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WICHTIGE INFORMATIONEN

Hotel Beijing

Beijing Traditional View Hotel
33 Ju‘er Hutong, Dongcheng
100009 Beijing

+86 10 6400 5656

Hotel Hangzhou
Westlake Youth Hostel

Manjuelong Branch

No.184 Xiamanjuelong, Xihu,
310008 Hangzhou,

+86 57 1899 88987

Hotel Shanghai
JI Hotel Xintiandi Shanghai

No.283 South Chongqin Road,
Huangpu,

200025 Shanghai

+86 21 6093 2229

Bargeld:
Nicht Giberall kann mit Kreditkarte

Geld abgehoben oder gezahlt werden.
Um Engpdsse zu vermeiden, sollten
geniigend RMB bereits in der Schweiz
gewechselt werden.

RMB kann man online bei der Bank
bestellen und nach Hause schicken

lassen.

Cisco AnyConnect:
Verschiedene Internetdienste in China

sind blockiert. Um trotzdem z.B auf
google und exchange zu greifen zu
kéonnen, wird empfohlen vor der Reise
Cisco Any Connect (wird von der ETH
zur Verfiigung gestellt) auf dem
Smartphone zu installieren.
Information dazu:
https://www1.ethz.ch/id/servicedesk/
guide/vpn/index

Taxis:
Da es z.T. schwierig sein kann, ein Taxi
zu bekommen, wird empfohlen die

Uber App zu installieren.

Notfall Nummern China
Police (Calling) 110

Police (Text message) 12110
First-aid Ambulance 120
Fire 119

Traffic Accidents 122

SOS in Water 12395

Telefon Vorwahl
China +86
Beijing +86 10
Shanghai +86 21
Hangzhou +86 571

Schweizer Botschaft Peking
Sanlitun Dongwujie 3

Beijing 100600

Phone

+86 10 8532 8888
Visa +86 10 8532 8755

Schweizerischer Generalkonsulat
Shanghai

22F, Building A

Far East International Plaza 319
Xianxia Road Shanghai 200051
China

Tel.: +86 21 6270 0519

Email: sha.vertretung@eda.admin.ch



Hallo

Danke

Bitte

(You’re welcome)
Bitte

(please)
Entschuldigung
Tchiiss

Wie komme ich dorthin?

Wie komme ich zu __?

Im Taxi:
Bitte fahren Sie dorthin.

Auf der Strasse:
Entschuldigung, gibt es
ein/e ___ in der Ndhe?
Metro Station

Laden

Bank

Spital

NUTZLICHE SATZE

Hr4F ni hao
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xF & A dui bu qi
I zai jian

ging-wen zhe-li zen me zou?
(und dann die Karte zeigen)
WRXEE & A?

ging-wen qu zen me zou?
wEA__E4E?

ma-fan kai-dao zhe-li.
(und dann dem Fahrer die Karte zeigen)
HIFE| X E o

ging-wen zhe-li fu-jin you ma?
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ESSEN UND TRINKEN

Das Essen hat in China einen sehr hohen Stellenwert: Es ist ein
zentraler Teil der chinesischen Kultur. Dabei geht es nicht nur
um Nahrungsaufnahme und Gaumenkitzel, auch didtetische
Gesichtspunkte spielen traditionell eine groBe Rolle: Was isst
man bei warmem, was bei kaltem Wetter, was bei welcher
Unpasslichkeit usw.

Dreimal taglich wird warm gegessen, und seit dem Ende der sozi-
alistischen Askese flief3t ein Gutteil des Einkommens in kulinari-
sche Geniisse. Auch der soziale Aspekt ist stirker ausgeprigt als
in Europa: Essen schafft und bestérkt soziale Bindungen. Es be-
kommt nicht jeder seine eigene Portion, sondern alle teilen sich
alles, und dem Ehrengast wird das Beste vorgesetzt. Mit dem Auf-
fahren von teuren Spezialititen beeindruckt man den héuslichen
Gast oder den Geschiftspartner im teuren Restaurant. Dabei
kommt generell deutlich mehr auf den Tisch, als tiberhaupt ver-
zehrt werden kann.

CHINESISCHE KUCHE

Die Unterschiede zwischen den Regionalkiichen Chinas sind so
erheblich wie das Land grof3 ist. Die Kiiche Pekings und Nordchinas
ist stark mongolisch beeinflusst. Am Offensichtlichsten ist das beim
Lamm-Feuertopf, einem vor allem im kalten Winter beliebten
geselligen Mahl. Traditionell wird auch kein oder kaum Reis verwen-
det; seinen Platz nimmt Weizenmehl ein - in Form von Nudeln
(handgezogen oder geschnitten), von Dampfbroten oder von Teigta-
schen verschiedener Fiillung und Bezeichnung. Jiaozi, Baozi und
Guotie z. B., typische Speisen der Volkskiiche, sind ein wunderbarer
Genuss fiir sehr wenig Geld. Das im Ausland bekannteste Gericht,
die Pekingente, wird bei festlichen Anldssen im Restaurant
verspeist.

Die Palastkiiche bekommt man mit wenigen Ausnahmen nur in
Peking. Etliche hundert Rezepte haben das Ende der Monarchie
iberdauert. Typisch fiir diese Kiiche ist, dass eine Fiille kleiner
Portionen auf den Tisch kommt. Die Zubereitung ist handwerklich
oft sehr aufwendig, vor allem auch im Hinblick auf dsthetische
Présentation.

Essen als
Ereignis

Peking und
Nordchina

Palast- oder
Kaiserliche
Kiiche



Preis fr ein Mittag- oder Abend-
essen ohne teure Spezialitaten:
@0a06 Uber 22 €

000 15-22 €

@06 7,50-15€

@ unter 7,50 €

Die Kochkunst der siidchinesischen Provinz Guangdong und Hong-
kongs gilt als Kénigin unter den Regionalkiichen des Landes und ist
vor allem fiir die Vielfalt der Zutaten - darunter viele Meeresfriich-
te — berithmt. Einige der teuersten Spezialititen gehoren dazu: Hai-
fischflossen, Schwalbennester und Abalone. Sie werden mild zuberei-
tet, der natiirliche Geschmack soll zur Geltung kommen. Berithmt ist
die kantonesische Teekultur bzw. der essbare Teil davon, die so ge-
nannten Dimsum (sprich »dimf8am«). Das kantonesische Wort bedeu-
tet »das Herz beriihren« und bezeichnet zum
Tee servierte Leckereien, die — herzhaft und siif§
- in grofler Vielfalt angeboten werden: Teig-
taschchen mit Garnelenfiillung, Rippchen in
Schwarze-Bohnen-Sauce, Hithnerfiifle, Hefe-
teigbdllchen mit gerdstetem Schweinefleisch,
mit Lotoskernpaste gefiillte Sesambéllchen und
noch viele mehr. Dimsum isst man von mor-
gens frith bis zum Nachmittag - in Hongkong
und Kanton auch als Mittagessen, dann erganzt
um einen Teller Bratnudeln oder Bratreis -, je-
doch nicht am Abend. Kantonesen essen auch Schlange und Hund,
beides vorzugsweise (Hund ausschlieflich) in der kalten Jahreszeit.

Im mittleren Westen Chinas liebt man es feurig. Mit reichlich Chili
und Sichuanpfeffer sind wirklich authentische Speisen fiir Nicht-Si-
chuaner oft kaum genieflbar. Aber keine Bange: Erstens haben sich die
Sichuanrestaurants auf8erhalb Sichuans tiberall an die empfindlicheren
Gaumen ihrer Kundschaft angepasst, und zweitens gibt es auch bei den
Originalgerichten milde und weniger stark gewiirzte Speisen. Berithmt
ist die milde Sichuanente: Sie wird iiber Kampferholz gerduchert.

Gekochtes und Geschmortes ist typisch fiir die Kiiche von Shanghai
und Hangzhou. Dazu eine siiflliche Geschmacksnote - das beliebte
Stiflsauer, sei es als Fisch- oder als Schweinefleischgericht. Zur
Shanghaikiiche zahlt die Spezialitit im Herbst: Wollhandkrabben.

»Yunnankiiche« ist nur ein Oberbegriff, denn diese einerseits ans ti-
betische Hochland, andererseits ans subtropische Siidostasien gren-
zende Provinz mit ihren verschiedenen Volksgruppen bietet auch
eine grofle kulinarische Vielfalt.

Auch auflerhalb der Provinz be-

kannt ist vor allem die Kiiche der

Taivolker Siidyunnans mit ihren

eher thailandischen Geschmacksno-

ten. Typische Gerichte sind Wildpil-

ze und Reis aus dem Bambusrohr.

Je weiter man nach Westen reist und

je wiistenhafter es wird, umso star-

ker ist die Kiiche muslimisch und

nomadisch geprégt: In Zentralasien

kommt wenig Gemiise, kein Schwei-

nefleisch, dafiir viel Lamm und

Hammel auf den Tisch. Die Schaschlikspiefie sind allerdings auch in
anderen Landesteilen beliebt — dann vor allem als Straflenimbiss.

Die genannten Regionalkiichen decken keineswegs ganz China ab,
sondern gehen in verschiedenen Regionen unterschiedliche Kombina-
tionen ein. Die Kiche von Fujian dhnelt vor allem im Siiden der
Chaozhou- und Kantonkiiche. Die Kiiche von Hunan hat mit der Si-
chuankiiche die Vorliebe fiir Scharfes gemein. Die Rezepte in Shan-
dong sind nordchinesisch gepragt, profitieren aber vom reichen An-
gebot an Fisch und Meeresfriichten. In Teilen der Mandschurei
wiederum spiirt man die Nédhe zu Korea: Hundefleisch und scharf
eingelegter Chinakohl als wirmende Winterspeisen sind dafiir typisch.

Ebenso kunstfertig wie die Palastkiiche, bieten vegetarische Gerichte
verbliiffende Imitationen von Fleischspeisen. Chinas vegetarische Kiiche
ist buddhistisch geprégt. Daher wird dazu auch kein Alkohol gereicht.

Die groflen Stadte bieten mittlerweile {ibrigens ein reiches Spekt-
rum an Restaurants. Die Wandlung Pekings, Shanghais oder Kan-
tons zu internationalen Metropolen ist nicht nur zu sehen, sondern
auch zu schmecken: Dort isst man nicht mehr nur chinesisch.



Huoguo (J4#): Der Name bedeu-
tet Feuertopf (»hotpot«). Aus dem
mongolischen Hammelfleischfeuer-
topf (chines.: »shuan yangrou«) ha-
ben sich weitere Formen entwi-
ckelt, die sich in der Art der Brihe
und den Zutaten unterscheiden.
Gemeinsam ist, dass man um den
Topf mit der brodelnden Bruihe he-
rumsitzt und sich die kurz gegarten
Fleischscheiben, Kohlblatter, Pilze
oder Doufu aus der Bruhe fischt
und dann kurz in eine kalte SoBe in
der eigenen Schale taucht. Beliebt
ist der Yuanyang Huoguo (%7«
%), dessen Topf eine Trennwand
hat, so dass man zwei Briihen - eine
scharfe, eine milde — zur Wahl hat.

Jiaohuazi Ji (MUfL1X9): Bettler-
huhn (»beggar’s chicken«) ist ein in
ein Lotosblatt gewickeltes und
dann im Lehmmantel im eigenen
Saft gegartes, ganzes Huhn.
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Doufu (%7 )#): Der Bohnenquark
(»bean curd«) ist im Deutschen be-
kannter unter der japanischen Be-
zeichnung Tofu. Er wird aus vergo-
renen Sojabohnen hergestellt. Als
rein pflanzliches EiweiB sehr ge-
sund, ist Doufu Grundlage vieler
Rezepte, z.B. Mapo Doufu, »nach
Art der pockennarbigen Alten«: ein
scharfes Gericht der Sichuankdche.

