
History. There should be greenery space between every two buildings and green areas
should be located evenly along Chang’an Avenue. These schemes also required that the
future Tiananmen Square and Chang’an Avenue should be both grand and solemn, and
convenient for the living, sight-seeing, and resting of the people. Commercial and service
facilities would be arranged at the points on Chang’an Avenue crossing with Qianmen,
Wangfujing, and Xidan. The ground floor of the buildings along Chang’an Avenue would
be open to the public. The underground area to the north of the Tiananmen Square would
be used as parking lots, small shops and service facilities. More service facilities would

be provided on the pedestrian lanes of Chang’an Avenue.**

53 Chang’anjie, 88-90.
> Dong Guangqi, 400-404 ; Chang anjie, 90.
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Another new direction in the 1980s’ schemes was the preservation of the “style of
old capital &R X\ 3H.” Beijing was defined as the political and cultural center for all
China. The reply to the 1982 scheme by the CCP central committee and the State Council
says, “Beijing is the capital of our country and a renowned city of historical cultures.
Urban construction in Beijing should reflect the historical cultures of the Chinese
Nationality, the revolutionary tradition, and the unique style of a socialist capital.
Historical cultures should be continued and developed, and new creations should be
encouraged.”55

Stylistically, the 1985 Chang’an Avenue planning made a dramatic change from
both the 1949-1950 Soviet plan and the 1964 comprehensive plan. While Chang’an
Avenue in the two previous plans was framed mainly by long straight blocks, in the 1985
plan, they were mostly replaced by square building complexes with central courtyards.
(Figure 1.13) The latter was advocated strongly by Liang Sicheng and the Tsinghua
University teams in every round but somehow suppressed before. Such a stylistic change
signals the recognition of Liang’s approach for the reconstruction of Beijing. It might
also have something to do with the rise of historical preservation in the 1980s, for which
Liang would have been an enthusiastic supporter if he were still alive.

In 1991, due to the approach of the new century and the opening of the second 50-
year planning of the Chinese capital, a new revision to the 1983 master plan was made.
As Deng Xiaoping’s policy of “socialist market economy” replaced the previous planned

economy and further took root in the 1990s, new directions in city planning were

55 Chang’anjie, 88.
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reflected in the 1991 revision. Foreign investment and financial organizations were
allowed to appear on Chang’an Avenue. In addition to the previous definition of Beijing
as the “political and cultural center,” “world-wide famous historical capital and modern
international metropolis” became the official language to describe the character of the
city.5 6

The fourth Chang’an Avenue planning in 2002 was the most comprehensive study
of the avenue so far, and covered the delineation of its historical development, the
analysis of its present condition, and the preparation of planning concepts for its future
development. Like the third Chang’an Avenue planning in the 1980s and 1990s, the task
was initiated by the Capital Planning and Construction Committee and divided among
several leading institutes in the field. Six architectural and urban planning institutes in
Beijing took part in the project: Architecture Department of Tsinghua University,
Architecture Department of Beijing Industrial University, Architecture Department of
Beijing Architectural Engineering College, Beijing Institute of Architectural Design and
Research, Beijing Urban Planning Institute, and Beijing Municipal Design Institute.
Major participants were almost exactly the same as in the 1980s’ planning.

Like the planning of Chang’an Avenue in the 1950s and 1960s, the motivation for
the project in the 21st century was to fill the blanks on Chang’an Avenue. According to
the “Preface” by the Beijing Urban Planning Committee in the book Chang’an Boulevard:
Yesterday, Today, Tomorrow — a major product of the 2002 project — the municipal

leaders of Beijing had raised the question of how to complete the ten unoccupied sites

56 Chang’anjie, 108.



70

along Chang’an Avenue with strategic vision. “This is to say,” the Committee interpreted,
“the leaders were requesting us to complete Chang’an Avenue with buildings on both
sides before 2009.” The preface also said that 90% of the sites had their project decided.
That is too say, the open spaces along Chang’an Avenue were ready for filling even when
people do not know what was to be built. The true task here was to complete Chang’an
Avenue. This information was confirmed in the “Editor’s Words” in the same book,
which said, “To prepare the city for the 29™ Olympic Game in 2008 and the 60"
anniversary of the founding of PRC, Beijing municipal government endorsed Chang’an
Avenue and Tiananmen Square as the major construction projects in the capital. The
municipal government proposed that strategies on how to fill the ten unoccupied sites
along Chang’an Avenue need to be studied.””” This was the starting point of the 2002
project of the Chang’an Avenue planning. The editor also said, “We hope to represent
perfectly and exactly the Beijing municipal leaders’ intentions on the future of Chang’an
Avenue and nearly a hundred project participants’ long-time hard work in this book.”®
(Figure 1.14)

The significant status of Chang’an Avenue for Beijing and China was fully
acknowledged in the report of the 2002 project. Chang’an Avenue was named the “No. 1
Avenue in China.”*® The “Editor’s Words” stated, “Chang’an Avenue is the east-west
axis of the Beijing city. It has played an important and special role in the political and

cultural activities in China and represented the image of the Chinese capital and the

37 Chang’anjie, 8-10.

58 The text of the book is in both Chinese and English. This information, however, was not translated into
English.

% Chang’anjie, 6.
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whole country.”60 Although Chang’an Avenue was constructed de facto as an east-west
axis since the 1950s and its status mentioned in materials from previous documents, the
2002 appraisement was the clearest statement about the symbolic power this avenue
possessed for Beijing and China.

The main body of the report, however, did not discuss the symbolic role of
Chang’an Avenue. Most of the present condition analysis and future development
planning in the book was about how to offer a more artistic and functional urban space,
more efficient traffic communication, and better service along Chang’an Avenue.

The symbolic significance of Chang’an Avenue, however, was hinted at in the
report authors’ assessment of its present conditions and suggestions about its ideal future.
In the section “Analysis of architectural functions,” the authors complained that
Chang’an Avenue was losing its character as a political and cultural center. There were
too many commercial and banking buildings along Chang’an Avenue, and too little
cultural and service architecture.”’ The report also suggested reducing commercial
advertisement boards on Chang’an Avenue and replacing them with those for public
benefit and cultural affairs.®? Individual buildings were also supposed to have symbolic
prominent images. The authors of the report frequently used the word “landscape

marker” SR & in the description or analysis of Chang’an Avenue architecture or

space. For a building to have a “strong nature of landscape marker” FOAT A VR was a

positive assessment in the report.

% Chang'anjie, 10.
o Chang’anjie, 150.
82 Chang’anjie, 218.
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Compared to previous Chang’an Avenue planning, the guidelines for future
development in the 2002 project added two principles that reflect the new

orientation/fashion in Chinese architecture in the 21st century. They are the environment
principle ¥ & M and the humanism principle AZ</& . On a theoretical level, the

environment principle aimed to improve the natural environment through sustainable
design and ecological balance in urban development; the humanism principle required
more consideration of the lives of common people instead of state ideology. On the
operational level, for the environment principle the 2002 plan suggested expanding green
fields and adding more water surface along Chang’an Avenue; for the humanism
principle, it suggested opening the ground floors of all buildings along Chang’an Avenue
to the public so that common folk could use the service facilities, for instance, toilets and
lobbies, of these buildings. The 2002 plan also suggested adding more public toilets, seats
and benches, and souvenir pavilions along the pedestrian lanes of the avenue in order to
provide more service and comfort for the people.

The other four principles, which had been fully or partly emphasized in previous
planning, include the principles of existing condition, preservation, function, and art. The
principle of existing condition admitted that there were both great achievements and
problems in the previous 50 years of Chang’an Avenue construction, on which the future
development should be based. The principle of function emphasized the significant role
of Chang’an Avenue — together with Tiananmen Square — as the political and cultural

center of the capital and evoked improvement of service for both the people and the

83 Chang anjie, 247.
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central government. The principle of preservation reiterated the obligation for the
protection and reutilization of historical buildings and neighborhoods, and the principle
of art claimed that as the “No. 1 Boulevard of China,” Chang’an Avenue should be in no
way inferior to any other great avenues in the capitals in the world. It should be
constructed to be functionally sound and to have convenient communication, modern
facilities, a beautiful and splendid image, pleasurable space and human scale, rich
cultural content, deep traditional flavor, and unique Chinese character.®*

The most detailed design in the 2002 Chang’an Avenue planning was the “central

office district 7 52 7p /X at the south side of West Chang’an Avenue. This plan,

however, reflects the controversy about the status of Chang’an Avenue as the east-west
axis of Beijing and the compromise made in the final report of the 2002 project. In the
1990s, there were two different views about the east-west axis of the Chinese capital. One
view, represented by Chen Gan, maintained that Chang’an Avenue already was and still
should be constructed as the east-west axis of the city;65 the other view, represented by
architect Zhao Dongri, claimed that a "real" east-west axis of Beijing should be
constructed to the south side of the Chang’an Avenue, which needed to have monuments
directly on the axis, like the ancient north-south axis with monuments Tiananmen Gate-
tower and Forbidden City, instead of an empty avenue with monuments lined on its sides.

What Zhao proposed in the 1990s for the east-west axis of Beijing was the entire

8 Chang’anjie, 247.

65 Gao Han, “Yun dan bi tian ru xi — huiyi zhangxiong chen gan de ruogan pianduan (Fragment memories
about my elder brother Chen Gan),” in Jinghua daisi lu-Chen Gan wenji (A Collection of Chen Gan’s
Writings) (Beijing: Beijingshi chengshi guihua sheji yanjiuyuan, 1996), 222. The controversy on Beijing’s
axes will be discussed in detail in Chapter Six.
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southern area of the Chang’an Avenue, with the Tiananmen Square as the intersection of
the east-west and north-south axes. The east-west axis of monuments in Zhao’s proposal
extended to the west from the Great Hall of the People on the west side of Tiananmen
Square and to the east from the Museum of Chinese Revolution and History on the east of
the square.66 In the 2002 plan, the central office district has it own axis with monuments
and water surfaces directly on it. It also started from the Great Hall of the People with the
nearly completed National Grand Theatre in the second position on the axis. This axis,
however, covered only the west part of Zhao’s original proposal in the 1990s.

Zhao was an old generation architect from the Beijing Institute of Architectural
Design and Research, one of the major participating institutes of the 2002 project. His
voice is still important in the architectural field of China. However, as the status of
Chang’an Avenue became more and more significant in the urban fabric of Beijing, his
voice only weakly reverberated in the 2002 final report. In the general plan, Chang’an
Avenue appeared as the unchallenged east-west axis of the entire city.

In spite of the changes in ideology and guiding principle in the Chang’an Avenue
planning from 1949 to early 2000s, the motivation for the development of Chang’an
Avenue remained the same — to fill the “gaps.” The 1949 Soviet plan was to fill the gaps
around the former concession area, the 1964 planning was to fill the two gaps left by the
anniversary projects in 1959, and the 2002 project was to fill the “last” ten gaps on

Chang’an Avenue. It seems that new gaps were produced as soon as old gaps were filled.

6 Zho Dongri, “Beijing tian’anmen guangchang dongxi diqu guihua yu jianshe (Planning and construction
in the Tiananmen Square area in Beijing),” In JZXB, 1993/1. The controversy on Beijing’s axes will be
discussed in detail in Chapter Six.
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The “gaps,” I argue, were more conceptual than physical. They were produced precisely
by the changing ideologies and guiding principles — the discrepancies in the ideal
“completions” of different periods. The gaps were also about public fagade — a concept
imported from the West when the Chinese came up with the issue of architectural

modernity.

The Changes of Chang’an Avenue Facades

Facade as the main public image for a building was foreign to traditional Chinese
architecture, whose central space was open courtyards instead of built structures.
Enclosed by walls from all sides, the only structure on a street indicating the grade of a
building complex or status of the dwellers inside was the main gate, usually located in the
south walls of a building compound. The individual buildings that defined the courtyards
all had a “face”®” and a “back.” The “face” had large windows and doors and was often
elaborately decorated, while the “back” was usually just a plain solid wall, sometimes
with small high windows in the upper part. The “face” was almost always facing inward
to the courtyard, leaving the “back” to the public urban space. (Figure 1.15)

In traditional Chinese architectural drawings, buildings were represented by either

sections or axonometric drawings but rarely elevations.®® The earliest extant drawings of

87 For a detailed discussion on “face” and fagade in traditional Chinese architecture, see: Wu Hung, “Face
of Authority: Tian’anmen and Mao’s Tian’anmen Portrait,” in Remaking Beijing: Tian’anmen Square and
the Creation of a Political Space (Chicago: The University of Chicago Press, 2005), 51-68.

68 An exception would be the pailou or paifang, which was a freestanding memorial archway indicating a
significant passage or boundary. It was also used in commercial architecture during the imperial time with
title of the business inscribed in its horizontal board.
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architectural facade in China were those of the Western Buildings (Xiyanglou TV %) in

the Yuanmingyuan Garden, one of the major imperial summer palaces for Qing emperors.
Thus for China, the concept of using fagades in public space to indicate architectural

significance was mostly a modern product.

Chang’an Avenue facades before 1949

Historical Chang’an Avenue before 1949 was a street mainly framed by walls.
During the Ming-Qing dynasties before 1860, the central section was framed by the walls
of the Imperial City to the north and the walls of the various government ministries to the
south. For Historical East Chang’an Avenue and Historical West Chang’an Avenue, on
both sides were walled residential compounds, punctuated by business shop-fronts and
temples. The avenue facades were low and predominantly one-story.

After the Second Opium War in 1860, foreign embassies started to be constructed
around the area of Dong Jiaomin-xiang to the south of Historical East Chang’an Avenue.
They were mostly one or two-story masonry buildings within walled quarters. Although
designed and built mainly by Westerners, the main fagades of these buildings all faced
inward, turning their backs to public urban spaces following the Chinese convention. In
1901, after the “Boxers Uprising,” the entire area between the Historical East Chang’an
Avenue and the south Inner City walls became foreign concessions, as well as part of the
modern day Tiananmen Square. This 120 hectares “legation quarter” was walled and

guarded like a medieval castle.” (Figure 1.16) It was a city inside of a city, physically

5 The Map of Old Peiking Folklore &3¢ R {# 18, 1936.
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and administratively. Inside of the legation quarter, there were embassies, residences,
clubs, post offices, and military camps. The peripheries were cleared as military drill
grounds for foreign troops and polo fields for Westerners. Surrounded by large areas of
open space, Historical East Chang’an Avenue totally lost its fac,;ades.70 (Figure 1.17)
During the ROC era (1912-1949), some multi-story buildings were constructed on

Historical Chang’an Avenue, for instance, the Capital Municipal Government Office =

ZRRT LA T on the other side of the avenue in front of Zhongnanhai and the Beijing
Hotel of 1917 on the north side of Historical East Chang’an Avenue. The entire
Historical Chang’an Avenue, however, was still dominated by walls and one-story
buildings. The few tall colonial-style facades rose above the continuity of horizontal
traditional Chinese red and grey walls like “crane standing among chickens.” As
Zhongnanhai became the presidential seat in 1912, the former pavilion Baoyuelou inside
of the former imperial garden became an entrance facade on Chang’an Avenue. At the
same time, a long unbroken wall with Western baroque brick patterns was constructed
along the south side of the avenue to block the shabby courtyard dwellings from the view
of the Republican leaders. Historical West Chang’an Avenue lost a large section of its
former fagade too. (Figure 1.18)

Other major changes of the Chang’an Avenue facades after 1911 had something
to do with the opening of the previous forbidden areas around the T-shaped Imperial
Tiananmen Square. As the walls defining the Tiananmen Square Groups were

demolished, Tiananmen Gate-tower, the former gate-tower to the Imperial City and just

70 Zhang Fuhe, 62-87.
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one of the many gates along the north-south axis of Beijing, became a fagade. Chang’an
Avenue facades as a whole, however, remained low and fragmented throughout the ROC

era. (Figure 1.19)

Chang’an Avenue facades after 1949 and the national identity of New China

It was during the People’s Republic era that Chang’an Avenue started to be
conceived as an urban thoroughfare filled by monumental fagades. As discussed in the
previous section on the “planning of Chang’an Avenue,” for almost every major PRC
anniversaries — tenth anniversary in 1959, 20th anniversary in 1969, fortieth anniversary
in 1989, fiftieth anniversary in 1999, and now sixtieth anniversary in 2009, major
planning on Chang’an Avenue was carried out with the very same aim to “relatively
complete Chang’an Avenue.” By “completing,” it means to fill the gaps among
previously finished monumental fagades and to replace low walls of traditional
courtyards with monumental buildings. In about half a century, Chang’an Avenue was
changed from a fragmented avenue mainly lined with traditional courtyard residences
into a long straight thoroughfare framed by monumental symmetrical fagades.

The changes of Chang’an Avenue fagades during the PRC era reflect the shifts of
China’s national identity as defined by the communist regime, from a member of the
Socialist Bloc in the 1950s and 1960s, to éThird World developing country in the 1970s
and 1980s, and finally as a rising regional power guided with nationalist ideologies and
fueled by capitalist zeal since the 1990s. Each period left its own facades along Chang’an

Avenue. When the multi-floor buildings were filled into the gaps among the one-story
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residential courtyards, these one-story areas became new gaps. As height of buildings
along Chang’an Avenue kept rising, each period filled old gaps and produced new gaps,
until one day laws were pass to set a height control. In the end, the fagades of Chang’an
Avenue were like two long screens, simultaneously displaying China’s changing national

identity as represented in different architectural styles. (Figure 1.20, 1.21, 1.22)

1950s — 1960s

The first large gap along Chang’an Avenue to be filled after 1949 was the former
empty drill grounds and polo field around the concession area. In 1951, office buildings
of three to four stories for the Ministry of Public Security, Ministry of Textile Industry,
Ministry of Fuel, Ministry of Light Industry, and Ministry of Foreign Trade were
constructed on the open grounds along the south side of East Chang’an Avenue Proper.
In 1953-54, thé eight-story West Building of the Beijing Hotel was added to the 1917
Middle Building on the north side of East Chang’an Avenue Proper. In 1958-59, Beijing
Railway Station was built to the south of the East Chang’an Avenue Proper. However,
located in a back street, its facade was not open to Chang’an Avenue until the 1990s. On
the north side of West Chang’an Avenue Proper, in 1956-58 was built the Telegraph
Service Center’" and in 1958-59 the Cultural Palace of Nationalities’> and the Nationality
Hotel. Around the Tiananmen Square area, in 1952-58 was built the Monument to

People’s Heroes in the center of the square, and in 1958-59 the Great Hall of the People73

" Designed by Lin Leyi (1917-1989).
™ Designed by Zhang Bo and Sun Peiyao.
7 Designed by Zhang Bo (1911-1999) and Zhu Zhaoxue (scheme design: Zhao Dongri, Shen Qi).
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on the west side and the Museum of Chinese History and Revolution” on the east side of
the square. On West Chang’an Avenue Extension, the Central Broadcast Building75 was
built in 1957 on the south side and the Military Museum’® was built in 1958-59 on the
north side. No large-scale building was constructed on Chang’an Avenue during the
1960s.

Thus, during this period, facade building on Chang’an Avenue concentrated on
the south side of East Chang’an Avenue Proper and the north side of the West Chang’an
Avenue Proper. The entire Chang’an Avenue fagades, however, were only sporadically
punctuated by multi-layer buildings. The majority of areas on both sides were covered by
traditional courtyards (Figure 1.20).

Chinese architecture in the 1950s generally followed the Soviet policy known as
“socialist content, national form.” In architectural theory, the exact meaning of this policy,
especially the first part on content, was never clear. Some understood “content” as
function; others interpreted it as ideology in art.”’ In practice, however, the style
associated with “socialist content” was not ambiguous. It was the Neo-Classical style
sponsored by the Soviet government during the Stalinist Era, which combined modern
concrete main structure with sixteenth- and seventeenth-century Muscovite architectural

elements and revolutionary motifs,”® characterized by a symmetrical plan, three or five

™ Designed by Zhang Kaiji (1912- ).

7 Designed by Yan Xinghua (1921-).

78 Designed by Ouyang Can and Wu Guozhen.

" More detailed discussion on the architectural policies in the 1950s will be provided in Chapter Two. See
also: Zou Denong, Zhongguo xiandai jianzhushi (Modern Chinese Architecture) (Tianjin: Tianjin Science
and Technology Press, 2001), 144-145.

8 William Craft Brumfield, A History of Russian Architecture (Cambridge University Press, 1993), 487-
491.
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horizontal sections in elevation, and the soaring central bell tower.”” The second part of
the policy was much more concrete, but different interpretations of “national form”
resulted in diverse architectural forms from full-size traditional big roofs to decorative
motifs only noticeable close up. According to Lowell Dittmer, national identity was an
amalgam of “fitting in” and “standing out.” In order to acquire a fully realized identity,
one had to first identify oneself with the selected reference group of significant others,
then develop some characteristics that will impart a sense of distinctiveness and
integrity.® Architecture in the early years of the People’s Republic “fit into” the
reference group of the Socialist Bloc by adopting the Communist Neo-classicism,* and
“stood out” with its distinctive Chinese character by applying its traditional forms or
motifs.

Starting from Tiananmen Square, the first fagade to be seen on Chang’an Avenue
in the 1950s was the Telegraph Service Center. (Figure 1.23) Although both the plan and
the main facade on Chang’an Avenue were highly symmetrical, and there was a clock
tower in the central part of the three horizontal sections, the straight horizontal and
vertical elements and the rhythmic arrangement of large windows on the elevation made
this building much lighter than the mainstream Soviet style of the Stalinist Era. It was
382

considered a successful step in the exploration of a “Chinese Modern Style.

Contrasting sharply with the Telegraph Service Center was the Soviet style Central

7 Chinese architects gave such Soviet style buildings a bantering name “toad style (hamashi)” because
their plans resemble a toad looked from above.

801 owell Dittmer, Sino-Soviet Normalization and Its International Implications, 1945-1990 (Seattle and
London: University of Washington Press, 1992), 94.