Baozi (fu¥): Kreisrunde Teigta-
schen mit Weizenhefeteighlle
(englisch meist: »bun«) gibt es mit
verschiedenen Fleisch-Gemuse-Ful-
lungen.

Lamian ($7[f): Handgezogene Nu-
deln, meist als Nudelsuppe serviert,
sind ein typisches Garkuchenge-
richt.

Jiaozi (%% 1): Sichelférmige Teigta-
schen (»dumplings«) mit einer
Weizenteightlle und unterschied-
licher Fullung (typisch: Schweine-
hack und Chinakohl). Es gibt sie
gekocht oder gedampft. Man be-
stellt sie nach Gewicht. Geflllte
Teigtaschen ahnlich den Jiaozi,
aber in der Pfanne gebraten, hei-
Ben Guotie (%4/lh) und sind beson-
ders herzhaft.

Lengpan (#4): Diese Vorspeisen
sind beinahe die einzigen chinesi-
schen Gerichte, die kalt serviert
werden. Sie kommen in kleinen
Portionen, so dass man ruhig meh-
rere bestellen kann: gerostete Erd-
nusse, marinierte Lotoswurzel, ma-
rinierte grine Gurkenstifte, fein
geschnittenes kaltes Bratenfleisch,
Doufuhaut oder — im Sommer sehr
beliebt — Tomate mit Zucker. Inzwi-

schen ist auch Salat nach westlicher
Art in Mode gekommen.

Pidan (J%#): Hundertjahrige Eier
(»preserved eggs«) sind in einem
speziellen Lehmmantel luftdicht
umhdillte, drei Wochen gelagerte
Enten- oder Huhnereier, in kleinen
Scheiben als Vorspeise verzehrt,
am besten mit etwas frischem Ing-
wer. Intensiver Ei-Geschmack.

Zhangcha Ya (#5745 5): Die Sichuan-
ente (»smoked duck«) wird mit Tee
und Uber Kampferholz gerauchert
- eine (keineswegs scharfe) Spezia-
litat der Sichuankuche.

Beijing kaoya (Jbxi)%19): Bei der
Pekingente kommt es auf die Haut
an. Das Tier wird mit Honig mari-
niert und gegrillt. Am Tisch sabelt
der Koch fur die Gaste die Hautstu-
cke ab. Man stippt sie in eine Sauce
und wickelt sie mit frischem Lauch
in kalte Weizenteigfladen (»bao-
bing«, flPf). Weitere Gange (Ge-
muse, Suppe) runden das Mahl ab.



China ist das Teeland schlechthin:
Noch weit ins 19. Jh. hinein kam
samtlicher Exporttee der Welt aus
China. Um diesen Teil von Chinas
Kultur zu wurdigen, darf also ein
Besuch in einem Teeladen mit Ver-
kostung nicht fehlen.

Ein bisschen ist es mit dem Tee so
wie mit dem Wein: Wie der Laie bei
Letzterem nicht viel mehr zu unter-
scheiden weiB als weiBen, roten
und rosé, so kennt mancher beim
Tee nur den grunen, den schwar-
zen (Chinesen sagen: »roten«) und
den halbfermentierten; und wie
ein Schluck richtig guten Weins alle
Geschmacksnerven im Mund an-
regt, so ist es auch beim Tee: Die

richtig teuren Sorten, junge und
frische, sorgsam verarbeitete Pflu-
ckungen, kosten zwar ein Heiden-
geld, bieten dafur aber auch unge-
ahnten Genuss. Zudem sind sie
enorm ergiebig. Schon ein paar
Kramel davon, in einer Tasse aufge-
gossen, bieten mehr Geschmackser-
lebnis als ein Loffel voll Teeblatter
einer minderwertigen Sorte.
Anders als bei Wein kommen die
verschiedenen Sorten aber nicht
von verschiedenen Pflanzenvarie-
taten, sondern alle sind von der
Camellia sinenses, dem Kamelien-
strauch oder -baum. Der wurde Ub-
rigens nach einem Deutschen be-
nannt: nach Georg Joseph Camell,
der die Kamelie im 17. Jh. auf den
Philippinen kennenlernte.

Tee-Ernte in der groBen chinesischen Ebene (Provinz Hubei)

Der schwarze bzw. rote Tee ent-
steht durch Fermentierung der Blat-
ter. Schwarzer Tee wird traditionell
in China wenig getrunken. Er geht
vor allem in den Export, und er ist
die einzige Sorte, die Zusatze wie
Milch, Zucker oder Zitrone erlaubt.
Vom halbfermentierten Tee gibt es
zwei Sorten: den Wulong-Tee aus
der Provinz Fujian und den ein
wenig erdig schmeckenden Pu’er-
Tee aus Yunnan. Pu’er-Tee wird be-
sonders in Guangdong und Hong-
kong gern zum Essen getrunken,
da er etwas kraftiger im Geschmack
ist. Wulong-Tee ist feiner. Eine be-
kannte Wulong-Art ist Tieguanyin
(sprich »tidh-gwanjing, »eiserne
Guanyin«). Manche bereiten dar-
aus einen starkeren Aufguss, der
nach einem Mahl quasi als Verdau-
ungsespresso genossen und aus Mi-
nischalchen getrunken wird.

Auf naturlichem Wege beim Trock-
nen leicht anfermentiert ist der
weiBe Tee, der vorwiegend in der
Provinz Fujian aus Blattknospen
hergestellt wird. Er ist sehr fein und
sehr kostbar — fur nur 100 g mussen
rund 3000 Knospen gepflickt wer-
den. Die weiBliche Erscheinung der
frisch geernteten Knospenblatt-
chen gab ihm den Namen; der Auf-
guss dhnelt dem Gruntee.

In die Kategorie des griinen Tees fal-
len die meisten Teesorten. lhre Na-
men beziehen sich vor allem auf die
Anbaugebiete. Der wohl bertihmtes-
te Grintee ist der Drachenbrunnen-
tee aus Hangzhou, aber wie auch bei
den anderen Sorten gibt es ein wei-
tes Qualitats- und Preisspektrum.
Eine seltene Varietat des grinen
Tees ist der etwas anders verarbeite-
te gelbe Tee. Bekanntester Her-

kunftsort ist die Halbinsel Jun Shan
am Dongting-See. Bei diesem so ge-
nannten Silbernadeltee recken sich
die Blattchen nach dem Aufguss
senkrecht in die Hohe, weshalb man
ihn gern in flachen Schalen oder im
Glas serviert.

Nicht zu vergessen sind aromatisier-
te Griintees. Zwei Sorten sind be-
liebt und werden vor allem im Som-
mer gern getrunken: Jasmintee und
Chrysanthementee. |hr Aroma ent-
steht aus dem Zusatz getrockneter
Bluten, ist also keineswegs kunstlich.

Leider wird griiner Tee heute meist
im Wasserglas serviert, eine Unsitte,
da man sich leicht die Finger ver-
briht und beim Trinken die noch
nicht abgesunkenen Blatter in den
Mund geschwemmt werden. Stil-
voller und praktischer sind die tra-
ditionellen henkellosen Deckeltas-
sen, die sich kelchférmig 6ffnen
und einen innen sitzenden Deckel
sowie eine Untertasse haben. Der
Deckel héalt nicht nur warm, son-
dern beim Trinken auch die Blatter
von den Lippen fern, und an der
Untertasse hebt man die Tasse zum
Trinken samt Deckel hoch. Standi-
ger Beliebtheit erfreuen sich beim
Teegeschirr die feinen braunlichen
Tonwaren aus Yixing. Die endlose
Vielfalt der Kannchen l6st leicht
eine Sammelleidenschaft aus.

Auch fur die Zubereitung gibt es
ein paar Kniffe: Nur schwarzer Tee
wird mit kochendem Wasser auf-
gebruht. Bei den anderen Sorten
sollte das Wasser nur etwa 80 °C
heiB sein. Generell konnen die Blat-
ter mehrfach aufgegossen werden.
Manche Teekenner halten den
zweiten Aufguss flr den besten.

1"
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Zum chinesischen Essen passt am besten das leichte chinesische Bier.
Zu kantonesischer Kiiche trinkt man bevorzugt Tee. Inzwischen ist
in vielen Restaurants auch sehr anstandiger Wein zu haben, bei Rot-
wein eher einheimischer. Ansonsten - vor allem in teureren Loka-
len - hat teurer Importwein die chinesischen Tropfen oft komplett
verdringt. Chinesen trinken generell wenig Weiflwein.

In Teeanbaugebieten wird natiirlich vorwiegend Tee getrunken, wo-
anders allerdings ist Tee nicht unbedingt so verbreitet, wie man es
sich womoglich vorstellt, vor allem nicht als Getrank zum Essen —
Ausnahme ist die Kantonkiiche. Wo dagegen der Tee zu Hause ist,
beispielsweise in den Provinzen Fujian und Zhejiang, geniefit man
ihn gern bei einer Rast zwischendurch. Dazu gibt es aber allenfalls
ein wenig zum Knabbern.

Immer mehr in Mode kommt Kaffee. Eine Tradition im Kafteetrin-
ken hat eigentlich nur Shanghai, doch inzwischen gibt es sogar chi-
nesische Kaffeehausketten, die mit Filialen in allen Provinzmetropo-
len vertreten sind und sehr aromatische Arabicasorten servieren.
Ansonsten erhélt man Kaffee auch in den guten Hotels. An kleineren
und abgelegeneren Orten - auch in touristischen Zentren mit wenig
Auslindern - sollte man auf Kaffee besser verzichten; sofern er iiber-
haupt angeboten wird, ist er oft ungeniefbar.

Fiir unterwegs nimmt man sich im Sommer gern eine Plastikflasche
mit Trinkwasser mit. Bei den allermeisten Sorten handelt es sich
nicht um natiirliches Mineralwasser, sondern um mit Mineralien an-
gereichertes destilliertes Wasser. Es gibt zudem ein reiches Angebot
an Limonaden, Cola und dergleichen. Wunderbar erfrischend in der
Sommerhitze ist Trinkjoghurt, chinesisch »suannai« (FR#}).

Zur Verdauung bietet sich ein Schnépschen an. Da im Restaurant
meist nichts glasweise ausgeschenkt wird, muss man eine ganze Fla-
sche kaufen. Manche Sorten sind sehr teuer. Nur einen Pappenstiel
kostet der klare Erguotou (“-%#k). Er kommt aus Peking, wird aber
praktisch landesweit vertrieben und ist auch in praktischen Flach-
miénnern zu haben. Man kauft ihn am besten am Tabak- oder Ge-
trankekiosk.

Reiswein wird gewdrmt getrunken. Als gelblichen Shaoxing-Wein
(ZA %) gibt es ihn in Flaschen. Anderenorts, so in Xian und in
Yunnan (landesweit in Yunnanrestaurants), wird frisch vergorener
Reiswein ausgeschenkt; er ist von milchiger Farbe und nicht lager-
fahig.

In China gelten andere Tischsitten als in Europa. Vieles, was bei uns
tabu ist — sprechen mit vollem Mund, schliirfen, abgenagte Knochen
aufs Tischtuch legen oder Unverdauliches gar auf den Tisch spu-
cken -, ist gang und gibe und sollte kein Grund zum Stirnrunzeln
sein. Auch wenn bei einer privaten Einladung der Fernseher lauft,
gilt dies nicht als unhoéflich. Niesen und sich die Nase schneuzen sind
bei Tisch allerdings unerwiinscht. Dafiir sollte man sich kurz vom
Tisch entfernen.

Die Mahlzeiten werden in China eher noch frither eingenommen als
bei uns. Entsprechend sind die Restaurants mittags oft schon vor
12.00 Uhr, abends ab 18.00 Uhr gut besetzt.

Die Hauptregel im Restaurant lautet: nicht getrennt bestellen, nicht
getrennt essen, nicht getrennt zahlen! Chinesisch essen bedeutet
gesellig essen. Dabei verzehrt nicht jeder »sein« Gericht, sondern
alle teilen sich alles. Der Genuss steigert sich daher mit der Grofe
der Gruppe. Zwei Personen sind normalerweise zu wenig, vier wiren
notig, acht oder zehn sind ideal. Eine Gruppe bestimmt eine Person,
die fur alle die Bestellung aufgibt und am Ende fiir alle zahlt. Ausein-
anderdividieren kann man das Ganze dann ja spiter. Auch in
Restaurants mit européischer Kiiche sollte man beim Bezahlen so
verfahren.

Man rechnet meist ein Gericht mehr, als Esser am Tisch sitzen, und
wahlt aus verschiedenen Kategorien - bei vier Essern beispielsweise
eine Suppe, ein Gemiisegericht, ein Schweinefleischgericht, ein Ge-
fliigelgericht und ein Fischgericht. Als wiirde ein Buffet bestiickt,
kommen die Speisen meist nicht nacheinander, sondern mehr oder
weniger gleichzeitig auf den Tisch. Man nimmt sich dann jeweils von
einem Gericht, ehe man sich dem néchsten zuwendet, um die Ge-
schmiécker auseinanderzuhalten, kehrt aber auch gern wieder zu ei-
nem bereits probierten Gericht zuriick. Reis wird extra bestellt. Wer
Chinesen einladen und seine Giste beeindrucken will, bestellt den
Reis erst spiter oder verzichtet ganz darauf und ordert stattdessen
mehr verschiedene und teils auch teurere Spezialititen. Ob billig
oder teuer: Zuerst bestellt man zusétzlich ein paar kalte Vorspeisen,
um die Wartezeit zu tiberbriicken.

Trinkgeld geben ist in China bei den meisten Dienstleistungen un-
tiblich. Insbesondere Kellner erhalten kein Trinkgeld, sofern sie
nicht, wie bei feinen Banketten der Fall, den Gésten die Speisen ein-
zeln vorlegen - in diesem Fall sollte der Einladende den Kellnern
einen Obolus zustecken.
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Evan Chakroff, Addison Godel und Jacqueline Godel,
»Beijing“, in: Architectural Guide. China, 2015, S. 64-
71.

Beijing (formerly Peking) is the capital of the People‘s Republic of
China. With a few interruptions, it was also the capital of Imperial
China from 1279 to 1912, and of the Republic of China from 1912
to 1928. In short, it has been at the centre of one of the great
world civilizations for millennia. It has accumulated tremendous
historical and cultural significance, even as its physical fabric has
undergone several major changes - most recently, a wave of demo-
litions and new construction which has transformed the majority
of the city from one-storey courtyard dwellings on narrow alleys
into something entirely different. AlImost simultaneously, Beijing
became one of the first cities in China to conspicuously embrace
the construction of major projects by foreign architects. The larg-
est of these commissions were awarded in the period leading up
to the 2008 Olympics, as China used architecture to assert its self-
image as a hold, prosperous, forward-looking country. To under-
stand how this came about, it's necessary to see the city both as
a top-down planning project, and a bottom-up manifestation of
social forces.

Beijing wasn‘t always a bustling powerhouse, but it was almost
always important. As far back as the eleventh century BCE, this
area was home to a series of trading towns, owing to the inter-
section of the north-going road through the mountains and the
north-eastern road to Manchuria. Much later, connection to the
Grand Canal plugged the region more directly into the heartland‘s
economy. While these towns sometimes became regional capitals,
they were really border outposts at the northern fringe of the em-
pire, not far from the ongoing Great Wall project.

While later Beijing might appear to be a ,,copy” of these earlier cit-
ies, at slight geographic remove, in actuality all of the cities on this
site were designed according to principles which can be observed
in countless ancient Chinese walled cities. Generally speaking,
traditional Chinese urban planning reflects a fusion of Confucian
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Yu Ji Tu (the,Map ofthe Tracks of Yu“) and detail. Stone Carving, 1137 CE. Grid lines
every 100 li (today, 1 li equals 500 metres, though historically the measurement varied).

Urban succession, with previous iterations in dashed Lines. A. Southern capital of the
Mongolian/Khitan Liao dynasty, established 938 CE. B. Zhongdu, capital ofthe Jin dy-
nasty, established 1153. C. Dadu, capital of the Yuan dynasty, established by Kublai
Khan in 1271. D. Ming/Ging dynasty Beijing, established 1403; shown after the comple-
tion of the Outer City Wall in 1553 losed the Temples of H and Agriculture.

social hierarchy, imperial political symbolism, and considerably
older traditions concerning the fortunesetting roles played by ge-
ometry, geomancy and numerology. According to these traditions,
the ideal capital is a nine-square grid, with its main entry from
the south and the seat of government in the centre. A grid of ma-
jor streets links up the sub-modules of the squares, and a square
perimeter (however difficult to secure) reflects the clear order of
the universe: the king is at the centre of his palace, the palace is
at the centre of the city, and the city is at the centre of the world.
Old maps show this concentric square diagram extending to en-
compass the empire, reflecting the Chinese name for China itself:
»Middle Kingdom*“.

A new ruler hoping to govern this vast territory would naturally
want to tap into such powerful symbolism. Indeed, this seems to
have influenced Kublai Khan’s choice, in 1271, to build a new capi-
tal based on the same principles. Since his conquering grandfa-

ther Genghis had invaded China from the north, this Mongolian
empire’s approximate north-south centre fell close to the former
trade and defense outpost. Many of Beijing‘s essential features
(the street grid‘s major axes, the rough position of the central
palace city, and the series of artificial lakes) date back to the
Khan's city of Dadu, founded in 1267. The lakes, unfortunately,
threw off the number of north-south streets, and put Dadu’s pal-
ace considerably south of the geographic centre. It could be ar-
gued this inauspicious siting doomed the Khan’s dynasty, which
was overthrown by the founding Ming in 1386. Shortly run out of
Nanjing (,southern capital“) by scandal and slaughter, the Ming
re-established their court at Dadu, renaming it Beijing, or ,north-
ern capital.“

Under the Ming Emperor Yongle (1360-1424), several changes
were made to the city’s layout. The palace city was completely
rebuilt (on the same spot), the northern third of Kublai Khan'’s
grid was abandoned, and major new temple complexes (eventu-
ally including the Temple of Heaven and Temple of Earth) were
established to the south. These changes shifted the city south to
surround the palace, returning to the ideal nine-square diagram,
with the Emperor’s seat at the true centre. This may have paid off,
as the following centuries of Ming rule are considered a high point
of chinese civilization. The succeeding Qing retained this basic or-
der, simply adding some temples, refreshing the imperial gardens,
and building a southern wall to enclose the Outer City, which had
grown up around the temple complexes. When the Last Emperor
abdicated in 1912, the city would not have been unrecognisable
to Marco Polo.

That's the story of old Beijing from the perspective of top-down
rulers and master planners. But the gridded, concentric Chinese
city can also be read from the bottom up, as the macro-scale mul-
tiplication of the city‘s fundamental tissue: the narrow residential
lane, or hutong. Until the late twentieth century, most of Beijing
was a network of thousands of these lanes, fronted by single-sto-
rey courtyard houses or siheyuan. This typology, which solidified
by the Ming period, formed a low-rise, moderately dense ,carpet”
of a city that was easy to navigate (if sometimes repetitious), due
to the differentiated grain of the hutong: the residential alleys
run east to west, while the Larger streets (parallel to the city’s
fundamental north-south axis), contained shopping and artisan
workshops.
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(left) Detail from a 1930s‘ map, showing Beijing‘s east-west ,grain®. (right) Perspective
view, two-courtyard siheyuan.

The hierarchy of city and dwelling directly reflected cultural
norms. The extended family, living together, was sorted out in a
Confucian hierarchy: the elders got the best-appointed northern
rooms, younger members got the east and west, and servants and
support programme went to the south. A wall screened views from
the street, making the courtyard into a private, discrete world.
The arrangement suited northern China‘s climate, with the south-
facing halls catching the southern sun, while the blank northern
walls provided shelter from winter winds. The siheyuan thus corre-
sponded with feng shui principles, which labelled certain orienta-
tions, functions and numbers as auspicious.

Indeed, the courtyard dwelling was seen as a microcosm of the
square planet, with the open earth in the centre, reflecting the
open heavens above. The courtyard house not only symbolized the
rigid social structure; it also helped realise it. The closed world of
the siheyuan is a machine for domination by the family patriarch
(a sort of miniature emperor) and both the family‘s business and
its women can be kept hidden from the larger world. None of this
was Limited to the dwellings of ordinary people; there were up-
scale siheyuan with more courts, more rooms and finer ornament.
Social class was reinscribed by material and details - common-
ers could use only grey tile and black doors, while in the imperial
palace one finds glazed tile and red doors. Indeed, the Forbidden
City palace complex can be seen as a kind of massively scaled-up
siheyuan, thus corroborating the essentially pyramidal organisa-
tion of premodern Chinese society.

The finely grained yet tightly structured order of hutongs and
siheyuan has been under pressure for decades. In 1949, following
the Republic of China’‘s brief use of Nanjing as the capital, the
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new Communist government once again restored Beijing‘s admin-
istrative centrality, and almost immediately a debate broke out
about where the new government should be housed . Certainly the
people’s party could not be based in the old imperial palace, but it
would need offices, meeting halls, even national monuments. One
faction argued for preservation of the old city on the grounds of its
historical significance, but this was a time of revolution, and exu-
berant hope of great social transformation. Chairman MAO was
happy to capitalise on the historical symbolism of taking over the
old capital, but he was fundamentally suspicious of history as a
thing of value in itself. Mao chose to build within the city, by demo-
lition if necessary, and the preservationists never really had much
hope. Still, the Mao-era demolitions were confined to certain spe-
cific sites. The largest was Tian’anmen Square, where space was
demanded for an enormous public assembly grounds along with
new museums and the ,Great Hall of the People,” cranked out in
1959 as one of the ,Ten Great Buildings“ celebrating the Repub-
lic's decennial. Communist urban planners, working with Soviet
advisors, also knocked down the old city walls, filled in moats, and
planned for the concentric expansion of the city with successive
ring roads, ultimately saddling the city with today‘s desperate
traffic jams and awkward subway routes. A few remnants of the
walls survive, for example at the City Wall Relics Park, just south
of Beijing Railway Station.