81 Luo Xiaowei, ed., Waiguo jinxiandai jianzhushi (History of Non-Chinese Modern Architecture) (Beijing:
Zhongguo jianzhu gongye chubanshe, 1982), 138.

82 Zou Denong, 191.
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Broadcast Building. (Figure 1.24) As one of the 156 Soviet-aided projects, influence
from the “socialist elder brother” on this building was more than technological design
and equipment support, although documents from the time stated that Chinese architects
were responsible for design and the Soviet engineers were only responsible for
technological issues. This building had basic characteristics of the Soviet monumental
style. The top of the tower was a simplified Western lantern although here instead of
crowning a dome, it was on top of the flat roof. The sculptural decoration on the walls,
however, was considerably reduced in contrast to examples from Russia.

If such diversities in architectural style — modernism, Soviet, and traditional
Chinese revivalism® — indicated the ambiguity or dilemma of national identity in the
transitional years of the PRC, the “Ten Great Buildings” in 1958-59 for the tenth
anniversary of the PRC assured people that, finally, an official style unmistakably
representing the national identity of New China had been achieved. Six of these “Ten
Great Buildings” had their monumental facades facing Chang’an Avenue. Some of them
were predominantly Soviet; some had more traditional Chinese architectural motifs; but
they all tried to make a compromise by taking elements from both.

The Military Museum was predominantly a Soviet style building. The main
facade was divided into five sections horizontally. (Figure 1.25) The central section is the
tallest part with a spire on top of it, raising a gigantic Chinese army emblem. The two

sections next to the central tower were lower and the two end sections were still lower,

8 Chinese revivalist buildings could not be found on Chang’an Avenue in early 1950s. However, there
were many elsewhere in the capital, for example: the Official Living Quarters at Di’anmen, 1954, by Chen
Deng’ao; the Office Buildings for Four Ministries and One Committee at Sanlihe, 1952-55, by Zhang Kaiji.
See: Zhongguo xiandai meishu quanji: jianzhu yishu 1-4 (Modern Chinese Art: Architecture vol. 1-4),
(Beijing: Zhongguo jianzhu gongye chubanshe, 1998), vol. 2, 4-5; vol. 4, 38-39.
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giving the general outline a pyramidal shape. The central and end sections protruded and
the two sections in between receded, making the sculptural effect of the elevation more
dramatic with deep shadows playing on the walls. Thus, at first sight, the Military
Museum looked very similar to the Central Broadcast Building some 2500 meters to the
east. On close observation, however, many traditional Chinese motifs could be found in
the Military Museum fagade. The protruding eaves on top of each section were covered
with yellow glazed tiles; and the three-doorway entrance was a simplified form of the
traditional memorial archway (pailou), standing seemingly detached from the main
structure.

The Cultural Palace of Nationalities employed more Chinese architectural motifs
and materials. (Figure 1.26) The central tower was a 13-story high-rise topped by a
pavilion with double-eave pointed roofs (chongyan cuanjian BEHERER) covered by blue-
green glazed tiles. Four smaller pavilions with roofs in the same style surrounded the
central pavilion at four corners on lower level. The lower sections were also topped by
sloping roofs with glazed tiles of the same color. The top floor of the sections flanking

the centra) tower was treated like the traditional veranda (lang J&F) with members

imitating the columns, beams, and queti (longitudinal bracket 4 %) in an ancient wooden

structure. In 1954, Liang Sicheng, the most famous 20th-century Chinese architectural
historian, proposed in a lecture that traditional Chinese architectural “forms” (motifs) and

“grammars” (principles) could be employed to fulfill any contemporary needs, illustrated
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by two drawings he made.®* For some scholars, this building fulfilled Liang’s vision of
combining high-rise and national form.®® The plan, however, resembled a typical Soviet
five-section design, not to mention the five horizontal divisions on the main fagade with
the soaring central tower, replaced here by a raised Chinese pavilion. Indeed, the
composition of the Cultural Palace of Nationalities, in both plan and elevation, was not
very different from that of the Military Museum.

Resting stylistically between the Military Museum and the Cultural Palace of
Nationalities were the Great Hall of the People and the Museum of Chinese Revolution
and History, which were neither overtly Soviet nor explicitly Chinese in character.
(Figure 1.27, 1.28) They were compromises. There were neither upturned big Chinese
roofs nor a soaring Soviet towers. However, both the Great Hall and the Museum had
yellow glazed tiles covering the eaves, and national motifs in decoration could be
observed under the eaves on the exterior walls and in the interior designs. The overall
proportion of the facades remained Western. The main fagade of both the Great Hall and
the Museum could be divided into five horizontal sections with the center and corner
ones protruding and the two in between receding, just like the Military Museum. The
distance between the gigantic columns of the porch in the main eastern fagade of the
Great Hall was not identical. It decreased from the center towards the sides, following the
principle of traditional Chinese timber structure. However, unlike the bays in traditional

Chinese timber structures, in which the height of a column could not be greater than the

8 Liang Sicheng, “Zuguo de jianzhu (Architecture of Our Mother-land)”, in Liang Sicheng wenji (4),
(Beijing: zhongguo jianzhu gongye chubanshe, 1986), 104-158.
8 Zou Denong, 239.
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distance between adjacent columns (“zhugao buyu jianguang” #5418 [8]7), in the
porch of the Great Hall, the height of the columns was two to three times greater than the
intercolumniation — a proportion more akin to Western classical architecture. The
Museum of Chinese Revolution and History had courtyards as spatial organizing
elements, but they were not arranged in axial relationships as traditional courtyards were.
Such a compromised scheme for the most significant two of the “Ten Great Buildings”
was not accidental. The designs were carefully chosen. In 1958, a total of 84 plan
schemes and 189 elevation schemes were proposed for the Great Hall of the People,
among which were traditional big roofs, modern glass boxes, and Soviet style towers.® It
was this compromised style that finally was appointed to represent the national identity of
New China in the late 1950s for its ability to both “fit into” and “stand out of” the

Socialist Bloc.

1970s — 1980s

Only three major fagades were added to Chang’an Avenue Proper during the
1970s: the East Building of Beijing Hotel in 1973-74,¥" the Long-distance Telephone
Building in 1976, and the Chairman Mao Memorial in 1976-77. For Chang’an Avenue
Extensions, the “diplomatic projects” in 1971-74, including the International Club,®® the
Beijing Friendship Store, and the Diplomatic Apartments, filled large sections of fagade
gap on East Chang’an Avenue; and multi-story residential blocks were built on both East

and West Chang’an Avenue Extensions. Chang’an Avenue fagcades during the 1970s as a

8 Zou Denong, 231-232.
87 Designed by Zhang Bo and Cheng Delan.
8 Designed by Ma Guoxin (1942-).
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whole, however, were not very different from those at the end of the 1950s except for the
flourish of revolutionary red signs and slogans.

During the 1980s, nine more buildings were added to the fagades of Chang’an
Avenue Proper. Four of them were on West Chang’an Avenue Proper: the National Arts
and Crafts Gallery of China in 1985, the Headquarter of People’s Bank of China in 1987-
90,% the Ticket Center of Air China in 1985-90 on the north side, and the Beijing Concert
Hall in 1981-85 on the south side. Five were on East Chang’an Avenue Proper: the
Chinese Academy of Social Science in 1980-83, the Dongdan Telephone Exchange
Office in 1983-85, and the International Hotel in 1982-87°° on the north side, and the
Custom Headquarters in 1987-90 and the New Building for Ministry of Foreign Trade
and Economic Cooperation in 1987-92 on the south side. On Chang’an Avenue
Extensions, new constructions in the 1980s concentrated on the eastern part. Jianguo
Hotel in 1980-82°! and the enormous International Trade Center of China in 1989 were
built on the north side, and the Changfu-gong Center in 1989 was built on the south side
of the East Chang’an Avenue Extension. On West Chang’an Avenue Extension, in 1988
was built the New CCTV (China Central Television) Center.”* Projects of smaller scale
and lesser significance were constructed throughout Chang’an Avenue Extensions during
1980s.

During the 1970s-80s, fagade-adding was more focused on East Chang’an

Avenue. At the end of the 1980s, the northern fagade of West Chang’an Avenue Proper

% Designed by Zhou Ru and Wang Yongchen.

% Designed by Lin Leyi and Jiang Zhongjun; Lin was also the architect of the Telegraph Service Center in
1955-57.

°! Designed by Chen Xuanyuan.

2 Designed by Yan Xinghua. Yan was also the architect of the Central Broadcast Building in 1957.
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already had enough monumental fagades to make the former lower-building areas look
like “gaps,” while the southern fagade was still dominated by old courtyards. For both
northern and southern facades of East Chang’an Avenue Proper, the monumental fagades
and low buildings were about half and half (Figure 1.21).

The concentration on the construction of East Chang’an Avenue during the
1970s-80s had much to do with the shift of China’s national identity from a member of
the Socialist Bloc to a member of the Third World. China’s relationship with Third
World developing countries was not initiated in early 1970s. Chinese architects had been
working in such Third World countries as Mongolia, Vietnam, North Korea, Nepal,
Yemen, and Algeria since 1956 as part of Communist China’s aid, given gratis, to the
“brother countries” in the Third World.>* And during the 1960s, more Chinese-aided
national projects were constructed in many Third World countries in Asia and Africa.”
But before the 1970s, these activities were carried out under the Socialist Bloc’s principle
of internationalist duty. China considered itself as a leader of the Third World from the
Socialist Bloc whose duty was to export revolution to the Third World countries. Since
the 1970s, such a stance had changed. China began to consider itself as a common
member of the Third World instead of a leader bringing it to revolution.”

As illustrated in the previous section on pre-1949 Chang’an Avenue, East
Chang’an Avenue and West Chang’an Avenue had different characters. While West

Chang’an Avenue was mainly associated with punishment, military power, and authority,

% Zou Denong, 285-287.

% Zou Denong, 581-584.

9 1 owell Dittmer, Sino-Soviet Normalization and Its International Implications, 1945-1990 (Seattle and
London: University of Washington Press, 1992), 130. More detailed discussion on the relationship between
China and the Third World, see the whole chapter, 121-137.
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the historical association of East Chang’an Avenue was more about business, civil power,
and celebration. For the PRC authorities, the development of the East Chang’an Avenue
was a friendly gesture to show their desire for more connection with the rest of the world,
especially the Western World. Indeed, the new fagades of the 1970s on East Chang’an
Avenue were stylistically very different from their counterparts on West Chang’an
Avenue built in the previous decades. All of the 1950s facades facing West Chang’an
Avenue were highly symmetrical. Most of them had a monumental entrance, making the
main fagade grand, serious, and intimidating. The 1970s facades on the Eastern Chang’an
Avenue, on the contrary, were mostly asymmetrical. The entrance and porch were about
human scale and the overall image was more approachable and relaxed. (Figure 1.29)

All the major fagade additions on Eastern Chang’an Avenue in the 1970s had
something to do with new diplomatic development of the PRC. The International Club
was a service center, which had a theatre, reading rooms, an outdoor swimming pool,
other sport facilities, social rooms, and restaurants, for the diplomatic communities
around the Jianguomen area; the Diplomatic Apartments were built originally as living
quarters for the foreign visitors to rent; and the East Building of the Beijing Hotel was
added to the old Beijing Hotel buildings in 1974 to accommodate the rising numbers of
foreign visitors and tourists as a result of China’s opening to the Western World after her
admittance to the United Nations in 1971.%

Stylistically, these new fagades of diplomatic buildings were more akin to

modernism as represented by the International Style prevailing in the world since WWII,

% Zou Denong, 326-328.
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which required “regularity rather than axial symmetry, more volume than mass, and no
‘arbitrarily’ applied decoration.”’ The ideology behind the concept of a Third World
developing country and the ideology behind the concept of membership in the Socialist
Bloc were very different. The final aim of a Third World country was to become a
modern industrialized developed country while the lofty end of a socialist country is
communism. For China in the 1970s, this was not a minor issue. Although in official
Chinese propaganda communist revolutionary ideals still occupied the foreground of
ideological discourse, in the fagades on East Chang’an Avenue this significant shift in
national identity could be observed in early 1970s.

In the early 1980s, Chang’an Avenue witnessed the construction of a building
designed by an American architect for the first time since the founding of the People’s
Republic. Like the Fragrant Hill Hotel completed in the same year by I. M. Pei, Jianguo
Hotel was also designed by a Chinese-American architect.”® Located on Chang’an
Avenue’s eastern extension Jianguomenwai Avenue, Jianguo Hotel copied American
Holiday Inn style in both architectural form and hotel management.g)9 Its moderate
standard of hospitality, plain design and practical usage of space made it an appropriate
guesthouse for a Third World country, and its association with the most developed
country in the world indicated the supposed goal of the developing country’s arduous

development.

°7 Henry-Russell Hitchcock and Philip Johnson, The International Style, (New York and London: W. W.
Norton & Company, 1966), 20.

% Chen Xuanyuan.

% 7Zou Denong, 372-373.
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After Jianguo Hotel, more and more International Style hotels and high-rise office
buildings designed by Western architects appeared on Chang’an Avenue. The scale
became more and more grandiose and the international cooperation required became
more and more complex. Located on the north side of the East Chang’an Avenue
extension Jianguomenwai Avenue, the International Trade Center of China in 1989
occupied a 12-acre site with a total floor area of 420,000 square meters. It had two glass
towers of 38 stories and 156 meters high; both housed offices. Other buildings in the
complex included a 21-story hotel, two 30-story apartments, an 8,000-square-meter
exhibition hall, a 13,000-square-meter shopping center, and a parking garage for 1,200
vehicles. The first stage general scheme design was by Robert Sobel/Emery Roth & Sons
Ltd. from the United States, but the successive designs of later stages were done by
Nikken Sekkei from Japan and Wong & Ouyang Ltd. from Hong Kong, cooperating with
the local Beijing Steel and Iron Design Institute.'® Its geometric shapes and enormous
area of glass curtain walls gave the complex a classic modern character and its twin
towers reminded people the World Trade Center in New York. (Figure 1.30)

Buildings along Chang’an Avenue designed by Chinese architects followed this
international style trend re-introduced by Western architects in the 1980s. The
International Hotel on the north of the East Chang’an Avenue extension Jianguomennei
Avenue was a 29-story 104.5-meter high-rise with a clean white exterior and dark grid-

like windows;'*! the New CCTV (China Central Television) Center on the north side of

10 Beijing Ten Prominent Buildings, (Tianjin: Tianjin University Press, 2002), p. 102. See also: Zou
Denong, Modern Chinese Architecture, p. 592.
19 Beijing Ten Prominent Buildings, p. 142.
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the Western Chang’an Avenue extension Fuxing Road was a 27-story 112.7-meter high-

rise with Corbusian ribbon Windows;102

the Changfu-gong Center on the south of the East
Chang’an Avenue extension Jianguomenwai Avenue was a Miesian style 25-story 90-
meter high-rise, cooperatively designed by Chinese and Japanese architects.'®” None of
these high-rises was capped with big roof of any format whatever.

The Headquarter of People’s Bank of China was located near the western end of
Chang’an Avenue proper. The plan and general image of the building mimic yuanbao (a
gold or silver ingot used as money in dynastic China) and jubaopen (treasure bowl that
will generate jewels). Both would be considered as feudal and superstitious signs during
Mao’s time, but now they were both considered as traditional Chinese cultural symbols of
prosperity. The People’s Bank was the national central bank of China, which strongly
justifies such traditional motifs as appropriate symbols for national identity.'%*
Stylistically, the juxtaposition of solid walls of raw concrete and uninterrupted shiny
glass surfaces was more in tone with the New Brutalism popular in the 1960s in Western
countries than with Chinese national identity. (Figure 1.31)

The construction of Chang’an Avenue during the 1980s still focused on its eastern
sections as in the 1970s. Most were commercial buildings, either hotel or rental office.
Following the historical convention, all the commercial buildings were on the east side of
the north-south axis and the ones built on the west side, like the New CCTV Center, were

mainly government buildings.

12 Beijing Ten Prominent Buildings, pp. 138-139.

183 Zou Denong, Modern Chinese Architecture, p. 440.

1% These symbols were acclaimed as “expressing the character and the spirit of the time of a national
bank.” See: Zou Denong, Modern Chinese Architecture, p. 569.
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A deviation from 1980s Chang’an Avenue architecture might be the National
Gallery of Art and Craft in 1989. As an official national project, it was located on the
north side of West Chang’an Avenue. However, its prominent big sloping roofs, though
considerably simplified, made it an exception among the buildings along Chang’an
Avenue in the 1980s. Its subsequent experiences signified new directions in the 1990s.
Intended as a national museum in the original design, the National Gallery of Art and
Craft was later developed into a commercial center with rooms mainly for shopping,
entertainment, and rental office space, better known to the people of Beijing as the
“Baisheng Shopping Center.” A new important commercial center had finally taken root
on West Chang’an Avenue although it was by accident. The new exploration in
traditional architectural and cultural motifs of this building would be continued in the

1990s. (Figure 1.32)

1990s and the Early 21 Century

The Chang’an Avenue fagades experienced total transformation in the last one
and a half decades. Twelve more buildings were added to West Chang’an Avenue Proper:
the Huanan Building in 1991, the Propaganda Department of CCPCC (CCP Central
Committee) in 1993, the Chinese Industrial and Commercial Bank in 1994-98, the
Beijing Book Building in 1994-98, and the Xidan Cultural Square in 1998-99 on the
north side; and the China Education TV Station in 1990-96, Yuanyang Building in 1996-

99, the International Finance Building in 1996-98,'%° the Commercial Building of the

195 Designed by Hu Yue (graduated in 1986).
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Armed Police Department in 1999-2003, the Capital Time Square in 1995-99, the
National Electricity Distribution Center in 1998, and the National Grand Theatre in 1999-
2006 on the south side. Eleven buildings were added to East Chang’an Avenue Proper:
the Grand Hotel Beijing in 1990, the Oriental Plaza in 1997-99, the Ministry of
Communication in 1992-94, the Xinyuan Building in 2002, the National Women’s
Association Building in 1995, the Guanghua Chang’an Building in 1994-96 in the north
facade; and the Chang’an Club in 1990-93, the Guangcai Center in 2004, the Beijing
Daily Building in 2001-02, the Hengji Center in 1993-97, and the Zhongliang Plaza in
1992-96. The Ministry of Fuel Industry and the Ministry of Textile Industry built in early
1950s were renovated, with the fagades totally redesigned and new layers added on the
tops.

After the intensive construction in 1990s and early 2000s, the northern side of
Chang’an Avenue Proper was filled with monumental fagades with only a few small
“gaps,” as well as the southern fagade of East Chang’an Avenue Proper. The southern
facade of West Chang’an Avenue Proper still had a large “gap” of traditional courtyard
areas; however, specific projects were already planned in these sites (Figure 1.22).

Monumental facades were also constructed on both Chang’an Avenue Extensions
during this period. On West Chang’an Avenue Extension was built the New Railway
Station, the Chinese Century Altar, the Capital Museum, etc. While many state-sponsored
government projects were carried out on West Chang’an Avenue Extension, large
amounts of land on both side of East Chang’an Avenue Extension became Beijing’s new

CBD (Central Business District) areas.
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A special section on Chang’an Avenue fagades was the southern side in front of
Zhongnanhai, the former imperial gardens and the “new Forbidden City” after 1949.
Since Zhongnanhai became the residential area for top leaders of the communist regime,
no tall buildings were to be constructed on the opposite side of Chang’an Avenue to keep
the area out of public view. The only multi-layer building from the ROC era, the Capital
Municipal Government Office, was demolished soon after the founding of the PRC. The
recently completed National Grand Theatre made the first step to break such a taboo;
however, the entire area today is still filled with old-fashioned courtyard housing, leaving
alarge “gap” in the southern fagade of Chang’an Avenue Proper.

If the most characteristic building type in the 1970s and 1980s was the hotel, the
building type that would symbolize the 1990s might be bank and commercial offices.
Nine out of the thirty buildings nominated as candidates for “Beijing’s Ten Prominent
Buildings of the 1980s” were hotels, and ten out of the thirty candidates for “Beijing’s
Ten Prominent Buildings of the 1990s” were banks or commercial offices or a
combination of the two.!% Under Deng Xiaoping’s call for “constructing socialism with
distinctive Chinese character,” China became more and more integrated with the
international market. But during this process of globalization, a greater number of
traditional Chinese cultural and artistic motifs were revived in architecture.

It seems a paradox that the country’s architectural style was international while
the national identity was a Third World country, and that the architectural style turned to

nationalism when the national identity was mainly a competing member in the

1% Beijingshi guihua weiyuanhui and Beijing chengshi guihua xuehui, ed., Beijing shida jianzhu sheji
(Beijing’s Ten Great Buildings) (Tianjin: Tianjin daxue chubanshe, 2002).
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international market. National identity, as mentioned before, needs always to “fit into”
and “stand out of” the reference group of significant others. The use of traditional motifs
is a strategy to stand out. At the same time, the abstract and symbolic variations of these
traditional motifs in the 1990s fit well into the context of contemporary world
architectural practices.