Despite these substantial changes to the historic centre, most
government-directed development in this period was focused on
new industrial towns, another Soviet-inspired idea. These were
easier to construct on new peripheral sites than through demo-
lition, so Beijing remained largely intact. In the same era, large
tracts of low-rise, unornamented Modernist housing (often associ-
ated with danwei work units) began to appear beyond the Second
Ring Road, which traced the path of the old city wall. Interestingly,
some of contemporary Beijing‘s most animated street life can be
found in these places. They‘re not much to look at (though their
trees have grown in well), but they were built quite densely, with
space for retail and services. Beijing‘s pedestrian-scale, low-rise
urban fabric first came under serious pressure during the Cul-
tural Revolution period of the 1960s and ,70s. In a policy aimed
at creating a new urban proletariat, the government increased
the population of Beijing beyond what the available siheyuan
could practically support (even as a parallel movement forced city
dwellers back to the farm to be ,re-educated”). Residents filled in



their courtyards to create more rooms; while the street network
remained the same, the lifestyle it supported was pushed to the
breaking point. Given the ambitions of the Cultural Revolution,
such erosion and de stabilisation of traditional culture were prob-
ably by design. Meanwhile, the overpopulated siheyuan became a
kind of urbanistic time bomb - a bit like American tenements dur-
ing the Depression and war decades they were storing up a huge,
unresolved demand for housing. When Deng Xiaoping’‘s capitalist-
oriented economic reforms finally came to Beijing in the 1990s, it
became possible to meet this demand through new construction.
The value of hutong land would rise far above what could pos-
sibly be made off one-storey courtyard dwellings. Those who held
control of property began a wave of demolition and construction
virtually unmatched in human history. As an array of tall object-
buildings, standing free on their lots and seemingly indifferent to
the surrounding streets, Beijing has finally become the ,modern”
city its zoning anticipated sixty years ago. Comparisons could of
course be made to other Chinese cities in this period, most fa-
mously Shenzhen. But Shenzhen was not a capital with centuries
worth of historic fabric and millions of pre-established inhabit-
ants; Beijing thus raises distinct questions about preservation,
urban fabric, and the appropriate role of the state in shepherding
a city’s transformation. A single major project can involve relocat-
ing thousands or tens of thousands of people, and by the turn of
the millennium, two thirds of the hutongs had been demolished
- even before Olympic preparations prompted another round of
demolition and construction.

A 1999 master plan finally established twenty-five historic neigh-
bourhoods to be preserved, and in fact the most recent trend has
been to build enormous high-rise tracts on greenfield sites, espe-
cially to the city‘s east. This in turn intensifies traffic and pollution,
among other problems, and subway planners struggle to keep
pace with the geographic spread of the city. For the siheyuan,
however, the damage has been done, and it‘s not clear how strict
the new limitations are in practice. Same large hutong blocks still
remain (mainly around the Forbidden City and Tian’anmen Square,
where code limits building height), and the surviving clusters do
give some sense of the animated, multi- programmed street life
that must have once been universal in Beijing. Yet the mere fact
that they are clusters robs them of their strength. A city’s economy
works through aggregations and multiplications. One is reminded
of the strips of weedy landscape preserved as highway medians;

Roof plan of a typical siheyuan

Growth of Beijing‘s built-up area in the Floor plan of a typical multi-yard siheyuan
Communist era
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Looking into the first courtyard of a siheyuan. Hutong fabric, including a temple, com-
petes with mid-rise slabs and towers.

technically, they may add up to a large open green space, but be-
ing discontinuous, they hardly constitute a park, let alone an eco-
system.

Beijing is more populous than ever, but if the hutong blocks are
surrounded by wide automobile roads, how can the shops hope to
have customers? How can residents hope to walk to their places
of business? The demolition may indeed be a self-accelerating cy-
cle: once the city is damaged enough for life within the hutong
to become affected, the incentives to cash in and move out be-
come more convincing. As more people do so, more of the city
is wiped out, and more of what remains is unable to function. Of
course, there are efforts to preserve and restore small sections,
either as tourist attractions or specialised shopping districts.
Some of the extant hutong zones have found a kind of salvation
in expatriate bohemians and hipster entrepreneurs, who predict-
ably find these places quite charming. In this way, the terms for a
city‘s survival seem similar to those found in many places: some
quantity of old fabric will persist, put to different uses, by differ-
ent people, in smaller numbers. To be fair, Beijing’s demand for
new construction was also driven by the perceived obsolescence
of siheyuan housing. High rise developments may not make pos-
sible the dose-knit communities of the old neighbourhoods, but
they do offer modern conveniences that many Westerners would
consider essentials. Life along a hutong involves dealing with un-
reliable utilities, failing infrastructure, and shared latrines. It's
understandable that many Chinese might see the change as an
unmitigated improvement, even while it‘s tempting for outsiders
to read the fate of Beijing as a retread of the errors of Western
urban renewal. Similarly, it‘s worth noting that Beijing’s historical
Layout (the squares, the grid) is still largely legible in plan. This is
not always true of western cities which carried out reconstruction

32

schemes in the twentieth century.

Today we can observe ways of redeveloping former hutong sites
that go beyond the free-standing object model. In the 1980s, con-
cerned Chinese designers and educators attempted to intervene
with schemes (most famously the Ju‘er Hutong) that retained the
basic grid-and-courtyard Layout, while upping the density with
multistory arrangements. Not architecturally flashy (indeed, delib-
erately ,back grounded”), these schemes prefigure more commer-
cially-driven ,new old“ developments which now pop up here and
there in the city. More broadly, architects building in Beijing at
various scales have in many cases attempted to recreate the lively
urbanism which their clients’ projects would replace, sometimes
picking up the ,courtyard” as social organizer or formal motif. The
meteoric rise of the developer SOHO China (Small Office / Home
Office) is noteworthy here; their desire to associate mixed-use de-
velopments and Live-work units with stylish design has led them
to hire a number of ,name” architects for their projects in Bei-
jing. Most of these eschew traditional details and materials, but
are concerned in some way with producing a pedestrian, ,urban”
experience, even when stuck with twenty-first century mega-sites.
Of course, a city composed only of high-end retail and cocktail op-
tions presents its own considerable problems.

Hutongs aren‘t the only form of Beijing fabric undergoing trans-
formation. Many of the suburban, Mao-era factory districts men-
tioned above have since been engulfed by the sprawling city, even
as they‘ve been rendered obsolete or redundant by the shift of
industrial production to more remote and larger-scale complexes
elsewhere in China. Beijing’s cosmopolitan class, and its steady
flow of international travellers, have encouraged the transfor-
mation of many former factories and warehouses into galleries,
theatres, and whole ,art villages“ as in 798, Caochangdi, the Red
Brick Art Museum, and the more remote Songzhuang. While these
places vary in their success (and their levels of government man-
agement), they tend to function surprisingly well as little pedes-
trian worlds, since they were originally planned as self-contained
complexes of closely-spaced buildings. The popularity of these
places, Like the SOHO developments, suggests a way out of the
era of super-block ,icon“ buildings, though of course plenty of
those are in progress as of this writing. Without overstating archi-
tects’ fantasies of a re-pedestrianised twenty-first century defined
by ,street Life“ and face-to-face interaction, it would appear that
Beijing may still be a vibrant Laboratory for urban alternatives.
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Great Wall Mutianyu 3 %% K %
verschiedene Architekten
221 v. Chr. - Ming Dynast (1368-1644)

In c. 220 B.C., under Qin Shi Huang (first Emperor of China), sec-
tions of earlier fortifications were joined together to form a united
defence system against invasions from the north. Constructions
continued up to the Ming dynasty (1368-1644), when the Great
Wall became the world‘s largest military structure. The series of for-
tifications made of stone, brick, tamped earth, wood, and other ma-
terials have been on and off rebuilt, maintained, and enhanced; the
majority of the existing wall is from the Ming Dynasty (1368-1644).
The Great Wall also served as border control, allowing the imposi-
tion of duties on goods transported along the Silk Road, regula-
tion or encouragement of trade and the control of immigration and
emigration. Furthermore, the defensive characteristics of the Great
Wall were enhanced by the construction of watch towers, troop bar-
racks, garrison stations, signalling capabilities through the means
of smoke or fire, and the fact that the path of the Great Wall also
served as a transportation corridor.

The Great Wall stretches from Dandong in the east to Lop Lake in
the west, along an arc that roughly delineates the southern edge of
Inner Mongolia. An archaeological survey has concluded that the
Ming walls measure 8,850 km. This is made up of 6,259 km sections
of actual wall, 359 km of trenches and 2,232 km of natural defen-
sive barriers such as hills and rivers.

The wall section in Mutianyu is famed for its 26 Ming-era guard tow-
ers and views, the 3km-long section of wall in Huairou County, is
largely a recently restored Ming dynasty structure that was built
upon an earlier Northern Qi dynasty edifice.

http://whc.unesco.org/en/list/438/, https://en.wikipedia.org/wiki/Great_Wall_of_
China
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Summer Palace Ei#f=[HE
Yuan Dynastie - Qin Dynastie
ab 12.Jhd.

The Summer Palace in Beijing integrates numerous traditional
halls and pavilions into the Imperial Garden conceived by the Qing
emperor Qianlong between 1750 and 1764 as the Garden of Clear
Ripples. Using Kunming Lake, the former reservoir of the Yuan
dynasty’s capital and Longevity Hill as the basic framework, the
Summer Palace combined political and administrative, residen-
tial, spiritual, and recreational functions within a landscape of
lakes and mountains, in accordance with the Chinese philosophy
of balancing the works of man with nature. Destroyed during the
Second Opium War of the 1850s, it was reconstructed by Emperor
Guangxu for use by Empress Dowager Cixi and renamed the Sum-
mer Palace. Although damaged again during the Boxer Rebellion
in 1900 it was restored and has been a public park since 1924. The
central feature of the Administrative area, the Hall of Benevolence
and Longevity is approached through the monumental East Palace
Gate. The connecting Residential area comprises three building
complexes: the Halls of Happiness in Longevity, Jade Ripples and
Yiyun, all built up against the Hill of Longevity, with fine views over
the lake. These are linked by roofed corridors which connect to the
Great Stage to the east and the Long Corridor to the West. In front
of the Hall of Happiness in Longevity a wooden quay gave access
by water for the Imperial family to their quarters.

The remaining 90% of the garden provides areas for enjoying views
and spiritual contemplation and is embellished with garden build-
ings. Kunming Lake contains three large islands, corresponding

to the traditional Chinese symbolic mountain garden element, the
southern of which is linked to the East Dike by the Seventeen Arch
Bridge. An essential feature is the West Dike with six bridges in
different styles along its length. Other important features include
temples and monasteries in Han and Tibetan style located on the
north side of the Hill of Longevity and the Garden of Harmonious
Pleasure to the north-east.

As the culmination of several hundred years of Imperial garden de-
sign, the Summer Palace has had a major influence on subsequent
oriental garden art and culture.

http://whc.unesco.org/en/list/880, 30.08.2016
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Temple of Heaven Tian Tian X%
Ming Dynastie
1406 - 1420

Justifiably one of Beijing‘s most famous (and sacred) sites, the Tem-
ple of Heaven is a master-work of traditional Chinese architecture,
though it‘s an exception in terms of temple typology; it eschews the
hall-courtyard-hall diagram for a more concentric, centralised plan
and form. While the Temple dates back to the 1400s, the structure
we see today was built sometime in the 1700s under the Qianlong
Emperor, and restored several times in the twentieth century. The
temple complex sits to the east of the city’s central axis, balanced
(asymmetrically) by the Temple of Agriculture to the west; together
they mark the southern extent of Beijing's old city wall. The design
of the famous tiered Qinian Dian (,Hall of Prayer for Good Har-
vests,” towards the north end) is cosmologically significant, reflect-
ing the traditional belief that the heavens are round and the Earth
square. Here the two meeting the architecture of the circular tem-
ple atop its rectangular base. Today, the extensive temple grounds
make one of Beijing‘s largest and most pleasant parks, indeed one
of its best-used public spaces, enthusiastically occupied by local ex-
ercise groups, plus players of cards and Mahjong.

Evan Chakroff, Addison Godel und Jacqueline Godel, ,Temple of H (Ti )“, in:
»Architectural Guide. China“, 2015, S.80
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Forbidden City % 25 3%
Nguyen An, Cai Xin
1420

Die Verbotene Stadt (Kaiserpalast, Palaststadt) befindet sich im
Zentrum Pekings. Dort lebten und regierten bis zur Revolution 1911
die chinesischen Kaiser der Dynastien Ming und Qing. Der einfa-
chen Bevdlkerung war der Zutritt verwehrt — was den Namen Ver-
botene Stadt erklért. Die Verbotene Stadt liegt am nérdlichen Ende
des Tian’anmen-Platzes.

Die Verbotene Stadt stellt ein Meisterwerk der chinesischen Archi-
tektur dar. lhre Anlage entsprach der Weltsicht der kaiserlichen
Herrscher: ein anndhernd rechtwinkliger Grundriss — ausgerichtet
entsprechend dem Prinzip von Yin und Yang an der Nord-Siid-Achse
- und die Verbotene Stadt als Machtsymbol des Kaisers in der Mit-
te. Der Kaiserpalast ist die Verkdrperung des Prinzips der Mitte: Er
liegt mitten in der Hauptstadt des Reichs der Mitte.

In ihr befanden sich unter anderem die Paldste der Herrscher. Die
Ddcher der meisten Hauptgebdude waren teilvergoldet und mit in
Gelb, der Symbolfarbe des chinesischen Kaisers, glasierten Ziegeln
gedeckt. Kein Gebdude in Peking durfte die Verbotene Stadt in der
Hohe iiberragen.

Mit 961 m Ldnge und 753 m Breite bedeckt der rechteckige Komplex
723 633 gqm?>. Eine Palastmauer mit einem Turm auf jeder Ecke und
vier iiberbauten Eingangstoren umgibt ihn, die wiederum von einem
52 m breiten Wassergraben gesdumt wird. Die Mauer ist 7,90 m
hoch, zinnenbewehrt und an der Basis 8,62 m, an der Krone 6,66
m dick. Innen und aussen sind drei Lagen Ziegelsteine gemauert,
wihrend der Innenraum durch Stampferde ausgefiillt ist.

https://de.wikipedia.org/wiki/Verbotene_Stadt und Franz-Josef Kriicker, ,Der Kaiser-
palast”, in: Peking. Nordchina, 1993, S. 93.
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Temple of Earth 4 '] s} X 7 (Di Tan)
1530

Nordlich der Kreuzung von Yonghegong Dajie und der Ringstrafie
Andingmendong Dajie liegt das Gegenstiick zum siidlich gelegenen
Himmelsaltar (Himmelstempel , Tiantan): der Erdaltar, dessen An-
lage, einschliesslich der ehemaligen Zeremonialhallen, heute ein
offentlicher Park ist.

Am Erdaltar versammeln sich die dem Himmelsaltar entgegenge-
setzten Kriifte. Die Erde korrespondiert mit dem weiblichen Ele-
ment, dem yin, zu dem auch der Norden (daher die Lage), die Dun-
kelheit, die rechteckige Form und die geraden Ziffern gehoren. Der
Kaiser opferte der Erde also am Tag der Sommersonnenwende, ab
dem die Tage kiirzer wurden, das Dunkle iiber das Helle dominierte.
Der Altar, der im Park noch zu sehen ist, war quadratisch mit einer
quadratischen Einfassungsmauer. Gerade Zahlen herrschen vor,
von denen die 8 als hohste gilt.

Der Altar ist 2stufig, 4 Treppen fiihren hinauf, jede mit 8 Stufen. 36
Bodenplatten bilden den innersten Ring auf dem Altar, bei jedem
Ring kommen 8 Platten hinzu , bis auf3en die Zahl 156 errecht ist.
Siidlich des Altars liegt die Kammer der Kaiserlichen Verehrung (Hu-
angzhishi), in der die Geistertafeln der Erde und der hier ebenfalls
angebeteten, mit der Erde verbundenen Geister der Vier Fliisse, der
Vier Meere, der Fiinf Gebirgsziige und der Fiinf Gipfel aufbewahrt
wurden (nicht zugénglich). Was man in der Anlage zu keiner Zeit
finden konnte, waren die sonst immer vorhandenen Brennéfen fiir
Opfergaben, denn die Opfer an die Erde wurden vergraben.

Franz-Josef Kriicker, ,Der Lamatempel®, in: Peking. Nordchina, 1993, S. 152.
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Tian‘anmen Square X %11 %

1651, 1958

Literally the ,Gate of Heavenly Peace” Square, is named after the
eponymous gate that sits at the square‘s north end. At present, the
square covers about 40.5 hectares (100 acres), making it one of the
largest open-air squares in the world.

Although Tiananmen gate was first built in the 1420’s during the
early Ming Dynasty, the original plans did not call for any sort of
square to the south of it. Instead, Tiananmen gate served as the
first point of access to the various gates leading into the Forbidden
City to the north. When the Qing army unseated the Ming Dynasty
in the 1650s, a detachment of Qing soldiers damaged or destroyed
the original gate. When it was reconstructed in 1651, the new plans
called for a square to the south of it about 1/4th the size of the
present Tiananmen Square.

The square provided a convenient point of assembly for British and
French troops who invaded Beijing in 1860. They considered burn-
ing down the gate and the adjacent Forbidden City, but instead de-
cided to march on the Summer Palace and ravage it instead. The
ruins of the Summer Palace and the destruction they wrought there
can still be seen today. Forty years later, the square again became
a focal point of military action during the Boxer‘s Rebellion, where
foreign troops once again gathered their forces.

The square was not officially named until 1949 when the PRC took
power. Mao Zedong used the site to announce the birth of the Peo-
ple‘s Republic of China. Nine years later, in 1958, the square was en-
larged to its present size and paved over. The present site is flanked
to the east by the National Museum of China, and to the west by
the Great Hall of the People. The south side extends to the Qianmen
(Front Gate), a traditional structure that lies along the route to the
Forbidden City. The north side of the square is divided from Tianan-
men Gate by Chang‘an Avenue, a wide east-west boulevard.

Inside the square are two important monuments of note. First is
the Monument to the People‘s Heroes completed in 1958, and the
Mausoleum of Mao Zedong finished in 1977.

http://www.orientalarchitecture.com/sid/65/china/beijing/tiananmen-square,
30.08.2016
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Lama Temple Yonghe Gong 7 #= &
Qing Dynastie
1694+

Der Yonghe-Tempel ist die ehemalige Residenz des Prinzen Yinzhen,
welche 1744 unter Kaiser Qianlong zu Ehren seines Vaters in einen
lamaistischen Tempel umgebaut wurde, ist dieser ugs. daher auch
als der Lamatempel bekannt.

Er ist einer der grofiten lamaistischen Tempel aufierhalb Tibets
und gilt als die am besten restaurierte Tempelanlage Beijings. Die
Anlage besteht aus einem Ziergarten, mehreren Innenhéfen und
verschiedenen Hallen. Als Hohepunkt gilt die Halle des Unendli-
chen Gliicks, in welcher eine 18 Meter hohe, aus einem einzigen
Sandelholzbaum geschnitzte Statue des Buddha Maitreya steht.
Der Stamm des Ursprungsbaums ist 26 m hoch, 8 m davon in die
Tiefe gesetzt. Die Quersumme der Hohe betrdgt 8 (eine Gliickszahl
in China). Diese Statue war ein Geschenk von Kelsang Gyatsho, dem
7. Dalai Lama, an Kaiser Qjanlong.

Von der Architektur her unterscheidet den Lamatempel nicht viel
von einem normalen buddhistischen Tempel in China, lediglich die
Dekoration und die Figuren folgen der unterschiedlichen Entwick-
lung des Buddhismus in Tibet. So ist auch diese Gebdudegruppe
in der Kombination aus Palast und Tempel streng symmetrisch an
einer zentralen Nord-Siid-Achse ausgerichtet.

https://de.wikipedia.org/wiki/Yonghe-Tempel und Franz-Josef Kriicker, ,Der Lamatem-
pel“, in: Peking. Nordchina, 1993, S. 143.
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Galleries at Caochangdi 3 3% b £ K48
FAKE Design (Al Weiwei)
2000

Im Gegensatz zu dem mittlerweile international wohlbekannten
Kunstquartier 798, das sich auf dem Geldnde eines aufgelasse-
nen Industriekomplexes in einer einst von Bauingenieuren aus der
DDR errichteten ehemaligen Maschinenfabrik am Stadtrand von
Beijing eingerichtet hat, kennen nur Eingeweihte das Kiinstlerdorf
Caochangdi. Dabei liegt es nur drei Kilometer entfernt, an der Kreu-
zung von Airport Expressway und fiinftem Stadtring. Wahrend 798
mit seinen Galerien, Cafés und Restaurants unter dem Zeichen von
Tourismus und Spektakel immer kommerzieller wird, hat mancher
Kiinstler das kleine Dorf nebenan entdeckt, wo es ruhiger und billi-
ger ist und wo die Distanz zur Grofistadt spiirbar bleibt.

1999 errichtete Ai Weiwei hier sein erstes Bauwerk- das eigene
Wohnhaus mit angeschlossenem Atelier. Danach begann er in
Caochangdi mit Architekturexperimenten. Bislang hat er hier sechs
weitere Bauten geschaffen - die Fotogalerie Three Shadows, CAAW
(China Art Archives and Warehouse), die Red Brick Art Galleries
(das grofite Cluster und das einzige aus roten Ziegeln) und die Hofe
Nummer 241, 105 und 104.

Zheng Shanshan, ,Eine Galerie und 19 Mietateliers in Caochangdi, Beijing“, in: Bau-
welt 9, 2010, Einfach China, S. 14.
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Courtyard 104 (Gallery Urs Meile)
FAKE Design (Al Weiwei)
2000

Direkt neben Courtyard 105 liegt Courtyard 104. Die Galerie ,Urs
Meile Luzern-Beijing” betreibt von hier aus seit 2006 ihre Aktivi-
tdten in China. Der unregelmdflige Zuschnitt des Grundstiicks ist
Ausgangspunkt fiir den Entwurf. Das Galeriehaus ist so weit wie
moglich in die Blockecke eingepasst, um die bebaubare Grund-
stiicksflache optimal auszunutzen und zugleich noch einen Ein-
gangs- und Innenhof zu schaffen. Ungliicklicherweise blieb auf
der Siidseite wegen unprdziser Vermessung am Ende ein Restraum
zwischen Haus und Grenzmauer iibrig, ein unabsichtlicher Hinter-
hof sozusagen. Der langgestreckte Neubaukérper besteht aus vier
zweigeschossigen Galerierdumen im Erdgeschoss, die im Oberge-
schoss teilweise untereinander verbunden sind. Der so entstandene
kompliziert verschachtelte Innenraum will sich bereits im Eingangs-
bereich dem Besucher mit einer exaltierten Auskragung deutlich
machen. Wie bei seinen meisten Bauten hat Ai Weiwei auch bei der
Urs Meile Galerie grofdziigig graue Ziegel fiir die Fassaden und fiir
den Bodenbelag verwendet. Bemerkenswert sind auch die schwach-
roten Spuren auf der Auflenwand: 30 Prozent rote Ziegel wurden
aus Kostengriinden unter die grauen Ziegel gemischt und sichtbar
in der Auflenschale vermauert. Dieser Effekt weckt Assoziationen
- junge Kletterpflanze auf alter Ziegelwand? Die Innenraumgestal-
tung der Galerie Urs Meile ist nicht luxuridser als die Fassade. Alle
Wandflédchen in den Ausstellungsrdumen sind eher ruppiger Ortbe-
ton, manche davon sind weif8 gestrichen. Ein ungewohnliches Detail
fallt auf: die kreuzférmigen Offnungen in der Fassade und einigen
Briistungen im zweiten Geschoss, wohl eine Referenz an die kompo-
sitorische Phantasie und Raffinesse der Baumeister im alten China.