Traditional architectural motifs, especially the time-honored big roof, were widely
applied to represent national character. Some of these new big roofs were quite literal. In
the 1996 West Railway Station, seen from the Western Chang’an Avenue extension
Fuxing Road on the south, one gigantic traditional pavilion was added on top of a grand
arch of 15-story modern structure, and four smaller ones were put on top of the four
corners. A row of repeating traditional pailou (memorial archway) decorated the lower
section of the main facade. According to the official explanation, the grand arch
symbolized the gate to the capital of the People’s Republic. (Figure 1.33) But, after the
former Beijing mayor Chen Xitong, who sponsored big roof as the strategy of “taking
back the image of the old capital (duohui gudu fengmao),” was removed from the Central
Committee of the Party, no designer was willing to claim the authorship of the West
Station.Nevertheless, the application of traditional roof as a national architectural symbol
continued. Similar buildings with traditional “big-hats” include the Guanghua Chang’an
Building on Eastern Chang’an Avenue, which also has a pailou attached to the glass
curtain wall to mark out the entrance on the main facade. The 1999 August 1* Building

next to the 1959 Military Museum on Western Chang’an Avenue had traditional big roofs
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whose style originated in Han or Tang Dynasty imageries as what might be seen on Han
dynasty stone carvings or Tang dynasty Buddhist murals. (Figure 1.34)

Alongside these more or less literal applications of traditional architectural motifs,
other buildings simplified, distorted, manipulated, or deconstructed the time-honored big
roof. The Beijing Book Building on Western Chang’an Avenue had two sections of
broken roofs on the top. The Industrial and Commercial Bank of China of the safne year
by American firm SOM, also on Western Chang’an Avenue, had a very simplified and
abstract big-roof of aluminum curved panels, imitating the up-turned lofty eave.
According to the designers, other traditional Chinese motifs were used. The circular and
square motifs in plans represent the traditional Chinese concept of “round sky and square
earth (tianyuan defang);” the main facade on Chang’aﬁ Avenue had a traditional Chinese
architectural proportion; the base was designed with the Great Wall imagery in mind; and
the steel frame structure with aluminum plates and glass panels on exterior walls was
meant to resemble traditional timber structure.'%’ (Figure 1.35)

Architectural styles on Chang’an Avenue after the 1990s were much more diverse
than before, indicating the more frequent cultural exchanges in terms of joint designs,
publications, education, etc., since China entered the international market. The Hengji
Center on East Chang’an Avenue of 1996 was a post-modern building with classical
Western architectural motifs. The chief architect of this building, Liu Li (1939- ) said,

“Style doesn’t matter. No matter whether it is Chinese or Western, modern or classical,

17 Beijing shida jianzhu sheji, 116.
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architectural form is good as long as it is beautiful.”'® The 1999 Beijing Broadcast and
Television Bureau was post-modern in the same sense. A complex of gigantic glass and
concrete boxes, the 1996 Oriental Plaza project in the most time-honored traditional
commercial district Wangfujing on East Chang’an Avenue had neither big Chinese roof
nor traditional architectural motifs. And the Beijing International Finance Building
copied steel and glass buildings by such big international firms as KPF, HOK, and NBBJ
in every detail. (Figure 1.36)

The fragmentation in Chang’an Avenue fagades at the end of the 1990s could be
summarized by two of the most important national projects at the turn of the century: the
Chinese Century Altar of 2000 and the National Grand Theatre of 1999-2006. The
Chinese Century Altar was dedicated to the unfolding new century. Located on the north
side of the West Chang’an Avenue Extension, its axis intersected the east-west axis at a
right angle. Its image resembled a giant sundial and recalls the forms of Neolithic altars
of the distant past, for example, those found in modern day Liaoning Province. Like the
Altar of Heaven or Altar of Soil and Grain, the spatial experience in the Chinese Century
Altar is linear as people approach the altar proper through one long passage and a
seemingly endless stairway. However, unlike the traditional altars of the Ming and Qing
Dynasties, there were no walls or gates, and the altar proper was an enormous sloping
stair instead of a flat open ground. The National Grand Theatre was located on the west
of the Great Hall of the People. After two years of architectural competitions, from 1997

to 1999, and actually after more than 40 years of planning and re-planning from 1958 to

1% Beijing shida jianzhu sheji, 71.
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1999, Chinese authorities finally selected the French architect Paul Andreu to design
what was possibly the most important national project of the century, and possibly for
centuries to come as well.'” Paul Andreu was known primarily for his expertise in
airport design, and his final scheme for the National Grand Theatre reflected his past
experiences in designing what he called “Universal Space.”“o It is a colossal egg of glass
and titanium floating on a huge reflecting pool. Everything was covered under this
enormous shell and the passage to the main entrance is under the water. Pure and simple,
its imagery could not be found in any traditional Chinese architectural motif. The
appropriateness of constructing such a foreign structure in the most sacred area of Beijing,
and maybe more seriously, the justification of allowing a Western architect to be in
charge of this national project, were widely debated, not just among Chinese authorities,
professionals, and intellectuals, but also among the general Chinese citizenry.

The new national identity of China, as represented by the changing Chang’an

Avenue facades, is yet to be defined in the 21% century. (Figure 1.37)

19 This project will be discussed in detail in Chapter Five. For more information about Paul Andreu’s
schemes and the entire competition in 1998-9, see: A Collection of Design Schemes for the International
Architectural Competition of the National Grand Theater of P. R. China, (Beijing: China Architecture &
Building Press, 2000).

110 paul Andreu, Paul Andreu: The Discovery of Universal Space, (I’ Arca Edizioni, 1997).
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Figure 1.3: Xinhuamen in 2005
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Figure 1.5: Mater plan of Beijing by the ROC government in 1946
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Figure 1.8: Beijing and Chang’an Avenue in 1972
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Figure 1.9: Soviet specialists’ 1949-1950 proposal for the reconstruction of Chang’an
Avenue and Tiananmen Square
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Figure 1.16: One of the gates of the legation quarter



Figure 1.17: The legation quarter with its military drill grounds to the south of Historical
East Chang’an Avenue

Figure 1.18: Walls constructed in 1910s to keep the residential courtyards on Historical
West Chang’an Avenue from the view of Zhongnanhai
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Figure 1.19: Chang’an Avenue fagades in the 1940s (top: northern fagade; bottom:
southern facade)

Figure 1.20: Chang’an Avenue fagades in the 1950s-60s (top: northern fagade; bottom:
southern fagade)

Figure 1.21: Chang’an Avenue fagades in the 1970s-80s (top: northern fagade; bottom:
southern fagade)

Figure 1.22: Chang’an Avenue fagades in the 1990s-2000s (top: northern fagade; bottom:
southern fagade)
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Figure 1.23: Telegraph Service Center, 1956-1958

Figure 1.24: Central Broadcast Building, 1957
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Figure 1.28: Museum of Chinese Revolution and History, 1958-1959
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Figure 1.31: Headquarter of People’s Bank of China, 1987-1990

Figure 1.32: National Arts and Crafts Gallery of China, 1985
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Figure 1.34: Military Commission headquarters (August 1* Building), 1999
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Figure 1.37: Chang’an Avenue for the 21% century
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Chapter Two

National versus Modern — Chang’an Avenue in The 1950s

Nationalism and Modernism before 1949

For 20th-century Chinese architecture, nationalism and modernism were
developed almost simultaneously.

Traditional Chinese architecture of the timber structure system had lasted for
millennia. By the time of the Tang Dynasty (618-906), this system reached its maturity
and produced huge halls and towers of pure wooden structure. During the Northern Song
Dynasty (960-1127), what we consider to be classical Chinese architecture was
standardized and recorded in the early 12th-century official construction manual Ying-
Zao-Fa-Shi &3 (formally published in 1103). The following Yuan, Ming, and
Qing dynasties basically followed the Ying-Zao-Fa-Shi tradition in the construction of

imperial monuments, with minor structural and stylistic adjustments and occasional
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combination or juxtaposition with other architectural traditions from the peripherals of
China Proper.1

European architecture was introduced into China as early as the 14th-century by
the early missionaries. Christian churches were constructed in some major Chinese cities
and European style buildings were sometimes built to fulfill the curiosity of the emperors,
among which the Western Buildings of the 18th-century in the Yuanmingyuan Garden
were the most famous.? (Figure 2.1) These occasional foreign buildings, however, were
not significant enough to trigger the need to develop a concept of national style in
architecture. For the Chinese, especially those under the Qing Empire (1644-1911), who
called their country “all under the sky” and consider their way of life the only civilized
culture in the world, these foreign buildings were just curios from another barbarian
culture. It was not until China was defeated again and again during the latter part of the
19th-century that the Chinese started to consider western cultures as counterparts of their
own. Chinese culture became, for the first time for the Chinese, one of the many cultures
in the world. The time for the need for nationalism was ready.

It was telling enough that the “Chinese Classical Revivalism” HE {54t 5 ¢ in

architecture was first invented by the Westerners, not by the Chinese. Around the year
1920, some European and American architects practicing in Beijing experimented on
combining the preeminent big Chinese roofs they saw in the Forbidden City and other

ancient monuments with multi-layered concrete structures, and start the exploration of the

!'Liang Ssu-ch’eng, Chinese Architecture: A Pictorial History, 1984.
2 Zhang Fuhe, 5-13.
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“Chinese Classical Revival” style. Among them were Shattuck, Hussey, and Henry
Murphy.” (Figure 2.2)

At the same time, the first generation of Chinese architects who were trained
abroad came back to China, opened the earliest architectural businesses run by Chinese,
and started their practices. They brought back various architectural styles practiced in
Europe, America, and Japan. The American version of the Beaux-Art tradition, Art
Nouveau, and functionalist modernism were among these foreign styles and systems of
design and architectural education that were brought back by these young Chinese
architects.* Some of them also tried to combine traditional Chinese architectural motifs
with multi-story concrete structures and create a contemporary national style that was
different from both ancient Chinese and modern Western architecture.

The value of nationalism in 20™-century Chinese architecture initiated by the
foreign architects was soon recognized by the Chinese authority. In 1927, Nanjing was
designated by the Republican government as the capital of Republican China. Between
1927 and 1937, the year Japan invaded China and the capital was forced to be abandoned
and moved inland to the west, a national style of architecture was officially adopted

under the new name “Original Chinese Forms” * B EH Z &3\ to construct the new

Republican capital. American engineer E. P. Goodrich and architect H. K. Murphy were

employed by the Chinese government to serve as foreign consultants.” Chinese architects

3 Jeffrey W. Cody, Building in China: Henry K. Murphy's "adaptive architecture,” 1914-1 935 (Seattle:
University of Washington Press, 2001).

4 Pan Guxi, ed., Zhongguo jianzhushi (History of Chinese Architecture) (Beijing: Zhongguo jianzhu
gongye chubanshe, 2004), 361-365,

> Jeffrey Cody.
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also participated in the exploration of the national style in the capital construction and
their practices in other cities.

It was not accidental that both the “Chinese Classical Revival” in the 1920s and
the “Original Chinese Forms” in the 1930s used the large sloping tiled roofs as the major
indicator for Chineseness in architecture. As the most prominent part in the fagade of an
individual structure, the roof in ancient China was not only functional but also symbolic.
Its shape and color indicated the grade of the building and the status of the owner or
sponsor. During the Qing Dynasty, the roof form of wudian FEB (pure hip roof) was
reserved for imperial palaces and other imperially sponsored projects like temples.

Princes with the title ginwang 3% F could at most use the roof form of xieshan &KL (hip-

and-gable roof) in the main structures of their palaces. Common citizens were only
allowed to top their houses with simple gable roofs. In terms of color, golden yellow
glazed tiles were reserved for imperial structures, green tiles for princely residence, and
grey tiles for roofs of general courtyard dwellings. While the designers of the “Chinese
style” architecture in the early 20th century were mainly looking at imperial monuments,
for instance, the Forbidden City, for inspiration, they treated the roofs formally and
disregarded their former symbolic associations. Wudian and xieshan were most
frequently used, combined with green, blue, or grey tiles instead of golden yellow.
(Figure 2.3)

As the main “modern forms” in early 20th-century Chinese architecture, Art Deco
with ornamentation in Chinese motifs was widely adopted in the construction of

buildings associated with modern culture, for instance, gymnasiums, cinemas, and
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railway stations, while blocks with clean walls and square windows devoid of extra

decoration were used mainly for factories. (Figure 2.4)

“National” versus “Modern” and Chang’an Avenue Architecture in early 1950s

While both the nationalism and modernism in pre-1949 China were mainly
exploring new forms, discussion on “national” versus “modern” during the PRC era was
more theoretical and ideology-oriented.

The discourse on national vs. modern in Chinese architecture of the 1950s ran
mainly along a methodologically negative line. Philosophical methods, according to Feng
Youlan (Fun Yu-Lan), can be categorized into two major groups: a positive line and a
negative line. The positive method tries to define the subject or idea directly, that is, to
explain what it IS. The negative method, on the contrary, tries to define what is being
discussed indirectly, that is, to explain what it IS NOT.® The positive method uses
addition to achieve their goal like clay sculptors while the negative method uses
subtraction like stone sculptors. Feng claimed that classical Chinese philosophy was
mainly negative and the western philosophy was mainly positive, and the future of world
philosophy relied on the interfusion of the two.

According to Feng’s categorization, the discourse on national and modern in
Chinese architecture of the 1950s was negative. “National” and “modern” were defined

not by explaining what they really were or should be, but by criticizing what they were

8 Fung, Yu-Lan, A short history of Chinese philosophy, ed. Derk Bodde (New York: Free Press, 1966).
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not. “National” was defined by criticizing revivalism while “modern” was defined by
criticizing formalism.

The relationship between “national” and “modern” is not a dichotomy of
opposites, but rather one complementing the other. The final satisfying result, however,
was the “modernization” of Chinese architecture. Here, we see the obvious logical flaw
for the Chinese modernization process. One of the components of the final objective is
the final objective itself. The final objective can be achieved only by extricating one of its
major components. In this sense, the “modernization” of 20™-century Chinese
architecture was unachievable.

The only way to get out of such logical difficulty in 1950s’ China was through the
Marxist “dialectical development” theory.” According to this theory, “movements”
(including the development of architectural style) were all pushed by various
“contradictions,” among which there was a péir called “principle contradiction.” There
were two major characters, which were called “aspects,” in the “principle contradiction.”
Each was constantly struggling for the role of “dominant aspect.” Both of them, however,
would disappear at the end of a specific phase of the “dialectical development,” forming
anew “aspect” for new and higher “contradictions.” Thus, a new cycle of development
start and the “movements” got to a more advanced level.® Following this Maoist-Marxist
reasoning, when the higher “modernization” was achieved, both “aspects” in the

“contradiction”” — the national and modern — would have been vanished, and their ideal

7 Priedrich Engels (1820-1895), Dialektik der Natur (Chinese, Zi ran bian zheng fa), Trans.,Yu Guangyuan
etc (Beijing: Renmin chubanshe, 1984).

8 Mao Zedong, “Maodun lun (On Contradictions),” In Mao Zedong xuanji, yi juan ben (Selected Works of
Mao Zedong, comprehensive volume) (Beijing: Renmin chubanshe, 1969),.274-312.



124

unification would give birth to the new modernized “modern,” which would be served as
one of the “aspects” in more advanced new “contradiction.”

Applying such a Marxist model to resolve the logical difficulty, however, does
not conform to the architectural discourse of the 1950s’ China. First, “national” and '
“modern” were not really contradicting aspects in the Marxist sense, opposing and
unifying. As mentioned before, they were both desirable in the discourse from the very
beginning of he controversy. Secondly, both “national” and “modern” in the 1950s
discourse belong to the stylistic/formal level. The real “contradiction” in architecture for
the participants of the controversy was the contradiction of “form” and “content.”

Thus, instead of using Marxist model, I propose to use the time-honored Chinese
yin/yang model for the understanding of the controversy on “national” and “modern” in
the discourse of 20™-century Chinese architecture. According to the yin/yang diagram,
yin and yang are compensating aspects in a unified whole. Neither should
overwhelmingly dominate the other. The ideal situation of the yin/yang relationship is
balance. Neither too much yin nor too much yang is desirable.” Yin and yang in the Taiji
diagram are also mutually defining each other. One cannot exist without the other. If we
adopt such a model in the understanding of the 1950s discourse, we can see that the ideal
relationship between “national” and “modern” for the participants of the 1950s
controversy is exactly comparable to the yin/yang relationship. Too much “national” is

“revivalism” and too much “modern” is “formalism.” Both should be avoided. An ideal

® Gao Heng, Zhouyi dazhuan jinzhu (Contemporary annotations of Zhou-yi-da-zhuan) (Jinan: Qilu shushe,
1979).
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socialist architecture could only be achieved by unifying and balancing “national” and
“modern.”

“Form” and “content” was another pair of concepts being widely discussed in the
1950s. The source of the controversy on “form” and “content” were initiated by the
introduction of the Soviet art policy, namely, “national form, socialist content.” Thus,
compared to the controversy on “national” and “modern,” the discussion on “form” and
“content” is more restricted to the early period of the PRC. The discourse on “national”
and “modern” was initiated long before the founding of the PRC and continued even to
this day. In the 1950s, however, the two controversies were intertwined with each other.
For a comprehensive understanding of the period, it is impossible to totally separate the
two discourses or just focusing on one and neglecting the other.

The controversies on “national” and “modern” and diatribes on “revivalism” and
“formalism” in the 1950s were both initiated by and colored with heavy political
pressures of the time. Chang’an Avenue architecture, as the buildings closest to the
political heart of the country and at the same time open to the public view within and

without China, became the most sensitive to these political and intellectual discourses.

1949 - 1952

During the early years of the PRC, because of the division of the world into two
hostile bodies, a western world led by the United States and a socialist corps headed by
the Soviet Union, to which China belonged, the only international connection China had

was with the latter. As a newly born socialist country on a land devastated after decades
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of foreign invasions and civil wars, and because the Chinese communists had been long
operating in the countryside and had very little experience in urban and industrial
development, China adopted the “leaning to one side” policy in the construction of all
aspects of their country. In architecture, the Soviet policy of “national form, socialist
content” during the Stalinist era was adopted. This policy, however, was not very
influential in architecture during the first three years of the PRC (1949-1952), which was
officially called “three years of economic recovery.” This was a transitional period. Many
thoughts and ideologies of the ROC era were still lingering on and private ownership in
industry and commerce coexisted with socialist collective ownership. In Chang’an
Avenue architecture, we saw the continuation of both “national” and “modern” from the
pre-1949 explorations.

Before 1949, the only tall building constructed after the fall of the Qing Empire
on Historical East Chang’an Avenue was the Beijing Hotel of 1917, today’s middle
building. This was a six-floor French-style Renaissance Revival building. (Figure 2.5) To
the south of the avenue was the former walled foreign concession area with two- to four-
floor colonial-style buildings inside and a vast empty space — the previous drilling fields
for foreign soldiers — at its eastern end near Dongdan.' The rest of the Chang’an Avenue
Proper was lined by one or two floor Chinese commercial buildings, pretty much like any
other commercial street in the Old City of Beijing. In 1951, after the 1950 Liang-Chen
Scheme for the construction of new administrative center outside of the Old City was

neglected and following the Soviet specialists’ suggestion to develop the new

19 Zhang Fuhe, 59-110.
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administrative center along Chang’an Avenue, headquarters for four ministries — the
Ministry of Public Security, the Ministry of Textile Industry, the Ministry of Fuel, and
the Ministry of Foreign Trade — were constructed along the south side of Historical East
Chang’an Avenue, shielding the former foreign concession areas behind. Some buildings,
for instance the buildings for Ministry of Foreign Trade, bore heavy Chinese roofs of the
xieshan style (hip-gable roof) with over-reaching eaves on top and continuous balconies
in the form of traditional goulan11 for second floors and above. (Figure 2.6) Some
buildings, for instance the buildings for Ministry of Fuel and Ministry of Textile Industry,
were simple rectangular buildings with virtually no exterior decoration. All the walls
were straight and clear-cut and all windows were simple squares of the same size arrayed
evenly in the walls. (Figure 2.7) The structure for both were “mixed brick and re-
enforced concrete,” which was introduced into China in early 20®-century.'? Compared
to the “Chinese Classical Revivalism” and “Chinese Original Forms” prior to 1949, the
roofs of the Ministry of Foreign Trade were considerably simplified. The edges of eaves
and ridges were all straight lines instead of curving up as in ancient monuments, and
there was no dougong under the eaves. The big roofs were directly upon the straight walls.
The co-existence of such simplified “national” and “modern” forms was due both to the

lack of money and to ideological restrictions in the early years of the PRC.

1 Goulan: balustrade in ancient Chinese architecture.
12 Zhongguo jianzhu shi, 348-351.
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1952 — 1955 “National form”

During the first Five-Year Plan period (1952-57), the Soviet art policy “national
form, socialist content” was formally applied to architecture. At the same time, the ideal
socialist style promoted by the Soviet authorities for art and literature, namely, “socialist
realism,” also became the official style for Chinese art. 13 Since the categories and
concepts in these policies — form, content, and socialist realism — were all first developed
in art and literature and were relatively foreign to architecture, different interpretations of
these policies appeared.

Liang Sicheng’s interpretation proved to be the most influential before 1955.
Liang equated “socialist content” with the concern for working people’s wellbeing, which
he referred to as “Stalin’s taking care of the Soviet people.” However, for Liang, such a
Stalinist humanism quickly took a formalist turn. He claimed that “national form” and
“socialist content” cannot separate from one another, and that “socialist content” also
included paying attention to beautiful forms that were familiar to and loved by people.
“Socialist content” was thus used by Liang to justify historical preservation.14 Moreover,
“national form” meant the best principles of the millennia-long traditional Chinese

architecture. Following Mao’s famous formula “the future proletarian culture is the
national, scientific, and people’s culture FHEHI, BI%H, KAkH,”" Liang wrote,

The future Chinese architecture must be the “national, scientific, and

people’s” architecture; and (to achieve) “national” (we) must explore and

13 7ou Denong, 132-149.

14 iang Sicheng, “Minzu de xingshi, shehui zhuyi de neirong,” in Liang Sicheng quanji S(Complete Works
of Liang Sicheng, vol. 5) (Beijing: zhongguo jianzhu gongye chubanshe, 2001), 169-174.

15 Mao Zedong, “Xin minzhu zhuyi lun (On New Democraticism).”.
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develop & # the advantages of our millennia-long tradition. ... For more
than twenty years, I have been doing the comprehensive survey (on
ancient buildings) in the country with some other architects since I
participated in the research work in Yin-zao-xue-she. ... Our goal was to
find a way to “national, scientific, and people’s” architecture.'®

Liang emphasized two different points in his elaboration on the “advantages” or
“best principles” of the Chinese tradition in architecture. One was its universality in
serving different functions; the other was its formal features and principles, what Liang

called “grammar 3CV%.” The former made it possible to adopt the millennia-long tradition

in the construction of socialist architecture; the latter offered the “vocabularies” and
“grammars” in the development of new forms. He wrote in 1950,

The character of Chinese architecture is, in the structural aspect, first to
stand the frameworks, then to construct walls and install windows and
doors. The curves in the roof are also produced by the structure of beams
and purlins. This structural method offers the designer great freedom. For
this reason, from the Songhuajiang (Sangari) River to the Hainan Island,
from Xinjiang to the East China Sea, under extremely different climate
situations, different walls, doors and windows can be filled (in the
frameworks) according to practical need. (Such a structural system is able
to) adjust itself for different environment and be always functional. This is
the greatest advantage of the Chinese structural method. Europe and
America have just started to apply the frame structure in the recently
history only after the invention of re-enforced concrete and steel frame

structure.!’

161 iang Sicheng, “Zhi zhu de xin,” Liang Sicheng quanji 5, 82-83.

' Liang Sicheng and Chen Zhangxian, “Guanyu zhongyang renmin zhengfu xingzheng zhongxinqu weizhi
de jianyi (Proposal for the location of the Central Administrative Area of the People’s Central
Government),” 1950, SAATU, 21-22.
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Again, Liang wrote in a 1951 article,

The best nature of Chinese architecture is its great degree of universality

5 B 5E M. Our architecture has two major characteristics, the bone-

A,

structure construction method & 4245 #497% and the courtyard arrangement

EERZEE 2 by combining several individual buildings, which are both
adjustable for any interesting combination T5#>HJHC & and flexible for
any design handling R iE4L#."8

It is worth noting that Liang seldom used the word “traditional Chinese
architecture 1 E &S or “traditional architecture f£4E & H,” which might suggest
the separation between a “traditional” and a “modern.” He only spoke of “Chinese
architecture” or “architectural tradition,” which implied that they were still alive and
could be continued in the future. While emphasizing the universality and applicability of
Chinese architectural tradition in the discussion of the structural method, Liang offered
his view on the national style in more formal and practical terms by discussing the
“grammar” of Chinese architecture. After showing two sketches of imaginary buildings
of national architectural tradition — one vertical high-rise and the other horizontal multi-
floored building, he continued,

[With these sketches, I} only want to illustrate two points: first, our
traditional forms and “grammar” are able to handle buildings regardless of
their sizes or heights; secondly, the number one issue to achieve national

form is the general shape and outline J#& /58 of buildings or building

18 [ iang Sicheng, Gu jianzhu luncong (Essays on Ancient Chinese Architecture) (Macao: Shenzhou tushu
gongsi), 82-83.
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groups, then the proportion and rhythm of walls, doors, and windows, and
the last thing is the decoration.”

If the structural method of Chinese architecture had more to do with the scientific issue of
future socialist architecture, the form and “grammar” had more to with the feeling of the

people. Liang wrote in the same article,

“Fashi ¥£3,7% the handicraft method to handling architectural members

created by the successive generations of laboring people on the bases of
their experiences, that is, the “grammar” of architecture, has become the
popular expression form loved by the people for thousands of years. The
images of their combinations have become our proud art that is loved by,
familiar to, and understandable for the Chinese nationalities. We must use
and develop them to express our national thoughts and feelings.”!

To avoid the misunderstanding that he was blindly admiring the old, Liang added
immediately following the previous paragraph, “The same thing could be ‘cream B
here but becomes ‘dross #E A’ when applied somewhere else.” However, the use of

“fashi” in Liang’s writing to characterize Chinese architecture would have led people to
believe that what Liang referred to as the “grammar” of Chinese architecture was the two
official construction manuals published during the imperial time, namely, the Northern
Song dynasty (960-1127) Ying-zao-fa-shi B & ¥£3 and the Qing dynasty (1644-1911)

Ying-zao-ze-li & i%& . Liang had done ground-breaking research and published books

1 Liang Sicheng, “Zuoguo de jianzhu,” in Liang Sicheng quanji 5, 197-234.
2 Fashi: model; Ying-zao-fa-shi: Song Dynasty construction manual by Li Jie (Li Mingzhong).
211 jang Sicheng, “Zuoguo de jianzhu.”
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on both manuals and called them “two ‘grammar textbooks’ of Chinese architecture” in
one of his pre-1949 articles.?

In Liang’s writings of the 1950s, the opposites for “national form” in architecture
was “western.” He wrote, “Architecture of previous periods was for the enjoyment of a
very small group of people, while today it is for the people; in the past, it is colonial,
while in the future it should be national. We only adopt the advantage of western
technology and do not follow their forms.”?* He also called for “selective abandonment

3% of the bare glass boxes of the international style.”®* Although Liang was careful in

his writing to avoid simplified understanding of his promotion of “national form” and
unselective copying of historical architectural motifs, his prestige and influence in the
architectural field still brought significant result in practice. National style flourished in

early 1950s. The most important examples from this period in Beijing are the 1951

Di’anmen Official Dormitory Buildings #b%2 | J#L5%78 4, the 1954 Sanlihe Office
Buildings for Four Ministries and One Committee = E.J7JU#E—<#%, and the

Friendship Hotel i 324E of 1953. Like the “Chinese Classical Revivalism” of the
1920s and the “original Chinese forms” of the Nanjing period (1927-37), these buildings
of national form used time-honored Chinese roof and decorative motifs under the curved
eaves. Timber-structure frame was suggested by the elimination of walls and enlargement
of windows in the floor directly under the big roofs. These “national form” building of

the 1950s, however, were different from those of the previous periods in that the

21 jang Sicheng, “Zhongguo jianzhu zhi liangbu wenfa keben,” in Liang Sicheng quanji 4.
3 Liang Sicheng, “Zhi zhu de xin.”
21 jang Sicheng, “Zuguo de jianzhu.”
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sculptural motifs on the roofs were significantly simplified and instead of covering the
entire structure with tiled roofs, which the “Chinese Classical Revivalism” and
architecture of “original Chinese forms” often did, the Chinese roofs of the 1950s were
more like decorative motifs, only highlighting the significant sections of the buildings.
(Figure 2.8)

Liang’s promotion of the “national form” was reflected in many aspects of
architectural design along Chang’an Avenue. The West Building of Beijing Hotel in 1953
closely followed the old French Renaissance-revivalist Middle Building to which it was
attached in proportion and fagade division. In detail, however, “national forms” was
adopted allover the facade. Two pairs of ancient cuanjian® style roofs decorated the two
pavilions on the east and west ends of the top floor. The corners of glazed-titled three-
layer eaves turned slightly upward, which made the two pavilions looked like ancient
Jingangbaozuota pagodas. The corridor of the top floor also used ancient queti26 under
the beams, although the windows behind it were still all arched just like the 1917 building
next to it. The three-arch entrance in the Middle Building was replaced here with the
time-honored Chinese pailou.27 However, both the Middle Building of 1917 and the West
Building of 1953 had symmetrical facade to Chang’an Avenue, two pavilions on the ends
of the top floor, and a protruding entrance. They are like a father and a son standing side

by side. (Figure 2.9)

% Cuanjian: pointed roof without horizontal ridge in ancient Chinese architecture.
26 Queti: bracket under beam.
27 pailou: see Chapter One.
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Various proposals for the reconstruction of Tiananmen Square were made in 1954
and 1955. Most of the designs for the government buildings in the square proposed
courtyards as the major solution to organize building complexes, which were considered
by Liang as the most indigenously Chinese way in spatial organization. (Figure 2.10)

The Monument to People’ s Heroes of 1949-58 in Tiananmen Square was the

project Liang directly participated. The final form of the Monument to People’s Heroes,
which was basically the design proposed by Liang and his wife Lin Huiyin and their
Tsinghua designing group, was a gigantic stele with a base in the form of ancient two
layer xumizuo®® on the bottom and a roof in the traditional wudian®® style on its top.
“National forms” were used extensively here. But the designing process was not without
controversy.

Strictly speaking, the Monument to People’s Heroes was the first formal
construction on Tiananmen Square and Chang’an Avenue after the founding of the PRC.
The idea of constructing a memorial monument for people who died for the Chinese
revolution was conceived before the founding of the PRC on October 1, 1949. At first,
there were different opinions even about the site for the monument. Some proposed the
former drilling ground near Dongdan at the eastern end of the Historical East Chang’an
Avenue; others proposed the top of the Babaoshan Hill in the western suburb, on the
Tiananmen Gate-tower, the site of the Zhonghuamen Gate (the Damingmen Gate in Ming
dynasty and Dagingmen Gate in Qing dynasty), etc. It was not until September 30, 1949

during the CCPCC E{ 1/} meeting that the site was decided in the middle of Tiananmen

2 Xumizuo Z5REE: high base with decorated mouldings.
2% Wudian: pure hip roof in ancient Chinese architecture.
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Square.*® Mao and all the CCPCC members participated in the foundation-setting

ceremony at the site in Tiananmen Square in the afternoon of the same day of the meeting.
Soon after, the Capital Planning Committee #§ZZ4 called on proposals from all

over the country for the design of the monument. About 170-180 designs®! were received.
They can be classified into three general groups: horizontal plans spread on the ground to
symbolize that all heroes were from the people; gigantic group statues to show the heroic
images; and the vertical monuments in the form of ancient memorial stele or pagoda to

symbolize the revolutionary spirit and great character R TR T of people’s heroes.>? The
Chinese name of the “monument” in the Monument to People’s Heroes is ji-nian-bei £

AT, “Ji-nian” means memorial and “bei” means stele. The ancient stele was the obvious

choice for the monument. However, there is other memorial architecture that was
translated into Chinese as “bei.” For instance, obelisk was translated as “fang-jian-bei,”
which means square and pointed stele. Thus, monuments in the form of obelisk and even
Roman memorial column were also among the proposals for vertical monuments.

For the designs collected in 1949, the style of the major monument was very
diverse: horizontal terrace like the ancient altars enclosed by layer after layer of walls, a
series of roofed gates with arches inside, a group of simple clean columns rising from a
square base, vertical monuments with geometric shapes and Art-Deco details, and Soviet

style column with a gigantic statue raising a red star on the top, etc.”® (Figure 2.11) On

3 For a more detailed analysis of the Monument, see: Wu Hung, Remaking Beijing: Tiananmen Square and
the Creation of a Political Apace (Chicago: University of Chicago Press, 2005), 24-50.

31 According to Chang’anjie, about 140 designs, p. 57.

321 iang Sicheng, “Renmin yingxiong jinianbei sheji jingguo,” in Liang Sicheng quanji 5, 462-464.

33 Chang aniie, 57.
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the National Day of 1951, however, only designs and models in the form of Chinese stele
were exhibited on the site for public opinions. In May 1952, the Monument to People’s
Heroes Construction Committee was founded and Liang was one of the two vice chairs.>*
By the time of October 1953, the lower part of the monument was relatively set, which
was the ancient stele with a plinth standing on a terrace in the form of ancient two-
layered xumizuo. The top of the monument was still in debate. Except for the wudian
style Chinese roof by Liang and Lin, there were proposals for cuanjian style roof, group
statue, wudian roof with a spire raising sickle and hammer 4§ 713 3k, etc.” It was not
until after another month’s discussion that the final decision was made to use the wudian
roof with no spire.

The final completed monument was full of “national forms,” but none of the
ancient Chinese monuments look much like the Monument to People’s Heroes. After the
monument was completed in Tiananmen Square, numerous monuments for communist
martyrs were constructed in cities all over China, following its form almost exactly but in
smaller scale. In this sense, Liang was right in claiming that China needed something that

was both “Chinese” and “New” ®1 7 #7. The Monument to People’s Heroes had achieved

that. The previous small structure — the stele — was enlarged and the previous large
member — the wudian roof, which is the highest rank among the ancient style Chinese
roofs — was minimized. They were combined and put on a platform that reminds people
of ancient altars for sacrifice. The joining part between the stele and the altar, however,

reminds people of the plinth in western classical architecture and the general proportion

3 Liang Sicheng, “Renmin yingxiong jinianbei sheji jingguo.”
%5 Chang’anjie, 59.
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was very similar to the lower part of a classical order. What was “new” about the

monument, after all, was mostly western. (Figure 2.12)

1955 “Revivalism”

In March 28’s People’s Daily of the year 1955, an editorial was published entitled
“Against the Squandering Phenomenon in Architecture.” The article called for more
attention to the economic aspect in architecture and specifically pointed out,

The source for squandering in architecture is the formalism and revivalism

in the architectural thoughts among some of the architects. ... They often
developed “revivalism” and “aestheticism M€ 3 X in name of working

against “structurism” and “continuing classical (Chinese) architectural
tradition.”

Although the article did not name any specific architect, everyone in the field
knew that the editorial was pointing to Liang. And following the People’s Daily’s
initiation, articles criticizing Liang’s “revivalism” in architectural practice and education
appeared one after another in Architectural Journal B3 FIR, the leading publication of

the field in China. Condemnation of buildings with “big roofs” and their architects
followed in journals and newspapers.36
The background for such a policy change in Chinese architecture was partly

economic and partly political. Official documents complained that constructing ancient

style big roofs consumed more money than flat roofs. A more crucial trigger of such a

3 Yang Yongsheng ed., 1955-1957 jianzhu baijia zhengming shiliao (1955-1957 Historical Documents of
A Hundred Schools Contending in Architecture) (Beijing: Zhishi chanquan chubanshe, zhongguo shuili
shuidian chubanshe, 2003), 3-5.
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policy change, however, might have been the political change in Soviet Russia. Stalin
died in 1954. During the Twentieth CPSU (Communist Party Soviet Union) Congress,
Khrushev made formal criticism of Stalin and revised most of his policies, including the
architectural policy. After 1955, “socialist content, national form” lost its status as the
guiding architectural principle in the Soviet Union. Under the policy of “leaning to one
side,” Chinese architecture could not have been uninfluenced by such a dramatic political
change in Russia.

Most of these articles of 1955 China focus on criticizing the squandering caused
by the promotion of “national form” and call attention to the economic aspect of

architecture. They quoted the 1952 architectural policy “function, economy, and if the
situation allows, pay attention to beauty &R, £¥F, TEF AR THEREMN” to

claim that Liang and other architects following him were perusing formal beauty one-
sidedly regardless of the economic condition of the newly born People’s Republic. The
PRC architectural policy reminds people of the famous trinity of “function, stability, and
beauty” of the Roman architect Marius Vitravii Vitruvius (84-14 BCE).*” However, by
adding “if the situation allows,” the PRC policy implied that “economy” and “beauty” are
mutual-exclusive. They were framed in a way that to achieve both simultaneously was
impossible. Actually the earliest version of the PRC policy was even closer to the
Vitruvius trinity. It was: first, function; second, stability, security; third, economic
principle as main content; fourth, as one of the representations of culture, the beauty of

the architectural forms will be considered in appropriate degree only when it is not

3 Vitruvius Pollio, De architectura (Vitruvius: the ten books on architecture), Trans., Morris Hicky
Morgan (New York: Dover Publications, 1960).
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against the previous three principles.38 The only difference between this early PRC
architectural policy and the Vitruvius trinity is the addition of economic consideration.
The PRC policy partly reflects the economic situation during the early years of the new
regime, partly reflects the Marxist ideology of “economic base” as the foundation of a
society while culture and art are “superstructures.” The opposition between “economy”
and “beauty” was rooted in the Marxist belief in the relationship between “economic
base” and “superstructure.” In a society, “economic base” first, then “superstructure;” in
architecture, “economy’” had number one priority, and “beauty” was given secondary
consideration.

In architectural practice, such connotations of the policy led architects to equate
“beauty” with “decoration.” While for the western functionalist modernist architects,
beauty was the result of functional soundness and economic appropriateness, for the
Chinese architects of the 1950s “beauty” became the opposite of “function” and
“economy.” To some extent, the equation of “beauty” with “decoration” by criticizers of
Liang was reasonable juxtaposed with the buildings of “national form” produced before
1955. Ancient Chinese architectural features were basically used as decorative motifs in
them regardless of Liang’s pleading for applying principles rather than copying details.
The source for Liang’s “principles of Chinese architectural tradition,” after all, was the
structural rationalism plus national patriotism. They were both of western source and

products of China’s modernization process.

3 Pan Guxi, ed., Zhongguo jianzhushi, 393.
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Some other scholars and architects wrote more theoretical articles, analyzing in
some detail Liang’s “mistakes” in abusing the principle of “national form, socialist
content.” In his 1955 article “Several criticisms on the architectural theory of formalist
revivalism,” Lu Sheng (1918-1977)39 wrote,

Architecture has a two-fold nature: on one hand it is people’s living

material ) 5% $}; at the same time, it is the art to express the ideologies

of social classes and have the (social) function XX € to fulfill the spiritual

needs of human being. For this reason, architecture serves human being

with both its function Zfj8E and its beauty. This is the principle character
of architecture. According to Professor Nicholayev J& 5z tH.7%, Doctor

of Archiecture from Soviet Union, “the number one aspect for buildings is
to serve the material benefit and economic benefit of a society, which is

the principle and dominating aspect; its second aspect — aesthetic aspect —
”40

is only derivative.

This is the official definition for architecture and the base for most of the criticism
in 1955. From this standing point, Lu continued to criticize Liang’s “language analogy”
of architecture. While Liang compared architecture with language and proposed that new
Chinese national architecture could be developed by using time-honored Chinese motifs
as “vocabularies” and structural methods as “grammar,” Lu maintained that language,

which does not belong to living material and has no class nature, is not an appropriate

analogy for architecture. Instead, he proposed a “clothes analogy.” He claimed clothes,

39 Lu Sheng (1918-1977), a native of Nanjing, was an assistant researcher in Yinzaoxueshe between 1942
and 1944 after graduation from the Architecture Department at the Central University in Nanjing. From
1944 to 1952, Lu taught in the Architectural Departments at the Central University and Beijing University.
In 1952, he became associate professor in architecture at the Tianjin University. In 1957, he was classified
as “rightist.” See: Yang Yongsheng ed., 1955-1957 jianzhu baijia thengming shiliao, 6.

“01 u Sheng, “Duiyu xingshi zhuyi fugu zhuyi jianzhu lilun de jidian pipan,” (JZXB, 1955/3), in Yang
Yongsheng ed., 1955-1957 jianzhu baijia zhengming shiliao, 6-13.
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which served human being in both life and aesthetics, was a better analogy for
architecture. It was ridiculous to ask people to wear Han or Tang costume for “national
form” in dressing simply because “they were proud clothes loved by, familiar to, and
understandable for our Chinese nationalities,” Lu said. To compare architecture with
language neglected the material nature of architecture and opened the door for
“formalism.” To equate “national form” with ancient architectural form, especially to
equate Chinese “grammar” in architecture with fashi in the Song dynasty manual, led to
“revivalism.” This is Lu’s conclusion for Liang’s mistakes.

In this article, Lu defined architectural “form” as the outside image of a building,
including its general layout, plan, elevation, and structural method, and architectural

“content” as the building’s function, technology, and ideological thought JEAEME. He

claimed that the ideological thought in ancient Chinese architecture was not in individual
structures but in the way they were combined to form a complex. He said Liang’s mistake
was in simply focusing on the details of individual building but neglecting the feudal
meanings of architectural groups in ancient Chinese architecture.*! Lu criticized that
Liang’s embracement of “national form, socialist content” was just lip-service and the
only result of Liang’s promotion of “national form” was nothing but revivalism. However,
like anyone else in China at the time, Lu had very little to offer for “socialist content”
except for saying “socialist content demands something new and creative and different

from feudal national form.” Liang, of course, could not agree more with that.

4 1bid., 11-12.
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Although Lu’s criticism to Liang and his “formalist revivalism” reflected more
the political and policy change in 1955 than intellectual shift among architects, he
correctly pointed out the hidden program of Liang’s scholarly life, that is, what Liang
claimed to be the authentic Chinese tradition in architecture was actually just a very small
part of Chinese traditions, namely, the officially style, or in Marxist term, the ruling
class’s tradition. Lu also pointed out that Liang had a revivalist historical view on
architectural development, namely, “Qing was worse compared to Ming, Ming was worse
compared to Yuan, Yuan was worse compared to Song, and Song was worse compared to
Tang.” After studying social developmental history, however, Liang reversed his view
and declared that structurally speaking, Chinese architecture had been becoming better
and better. Although Lu’s point in his article was to show that Liang did not have an
ideologically accurate historical view on architecture, he correctly grasped that for Liang,
Tang Dynasty was the zenith of Chinese architecture. Rather than simply discovering as
Liang claimed, he had been constructing, possibly unintentionally, the best of Chinese
architectural tradition based on the ideal of the Tang (618-906) and Song (960-1279)

official style architecture.

1956-57 “Modernism’
In April and May 1956, Mao initiated the “Two Hundreds Principle” movement —

“Let a hundred flowers blossoming, let a hundred schools contending” — during the CCP

Central Committee meeting and the seventh supreme State Council meeting & E 5=

WE 4. In order to carry out the “Two Hundreds Principle” in the field of
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architecture, architectural journal opened a special column for blossoming and
contending. Many leading architects and scholars voiced their views on current problems
in the field.