Zheng Shanshan, ,Eine Galerie und 19 Mietateliers in Caochangdi, Beijing“, in: Bau-
welt 9, 2010, Einfach China, S. 14.
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Courtyard 105
FAKE Design (Al Weiwei)
2000

Fast an der nordostlichen Ecke von Caochangdi liegt Courtyard
105. Das Grundstiick von 4400 Quadratmeter Grundfliche war zum
grofiten Teil mit duflerst einfachen eingeschossigen Ziegelhdusern
bebaut, das Baumaterial war billig, die Architektur anspruchslos.
Nach Wunsch des Bauherrn sollten mehrere Designstudios mit an-
geschlossenen Biiro- und Wohnrdumen, eine Tanzschule und eine
Kantine in dem neuen Hof 105 untergebracht werden. Die Eingriffe
in den Bestand waren minimal, tatsdchlich wurden nur 281 Qua-
dratmeter Nutzfliche gewonnen. Fast die komplette Konstruktion
der Altbauten wurde erhalten. Der Satteldachbau im Siiden bekam
eine Dachddmmung und neue Fenster, Nord- und Ostfassade des
Hofes erhielten eine Verkleidung aus grauen Ziegeln, ebenso wie
die zur Ergdinzung eingefiigten Bauteile, sie schreiben so der Anla-
ge eine neue rdumliche Harmonie ganz eigener Préigung ein.

Die Ergdnzungsbauten sind vier Kuben unterschiedlicher Abmes-
sung und Proportion, deren nur scheinbar beliebige Positionierung
den neuen Raumcharakter bestimmt. Sie untergliedern den einst
banalen rechteckigen Hof in kleine und kleinste Teilh6fe mit unter-
schiedlichen Funktionen, die sich durch die Bediirfnisse der Nutzer
der zugeordneten Ateliers oder zum Teil auch autonom definieren.
Einzig das zweigeschossige Empfangsgebdude prdsentiert sich
als Solitar. Es erheischt Aufmerksamkeit, weil es direkt hinter dem
Eingangstor wie ein Obstakel im geometrischen Schwerpunkt des
Hofs steht und gezielt die Sichtachse unterbricht. Zusdtzlich unter-
streicht es seine prominente Sonderrolle durch eine Variation der
Fassadentektonik: Ai Weiwei wdahlt hier einen Ziegel mit scharfkan-
tig zerkliifteter Oberfldache.

Zheng Shanshan, ,Eine Galerie und 19 Mietateliers in Caochangdi, Beijing“, in: Bau-
welt 9, 2010, Einfach China, S. 14.
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Courtyard 241 (19 Studios)
FAKE Design (Al Weiwei)
2000

Das L-formige Grundstiick wurde in zw6lf quadratische und sieben
rechteckige Parzellen aufgeteilt und rundum mit der beschriebenen
Einfriedung umschlossen. Geschickt hat man die schmalen Restfld-
chen entlang der Strafle fiir Parkpléitze und Pfortnerhduser genutzt.
Alle Parzellen funktionieren als unabhéngige Einheiten. Jede der
quadratischen Parzellen wurde mit einem zweigeschossigen,
L-formigen Haus bebaut, das einen intimen Hof einschlieit. Dieser
wird durch einen inneren Zaun, der dem dufieren Zaun zur Strafie
gleicht, vor Einblicken geschiitzt.

Das urbane Muster erinnert an die alte Innenstadt von Beijing, die
mit kompakten Hofhdusern dicht bebaut war. Der einfache Mate-
rialkanon - Holz in warmen Ténen und hellgraue Ziegel - prdgt die
Gesamtanlage. Um trotz der minimalistischen Komposition eine
gewisse Vielfalt zu erreichen, wurden fiir die Ateliers drei verschie-
dene Grundrisstypen konzipiert. Auflerdem wurden die Hofhduser
um 90 Grad gedreht oder gespiegelt, wodurch das Raumerlebnis
zwischen den Einheiten eher spiirbar als sichtbar variiert. Wahrend
die Ziegelfassaden der Hduser in ihrem einheitlichen Grau reichlich
streng wirken, sind die Gartenhéfe fast schon ein formales Potpour-
ri: Manche sind, auf den ersten Blick kaum entschliisselbar, schrig
geschnitten, um vieleckige Pflanzflaichen zu schaffen; manche 6ff-
nen sich mit einem diagonalen Fuflweg iiber Eck. Die Fassaden der
Studios haben wenige Offnungen zu den Gassen, meistens sogar
nur Fensterschlitze, ein von Anfang an pridgendes Motiv der Archi-
tektursprache von Ai Weiwei.

Das architektonische Detail und das konstruktive Detail fallen in
eins, sie sind gewissermafien archaisch einfach, leicht herzustel-
len und auf Anhieb lesbar, wie zum Beispiel die Fensterstiirze aus
knapp fugenbreiten Stahlplattenstreifen. Die perforierte Alumini-
umfolie, die als Sonnenschutz fiir die Fenster nach Siiden fungiert,
verleiht dem Studiokomplex im Courtyard 241 fast schon metapho-
risch eine quasi-industrielle Aura.

Zheng Shanshan, ,Eine Galerie und 19 Mietateliers in Caochangdi, Beijing“, in: Bau-
welt 9, 2010, Einfach China, S. 14.
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Red Brick Art Galleries
FAKE Design (Al Weiwei)
2000

The complex (twenty-five galleries and studios and twelve residen-
tial apartments), which is colloquially known as the Red Brick Gal-
leries, is organized along a bent central spine that feeds a dendritic
network of narrow paths. Punctuated by five courtyards, the system
of alleyways echoes the spatial fluctuations of the village and condi-
tions different experiences as occupants navigate its interior pas-
sages. Interstitial spaces between buildings condense to less than
two metres, intensifying personal exchanges. Blind corners build
suspense and reveal surprises. The alleyways extend to the edge of
the site and amplify visual connections to the village through open
crevices that reveal glimpses of the activity beyond. The juxtaposi-
tion of the village‘s frenetic motion with the Red Brick’s austerity
and stillness is significant, but not alarming. From a large court-
yard at the centre of the complex, the main entry lane frames a view
of the village‘s smokestack. The connection to the village is one that
A Weiwei readily acknowledges:

»Personally, | take my inspiration from common places like villages
or from the local, mostly poor people, or people who do not think
about architecture. They might not think about it, but they know
how to build their house. They have no money for an architect, so
they have to find their own way. | think their solutions are often as
good as those of so-called architects because it's cheap, because
it’s necessary, because it‘s done with limited means.“

The transparent display of structure produces a legible registration
of the building‘s construction. Repeating concrete post-and-beam
structural members, with brick infill for lateral stability, reaffirm
Ai‘s notions of ,essentiality’ by reducing the building‘s materiality
to the minimum required for its enclosure.

Ai Weiwei and Anthony Pins, ,Red No.1 Art Galleries”, in: Ai Weiwei. Spatial matters.
Art, Architecture and Activism, 2014, S. 219.
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Three Shadows Photography Center
FAKE Design (Al Weiwei)
2000

Designed for the photographers Rong Rong & inri, Three Shadows is
a multifaceted cultural institution. Equal parts gallery, studio, and
educational centre, it is, at least by Ai‘s usually restrained stand-
ards, a formally expressive statement of public architecture. Aban-
doning his typically laissez-faire disposition toward specificity and
control over the execution of his work - a deference reflective of his
appreciation for vernacular trade craft and the limitations of his
own technical proficiency - Ai concluded that the complex bas-relief
along the exterior of the gallery could only be completed if he ex-
erted a more forceful hand in its realization.

At Three Shadows, the placement of each brick was anticipated in
the design process, an arduous task of precision that required each
module be appropriately staggered while preserving the integrity
of the wall‘s intentionally de stabilized appearance.

The bas-relief on the facade is comprised of three layers, each pro-
truding or receding six centimetres relative to the previous - a pat-
tern Ai communicated to his masons through a single drawing.

Ai Weiwei‘s design underscores the degree to which manual, low-
skill labour comprises an effective mode of achieving the complex-
ity of a modern digital aesthetic while demystifying the paradigm of
technological enhancement as a governing ethos of contemporary
design.

Ai Weiwei and Anthony Pins, ,Three Shadows Photography Art Centre”, in: Ai Weiwei.
Spatial matters. Art, Architecture and Activism, 2014, S. 197.
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Jian Wai SOHO # 4;SOHO
Riken Yamamoto
2004

This area (700,000 square meter complex), which is part of the first
phase of the SOHO project, houses eleven out of the twenty towers
planned and four small five-story buildings, conceived as ,villas’.
Instead of aligning with the street grid, the square floor plan of
all the buildings rotates 25° with respect to the north-south axis,
maintaining an ideal angle to bring sunlight to each tower. This di-
agonal layout, together with variations in height of the apartment
towers and their slender profile, defines a spectacular skyline which
varies depending on the point of view and makes the complex easily
recognizable from a distance.

The circulation of vehicles and parking areas are confined to below
ground, leaving at street level a peaceful landscaped passageway
- including low-scale commercial buildings, roof gardens and undu-
lating paths - for pedestrian use only. A sequence of perforations
traverse the two floors of the parking area, drawing in light and
ventilation and generating a second level of gardens and spaces for
sports activities which can be seen from above.

In spite of the intricate appearance of the floor plan, the complex
addresses a simple system which, once defined, allows to generate
multiple variations. Each tower, apart from its height and with the
exception of the one which emerges from the inferior, has a com-
mercial plinth of three heights which adapts to the block’s perim-
eter.

Each apartment tower is designed for a different use. There are
units that have a small and easily accessible workspace at the en-
trance. Others are configured around a multipurpose distribution
space called ,atelier’ and, finally, there are units in which the entire
space is reduced to one single room, which can be further divided
with mobile partition walls. Each floor is a perfect square that ac-
commodates from three to six apartments, depending on the sur-
face available.

»Riken Yamamoto. Jian Wai Soho, Beijing“, in: AV Monografias 109-110, 2004, S. 116.
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798 Arts District 798 ¥ K X
Masterplan: Sasaki Associates, Galleries by various architects

Original buildings 1956, master-plan 2006

If it were not for the remodeling of the former factory 798, which
was designed by architects from former East Germany and con-
structed under the support of former Soviet Union in the 1950s, this
group of building with amazing architectural quality would have
gone with the memory of a particular era.

Since 2002, some artists and companies have transformed it into
DaShanzi Art District, an area full of art studios, galleries, design
companies, restaurants and cafés. More or less in a sense of politi-
cal pop art, all the red Chinese slogans on the wall are meticulously
retained and juxtaposed with all kinds of contemporary art pieces.
Reuse or even creative abuse of not only the cultural and political
resources but also the building itself helps this factory reenter the
scope of culture and fashion.

Li Xiangning, ,New 798 Art Area. Beijing China“, in: Architecture and Urbani: 03:12,
399, S. 142.
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National Grand Theatre E & X &[5
Paul Andreu
1999 - 2007

In the centre of Beijing, only five hundred meters from the Forbid-
den City and Tiananmen Square, the National Grand Theatre build-
ing emerges as an island in the middle of a large artificial lake. A
titanium shell in the shape of an elliptical dome forms at once roof
and facade and clads a radial metallic triangular structure with
spans ranging from a minimum 144 to a maximum 213 meters. Its
surface is split up into two by a translucent part which allows the
building to take in natural light during the daytime and reveal the
activities taking place inside at night. The new complex comprises
three performance auditoriums - a 2,416-seat opera house, a 2,017-
seat concert hall and a 1,040-seat theatre -, as well as art and ex-
hibition spaces open to a wide variety of public. A sixty-meter long
transparent underpass connects the theatre to the lake shore, leav-
ing the exterior of the building intact, without any openings above
the water level that may obscure the mysterious and technological
appearance of the volume while providing the visitors with an inter-
esting transition from their everyday world to the world of opera
and theatre.