Most of the articles expressed the author’s discontent about the official dictate and
political judgment on architectural style. They called such pejorative terms as
“formalism,” “worldism” t 5t 3 X ** “revivalism,” and “structurism” maozi 1§, which
were sometimes unfairly used to criticize people. “The Chinese word “maozi,” literally
meaning the hat, can be roughly translated as “label,” like the label of post-modernism,
high-tech, machine aesthetic, etc. However, compared with these labels in the west,
maozi has a more political connotation. It is a two-fold pejorative term: first, the term of
maozi means something bad or wrong; secondly, once the term is called a “maozi,” it
means the labeling of the term was an unjustified denunciation due to some specific
political situation. For example, formalism is wrong; but “formalism” as a maozi means
this term has been unjustly applied in the condemnation of someone. Thus, maozi is a
pejorative description about the incorrect application of a pejorative term. Kou-maozi #
& ¥ literally means “to put a hat on.” It describes the action of labeling a maozi. For me,
maozi is the symbol for all the controversies on Chinese architecture from 1949 to the
1980s. It captures the chaos in theoretical discussion due to the uncritical use and abuse

of concepts. Once the word “kou-maozi” became a maozi, arguments were completely

lost in the hopeless cycle of crediting wrongly defined wrong words.

21 made up the word “worldism” to translate the Chinese pejorative term “shi-jie-zhu-yi,” which literary
means internationalism. In architecture, it more or less refers to the international style. However, since in
Chinese there is another term for “internationalism,” guo-ji-zhu-yi [E fx 3 X, which is a very positive word
in Marxist ideology, I decided to not use it in this context.
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One architect blamed,

Our view on architecture is too narrow and simple, with very little
analytical research. Some critics, when they saw buildings with big roofs
and thought they were palace and temple, they gave them a “revivalism”
maozi; when they saw buildings with flat roofs without decoration, they
called them square box and gave them a “structurism” maozi; when they
saw Chinese decorative motifs but without big roofs, they thought they
were non-Chinese non-western and gave them a “eclecticism™ maozi. This
narrow-minded, narrow-sighted /b L% #% critical method made designers
lost. They do not know where they should go. Although there are many
roads, none of them is available. ... Now we are in the process of
exploration for creation and need encouragements not limitations for the
development of different schools and styles. s

Although all the articles criticized all possible maozi, no one challenged the
pejorative nature of these terms. No critical analysis of the source and exact meanings of
terms like “revivalism,” “formalism,” and “eclecticism” was made. There were only
blames on the “formalism” maozi by supporters for “national form” and criticism of
“revivalism” maozi by supporters of “modern.” New maozi were invented. For instance,
in supporting “national forms,” some architects condemned the previous unfair criticism
on Liang in name of economic condition of the new China “one-sided emphasis on
economy F £ HF M &.” The “Two Hundreds” movement, however, did bring more

voices into the discourse of Chinese architecture in mid-1950s. One term that came to the

fore-stage was the long-missed word “modern.”

* Dong Dayu, “Zai yici chuangzuo taolunhui shang de fayan,” in Yang Yongsheng ed., 1955-1957 jianzhu
baijia zhengming shiliao, 37-38.
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For many years after the founding of the People’s Republic, in order to draw a
separation line against the capitalist world, discourse on architecture in China had been
using “socialist” instead of “modern” for something new that was to be created. A 1956
article by Jiang Weihong and Jin Zhiqiang44 put “modernism” in the center for discussion,
and the title of the article was “We want modern architecture.” In this article, Jiang and
Jin enthusiastically praised simple and clean shaped created by large glass windows,
clean walls, and concrete frames. They mainly cited buildings from the socialist corps,
for instance, Soviet Union and Hungary, to support their argument. However, they also
added the example of Harrow New City’s streets in England. They claimed that national
differences in architecture became less and less discernable simply because of progress of
society, and argued that in the communist society in the future, national identity in
architecture would totally disappear. In this article, the opposite for “modern,” however,
was not “national” but “classical,” and the equation for “modern” was “new.” They
argued that many classical buildings were beautiful but they belonged to the past. What
we needed was modern beauty. The job for architects was to create new things. The
article had Ruskinian tone in claiming that cement was ugly when it was used to make
“xumizuo and chuihuamen® but beautiful when it was used for shell and frame, and
ended with a Corbusian expectation for new cars and new buildings for everyone in the

communist society.46

# Jiang and Jin were both young students in the architecture department at Qinghua University at the time.
# Chuihuamen FE4%[7: a type of gate in traditional Chinese architecture, mostly inside of a residential
courtyard.

% Jiang Weihong and Jin Zhigiang, “Women yao xiandai jianzhu FATEMARE,” in Yang Yongsheng,
ed., 1955-1957 jianzhu baijia zhengming shiliao, 57-58.
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There were different voices published in the same journal following Jiang and

Jin’s article. Some articles continued using the “formalism,” “worldism” 5+ 3 ¥, and

7

“functionalism”*’ maozi criticizing Jiang and Jin’s equation of “socialist” with new, and

guarded “national form” by disparaging the boredom of modernist uniformity.*® More
voices supported Jiang and Jin. An article by Zhu Yulin supported “modern architecture”
by equating it with “realism.” Zhu maintained,

“Modern architecture” refers to such buildings: it is rooted in modern life,
that is, its design is based on modern people’s functional needs, modern
materials, structural features, scientific principles, and modern
construction technologies. The interior needs more light, thus we have big
windows; the re-enforced concrete beam is stronger (than wooden beam),
thus it replaces queti; we need to build faster, thus use mass-produced
standardized members; with frame structure, exterior walls give way to
glass curtain walls. All these are faithful to life, faithful to science, and
thus belong to realism. If “functionalism” is to be faithful to function, and

“structurism” is to be faithful to structure, they should be resisted.®

Zhu also argued that architecture as a living and producing material A& F14E 7=
# %l should not be equated with superstructure, thus the opposition of socialist and

capitalist social systems should not be developed into the architectural field. He criticized

# Functionalism was translated into Chinese as “gong-neng-zhu-yi.” Its linguistic similarity in Chinese
with “gong-li-zhu-yi,” which is a philosophical term for “utilitarianism” and suggests selfishness, made it a
natural pejorative word at the time.

“ Wang Deqian, Zhang Shizheng, and Ba Shijie, “Dui ‘women yao xiandai jianzhu’ yiwen de yijian Xt
(HRATEIMMREHY —XKENL,” Yang Yongsheng, ed., 1955-1957 jianzhu baijia zhengming shiliao,

58-60.

49 7hu Yulin, “Dui ‘dui ‘women yao xiandai zhuyi’ yiwen de yijian’ de yijian XF (3% (FATEIRE

MY —XHIEAY BIEN,” in Yang Yongsheng ed., 1955-1957 jianzhu baijia zhengming shiliao, 60-62.
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bureaucratic interference in architecture, especially in Beijing, but used “revivalism” and
“eclecticism” maozi to condemn “national form.”

Although the several years after Liang’s encouragement for “national form”
started to be condemned in 1955 cannot be simplified as the rise of “modern
architecture,” the relatively relaxed environment did leave its mark on Chang’an Avenue.
This mark was the Telegraph Service Center in 1955-57.

The Telegraph Service Center™ is the first tall building to the west of the N-S
Axis on Chang’an Avenue. Although both the plan and the main fagade on Chang’an
Avenue are highly symmetrical, there are no “national forms” of ancient architectural
motifs like the Chinese slopping roof or goulan and queti decorated in the exterior walls.
The straight horizontal and vertical elements with bright colors of white, yellow and blue
on the elevation make the facades look like abstract compositions in Mondrian paintings.
The rhythmic arrangement of large windows and the exposed re-enforced concrete frame
in the central section of the main facade would have satisfied the supporters of “modern
architecture” as mentioned in previous paragraphs, although because of its location on
Chang’an Avenue, it cannot be as free and asymmetrical as some of the examples they
cited in their articles.”! There is a clock tower in the central part of the three horizontal
séctions, following the popular facade composition during the Stalinist Era in Soviet
Russia; however, it is much more sprightly than the mainstream Soviet style of the time

and the re-enforced concrete frame for the tower was also exposed. This building was

30 The Telegraph Service Center was designed by Lin Leyi (1917-1989).

51 For architecture in Beijing after 1949, supporters for modern architecture cited Hua Lanhong’s
Children’s Hospital in 1954, Yang Tingbao’s Peace Hotel in 1953, and some other buildings as examples.
These buildings have asymmetrical plans and clean facades. Since they are not located on Chang’an
Avenue, I am not going to analyze them in this dissertation.
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considered by some contemporary scholars a successful step in the exploration of a
“Chinese Modern Style.” 52 (Figure 1.23)

Another major construction on Chang’an Avenue in 1957 was the Central
Broadcast Building5 3 at the western end of the Chang’an Avenue Proper.54 Contrasting
sharply with the Telegraph Service Center, the Central Broadcast Building was a
simplified Soviet style architecture. As one of the 156 Soviet-aided projects, influence
from the “socialist elder brother” on this building was obvious. This building bears many
characteristics of the Soviet monumental style although the sculptural decoration on the
wall is considerably reduced in contrast to examples from Russia. The top of the tower is
a simplified Western lantern although here instead of crowning a dome, it is on top of the
flat roof. (Figure 1.24,2.13)

The common feature for these two buildings of 1957 is that they are both devoid

of “national forms” of ancient Chinese architectural motifs.

Political Movements and Chang’an Avenue Architecture in 1955-59

For many scholars, politics played the most significant role in Chinese
architecture of the PRC era before 1980s. Mao’s casual comments on architecture were
considered to have decisive influence on urban changes during this period.55 There is

much truth in the assessment. Such an opinion, however, implies that architectural

2 Zou Denong, 191.

33 The Central Broadcast Building was designed by Yan Xinghua (1921-).
34 For definition of “Chang’an Avenue Proper,” see: Introduction.

53 See, for example, Wu Hung, Remaking Beijing, 8, 28.
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practice during this period was passively driven by political pressure and uncontrollable
forces from outside of the architectural discipline. This is far from the truth. On the
contrary, politics was an integral part of architecture, and architects and scholars of the
period were quite consciously discussing the political influence in architecture with no
derogatory overtones. They had been trying to define the political dimension in
architecture and to find some answer for the guide of architectural practice. Self-
conscious inclusion of political dimension in architectural discourse provided a way to | go
beyond the formal debate on “national” and “modern.”

For the five years before the tenth anniversary of the People’s Republic in 1959,
both the architectural theory and building practice on Chang’an Avenue shed much light

on the architectural discourse of the period.

The class nature of architecture

Scholars and architects in late-1950s self-consciously incorporated political
aspects in their discussion of theoretical issues in architecture.

According to Marxism, architecture, as a form of art and superstructure of society,
bore class brand in class society. Since no architecture was devoid of class nature,
socialist architecture was not to avoid class stand but to express the class view of the
most advanced class in history, namely, the proletariat. But what was proletarian view on

architecture? How did architecture become proletarian?
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Some scholars argued that in terms of function and technology, architecture had
no class nature. Class nature could only be reflected in its beauty. In other words,
architecture had class nature in its spiritual aspect, not its material aspects.

Political line in architecture in the 1950s was mostly reflected in the class analysis
of beauty. According to Marxist theory, beauty had class nature. In class society,
different classes had different views on beauty. What considered as beautiful by the
ruling class was not necessarily perceived in the same way by the ruled. For instance, the
Forbidden City was beautiful and magnificent in emperors’ view; for the laboring people
or officials to be beheaded outside of the Meridian Gate, it could be intimidating and
terrible. Thus, in the concept of beauty, personal feelings in observation of life and
expression of love and hatred based on certain class standpoint were already included.

This was called the “party nature” of beauty 3% # % #.% In terms of function and

technology, since building could serve any people regardless of their class status,
architecture has no class nature.”’

Other scholars’ opinion on class nature of architecture was just opposite. They
argued that architectural function had class nature while the standard of beauty was more
or less universal. Different classes had totally different requirements for architectural

functions. Ruling class needed something for enjoyment and making profit, while the

laboring classes would be satisfied if their bottom line for life was covered. The reaction

58 Yang Yongsheng, ed., 1955-1957 jianzhu baijia zhengming shiliao 95.
> Ibid., 94.
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to beauty, on the contrary, was mostly intuitive. Every one could enjoy the beauty of the
former imperial garden Yiheyuan today, they argued.”

No official version of the class nature in architecture was available. Political line
in architecture, both in practice and theory, however, needed to be considered in dealing
with historical structures during reconstruction of Beijing, including those on Chang’an
Avenue. The ambiguity in class nature of architecture also provided flexibility to the
reconstruction of the ancient capital, making the decision to keep or demolish certain
structures more or less arbitrary.

Tiananmen Gate-tower, as the former central gate to the Imperial City, was feudal
in class nature. However, since Mao announced the founding of PRC on it, it became a
symbol of the People’s Republic and acquired new class identity. Tiananmen Square was
also feudal in class nature. However, since mass celebrations during the PRC era
happened there every year since 1949, it also acquired new meaning and class status. The
imperial T-shaped Tiananmen Square was too small for the new functional requirement
of mass assembly in socialist society, thus it need to be expanded to be able to hold more
people and become a socialist public square. Traditional neighborhoods along Chang’an
Avenue needed to be cleared away and replaced with socialist monuments. Although they
were inhabited by laboring people during imperial times, they bore the prints of the black
side of the feudal society. The Forbidden City, on the contrary, though inhabited by the
imperial families, was constructed by laboring people and thus a symbol of people’s

wisdom and power.

58 Yang Yongsheng, ed., 1955-1957 jianzhu baijia zhengming shiliao 109.
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Another political issue in late-1950s was architecture for whom. Since 1942, after
Mao’s famous Yan’an talk, “Art to serve the people,” became the guideline for all art
workers and “art for art’s sake” was condemned as bourgeoisie. For architecture, to serve
the people was also the general guideline. This principle, however, was too general to be
a practical guideline for architects. During the “Symposium on residential architecture
standards and architectural art” in June 1959, when the anniversary projects were being

constructed, Liang said,

Beijing’s anniversary projects offered us unprecedented opportunity to
display our talent and apply our knowledge in architectural practice. Such
a good result is due to that the Party clearly pointed out that these
buildings were to serve politics in the very beginning when the task was
first assigned. And the Party asked that all the 600 million Chinese people
should participate in the design. At the same time, the Party also asked us
to express national form in architecture. In the last, some architects dare
not even mentioned the four characters of “min-zu-xing-shi” (national
form). Now they feel a little bolder. But what is national form. Among
architects, you are asking me and I am asking you. Of course, some people
will immediately think of dougong, queti, and big roofs. More people do
not agree with such an approach. It is only because that the Party called on
our 600 million people to design together that this issue was soon clarified.
Designing workers took the mass line, especially those young architects
and students in universities. They were deep into the people in exploration
of both architectural function and form, to know what they need in
function and to understand what they like in image. Now we can say that
we just found the way and entered the door. From people’s requirements,
we understand that people always want architecture to have national form.

However, we can also understand that the national style they want is not a
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copy of old buildings. They have different requirements on different
architecture. For instance, they do not want big roofs in front of the
Tiananmen Gate-tower [referring to the Great Hall of the People and the
Museum of Chinese Revolution and History], but want them on the
National Gallery. This tells us that people want different forms according
to different architectural contents.”

Liang’s talk expressed the disoriented situation Chinese architects faced in the
second half of 1950s when architectural discourse shifted from formal discussion to class
analysis. The new theoretical dichotomy of form and function/content served such a shift
in two ways: on one hand, it contextualized the previous controversies about “national”
and “modern” within larger social political backgrounds; on the other hand, it carried on
the general principle of “art serving the people” in more specific terms. The formal
discussion on “national” and “modern” gave way to new theoretical framework. While
“national’”’ and “modern” were like the yin/yang relationship confined in the unity of
formal modernization, the dichotomy of form and function/content expanded the
modernization project to include the entire architectural practice. The shift of theoretical
orientation from formal to social dimensions prepared ground for involvement of large-

scale political movements in architectural practice.

% Liang Sicheng, “On tradition and creation as raised by the policy ‘utility, economy and beauty if situation

allows’,” in Complete Collection of Liang Sicheng (volume 5), 307-8.
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Dichotomies

Dichotomy is an important useful tool for people to grasp the features of subjects
being analyzed by dividing materials into to mutually exclusive categories. Once
dichotomy becomes an established way of thinking, however, it will forces people to see
the world in dichotomies. Dichotomy simplifies the world but at the same time neglects
the connection and interchangeability of categories. To make the situation worse, once
one side of a dichotomy is considered primary and the other secondary, dichotomy
thinking will quickly shift totally to one side and neglect the other in practice.

The dichotomy of form and function had different expressions in the discourse,
namely, the dichotomies of art and science, form and content, function and beauty, etc.
These dichotomies were interrelated and mutually strengthened one another. Architecture
was considered as both science and art. There were architectural science, which dealt
with material, structure, construction, acoustics, light, temperature, etc, and architectural
art, which dealt with form. The former was more related to the function of a building and
the latter had more to do with its beauty. As the very definition of architectural art
implied a natural connection with form and beauty, architectural content, which was a
highly debated term, more or less acquired a closer affiliation with function and the

engineering side. Thus, we got a general relationship of these dichotomies:

Beauty Function
Architectural Art Architectural Science
Architectural Form Architectural Content

Emphasized in theory Emphasized in practice
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The general view about architecture in the PRC of the late 1950s was best
summarized by an article with the title “On architectural art, beauty and national form”
written by Zhai Lilin in October 1954 and published in the leading publication of the

field, Architectural Journal. In this article, Zhai first defined the essential nature 4% )5t ]

¥F1E of architecture as a unity of function and beauty. In his words, architecture had a

double character of function and beauty. It had a functional nature because it provided
living material and produced tools for people; and it had an aesthetic nature because as a
social ideology it fulfilled human beings' spiritual need for beauty. (Marx: Human beings
created the world according to the rule of beauty.) The two parts in the dichotomy in the
nature of architecture were not equal: the functional nature was primary; the beautiful
nature was sec:ondary.60

The double character of architecture determined that there were two different
categories of architectural knowledge: architectural science, which was about the
functional architecture as living material and producing tools; and architectural art, which
was about beautiful architecture as social ideology. In the dichotomy of architectural
knowledge, just as in the dichotomy of architectural nature, the two parts were also not
equal. The author emphasized six points that made architecture very different from other
forms of art like literature, music and fine arts. First, architecture is not pure art but an art
combined with practical function; second, to build consumed huge amount of social
wealth, thus architecture was directly related with economic issues; third, architecture

was first an engineering issue and the artistic issue was only secondary; fourth,

%0 Zhai Lilin, “Lun jianzhu yishu yu mei ji minzu xingshi (On architectural art, beauty and national form),”
JZXB, 1955/1; in Yang Yongsheng, ed., 1955-1957 jianzhu baijia zhengming shiliao, 93-96.
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architecture enjoyed less freedom compared to other arts due to its functional
requirements, economic and technological situations; fifth, since architecture was
expensive, the best architectural works of a society often belonged to the ruling classes,
and there was no proletarian architectural art before the proletariat took the political
power; sixth, since architecture was a material tool in economic activity, the development
of producing force would directly and immediately result in the change of architectural
art, while other arts’ responds to producing force were much slower and indirect.!

Such a method of dichotomy was from the Marxist theory of contradiction. In his

famous philosophical works On Contradictions 7 J&1£, Mao succinctly delineated the

relationship among such key Marxist philosophical terms as material, movement,
contradiction, and aspect. The world is material; material is in movement; movement
contains contradictions. Thefe are many contradictions but in a specific movement, there
is a pair of primary contradiction. The two counterparts in the contradiction are not equal:
one is dominating and thus the primary aspect of the contradiction; the other is dominated
and thus the secondary aspect of the contradiction.®® Such a theoretical framework was
also the base for the discussion on architectural content and form.

In his 1955 article “On architectural art, beauty and national form,” Zhai Lilin
defined architectural content as practical function, scientific technology, and ideological
thoughts. He wrote,

As Isee it, first of all, architecture is the material tool to fulfill the living

and producing needs of human being, and the function (3J §€) appropriate

% Ibid., 96-97.
82 Mao Zedong, “Maodun lun (On Contradictions),” in Mao Zedong xuanyji, yi juan ben, 274-312.
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to its utilitarian purpose should be its content. Secondly, appropriate
material and structure must be applied to architecture, thus technological
requirements of material and structure should also belong to architecture
content. Finally, as an art in nature and effect (£ F), architecture must
reflect specific social ideology. For this reason, architectural content
should also include ideologies (JEAE %) that reflect some kind of real life.

Function, technology, and ideology are three types or three different

components of architectural content, united in one single architectural
63

form.

Thus for Zhai, architectural content included almost everything except for form.
The Marxist dichotomy of form and content was efficient in analysis of some art forms
like literature and painting (non-abstract painting). When applied to other arts, for
instance, architecture and music, the dichotomy of form and content met difficulties,
since architecture and music were not narrative and could not convey specific ideas. In
order to keep the consistency in art theory, a counterpart for form must be named and as a
result everything that might have influence on architectural form was grouped under
architectural content.

Some scholars caught the pitfall of indiscriminate application of the dichotomy of
form and content in every art. In their collective article “On Zhai Lilin’s ‘On architectural
art, beauty and national form’,” Chen Zhihua and Ying Ruocong argued that saying
“function, technology, and ideology are three types or three different components of

architectural content, united in one single architectural form” was equal to saying

“pigments, canvas, wooden frame, technique, and ideological thoughts are different types

% Zhai Lilin, “Lun jianzhu yishu yu mei ji minzu xingshi,” 93-107.
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or components of content united in the form of an oil painting.” They also hinted that
architecture cannot be treated simply as art like painting. Chen and Ying did not offer
their definition of content and form. However, they pointed out that Zhai’s mistake was
the result of over-simplified application of the basic Marxist principle of the dialectic
unification of form and content. Dialectic materialism was applied too rigidly and
generally in architecture with no specific analysis of the relationship between architecture
and society. They also pointed out that form and content were interchangeable in specific
situations. They called for specific analysis of architectural development in socialist
society instead of oversimplified application of Marxist principles, although, they added,
the categorical pair of form and content would be helpful for our understanding of
architecture.®*

Other scholars maintained that architectural content should include only
ideological thought. They argued that, according to Marxist theory, form was the
expression of content; if architectural content include function, technology and ideology,
then architectural form was to express function, technology and ideology But this was

obviously wrong, since:

The basic task for architecture is not to express function, but to serve
practical requirements like what we need for machinery equipments, food,
clothes, etc.; technology is not the objective of expression but the
necessary tool for the realization of architecture; form is beautiful only

when architectural form perfectly expressed lofty ideological content. ...

64 Chen Zhihua and Ying Ruocong, “Ping zhai lilin ‘lun jianzhu yishu yu mei ji minzu xingshi’ (On Zhai
Lilin’s ‘On architectural art, beauty and national form)’,” JZXB, 1955/3; in Yang Yongsheng, ed., 1955-
1957 jianzhu baijia zhengming shiliao, 107-114.
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Thus, it is not appropriate to confuse the basic task of architecture and
tools to realize architecture (with architectural content).%’

Although there were different views on how to define architectural content and
some other details about the nature of architecture, every participator in the controversy
agreed that in general, the dichotomies of function and beauty, science and beauty,
content and form were the main approach in thinking and discussing architecture. In fact,
the dichotomy itself was not something to be discussed. They acquired the status of
prerequisite for thinking. Because of it dominating status was invisible in the discourse,
to challenge it was impossible.

Compared to architectural content, there was little controversy on the definition of
architectural form. Every participant agreed that the definition of architectural form was
relatively simple and obvious. It referred to the appearance of a building, which included
the group arrangement, plan, and elevation. Such a consensus, however, immediately
became problematic as soon as a formal style was adopted in practice.

As the official style for all arts imported from the Soviet Union in the 1950s, the
formal characteristics of “socialist realism” were unambiguous in painting and sculpture.
To designate it as a style in architecture, however, was misleading. As the title of the
style suggests, “‘socialist realism” includes both content, which is socialist, and form,
which is realistic. Thus, the controversies on the style of “socialist realism” immediately
turned back to the debate about content and form. There were two different understanding

about what “socialist realism” was in architecture. One view equated “socialist realism”

85 Zhou Xiangyuan, “Lun jianzhu yishu de neirong - yu zhai lilin tongzhi shangque (On architectural
content — to negotiate with comrade Zhai Lilin),” JZXB, 1955/3; in Yang Yongsheng, ed., 1955-1957
jianzhu baijia zhengming shiliao, 133-135.
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with “national form, socialist content.”®® Another view maintained that “socialist realism”
was a creation methodology in literature and art based on the reality of socialist life,
while “national form, socialist content” was the directional principle for proletarian
cultural construction.®” It seemed that there was no way out of the cycle of the
dichotomies.

The source for the dichotomy of form and content was the Marxist philosophy of
dialectic materialism. Marxism inherited from German philosophical tradition
dichotomies as the key concept for understanding social and natural phenomena. Such

dichotomies were called categories J&B# in Marxist philosophy, including material and

spirit, productive forces and productive relationships, economic base and superstructure,
etc. The two parts in a dichotomy are mutually dependent on each other for existence and
interchangeable according to changing situations. For instance, when dealing with social
production, productive force was content while productive relationship was form; when
dealing with social structure, productive relationship was content while such
superstructure as political system, legal system, and ideology were forms.®

In this sense, content and form in architecture should be a way of understanding
instead of the base for a policy to guide practice. In his 1955 article, after his definition of
architectural content as unification of “function, technology, and ideology,” Zhai

continued:

8 Zhai Lilin, “lun jianzhu yishu yu mei ji minzu xingshi,” in Yang Yongsheng, ed., 1955-1957 jianzhu
baijia zhengming shiliao, 102.

87 Chen and Ying, “Ping zhai lilin ‘lun jianzhu yishu yu mei ji minzu xingshi’,” in Yang Yongsheng, ed.,
1955-1957 jianzhu baijia zhengming shiliao, 112-113.

8 Yang Yongsheng, ed., 1955-1957 jianzhu baijia zhengming shiliao, 124.
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These three types of content do not weigh equally of cause. Function and
technology belong to the material soundness of architecture and thus
architecture’s material content; while ideology belongs to spiritual aspect
and thus architecture’s spiritual content. Since the primary task for
architecture is to serve people’s life and producing activities and artistic
product to enrich people’s spiritual life is only secondary, it is obvious that,
generally speaking, functional and technological contents are primary and
basic, while ideological content is secondary and derivative.*

According to such a Marxist approach in the analysis of architectural content and
form, form was secondary compared to content; among different aspects of content,
ideological content was secondary compared to functional and technological contents.
Such a theoretical framework put more emphasis on the engineering side of architecture
while considering architectural art simply as extra decoration.

Theory and practice, thus, formed a pair of hidden dichotomy, which was not
visible in the documents from the 1950s. They suffered a serious separation. What was
being heatedly debated in theory was not really cared about in practice. As a result,
theoretical issues about style and form were not really explored in practice. In theoretical
discussion, scholars and architects treated architecture mainly as an art, though a special
form of art. In practice and the official propaganda, however, architecture was mainly
considered as an engineering work and science, and the architectural art was mostly
considered as attaching decoration onto the surface of an engineering work, like to

beautify the wall with painting. For the anniversary projects in 1958-59, almost all the

 Tbid., 98.
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official documents and propaganda on the monuments were about the engineering

achievements and construction speed and quality.

“Anniversary projects” and Chang’an Avenue

For the celebration of the tenth anniversary of the PRC in 1959, about a dozen
important national projects were planned in 1958 to be constructed in Beijing. Some of
them were planned as meeting and hosting places during the National Day periods and
after, but most of them were planned simply as exhibiting places to display the ten years
of socialist achievements in different aspects of the society. And, most importantly, these
projects themselves would be part of the most significant achievements on display. They

were originally called “anniversary projects” [ K T#%. Most of the anniversary projects

were on Chang’an Avenue. According to Zheng Guanghzong, professor of Urban
Planning in the School of Architecture at the Tsinghua University, who has participated
in all the major Chang’an Avenue planning after 1949, all the anniversary projects were
originally to be located on Chang’an Avenue in 1958. It was only after the originally
planned projects could not be finished in time that buildings located somewhere else in
the capital were added.”™ Thus, if most of these projects were exhibition halls for the
achievements of the past ten years of socialist construction, Chang’an Avenue was the
exhibition space for these exhibition halls.

When the winning communist regime moved into Zhongnanhai in early 1949,

Historical Chang’an Avenue was a street full of commercial activities. It was not a very

™ Interview with Zheng Guangzhong, October 24, 2005, Beijing.
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prestigious street and people living and working there were mostly from the lower levels
of society. There were many vendors and temporary shops #/IX between West Three-

Arch Gate and the intersection of Nanchangjie, the most central section of Chang’an
Avenue.”! Because Tiananmen Square was designated as the place to announce the birth
of new China and Zhongnanhai the seat for central government, the communist regime
was determined to change the scene along Chang’an Avenue into a window to display the
new appearance of a socialist capital. In order to get the vendors out of Chang’an Avenue
and make it a more elegant urban boulevard, the newly arrived communist Beijing

Municipal Government raised the tax for businesses in this area. A petition letter 2R of

August 5, 1949 — before the official founding of the PRC on October 1** — signed by some
- fifty vendors, including people selling millet gruel, fried dough sticks, etc., was submitted
to the Beijing Government asking to keep the tax on these vendors along Chang’an
Avenue the same as taxes in other areas of the city. The communist government made a
harsh response. official comments written in red ink in the original petition letter stated
that if the vendors felt the tax was too high, they should move somewhere else. The

actual writer of the petition, and possibly the initiator of the protest, Xu Jiwu made

formal confession, repenting that “we should not have used the same method as dealing
with the former Guomindang regime to deal with the people’s government” and

promising that “something like this will never happen again.” He was released on bail.”?

™ «Dj qi qu chang’anjie shulin nei tanfan xu jiwu lianhe ge tanfan juming qingqiu jian zhengdijuan de
yuancheng he tanbaishu 55-5 X FHH 2B AR PO IR AR 48 LB & & PRI & 8 R 3B i JR 2 A0
9 (Original petition letter for lowering tax by Xu Jiwu and other vendors and shop keepers in the woods
%t Chang’an Avenue in District Seven and their formal confession),” August 1948, BMA: 45-4-29.

Ibid.
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Chang’an Avenue was designated as scenery area in 1949.7 This was the first
step in the development of Chang’an Avenue into a national showcase. After the
founding of the PRC, whenever significant national celebration dates came, the Chinese
authorities would claim to “roughly complete” Chang’an Avenue.”* The construction of
the “anniversary projects” for the tenth anniversary in 1959 was the first major endeavor
for such a completion.

“Ten Great Buildings” was a later designation. Number “ten” was possibly
adopted to show the grandeur of the project and suggest completeness of the endeavor,
although some of the originally planned anniversary projects were never completed. In a
report of February 23, 1959, about seven months before the national day when the
anniversary projects were supposed to be completed, there were altogether 16 projects in

plan. They were classified into three categories: 11 must-build projects L AIRNH (two
previously not anniversary projects), two hopefully-build projects #%3% H and three
postponed projects #EIR I B . The must-build projects included the Conference Hall for

People’s Congress A K& % (later renamed the Great Hall of the People by Mao after

completion; the popular English translation the Great Hall will be used referring to this
building before and after its renaming), the Revolution and History Museums,
Agricultural Exhibition Hall, PLA (People’s Liberation Army) Museum, Palace of

Nationalities, National Guest House, Stadium, Chang’an Hotel, Oversea Chinese Union

73 1

Ibid.
7 “Guanyu chang’anjie gaijian guihua he gaijian jihua buzhou de gingshi baogao 5 Tk ZHHZ MII AN
MRS BRE TR S (Report to ask for instructions about the reconstruction plan and strategies of
Chang’an Avenue),” January 1964, BMA: 131-% 9-16-139.
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Building, and Beijing Railway Station. Two of them, the Stadium and the Oversea
Chinese Union Building, which were not on Chang’an Avenue, were originally planned
to be finished in 1958 and were not among the original anniversary projects. Since they
had not been completed in time, they were added as anniversary projects to be completed
for the tenth anniversary in 1959. The two hopefully-build projects were the Science Hall
and the National Gallery, which were started but later stopped due to the insufficient
supply of construction materials. The three postponed projects were the National Theatre,

the Movie Palace, and the Xidan Department Store, which had not been started yet.75

The “Great Leap Forward’” movement and the “anniversary projects”

To some extend, the “anniversary projects” in 1959 were products of the “Great
Leap Forward” movement. As a term formally appeared in late 1957, the “Great Leap
Forward” movement emphasized fast speed in social transformation and economic
development. Moreover, contrary to the Marxist belief of “economic base determining
superstructure,” social transformation was believed to be able to liberate huge productive
forces and lead to fast industrialization. Within a year, from 1957 to 1958, the entire
social structure of China was reorganized. At the end of 1958, 99 percent of the peasant
population was organized into 26,000 people’s communes, the basic units for communist

society. During the Second Meeting of the Eighth National Congress in May 1958, the

75 “Guanyu guoging gongcheng de huibao tigang % F E R TREKIVLIHR 2 (Draft report about the
Anniversary Projects),” February 23, 1959, BMA: 47-1-70.
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general line of “constructing socialism more, faster, better, cheaper” was passed, as well
as the ambitious aim to surpass UK in major industrial products within 15 years.76

The “Great Leap Forward” movement succeeded in the constructing several
monuments to display the great achievements of the new socialist regime within an
astonishingly short period of time, even if all the other aims in social and industrial
developments failed. Like the “Great Leap Forward” movement, the construction of the
“anniversary projects” emphasized the power of people’s will and spirit in architectural
achievement. Design and construction speed was the key. All of the “Ten Great
Buildings” were completed within ten months, including both design and construction,
although this was achieved only by cutting some originally planned projects. The reason
for the cancellations, according to official report, was mainly due to the rise of costs and
lack of materials. More architectural areas were added and more money was spent than
expected. In fact, the timely completion of some of the projects was a miracle. As late as
February 23, 1959, the Conference Hall for People’s Congress was considered the project
least likely to be finished in time, especially the central great auditorium part.”” After that,
from February to August 1959, detailed tasks for every single day were planned and daily
newsletters were printed detailing the targeted task, the condition of its accomplishment,
issues to be addressed, problems to be solved and slogans calling for more revolutionary

spirit in work.”®

76 For details about the social political aspects of the “Great Leap-forward” movement, see: Spence, The
Search for Modern China, 574-582.

" “Guanyu guoqing gongcheng de huibao tigang.”

78 “Remin dahuitang gongcheng shengchan ribao AR K43 T4 HiR (Production daily reports on
the Conference Hall for People’s Congress),” February to August, 1959, BMA: 125-1-1277-1.
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In the building procedure, construction instead of design was highlighted. In the
design procedure, engineering achievements instead of architectural design were
emphasized. For the general people and political leaders, if architectural form and
aesthetic issues were relatively foreign, the height, size and construction speed were
much more tangible standards in architectural achievement. The Great Hall of the People,
for instance, spanned a north-south dimension of 336 meters and an east-west dimension
of 174 meters. It occupied a site of 15 hectares, with a total architectural area of 171,800
square meters and total volume of 1,600,000 cubic meters.”” In total, 433,150 cubic
meters of earth were removed for the construction of the Great Hall. And it consumed
127,700 cubic meters of re-enforced concrete, 400,000 square meters of surface plasters,
71,600 square meters of all sorts of floor woods, marble 24,000 square meters, granite
27,000 square meters, etc.° Organized mass visits to such a gigantic monument
immediately followed its completion. Most people were impressed by its huge size,
especially the interior. The building was acclaimed as the victory of the “general road-
line” of the party and Mao’s “Great Leap Forward” movement.®!

During this period, design was mainly considered as a minor part of building
production. To serve the fast speed of construction, architectural design had to be fast as

well. To catch up with the “Great Leap Forward” spirit, “fast design and fast

7 “Renmin dahuitang sheji gaikuang A R K& E %t (Design outline of the Great Hall),” September
1963, BMA: 47-1-301-1.

80 “Quanguo renmin daibiao dahuitang gongcheng de jiben qingkuang 2 E A RAR K& E TREMELX
& (Basic facts about the Great Conference Hall of the National People’s Congress),” August 27, 1959,
BMA: 47-1-92-1.

8 The voices were not unanimous. There were people not very interested in the exterior appearance of the
building. Some complained about the contrast between such a grand building and the poor living condition
of the common folks. See, BMA: 2-20-101.
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construction” became a fashionable slogan in the architectural field. In architectural
design, mass production methods were invented. Standardized building units were drawn
on separate transparencies so that they could be used repeatedly for different projects,
organized into different compositions, and at the same time produced blue-prints directly.
Design had to catch up with the construction speed. Almost all the major “anniversary
projects” were constructed while the designing and preparation of materials were going
on it &R, WIS

The masses were mobilized in a military way in order to complete some of the
key “anniversary projects.” For the Great Hall of the People, construction workers were
provided by many different provinces. Altogether, eighteen provinces and autonomous
regions sent 7,785 excellent workers participating in the construction campaigns.®
Construction materials were also collected from all over the country. Aside from Beijing,
other 23 provinces and zhixiashi® provided architectural materials. The construction
work was considered as military campaigns and the construction teams were organized in

military terms.®’ The strategies for faster completion of tasks include such military terms

as “be clear on the target, focusing predominantly superior forces, and charge to the

critical spot PR E 5, EPMHER S, EAREY

82 Beijingshi guihua guanliju shejiyuan renmin dahuitang shejizu, “Remin dahuitang (The Great Hall),” in
JZXB, 1959/9-10, 23.

8 «“Remin dahuitang zhengzhi sixiang gongzuo zongjie, chugao AR K& EBUA BB ITIERE (WIFD
(Summary of the political thought works in the Great Hall),” October 10, 1959, BMA: 125-1-1226-1.

8 Zhixiashi E %% : Municipality directly under the Central Government.

8 “Guanyu nongzhanguan, gemin lishi bowuguan gongcheng jiben zongjie he gongren tiyuguan gongcheng
yanshou baogao X TRBME, EMANEYETEEARENTANGHEIERERE Basic
summary of the Agriculture Exhibition Hall and Museum of Chinese Revolution and History projects and
the acceptance report on the Works’ Gymnasium project),” January to March, 1959, BMA: 47-1-90-1.

8 “Remin dahuitang zhengzhi sixiang gongzuo zongjie, chugao.”
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The Design of the Great Hall

The design of the Great Hall of the People, just like its construction, also took a
“mass line.”® The scheme collection was nation wide. In September 1958, design
schemes for the Great Hall were summoned from all over the country. Eighty-four plan
schemes and 189 elevation schemes were collected from 34 architectural designing units,
among which were Miesian style glass boxes, Soviet style central towers, and ancient
Chinese big roofs. In September 1958, leading architects from 17 provinces gathered in
Beijing to discuss the schemes, chaired by Premier of the State Council Zhou Enlai. The
scheme by Zhao Dongri and Shen Qi was chosen. After the scheme was decided, Zhang
Bo was assigned as the chief architect for the Great Hall project.®® Such a process of
collective creation in architecture and urban planning, in which the winner of the scheme
competition was not necessarily to serve as the chief architect and the final production
often compromised many different views and could be a eclectic new scheme combining
advantages from different schemes, was very common in the first three decades of the
PRC. Chapter Two will explore such a collective creation process by looking closely into
the 1964 planning of Chang’an Avenue.

The final product of the Great Hall was a stylistic compromise according to the
correct architectural form of the time. When the policy of “national form, socialist

content” was upheld by Liang, asymmetrical buildings without extra decorations were

¥ For analysis of the term “mass line” #fAX &£k and the ideologies underlying it, see Chapter Three on
collective approach in architectural practice.
88 Pan Guxi, ed., Zhongguo jianzhushi, 431.
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criticized as “structurism” and “formalism;” when Liang was criticized as squandering in
his architectural thoughts, buildings with Chinese roofs were condemned as
“revivalism” and another form of “formalism.” But finally the simplified functionalist
boxes without big roofs were also criticized as “one-sided emphasis on economy.”
Chinese architects of late 1950s had to avoid all the above mentioned formal associations.
The form of the Great Hall as completed in September 1959 was a Soviet style
neoclassical building but without a central tower, a building full of “national forms” but
without traditional Chinese roofs, and a complex of flat-roof boxes enclosed by
colonnades and with rich decorations on fagades. Like the neoclassical monuments built
in the Soviet Union, the exterior of the Great Hall of the People featured solid walls and
monumental colonnades. All four fagades were symmetrical. The main fagade facing
Tiananmen Square was horizontally divided into five sections, with the central and end
sections being emphasized. The solid masonry fagades, however, were carefully designed
to display Chinese national character. (Figure 1.27) The description for the Great Hall by
the Beijing Municipal Architectural Design Institute explains,

Like that of the conventions for Chinese architecture, the elevation (of the
Great Hall) has a tripartite composition: eave section, walls plus
colonnade, and base. We did not use big roofs in the eave section, but flat
straight eaves were slightly raised (at corners). The distance between

columns of the mingjian® is larger than that of the cijian.”® The proportion

% Mingjian B [f]: central bay in traditional Chinese architecture.
% Cijian ¥ /8: side bays in traditional Chinese architecture.
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of the order’’ was developed on the basis of both western orders and
Chinese orders. The base is inspired by the form of traditional Chinese
xumizuo.”

The wording of the report was carefully chosen to avoid unfavorable associations
with styles previously being criticized. Although Chinese character was emphasized in
the report, the author(s) especially reminded the readers that Chinese architecture could
not be equaled to big roofs. Instead of the big Chinese roof seen so frequently in the mid-
1950s, here, the Chineseness of the Great Hall was carried on by the structural features
(at least in appearance), proportion and details. In response to Mao’s call for taking
essences from “ancient time, contemporary world, China, and abroad,” the word western
was used. Modern, on the other hand, was avoided since it was still a sensitive word in
late 1950s.

When both “national form” and “modern” had some undesirable associations in
previous architectural discourse, a new system of terminology had to be invented, and
was. This was Liang’s categorization of architectural style in terms of Chinese, Western,
new, and old. During the conference on the “anniversary projects” in 1959, he proposed
that there were four different ways to create buildings in terms of architectural forms:
Chinese and old, Chinese and new, Western and old, and Western and new. The best
combination, Liang maintained, would be Chinese and new. Indeed, this was the safest

way to express a stylistic preference.

%! Zhushi ¥ 3: literally “column model,” which include the column, its base, and the beams and bracket
set on top of it. Liang Sicheng translated zhushi as “Chinese orders.” See, Liang Sicheng, Pictorial History
of Chinese Architecture.

%2«Renmin dahuitang sheji gaikuang,” BMA: 47-1-301-1.
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As a new symbol of political power for “people’s China,” the Great Hall was
designed to represent the national unity and ethnic equality of the country. Each province
had a specific hall named after it inside of the Great Hall of the People, including Tibet,
Inner Mongolia, and Taiwan. The ceiling of the “ten thousand people grand conference
hall” with numerous star-like spotlights centered with a giant red star represented six
hundred millions of Chinese people united around the party. The slightly arched ceiling
smoothly merged into walls on the four sides, highlighting the metaphor of starry night
sky. It was said that Premier Zhou Enlai personally recommended that the ceiling and

walls should be united like “sky and water merged along the distant horizon” KR—E.

The Great Hall of the People, however, was not accessible to most Chinese people before
the 1990s and was barely used. For the general public, it served mostly as fagades for

Tiananmen Square and Chang’an Avenue. (Figure 2.14)

Museums and the Representation of History on Chang’an Avenue

Two museums were constructed on Chang’an Avenue for the tenth anniversary of
the PRC: the Museum of Chinese Revolution and History (now renamed National
Museum of China) and the Military Museum. They both played a central role in the
reconstruction of Chinese history according to socialist ideology. Although the physical

structures of the two museums remained unchanged for half a century, the changes in

9 Eor more detailed information about the function and design of the Great Hall of the People, see: Jayde
Lin, The Great Hall of the People, Defining the Socialist Chinese national identity through re-defining the
center, Master thesis, University of Washington, 2004, 34-57; and Wu Hung, Remaking Beijing, 108-126.
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exhibition programs inside reflected China’s social political changes during the second

half of the 20th century.