»Paul Andreu. Grand National Theater, Beijing“, in: AV Monografias 109-110, 2004,
S.34.
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Hutong

Hutongs are a type of narrow streets or alleys, commonly asso-
ciated with northern Chinese cities, most prominently Beijing. The
term hutong is believed to be Mongolian in origin, since it first ap-
pears in Beijing’s Yuan dynasty records. There are several theories
about the original meaning of the word, the most popular being
that it means ‘water well’. Yuan dynasty city plans show 3 types of
street, big streets (around 37.2m wide), small streets (18.6m wide)
and Hutongs (9.3m wide). Big streets and Small streets mostly ran
North-South, whilst the Hutong lanes, mostly ran West-East.

In Beijing, hutongs are alleys formed by lines of siheyuan, tradi-
tional courtyard residences. Many neighbourhoods were formed by
joining one siheyuan to another to form a hutong, and then joining
one hutong to another. The word hutong is also used to refer to such
neighbourhoods.

Since the mid-20th century, a large number of Beijing hutongs were
demolished to make way for new roads and buildings. More recent-
ly, many hutongs have been designated as protected, in an attempt
to preserve this aspect of Chinese cultural history.

The remaining historic Hutongs are grouped in two main areas,
with a total size of 62km?.

The more important of the two is the 38 km? area originally con-
tained by the old city walls. These walls were replaced by the second
ring road in the 1960s (the first ring-road refers to the walls of the
former Imperial City, of which only some fragments remain). The
second historic location is the area known as the ‘outer city’. This
24km? area, located south of Qian Men gate, was originally also a
walled city.

Andre Alexander, Pimpim de Azevedo, Hirako Yutaka, Lundrup Dorje, Beijing Hutong
Concervation Plan, 2002 and Wikipedia
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Siheyuan

Siheyuan is a traditional courtyard residence. In the siheyuan
house, the main building (Zheng Fang) is preferably located on the
northern side of the courtyard facing south, with two sub rooms
to either side (Er Fang). On the Western and Eastern sides are the
Xiang Fang. The south side comprises a building facing the street
(Dao Zuo Fang) and a shadow wall (Yin Bi). The courtyard is ac-
cessed through a main gate at the southern end, and often there
is a back door on the northern side. Generally, the main residential
buildings are south-facing, designed to block the fierce northern
winds but allowing sunlight to shine into the main rooms.

Siheyuan buildings are timber framed, with brick walls and tiled
roofs. The reddish colours of the painted timber beams pillars and
pillars contrast with the grey bricks and tiles, creating the distinct
Beijing Hutong combination.

Siheyuan were subject to strict restrictions on height, design, col-
our and decoration in imperial times. The restrictions were graded
according to the status of the owner. The limitations included rules
on the colour and style of roof tiles, the colour of the outside walls
and the decoration of the main gate.

Within the inner city walls, before 1911, no residential building of
more than one storey was permitted. It was considered unthinkable
that ordinary beings should have houses taller than the walls of the
Forbidden City.

The siheyuan were originally designed and built to house one fam-
ily, but since the 1950s many were converted to house several fami-
lies as tenants.

Andre Al der, Pimpim de A do, Hirako Yutaka, Lundrup Dorje, Beijing Hutong
Concervation Plan, 2002
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Hutong Bubble 32
MAD (MA Yansong)
2008 - 2009

MAD’s proposal for a future Beijing was first revealed at its exhibi-
tion MAD IN CHINA, shown during the 2006 Venice Architecture
Biennale. Beijing 2050 imagined three scenarios for the future of
Beijing a green Public Park in Tiananmen Square, a series of float-
ing islands above the city’s CBD, and the “Future of hutongs,” which
featured metallic bubbles scattered throughout Beijing’s oldest
neighborhoods. Three years later, the first hutong bubble appears
in a small courtyard in Beijing.

China’s rapid development has altered the city’s landscape on a
massive scale, continually eroding the delicate urban tissue of old
Beijing, particularly the traditional alleyway neighborhoods known
as hutongs. Such dramatic changes have forced an aging archi-
tecture to rely on the right opportunity, spontaneous renovations
to keep pace with the ever-changing neighborhood. In addition,
poor standards of hygiene have turned unique living spaces and
potentially thriving communities into derelict districts. Hutongs are
increasingly disregarded by their own residents, and turned into
quaint theme parks for tourists.

Progress does not necessarily call for large scale construction — it
can occur as interventions at a small scale. The hutong bubbles it
is plugged into the urban tissue, it is an attractor, attracting new
people, activities, and resources to bring together a neighborhood.
They exist in symbiosis with the old. It is fueled by urban residue, the
bubbles and it transforms to support the community’s needs. It al-
lows the local residents to continue living in the old neighborhoods.
In time, these interventions will become part of Beijing’s extending
history, newly formed membranes within the city’s urban tissue.
Hutong Bubble 32 provides a toilet and a staircase that extends
onto a roof terrace for a newly renovated courtyard house. Its shiny
exterior renders it an alien creature, and yet at the same time, it
morphs into the surrounding wood, brick, and greenery. The past
and the future can thus coexist in a finite, yet dream-like world.
The real ambition is for the hutong bubble to connect to the cultur-
ally rich urban environment, to connect to each individual’s vision
of a better Beijing. The bubble is not a singular object, but an archi-
tecture that will initiate a renewed and energetic community.

http://www.i-mad.com/work/hutong-bubble-32/?cid=4
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Micro - Hutong
ZAO / Standararchitecture
2013

Micro-Hutong is a building experiment by Zhang Ke‘s ZAO/stand-
ardarchitecture team on the Yang-Mei-Zhu street of the Dashilar
area. The goal of the project is to search for possibilities of creating
ultra-small-scale social housing within the limitations of super-tight
traditional Hutong spaces of Beijing.

Located in the Dashilar District, a historical area within walking
distance of Tiananmen Square, ZAO/standardarchitecture has
designed a 30-m2 Micro-Hutong that offers a new alternative to
Hutong preservation and actualization.

A critical look into the dynamics of the Hutong reveals that even
with the menacing grip of unscrupulous real estate development,
the most critical problem of the Hutong consists of the relentless ex-
odus of its occupants. Concerned with the lack of facilities and the
absence of quality communal space, they decide to sell and move
out to bigger apartments outside of the city centre. This constant
desertion of the traditional dweller of the Hutong from the heart
of Beijing prompted the generation of a strategy able to challenge
the growing disinterest of the Hutong tenant in order to keep alive
valuable living traditions.

The result is an architectural operation that brings back the court-
yard as a generator of program, as it activates the building by cre-
ating a direct relationship with its urban context, drawing to its
interior social activities. Apart from enhancing the flow of air and
light, the courtyard creates a direct relationship between the living
space contained in the dynamic volumes and an urban vestibule in
the front part of the building. This flexible urban living room acts as
a transition zone from the private rooms to the street, while serving
as a semi -public space to be used by both the inhabitants of the
Micro-Hutong and the neighbors of the community.

The Micro-Hutong inherits the intimate scale of the traditional
Hutong, revitalizing its social condensing capabilities, while en-
hancing it with spatial improvements. It’s light-steel structure and
plywood panel cladding allows for low-cost construction, while cre-
ating new possible re configurations for the future of the Hutong
in Beijing.

»ZAO/standardarchitecture. Micro-Hutong“ in: A+U 546, 16:03, Architecture in China,
2016, S. 80.
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Micro Yuan‘er
ZAO / Standararchitecture
2012 - 2015

The site is located in Hutong district in Beijing, where many old
alleys remain. This project is an intervention to the courtyard of
a Dazayuan, which is a Siheyuan (traditional Chinese courtyard
residence) that is occupied by many families.

Cha‘er Hutong (Hutong of tea) is a quiet spot in the busy Dashilar
areq, situated 1 km from Tiananmen Square in the city center.

No. 8 Cha‘er Hutong is a typical ,Da-Za-Yuan* (big-messy- courtyard)
once occupied by over a dozen families. Over the past five decades
each family built a small add-on kitchen in the courtyard. These
add-on structures form a special density that is usually considered
urban scrap and almost all of them have been automatically wiped
out with the renovation practices of the past years.

In this project the architects intended to recognize the add-
on structures as an important historical layer and as a critical
embodiment of Beijing‘s contemporary civil life in Hutongs that has
so often been overlooked.

In symbiosis with the families who still live in the courtyard, a
9-m? children’ library built of concrete mixed with Chinese ink was
inserted underneath the pitched roof of an existing building. Under
a big ash tree, one of the former kitchens was redesigned into a
6-m? mini art space made from traditional bluish grey brick. On its
exterior, a trail of brick stairs leads up to the roof, where one may
delve into the branches and foliage of the ash tree.

With the small-scale intervention in the Cha‘er Hutong courtyard,
the architects try to strengthen bonds between communities, as
well as to enrich the Hutong life of local residents. A child may stop
by after school, pick out a favourite book, and read in his little niche
before getting picked up by the parent . Or the kids may climb up
onto the roof, sit in the shade, and engage in a cosy conversation
with the elderly in a familiar but new space.

»ZAO/standardarchitecture. Micro-Yuan‘er” in: A+U 546, 16:03, Architecture in China,
2016, S. 76.
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MOMA
Baumschlager Eberle
2002 - 2005

Die beiden Wohntiirme, bei deren Anlage die aktuellsten
Technologien zur Anwendung kamen, befinden sich auf einem
Areal 6stlich des zweiten Strafienrings, auf halbem Weg zwischen
Innenstadt und Flughafen. Hohe und rdumliche Disposition
der Bauvolumen entspringen einem bestehenden Masterplan
und mussten iibernommen werden. Die Auftragsvergabe
an Baumschlager Eberle erfolgte nicht zuletzt aufgrund der
Erfahrungen, die das Biiro auf dem Gebiet des energieoptimierten
Bauens vorzuweisen hat.

Dank einer Aktivdecke zu Heiz- und Kiihlzwecken sowie der
kontrollierten Liiftung ist in den Gebduden eine kontinuierliche
Frischluftzufuhr bei gleich bleibenden Raumtemperaturen
und ebensolchem Feuchtigkeitsgrad gewdhrt. Je nach
Fassadenorientierung sorgen unterschiedlich abgeschrigte
Fensterlaibungen fiir eine Verbesserung der natiirlichen
Belichtungsverhdltnisse in den Appartements und helfen ebenfalls,
Energie zu sparen.

In der Uberzeugung, dass sich Nachhaltigkeit nicht allein auf
technischer Ebene entscheidet sondern vor allem eine Frage der
kulturellen Akzeptanz ist, haben regionale Einfliisse Eingang
in die Fassadengestaltung gefunden. So erweist sich das
schachbrettartige Muster der mit schwarzer und weifler Farbe
unterlegten Glaspaneele als eine Reminiszenz an das chinesische
Ying und Yang-Prinzip. Daneben setzen rote Kupfereinfassungen der
Fenster einen weiteren, farblichen Akzent. Hinter der Materialwahl
steht auch ein pragmatischer Grund: Glas wie Kupfer sind in China
vergleichsweise preiswerte Rohstoffe.