Attitude to history

The Chinese civilization has the longest history of unbroken history writing in the
world. The historical record Chungiu was a document from the Spring and Autumn
Period (8th century BCE — 5th century BCE), a period named after the title of this book.
The late 2nd-century to early 1st-century BCE work Shiji by Sima Qian delineated the
history of China from the time of Huangdi (about 3000 BCE) to his own time. After that,
every major dynasty in China’s last two millennia left at least one official dynastic
history of its own. Altogether, there are twenty-five such official histories today, covering
the entire five thousand years of Chinese history from the legendary Huangdi to the last
emperor of the Qing Dynasty.

These volumes are the official version of Chinese history. In most cases, the
history of a certain dynasty was completed during the succeeding dynasty, compiled by
special government agents whose job was to write history of the previous dynasty. At the
same time, each dynasty also had officials whose job was to document their current
dynasty, providing materials for later generations to write a formal history. The official

title of Sima Qian, the author of the first history of the official twenty-four histories —1

DU 5, was Taishiling K 54, who was the history official of the Han Dynasty. Every

dynasty had its history officials.



174

Although the five millennia of Chinese history have left us quite some number of

upright history officials who refused to flatter people in power and insisted on writing

what really happened at the risk of their lives, the twenty-five dynastic histories —+ i

5,7 as Liang Qichao® said, were primarily the genealogies of emperors, dukes, generals,
and prime ministers.

For the Chinese tradition, dynasties were Heaven’s mandate on earth. Heaven
justified the emperor, Son of Heaven, to be His agent to rule the people. However, if the
emperor was incompetent or illegal, He would replace him with a new emperor or new
dynasty. Every dynasty claimed to be the authentic dynasty of the Chinese tradition. For
the writing of previous dynasty’s history, in order to strengthen the tradition of Heaven’s
mandate on earth, each of the early emperors, especially the founder, was usually
depicted as a justified Son of Heaven; in order to justify its own legal status as the
successor of an authentic Chinese dynasty, the later period of the previous dynasty had to
be depicted as a deteriorating time, waiting for new regime to replace it. Materials for the
writing of previous history fulfill just such a need. Most of the documents about the
emperors from the previous dynasty were offered by their history officials and were full
of compliments, except for the last emperor, who usually did not last long enough for

such records.

% The history for the last dynasty Qing Dynasty, which was compiled during the ROC era, was never
officially completed in standard traditional format, leaving us two different terms *“24 histories” and “25
histories,” depending on whether the Qing History Draft was counted or not.

% Liang Qichao (1873-1929): Liang Sicheng’s father, one of the major philosophers and reformers of late
19%- early 20™-century China.
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The practice of writing a continuous history focusing on the successions of
dynasties cultivated the Chinese view of history as timeless cycles. All the twenty-four
histories have similar formats, following the model founded by Sima Qian, with only
minor adjustments. Moreover, the history of every dynasty highlighted the rise, the
flourishing, and the fall of the dynasty, in which the dynasty was usually founded by a
heroic wise emperor but eventually collapsed due to the extravagance or cruelty of an
incompetent or evil emperor.

History writing under the communist regime broke away from the dynastic model.
Previous Chinese history was no longer depicted as timeless cycles of dynasties’ rises
and falls, but as a teleological development toward communist revolution. The later in
history, the more selective historical events were to justify the current regime and a
specific political line. Repeated peasant uprisings that brought down an old dynasty and
started a new one were rendered as if they were rehearsals and premature communist
revolutions. While in previous histories peasant uprisings were intermissions in the cycle
of dynasties, in the new history writing dynasties became intermissions in the cycle of
revolution. Like in the fagade of Chang’an Avenue, the former “gaps” in history were

highlighted and filled.

Museums and the re-writing of Chinese history in the 1950s
Museums in China started immediately after the end of the long imperial history.
In 1912, the first year of the ROC era, the History Museum was founded in Guozijian, the

former imperial education center in the capital. In 1918, the displays of the History
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Museum were moved to Wumen (the Meridian Gate), the south gate of the Forbidden
City, and Duanmen, the gate in front of Wumen, was used as the storage for the History
Museum.”® Following the collapse of the Qing Empire in 1911, the last emperor Puyi and
his court occupied the Forbidden City for another 13 years. In October 1924, he was
expelled from the former imperial palace by Feng Yuxiang’s army. Shortly after, a
committee was formed to catalogue the historical and cultural relics in the Forbidden City.
A year later, on October 10° 1925, the Forbidden City became the Palace Museum and
was open to the public, displaying ancient objects from the imperial collection.” The
ancient objects on display were not all that ancient in the 1920s. Some of them were from
the Qing Dynasty, which was still part of the live experience for many Chinese at the
time. However, they were considered as ancient and belong to history since they were
from the imperial time. The museum drew a boundary line between history and
contemporary.

Museums before the communist revolution were mainly for displaying historical
relics. Even the exhibitions in the History Museum organized the displays in terms of the
categories of objects, metal, stone, jade, bronze, etc. There was no historical agenda or
political ideology to guide the exhibitions. The museum after the communist revolution
in 1949, however, was very different. It became an active participator in the rewriting of

Chinese history. The communist version of the Chinese history was a teleological

% Ma Zhixiang, Beiping luyou zhinan (Tourist Guide to Beiping) (Beijing: Yanshan chubanshe, 1997), 18-
20; See also: Zhongguo lishi bowuguan, ed., Zhongguo tongshi chenlie (Chinese History Display) (Beijing:
Zhaohua chubanshe, 1998), back cover introduction.

°7 Gugong bowuyuan zijincheng bianjibu, ed., Zijingcheng zhuanhao: gugong bowuyuan 80 nian, 30-35.
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development toward the communist revolution and founding of the People’s Republic.
With a party-centered agenda, the entire Chinese history was rewritten.

After the founding of the PRC, while various rooms of Wumen and Duanmen
inside of the Tiananmen Gate-tower continued to serve as the History Museum, now
renamed Beijing Museum of Chinese History,98 a new museum, the Central Museum of
Chinese Revolution was founded in 1951 in Wuyingdian, the former imperial publishing
house in the courtyard just west to the Qing Dynasty Outer Three Halls in the Forbidden
City.”® The exhibition in the Central Museum of Chinese Revolution was based on the

“July First Exhibition” -— &% in 1951. July First is the official birthday of the

Chinese Communist Party. Thus, the original motivation for the Central Museum of
Chinese Revolution was to propagate knowledge about the party to Beijing citizens, who
had been liberated first from the Japanese in 1945, then from the Guomingdang regime

in 1949. In 1955, the “July First Exhibition” became a permanent “Party History

Display” 3 5 B#7%1. In 1958, the “Party History Display” was expanded as the “New
Democratic Revolutionary History” exhibition.'®
In September 1958, the central government decided that a new Museum of

Chinese Revolution and a new Museum of Chinese History would be constructed on the

east side of the Tiananmen Square. The two museums were finally housed in one

%8 “Lishi bowuguan: guanyu duanmen weixiu J7 £ 1EH1E: X T 41418 (Museum of History: About
repairing Dumen),” BMA: 47-1-673-1.

% Zhongguo renmin geming junshi bowuguan, ed., Zoujin zhongguo renmin geming junshi bowuguan (Into
the Military Museum) (Beijing: Bingqi gongye chubanshe, 2003), 7.

1% Tbid., 10.
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building to make a balance on the two sides of the Tiananmen Square since the Great
Hall of the People on the west side was too big.

The new Museum of Chinese Revolution after 1959 displayed historical materials
from 1840, the year of the Opium War, to 1949, the year the PRC was founded. This was
period of decline and recovery, leading to the victory of communist revolution, which
gave China a new birth. The Qing Empire before the Opium War was the zenith of
imperial China. The Opium War started the decline, which eventually led to the capitalist
revolution led by Sun Yat-sen. Sun was a progressive capitalist revolutionary leader not
only because of his advanced social view compared to the backward feudal Qing regime,
but also because he was inspired by the Russian Revolution in 1918 and sympathetic to
the Chinese communists. His successor, Chiang Kai-shek, however, was totally
reactionary, which led to the decline of the Guomindang regime and the rise of the
communist China.

The Museum of Chinese Revolution covered materials regarding three different
societies according to the Marxist view on social development: the feudal society, the
capitalist society, and the socialist society. For the arrangement of specific material in
exhibitions, however, the hundred-year-long history was simplified into two general
periods: the Old Democratic Revolution Period and the New Democratic Revolution
Period. The century-long recent history, jindai,101 was depicted as a period of constant
revolution. The Old Democratic Revolution referred to the capitalist revolution, which

led to the fall of Qing Empire and the founding of the Republic of China (ROC); the New

101 Ror detailed discussion on Jindai, xiandai, jinxiandai, dangdai #4%, IRAR, TR, HAX, see the last
section in Chapter Three.
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Democratic Revolution referred to the socialist revolution, which led to the fall of the
Guomindang regime and the founding of the PRC. The periodization of the recent history,
thus, left virtually no room for the capitalist construction of China. The Old Democratic
Revolution Period ended in 1912, while the New Democratic Revolution Period start in
1919, the year of the May Fourth Movement. There were only seven years in between.
The thirty years between 1919 and 1949 were exhibited as the growing and
prospering of communism in China. The ten years of social and economic construction
during 1927 to 1937 under Chiang’s Guomindang regime were totally neglected.
Moreover, the New Democratic Revolution was further simplified as the victory of
Mao’s line, and contributions of other early communist leaders, such as Li Lisan and Qu
Qiubai, were also totally neglected. The display for the New Revolutionary Period
highlighted such places like Mt. Jinggang, Yan’an, Xibaipo, which were all critical sites
for the rise of Mao and became communist pilgrimage sites after the founding of the PRC.
The Chinese history as displayed in the Museum of Chinese History was an
expansion of such a teleological agenda toward the communist revolution. The National
Museum of Chinese History was intended to display historical material before 1840.
Instead of following a dynastic order, the chronological display of objects and pictures
was reorganized to follow the periodical categories in the Marxist social developmental

order: primitive society, slavery society, and feudal society.m2 The exhibitions

102 According to Marxism, typical social development normally experienced successively the primitive
society, slavery society, feudal society, capitalist society, socialist society, and finally communist society.
In the non-Western countries, however, the feudal society was abruptly stopped by the European capitalist
expansion and became colonial society. Since China was never fully colonized by Western powers and the
central imperial power continued until the capitalist revolution led by Sun Yat-sen, the term semi-colonial
semi-feudal society was adopted to characterize the Chinese society between 1840 and 1911. The capitalist
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highlighted the struggles between progressive materialist M4 & X and idealist ML
X views and between dialecticism ##HIE{% and metaphysics fE T £, and the
contributions and revolutionary spirit of the laboring people. For the new displays in the
new building of 1959, special adjustment was made to the content of the exhibitions to
add more peasant uprisings in history.103 Mao’s power base was the Chinese peasants and
his strategy for the communist revolution in China was “to enclose the bourgeoisie cities
with communist countryside” &A€L 3L TT. The exhibitions somewhat rendered the
communist revolution Mao led as the continuation of those peasant revolutions in history.
The difference was that he had the correct guiding thoughts of Marxism, which the
previous peasant leaders did not have.

In January 1959, when the new building for the two museums was still in

construction, a decision was made to rename them to acknowledge their national status.

The Central Museum of Chinese Revolution " R E A7 1E47H was renamed as the
National Museum of Chinese Revolution # E # Ay 418 and the Beijing Museum of
Chinese History b5 7 2 {478 was renamed as the National Museum of Chinese

History 5 [E 5 3 18478, The two museums used to belong to the administrative

society in China was extremely short according to such a theory, only 38 years from 1912 to 1949, the year
China entered socialist society after the communists drove the Guomindang regime to Taiwan.

103 «Beijingshi wenhuaju, benju dangzu guanyu beijing lishi bowuguan, ziran bowuguan biangeng
mingcheng ji zhongguo geming lishi liang bowuguan choujian gingkuang de baogao L WAL, &/F
BRXETFIFALEYE. ARBYEEELRLTEER. HEABYESEELNRE

(Report on the changes of names of museums in Beijing),” July to September 1959, BMA: 164-1-31-1, 041.
1% “Guanyu Beijing lishi bowuguan ziran bowuguan liangguan biangeng mingcheng wenti de qingshi % T
bR R EYE, BREEFEEELREBRIER (Report to ask for instructions about the
changes of names of Beijing Museum of History and Museum of Nature), January 7, 1959, BMA: 164-1-
31-1.
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system of the Beijing Municipal Cultural Bureau. In 1962, the two museums, together
with the Palace Museum, were both elevated to be under the direct control of the Ministry
of Culture under the State Council.!%

Another museum constructed on Chang’an Avenue for the anniversary projects in

1959 was the National Military Museum of Chinese People’s Revolutions H E A R %4y

ZEHIHYE (the Military Museum). If the Museum of Chinese History was an expansion
of the communist agenda in historical view, the Military Museum was an encapsulated
display of the communist victory, focusing on the military growth of the party. The
historical period covered by the Military Museum was more recent and much shorter than
both previous two museums. It covered the period from 1927, the year of the Nanchang

Uprising and the birth of the Chinese Red Army, to the Korean War in early 1950s.

The museum architecture and exhibition space

There was no architectural type similar to the museum in traditional Chinese
architecture. As a product of the modernization process, no previous architectural model
or motif could be adopted directly for the image of museum architecture. The first
museums were converted from the former imperial monuments. During the Nanjing
Period (1927-1937) of the ROC era (1912-1949), the GMD regime initiated an ambitious

project to construct the new capital, which produced a large number of government

105 “Bejjingshi wenhuaju, benju guanyu geming lishi bowuguan, gugong bowuyuan san danwei shangjiao
wenhuabu lingdao de baogao ji shi renwei bangongting de pifu AR WAL, FRFTEdr, FHLHF
YITE, WMEBYR =L BT ESRRRE RTAZATHHLE (Report about reorganization
of three museums under direct guidance of the Ministry of Culture and the official reply), May 8, 1962,
BMA: 164-1-358-1.
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sponsored buildings. The GMD regime encouraged restoration of original Chinese

5106

traditions in cultural construction. In the 1929 “capital planning,” ™ it was required that

architectural design should have Chinese-oriented 7 [E 4<{i7. thoughts and “Chinese

original forms” in architecture were highly recommended, especially for government and
public architecture.'”’” Two museums were built in Nanjing during the ten years of
intensive construction by the GMD regime under the leadership of Chiang Kai-shek: the

Central Museum = S {8453 and the GMD Party History Exhibition Hall [ & 5 5% 5 Bk
%\TE. The latter had a Qing style xieshan'® roof and the former had a Tang style

wudian'® roof. They were both multi-floor buildings. From the distance, however, the
GMD Party History Exhibition Hall looked very similar to a double-eave city gate tower,
for instance, the Tiananmen Gate-tower. The Central Museum was like a central hall
from a Tang dynasty imperial palace or a main hall of a Tang dynasty Buddhist temple,
for instance, the main hall of Foguangsi. Liang participated in the design of the Central
Museum. The proportion and details of the building reflected Liang’s vision for ideal
classical Chinese architecture. ''° (Figure 2.15)

The first issue for the new museum buildings in Beijing during the PRC era was

scale. The design and construction of the Museum of Chinese Revolution and History

1% 1n 1927, Nanjing became the capital of ROC. In February 1928, the technological specialists’ office for
the national capital design E#8iZ71# R & 52 #pZ 4k was founded. American engineer E. P. Goodrich and
American architect H. K. Murphy were hired as engineering consultant and architecture consultant
respectively. The “capital plan” was decreed in December 1929. See: Pan Guxi, ed., Zhongguo jianzhushi,
321

197 pan Guxi, ed., Zhongguo jianzhushi, 322.

108 Xieshan: usually translated in English as hipped-and-gable roof.

19 Wudian: usually translated in English as hipped roof.

10 pan Guxi, ed., Zhongguo jianzhushi, 373-383,
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was part of the Tiananmen Square reconstruction project for the tenth anniversary in
1959. In 1958, schemes for the future Tiananmen Square were prepared. There were two
prerequisites for the design: first, Tiananmen Square was to be big with a east-west
dimension of 500 meters; second, the structures around Tiananmen Square were to be the
Ten-thousand People Conference Hall and the Office Building for the Standing
Committee of the People’s Congress on one side, and the Museum of Chinese Revolution
and Museum of Chinese History on the other.

As part of the anniversary projects for 1959, the Museum of Chinese Revolution
and the Museum of Chinese History were originally considered as two separate buildings
in 1958, just like the Great Hall for the People’s Congree and the Office Building for the
Standing Committee of the People’s Congress on the opposite side of the square. Since
these building were to frame Tiananmen Square, schemes for the organization of these
buildings in relation to the square were prepared in 1958. Seven schemes were chosen to
be presented to central leaders. Three of them proposed four separate buildings, two on
either side of the Tiananmen Square; and four combined the two buildings on the same
side into one structure.''! From the scheme drawings of 1958, only two schemes — the
one by Zhang Bo and the one by Beijing City Planning Bureau — among the seven
carefully studied the function and area arrangement of the projects. The remaining five
put almost mirroring structures on the two sides, making a perfect symmetrical planning

for the Tiananmen Square.

m Chang’anjie, 66-67.
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The Museum of Chinese Revolution, the Museum of Chinese History, and the
Office Building for the Standing Committee of the People’s Congress were of similar
scale and relatively small. The Great Hall for the People’s Congress, however, was
gigantic. The central leaders requested that the congress hall be able to house ten
thousand representatives meeting simultaneously in one room, which was called “Ten-

Thousand People Conference Hall” Jj A K45 at the time. There was no way to

achieve a balanced image on the two sides of Tiananmen Square by constructing four
separate buildings. The combination schemes satisfied the requirements better, although
the combined structure for the Museum of Chinese Revolution and the Museum of
Chinese History was still much smaller than the “Ten-thousand People Conference Hall.”
With the addition of the office building, the combined structure on the west side of the
square would have dwarfed its counterpart on the east side. In order to balance the scale
on the two sides of Tiananmen Square, a decision was made to use the plan that enlarged
the museum complex with courtyards while keeping the congress complex a solid block.
This was the scheme provided by the Beijing City Planning Bureau.'? (Figure 2.16)

The plan of the Museum of Chinese Revolution and History was artificially
stretched to spread over a site comparable to that of the Great Hall in scale. The building
was 313 meters long in the north-south dimension and 149 meters in the east-west width.
With three large courtyards and two smaller ones, the largest ones of which measured 76
by 100 meters, only two floors of architectural area were needed to fulfill the required

display area. If the floor height /= was like normal exhibition rooms, the west fagade

Y2 Chang’anjie, 67.
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facing Tiananmen Square would be less than 15 meters in height but more than 300
meters long, which was not heavy enough for a 500-meter wide square. From the center
of Tiananmen Square, such a building would be hardly noticeable. And compared to the
Great Hall on the opposite side, such a height was too low. Finally, to solve this problem,
the height of the Museum of Chinese Revolution and History was artificially stretched

too. The interior height 1% & of the two exhibition floors was 7 meters, in addition to the
2.5-meter high space above the ceiling for structure and utility & %% F.4%, the final floor

height for the exhibition floors was 9.5 meters. In addition to a base floor for storage,
treasure collections, workshops, dining rooms, kitchens and parking lots, the final general
height of the building reached 26.5 meters.'!? Such a height was still more than 10 meters
lower than the 40-meter fagade height of the Great Hall. In order to make the appearance
of the museum fagade more grandeur and continuous, an eleven-bay colonnade of 32.7
meters high was constructed, connecting the west facade of the Museum of Chinese
Revolution and that of the Museum of Chinese History. The protruding pillars framing
the colonnade were 39.88 meters high, which was just slightly lower than the average
height of the Great Hall.''* (Figure 1.28)

Not only the scale but also the architectural style of the Museum of Chinese
Revolution and History was mainly the result of its role as the counterpart of the Great

Hall on the opposite side of Tiananmen Square. As discussed in previous sections, a

113 «Beijingshi jianzhu shejiyuan, zhongguo geming lishi bowuguan sheji gaikuang Jb IR T H BL 5
REEA, L EYE R (Summary of the Museum of Chinese Revolution and History Design),”
September 1963, BMA: 47-1-301-1, 7-8.

114 «7hongguo geming he zhongguo lishi bowuguan gongcheng de jiben qingkuang  [E E &y Fl 7 E [ k4
EYE TR MEAE M (Basic facts about the Museum of Chinese Revolution and History Museum
project),” August 27, 1959, BMA: 47-1-92-1, 4-5.
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nationwide scheme collection''® was held to select a design for the Great Hall, and
various schemes from international style glass boxes to concrete structure topped by
ancient Chinese big roofs were proposed. Once the form for the Great Hall was decided,
however, the architectural form issue for the Museum of Chinese Revolution and History
became simple. Like the Great Hall, the museum used neither large area exterior glass
nor ancient Chinese roofs, but followed a Western neoclassical composition in the
facades. All elevations were symmetrical. The main fagade also had a horizontal five-
section division and vertically divided into eave, main body and base, just like the Great
Hall facing it in distance. Both the Great Hall and the museum complex had re-enforced
concrete frame as the main structure. The same materials as the main facade of the Great

Hall were used for the museum main fagade of the museum complex: light-red granite
base, light-yellow stone-like mixed concrete %75 A for the walls of the main body,

and yellow and green glazed tiles decorating the eaves.

In spite of these similarities, the Museum of Chinese Revolution and History also
has a yin/yang relationship with the Great Hall of the People. While the center of the
Great Hall complex is the solid “Ten-thousand People Conference Hall,” the center of the

museum complex is a void central courtyard; while the colonnade at the center of the

116 which means a solid or

main east facade of the Great Hall complex is a “shilang” SEJER,
actual corridor attached to the main structure, the colonnade at the center of the main

west facade of the museum complex is a “xulang” J% Ji, which means a void or

5 The practice of scheme collection, which is different from scheme competition, during the PRC era will
be discussed in Chapter Three.
8 Chang’anjie, 72.
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insubstantial corridor open on both sides; while the columns in the Great Hall “shilang”
has circular sections, the sections for columns in the museum complex “xulang” are
square. According to ancient Chinese beliefs, heaven is circular and earth is square;
heaven is yang and earth is yin. The yin/yang relationship is confirmed by the column
section in the facing fagades of the two complexes. The national red and yellow emblem
decorating the top center of the Great Hall colonnade is also circular; to make a pair, the
museum complex also bears a flag-star decoration of same colors in the top center of the
colonnade, rectangle in shape. The national emblem of the Great Hall is 4.5 meters in
diameter, while the insignia of the museum complex is 5.5 meters high and 26.5 meters
long. The Great Hall of the People is yang and the Museum of Chinese Revolution and
History is yin. While yin follows and subordinates to yang, it also makes significant
complements and accompaniment to yang.

The yin/yang relationship between the Great Hall complex and the museum
complex is also symbolic. The writing of history follows and subordinates itself to
political power, as symbolized by the Great Hall of the People.

The interior exhibition space in the Museum of Chinese Revolution and History
before 1980s reflected such a subordination of history to politics. The museum complex
was virtually two buildings connected by the colonnade and central entrance hall. The
entire building could be considered as a three-courtyard complex successively aligned in
a south-north direction, which was similar to the time-honored Beijing siheyuan.
However, different from siheyuan, which was usually entered from the south side, the

main entrance to the Museum of Chinese Revolution and History opened in the central
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courtyard on its west side facing Tiananmen Square. The central courtyard was the
communication part of the entire complex. The northern courtyard was the Museum of
Chinese Revolution and the southern courtyard was the Museum of Chinese History.
According to the Chinese tradition, the northern main courtyard in siheyuan was more
important than the southern one. This was because, traditionally, all buildings of Beijing
siheyuan only open windows to the inside courtyards and all the outside walls for
important rooms were windowless. For this reason, main rooms in the northern courtyard
had more sunshine because their inside direction was south, while those of the southern
courtyard virtually had no sunshine because their inside direction was north. Such an
originally functional consideration became a convention in the symbolic significance of
courtyard arrangement in siheyuan throughout history. Thus in the museum complex on
the east side of Tiananmen Square, the Museum of Chinese Revolution occupied a more
significant position than the Museum of Chinese History.

The building in the central courtyard had a portico, an entrance hall, a central hall,
and an auditorium bellow. The entrance hall preceded the central hall, measured 28 by 17
meters. It was the transitional communication space, from which visitors could turn left
to enter the Museum of Chinese Revolution or turn right to the Museum of Chinese
Hisotry. The central hall was 42 by 32 meters with an interior height of 14.6 meters. On
the wall facing the entrance were marble relief portraits of Marx, Engels, Lenin, and
Stalin, in front of which standing the bust of Mao. The information was clear. The four
Marxist saints provided the background and theoretical base for Chinese revolution,

while it was Mao who had applied it in and developed it into the revolutionary practice in
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China. Two 10-by-10 meters wall-paintings decorated the side walls of the central hall.
On the north side wall was the “Great union of people throughout the world;” on the
south side wall was the “Great union of people throughout China.”!!” The wall-paintings
were originally planned to be relief group sculptures of wood."'® Diagrams of white
doves of peace and Chinese characters for “peace” and “union” decorated the upper part
of the entrance wall. Below the central entrance hall in the basement was a 700-seat
auditorium for lectures and films of revolution and history topics. No specific function
was assigned for the central hall in original design. It was a hall to set the political tone
for the entire museum complex. One can imagine, even if temporary exhibitions of pure
historical topic were displayed in such a hall, the political messages in decorative motifs
of the interior would have imbued the space with strong revolutionary atmosphere.

The color scheme for both the entrance hall and the central hall was mainly red
figures against light color background. Red marble was used for the floor and columns in
the entrance hall. For the central hall, the walls were covered with light yellow rhan-made
marble, while the floor was made of red and light gray marbles. Two rows of octagonal
columns covered by light gray marbles divided the interior space of the central hall,
making the central space look like a nave and the two sides like aisles. The two rows of
columns directed the focus in the central hall to its back wall, where the figures of the

four Marxist great men and Mao were located. (Figure 2.17, 2.18)

17 «Beijingshi jianzhu shejiyuan, zhongguo geming lishi bowuguan sheji gaikuang,” BMA: 47-1-301-1, 7-
8.
118 «Zhongguo geming he zhongguo lishi bowuguan gongcheng de jiben qingkuang,” BMA: 47-1-92-1, 4-5.
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The Military Museum of Chinese People’s Revolutions was almost as big as the
Museum of Chinese Revolution and Museum of Chinese History combined. Its
architectural area is 60,557 square meters, only slightly smaller than the 65,152.05 square
meters of the museum complex. While the museum complex only had three above-
ground floors, the Military Museum had seven floors plus a tower in the center —four
floors for the side sections, and three floors for the end sections. The main southern
facade was also symmetrical. However, rather than a flat roofline in the museum complex,
the skyline for the Military Museum was like a mountain peak, rising from the two side
toward the center. The 94.7-meter-high center tower raised the army emblem of the PLA:
a red star with the two yellow Chinese characters for “August First” — the birthday of the
Chinese red army — within and wheat decoration without, the same color scheme with
insignias on both the Great Hall and the Museum of Chinese Revolution and History. The
exterior materials for the Military Museum were also same as the museum complex.

Although the Military Museum was only for one type of exhibition, its plan was
almost the same as the Museum of Chinese Revolution and History. An entrance hall
connected two symmetrical side parts with a central hall in the back and two courtyards
separating the central hall from the two exhibition sections. The central hall was 14.3
meters high from floor to ceiling, with a Mao statue standing at its center. It was true that
all the museum exhibitions before 1980 during the PRC era were to legitimatize Mao’s

political line as the only way to save China. (Figure 1.25)
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The re-organization of museum exhibitions on Chang’an Avenue

The museums on Chang’an Avenue experienced significant changes in the 1990s.
On July 1, 1990, the “Chinese Revolutionary History Display” 9 & %y 2 Bk7 in the
Museum of Chinese Revolution, including the “Old Democratic Revolution Period” and
“New Democratic Revolution Period,” was renamed “Recent History of China Display”
A E %71, and the “People’s Republic of China Display” 4 A\ BRI FE RS was
renamed “Contemporary China Display” 244t E B£%1.!° The arrangements of
materials according to revolutionary periods were changed to a chronological
organization of objects and pictures in successive historical events: the First Opium War,
the Second Opium War, the Taiping Heavenly Kingdom, the Divide-up of China by
Western Powers, the Xinhai Revolution, the Birth of CCP, Nanchang Up-rising, etc.
After the “Cultural Revolution” and the death of Mao in 1976, the revolutionary spirit
was played down in public propaganda. Before 1976, history was seen as series of
revolutions; after 1976, revolutions were dramatic moments at the verges of social
political changes in history.

Nothing could be more telling in capturing such a change in museum politics than
the comparison of two exhibitions on Sun Yat-sen from before and after 1976. Sun was
born in 1866. He was considered to be the founding father of modern China by both the
communists and the Guomindang. In 1966, at the dawn of Cultural Revolution, a

temporary theme exhibition “Memorial Exhibition of Sun Yat-sen at his One Hundredth

9 Zhongguo geming bowuguan. Zhongguo geming bowuguan 50 nian (50 Years of the Museum of
Chinese Revolution) (Beijing: Haitian chubanshe, 2001), 13.
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Anniversary” #hF LS8 ERE R B F A FE LSRR was scheduled in the Museum of

Chinese Revolution. The Preparation Committee requested that through the exhibition,
the historical experience of China from Old Democratic Revolution evolving to New
Democratic Revolution should be expressed. The exhibition focused Sun’s connection
with and support to the communist party. Only leaders of the Left Wing GMD, Song
Qingling, Liao Zhongkai, He Xiangning, etc., were chosen to be on display. The CCP
was represented as playing a critical role in the changing of Sun’s revolutionary cause
from nationalist to socialist. Sun’s revolutionary activities before 1924 were considered
as having various political mistakes from which historical lessons should be learned. Sun
died in 1925. The exhibition program suggested that the critical moment in Sun’s
political life happened only at the end of Sun’s life, with the help of the CCP. The theme
of the whole exhibition was to show that “it was the Chinese people led by CCP and Mao
who carried on Sun’s unfinished cause of the democratic revolution and marched further
on to socialist revolution and construction.”**® Such a teleological program to justify the
CCP’s role in Sun’s life was played down thirty years later. In “Exhibition in Memory of

Sun Yat-san’s One Hundred and Thirtieth Anniversary” £2& P LI AR 130 F4E
JE T staged in the same museum in 1996, Sun was mainly displayed as a nationalist who

overthrew the Manchu empire and fought for national unification.
The way materials were displayed in the Museum of Chinese History experienced

similar changes in the 1990s. According to the 1997 version of the permanent exhibition,

120 «7Zhongguo geming bowuguan, sun zhongshan xiansheng danchen bainian zhounian jinian zhanlan
gongzuo gaikuang HEEAEYIE, PLAEEREFEFAFLSRETAEBS (Summary of the
Exhibition in Memory of Sun Yat-san’s One Hundred and Thirtieth Anniversary),” March to April, 1966,
BMA: 2-20-456-1.
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the “General History of China Display” ' E 1 5 %51 no longer followed the Marxist
social development order but went back to a dynastic order. The long period before Xia
Dynasty was no longer called “primitive society” but was categorized as Paleolithic
Period and Neolithic Period, and a section on “Late Qing Dynasty” was added, which
covered materials between 1840 and 1911."*! The display of ancient Chinese history was
no longer the extension of the revolutionary history after 1840. The display also no
longer focused on the revolutionary spirit of ancient laboring people, but emphasized the
cultural, political, economic development and technological improvement in history.
The most dramatic change in the museum display of Chinese history on Chang’an
Avenue happened in the dawn of the 21st century. In 2002, a decision was made to
combine the Museum of Chinese Revolution and the Museum of Chinese History to
make a National Museum of China. After this combination, however, the permanent
exhibitions virtually disappeared, and the displays on “History of Chinese Revolution”
were totally gone. Almost all the exhibition halls in the 1959 building were used for
temporary thematic exhibitions. Today,122 in a quick survey of the National Museum,
visitors will note that the “General History of China Display” shrank into the “Display of

the Distinguished Items from the Museum Collection” TE78#% & B%, where people can

find world-wide famous items from prehistory ceramics to Ming-Qing Dynasties
furniture. Instead of a narrative of Chinese history through material culture, the exhibition
is more like a gallery display of art. Items were organized according to their material,

ceramic, porcelain, bronze, metal, wood, sculpture, etc. The scale of the display was

121 Zhongguo lishi bowuguan, ed. Zhongguo tongshi chenlie.
122 Meaning 2005 when the author was in Beijing.
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much smaller than the previous general history display. Almost all the items had been
frequently cited in general books about Chinese art.

Other halls in the National Museum were all used for temporary thematic
exhibitions. In my recent visit in November 2005, the first floor of the former Museum of
Chinese Revolution held the exhibition on “Zhenghe’s Seven Voyages to West Oceans”

B A0 T P43 and the first floor of the former Museum of Chinese History held the

exhibition “The Dawn of a Civilization: Treasures from Liangzhu Culture” 3Z B HB8
ot RSB E.

While all the previously mentioned exhibitions in the National Museum were
temporary, the only relatively permanent display here was, to the surprise of visitors in a
national museum, the “China Waxen Images Display” # E## 1§78, which was on the

second floor of the former Museum of Chinese Revolution. In the display, visitors will
find Sun Yat-sen standing opposite to the first emperor Qin Shihuangdi, Mao smiling and
gazing to emperors from the Han Dynasty, Lenin standing next to Marx and Engles with
Qing emperor Kangxi standing near by, a sexy Marilyn Monroe exposing her shoulders
in front of Chinese communist heroes and heroines, and Bill Gates staring into Lei Feng
with an ambiguous smile on his face. You can find all famous people known to the 21st-
century Chinese here, from third-century BCE Chinese poet Qu Yuan to the Second
World War leader Churchill, from film star Jackie Chen to volleyball player Yao Ming.
All the waxen figures are real size and super-realistic, and are standing or sitting on
virtually unelevated floors. People can become lost here, unable to distinguish which

figures are waxen and which are live visitors. The boundary between history and present
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as laid by the first Chinese museum — the Palace Museum — in 1912 disappears. And the
only permanent display in the National Museum of China is embodied in the most
impermanent material, wax. (Figure 2.19)

The change of displays in the museums on Chang’an Avenue was only partly due
to the political relaxation in ideological control of the party. Economic consideration
played a central role. In order to attract more people to the museum, the lengthy display
of general history in one comprehensive exhibition was cut. Tourists tire quickly in the
odyssey exploring five thousand years of Chinese history. Millions of tourists pour into
Tiananmen Square every year. After visiting the Palace Museum, the Great Hall of the
People, the Monument to People’s Heroes, and Mao’s Mausoleum, they usually spend a
couple hours at most in the museum. What they want is something like cultural fast food,
getting some taste of the glory of China’s long past. And there are plenty of McDonalds
and KFCs around Tiananmen Square and along Chang’an Avenue. New adjustments
reflect a change in public consumption of culture. And the waxen figures in the National
Museum fulfill such a need well. Today, the waxen figure hall always has more visitors
than other halls.

While the center of Chang’an Avenue became more and more tourist-oriented in
the 1990s, the former role played by the Museums of Chinese Revolution and Chinese
History was relocated to its western extension. The Military Museum was originally built
in 1959 to display the development of the People’s Liberation Army. Except for the

Weapon Hall 5% 887H, the earliest permanent displays are in today’s “Hall of the Land

Reform Revolution Wars” 1 #1245+ 18, the “Hall of the Anti-Japanese War” $T H
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% 418 and the “Hall of the War to Liberate the Whole Country” 4= E f# i &% 5 1H.

These three exhibitions represent the birth, growth, and glorious triumph of the army led
by the Chinese Communist Party. The “Land Reform Revolution Wars” exhibition
covered the period from 1927, the year of the Nanchang Uprising and the birth of the
Chinese Workers and Peasants’ Red Army, to 1937, the year Japan invaded China.'® The
“Anti-Japanese War” exhibition covered the eight years of the Sino-Japanese War of the
World War II period from 1937 to 1945.12* The “War to Liberate the Whole Country”
exhibition covered the Civil War period from the end of World War II to the founding of
the People’s Republic.125 All the three original exhibitions focused on the leadership of
the party and the central role it had played in the victory of wars and advancement of
modern Chinese history. The first exhibition displayed the glorious process of the
development of the Chinese Workers and Peasants’ Red Army into a heroic and
invincible people’s army under the leadership of the party, highlighting the early
achievements of the Chinese communists represented by Mao: combining Marx-
Leninism with China’s reality, leading people’s armies to explore the road for Chinese
revolutions, founding the principles for the armies, and developing a series of strategies
best for China. Its aim was to show that military struggle led by the party was a historical
necessity to save the country and the people.126 The second exhibition was to display the
history of the national salvation war summoned by the CCP, based on the cooperation

between the CCP and GMD, and under the banner of united front. It highlighted the

12> Zhongguo renmin geming junshi bowuguan, ed. Zowjin zhongguo renmin geming Junshi bowuguan, 90.
' 1bid., 172.

' Ibid., 231.

126 Ibid., 90.
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central role party and the communist armies played in the war against the Japanese.'”’
The third exhibition displayed the people and People’s Liberation Army’s glorious
history of overthrowing the GMD regime and founding the PRC under the leadership of
the CCP.'*® (Figure 2.20)

In 1988, two new exhibitions were added to the Military Museum after four years
of preparation: the Ancient Wars Display and Wars of the Recent History Display. The
former covers period from prehistory to 1840 and the latter covers the period from the
Opium War to 1919. After the general history display was closed in the Museum of
Chinese History, these two exhibitions in the Military Museum offered the most
comprehensive education material on ancient Chinese political and military history in
Beijing.

After Tiananmen Square was taken over by tourist fervor, its extension and
former servant Chang’an Avenue became the location for displaying state power and

executing pedagogical propaganda.

127 1hid., 172.
128 1bid., 231.
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Figure 2.1: Southern Church, Beijing, 1776, rebuilt in 1902-04
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Figure 2.3: Shanghai Municipal Museum, Dong Dayou, 1934
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Figure 2.4: Shanghai Jiangwan Gymnasium, Dong Dayou, 1935

Figure 2.5: Beijing Hotel, Middle Building, 1917
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Figure 2.7: Ministry of Fuel, 1951
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Figure 2.8: Sanlihe Office Buildings for Four Ministries and One Committee, 1954

Figure 2.9: West Building of Beijing Hotel, 1953 (the lower red building)
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Figure 2.10: Tiananmen Square reconstruction plans, 1954-1955
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Figure 2.11: Various designs proposed for the Monument to People’s Heroes in 1951
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Figure 2.12: Monument to People’s Heroes, 1952-58

OBRWRY W]

Figure 2.13: Detail of the lantern on top of the Central Broadcast Building, 1957
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Figure 2.15: ROC Central Museum, Nanjing, 1936




Figure 2.16: Relationship between the Great Hall and the Museum

Figure 2.17: Entrance Hall, National Museum, 1958-59
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Figure 2.18: Entrance to the Central Hall, National Museum

Figure 2.19: The Wax Figure Hall, National Museum, Beijing, 2005
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Figure 2.20: Hall of the Land Reform Revolution Wars, Military Museum, 2005
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Chapter Three

Collective Creation and the 1964 Chang’an Avenue Planning

The Socialist Way to Build

Chinese communists considered artistic creation a special form of social
production — spiritual production, as differentiated from the production of materials and
tools. While acts of individual creation were deemed as bourgeoisie, a socialist approach
to production emphasized collective creation. Architecture, as defined as comprising both

material and spiritual production, followed such a socialist way to build.

Mao’s “Yan’an talks” and it influence
The promotion of collectivism in artistic creation started long before the People’s
Republic was founded. The first step to collective creation was the founding of the

”1

“mass-oriented principle”” in art. Mao’s “Yan’an Talks” of 1942 were the Party’s first

formally articulated request to all artists to serve the people. In his talks, Mao asks artists

! “Mass” refers to people in the Marxist sense. “Mass-oriented principle” is translated from the Chinese
“qunzhong yuanze” BEAX R U and “mass line” is translated from “qunzhong luxian” FfAX B £%. Both are
standard terms in Chinese Marxist ideologies.
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to make efforts to serve the “majority of Chinese people” — the majority meaning workers,
peasants and soldiers. Since the Party represented the “majority of Chinese people” and
professed the correct political direction, art was asked to serve politics.

In communist China, the relationship between art and politics must be understood
in terms of the relationship between the Party and intellectuals.? Sometimes their attitudes
towards tradition, the West, and modernization differed a greatly. Such differences,
however, did not mean that the Party and the intellectuals represented two antagonistic
classes; many of the Party cadres were themselves intellectuals and most of the
intellectuals involved in political struggles about culture were Party members. But as
separate groups, they do sometimes emphasize different things and examine problems
from different standpoints when dealing with specific cultural issues.

The Chinese Communist Party was very conscious of using artistic works to
promote political goals. . As early as 1930, an Art Bureau, under the leadership of the
Political Department in the CCP; was created to advance the communist revolutionary
cause, counteracting artistic individualism emerging from a concentrated group of artists
in the Yan’an area. . During the late 1930s and early 1940s, many left-wing writers and
artists gathered at Yan’an, removing themselves from the Japanese occupied coast areas
like Shanghai and Nanjing to an area where their creativity could be nurtured and
appreciated. In 1940-41, because of the relatively peaceful environment, a tendency

toward creating “art for art’s sake” arose in this “Soviet Area” 73 [X.. Artistic quality was

2 Intellectuals were defined as a distinct group of people in Chinese society, which refer to the educated
population including artists, writers, scientists, etc. They were more or less comparable to the bourgeoisie
in the West. According to Maoist ideologies, they were meant to be educated by the “mass” to become

“cultural workers” XL T/E#.
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emphasized at the Lu Xun Academy of Art & 2k, sometimes at the expense of the

understanding of the “masses.” Poets extolled love, albeit classless, and theater workers
put on full-length foreign plays. For the communist leaders, these were signs that the art
in Yan’an was abandoning the masses and escaping into an ivory tower. Artistic quality
and popularization, they felt, were incompatible. It was under such a situation that Mao

Zedong delivered his famous “Talks at the Yan’an Forum on Literature and Art”.

In his “Yan’an Talks”, Mao calls on the artists to take a “mass line”? in their
artistic activity.4 In the “Yan’an Talks,” Mao claims that all arts had their class natures
and the new Chinese art must serve the majority, that is, the workers, the peasants, the
soldiers, and the petty bourgeoisie. He asks the artist to go deep into the countryside, to
learn from the working people, and to feel what they feel in their life and struggle. Mao
doesn’t simply discard art as art; he says, “There are two criteria in art criticism: one is
political criterion; the other is artistic criterion.” However, he emphasizes that any ruling
class in history has always put political criterion in the first position and artistic criterion
in the second. Yet, he follows that immediately with the claim that content and form must
achieve unity. Here, content was understood as politically correct and form as artistically
competent. He says, “We are against both art with wrong political information and the

political slogan without artistic power.” That Mao acknowledged the need for the artistic

3 The mass line referred to the interests of the most general parts of the Chinese population, and is
summoned again and again throughout the history of the CC