Insgesamt beinhalten die Gebdude 208 weitldufige 4 bis 5 1/2
Zimmer-Wohnungen, bei deren Ausstattung grofiter Wert auf
Material und Detaillierungsgrad gelegt wurde. Eine ausgekliigelte
Grundrissanlage sorgt dabei fiir hohe Nutzungsflexibilitat und
ausreichend Spielraum bei der Méblierung.

http://www.baumschlager-eberle.com
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Popmoma 3 XMOMAF £ %L &% F &
Baumschlager Eberle
2004 - 2007

Vorgabe des Masterplans: drei Hochhduser von grofier stadtischer
Dichte, die an einem neuen Verkehrsknotenpunkt, am Rand
der Innenstadt von Peking errichtet werden. Die nach Siiden
ausgerichtete Gebdudeanlage besetzt den nérdlichen Rand eines
Areals, das eine ganze Reihe von Neubauten umfasst. Sie bildet
parallel zur zukiinftigen Verkehrshauptschlagader eine harte
Raumkante aus. Oberhalb der viergeschossigen Sockelzone mit
Shopping- Dienstleistungs- und Biirofunktion schrauben sich
imposante 31 respektive 24 Stockwerke mit jeweils 6 Wohnungen
pro Etage in den Himmel.

Mit dem Anspruch an ein zukunftsweisendes Gebdudekonzept ist
die Nachhaltigkeit des Gebdudes und damit dessen energetische
Optimierung das vordergriindigste Thema. Der Einsatz von
Aktivdecken zu Heiz- und Kiihlzwecken sowie die kontrollierte
Gebdudeliiftung greifen auf aktuellste Technologien zuriick. In
Verbindung mit einem speziellen Fassadendesign zur Verbesserung
des Tageslichteinfalls werden insgesamt 388 Wohnungen und 7855
m? an Biirofldche realisiert, die — duflerst energieeffizient sind und
iiber einen hohen Komfort verfiigen.

Die Fassade setzt sich dabei in ihrer schlichten und unaufdringlichen
Rasterstruktur wohltuend von den mehr oder minder gegliickten
Patchworkbauten der Umgebung ab. Die Materialisierung
der je nach Himmelsrichtung unterschiedlich abgewinkelten
Fensterleibungen fillt in warmem Kupfer aus. Zusammen mit der
Glaspaneelen-Verkleidung, durch die ein dhnlicher, etwas dunkler
gehaltener Farbton schimmert, verleiht dies dem Gebdude eine
ruhige Eleganz und noble Erscheinung. Sie bietet der griinen
Enklave, die dem Stadtraum im Zusammenspiel mit den anderen
Neubauten abgetrotzt wird, eine attraktive Kulisse.

http://www.baumschlager-eberle.com
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Beijing National Stadium (Bird‘s Nest) L x5 %4 F 3
Herzog & de Meuron, Arup, FAKE Design (Al Weiwei)
2002 - 2008

The National Stadium, a new kind of public space for Beijing

The National Stadium is situated on a gentle rise in the centre of the
Olympic complex to the north of Beijing. Its location is predefined
by the master plan. All other urban and architectural decisions
were initiated by our competition project and subsequently imple-
mented in our construction project. Our most important principle
throughout has been to develop an architecture that will continue
to be functional following the Games in 2008, in other words, to
create a new kind of urban site that will attract and generate public
life in this part of Beijing.

From the distance, the stadium looks like a gigantic collective
shape, like a vessel whose undulating rim echoes the rising and
falling ramps for spectators inside the stadium. From this distant
perspective, one can clearly distinguish not only the rounded shape
of the building but also the grid of the load-bearing structure, which
encases the building, but also appears to penetrate it. What is seen
from afar as a geometrically clear-cut and rational overall configu-
ration of lines, evaporates the closer one comes, finally separating
into huge separate components. The components look like a chaotic
thicket of supports, beams and stairs, almost like an artificial for-
est.

In this Piranesian space, people get together in restaurants, bars,
hotels and shops, or on the platforms and the crisscrossing hori-
zontal, diagonal and vertical paths of access. This space, surround-
ing the interior of the stadium, is facade, structure, decoration and
public space all in one. It is the link between the city outside and the
interior of the stadium and is, at the same time, an autonomous,
urban site. Herein lays the real potential of the project; it aims to
be more than an Olympic sports arena for one single, admittedly
unique occasion. This area between inside and outside affords the
opportunity to create a new kind of urban and public place - even
more so in view of the fact that people in Beijing love public life and
are experienced users of public space. [...]

Herzog & de Meuron, 2007

https://www.herzogdemeuron.com/index/projects/complete-works/226-250/226-
national-stadium.html
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National Swimming Center it % B K iF ik F &
CSCEC, PTW, CCDI, Arup
2003 - 2008

[...] Wie der Name sagt, besteht das Gebdude nicht nur aus einer Schwimm-
halle, sondern aus ei kompl Organi mit insg t 80 000

Quadratmetern, der auch nach den Olympischen Spielen ein sportlicher An-

ziehungspunkt sein soll. Das Programm setzt sich zusammen aus Wettkampf-
becken, Sprungturmanlage, Aufwédrmbecken, einer geplanten Eislauffliche
und einem Freizeitbad mit den unvermeidlichen réhrenartigen Wasserrut-
gsflda

hi; h

schen sowie allen notwendigen Nebenrdumen und Er
Ausserdem sollten sich die Wege der Sportler nicht mit denen des Publikums

iiberschneiden.

Als stddtebauliche Komp te fiir die Orientierung der Innenréume war
hliesslich ein iiberzeugender Blickbezug zum benachbarten Nationalsta-
dion erwiinscht, eine bestehende Tempelanlage im Siiden des Grundstiicks

musste in die Freiraumpl 1g mitei werden.

Die komplexen Anforderungen sind dem Gebidude heute nicht mehr anzuse-
hen. Mit stoischer Ruhe steht der Kubus mit einer Seitenlinge von 177 Metern
und einer Hohe von 31 Metern in der heterog 1 Umgebung aus Stadtauto-
bahn, Stadion, Hochh f den und Olympiahalle und verhiillt mit einer
einzigen Struktur fiir Dach und F sein | leb Die Botschaft ist

indeutig: Das El t Wasser wird im Aggregatzustand als Schaumwiirfel

d

prdsentiert, der, in einem Wasserbecken stehend, nur als abstraktes Bild sein
Inneres nach aussen wendet. Symbolhaftigkeit ist eine der wichtigsten Vorr-
aussetzungen fiir erfolgreiche Bauten in China. [...]

Was also macht diesen Bau so einzigartig? Es ist die Spannung zwischen der
dreidimensionalen, schaumartigen Gitterstruktur der Stahlkonstruktion, die
Tragwerk und raumbildende Hiille zugleich ist, und der orthogonalen Funkti-

I

onalitdt der Grundrisse und Schnitte. [...] In ei auf gen math ti-

schen Optimierungsprozess hat Arup der Trag g trie die sog

te Weaire -Phelan-Kristallstruktur zugrunde gelegt, eine Gitterstruktur, die
zu einem dusserst effizienten Verhdiltnis zwischen Oberfliche und Volumen
und einer betrdchtlichen Einsparung an Stahl fiihrt. Die Konsequenzen sind
20 000 unterschiedliche Stahlstdbe und 12 000 individuelle Knoten, die nicht
vorgefertigt, sondern auf der

Baustelle iiber GPS in 3D eingemessen und von Hunderten Schweissern - mo-
natelang vor Ort verschweisst wurden: trotz der Vergroberung einiger Details
eine logistische Meisterleistung der ausldndischen und chinesischen Ingeni-
eure und Firmen. Ein weiteres Novum ist die Gebdudehiille aus pneumatisch
vorgespannten ETFEFolienkissen. [...]

Albert Lohr, ,Viel Schaum um nichts?“, in: Archithese 4, 2008, S. 36.
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1 Aufwarmbecken
2 Publikumsbereich
3 Wettkampfbecken

4 Freizeitbad
5 Seiteneingang
6 Haupteingang

7 Wassergraben
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Digital Beijing 3% 5~ Jb %
Urbanus / Studio Pei-Zhu
2004 - 2008

Located opposite Herzog & de Meuron‘s Olympic Stadium on the
Olympic Green, Digital Beijing was designed by Pei Zhu and his for-
mer firm, URBANUS, as the control and data center for the 2008
Games. Subsequently, the building is due to be used as a ,virtual
museum and exhibit ion center for digital products.” The architect
describes this large and imposing reinforced concrete and steel
frame building as being an exploration of the impact of electronics
on architecture. More specifically, he writes, ,The concept for Digi-
tal Beijing was developed through reconsideration and reflection
on the role of contemporary architecture in the information era.
Resembling that omnipresent symbol, the bar code, the building
emerges from a serene water surface. The facade itself is detailed
to resemble an integrated circuit board. The abstracted mass of the
building, reflecting the simple repetition of 0 and 1 in its alterna-
tion between void and solid, recreates on a monumental scale the
microscopic underpinnings of life in the digital age to form a potent
symbol of the Digital Olympics and the Digital Era.”

Philip Jodidio, ,Pei Zhu. Digital Beijing. Beijing 2005-07%, in: CN. Architecture in China,
2007, S. 136.
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Beijing Airport
Foster + Partners, BIAD, Arup
2008

Completed as the gateway to the city for the twenty-ninth Olympiad
in 2008, Beijing‘s international terminal is the world‘s largest and
most advanced airport building — not only technologically, but also
in terms of passenger experience, operational efficiency and sus-
tainability.

Located between the existing eastern runway and a planned third
runway, the terminal building and Ground Transportation Centre
(GTC) together enclose a floor area of 1.3 million square metres
and were designed to accommodate 50 million passengers per an-
num by 2020. Although conceived on an unprecedented scale, the
terminal‘s design expands on the new airport paradigm created
by Stansted and Chek Lap Kok. Designed for maximum flexibility
to cope with the unpredictable nature of the aviation industry, like
its predecessors, it aims to resolve the complexities of modern air
travel, combining spatial clarity with high service standards. Trans-
port connections are fully integrated, walking distances for passen-
gers are short, with few level changes, and transfer times between
flights are minimised. Like Chek Lap Kok, the terminal is open to
views to the outside and planned beneath a unifying roof canopy,
whose skylights are both an aid to orientation and sources of day-
light — the colour cast changing from red to yellow as passengers
progress through the building.

The terminal building is one of the world‘s most sustainable, incor-
porating a range of passive environmental design concepts, such
as the south-east orientated skylights, which maximise heat gain
from the early morning sun, and an integrated environment-control
system that minimises energy consumption. In construction terms,
its design optimised the performance of materials selected on the
basis of local availability, functionality, application of local skills,
and low cost procurement. Remarkably, it was designed and built
in just four years.

http://www.fosterandpartners.com/projects/beijing-airport/
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Sanlitun Village & Sanlitun SOHO
Kengo Kuma and Associates
2008, 2010

Kuma‘s masterplan for the ,Village“ reaches for an older, denser
urbanism and breaks the buildings into small volumes, separated
by narrow lanes and a few larger plazas, shielded from the road-
way. There are actually two sites, a few blocks apart; this helps the
project feel slightly more integrated into its surroundings.

More important is the selection of several different firms to de-
sign the buildings, with most contributing both to the ,north” and
»south” schemes.

For the South District, a Chinese street style called Hutongs was
referred to. The street is slightly curved and twisted to produce the
maze-like characteristic. For the North district, a courtyard house
called Siheyuan was referred to. Two enclosures were created, the
exterior and inner enclosure, and at the center of the two enclo-
sures, a sunken garden with dense plants was designed.

To realize human-scale spaces that existed in the Hutongs and the
Siheyuan, large and plain surfaces were avoided for the skin of the
architecture. The skin was divided into smaller mosaic panels. For
the details of each individual panel, we tried to create an expres-
sion which would change depending on the condition of the light,
similar to the skin of a creature, by using acrylic bars with multiple
colors and ceramic printing technique with patterns modified from
Chinese traditional lattice screen.

The mixed-use commercial development across the street, Sanlitun
SOHO, strives to create pedestrian-friendly outdoor space. The cur-
vaceous plan forms are meant to soften the scheme’s monumen-
tality and produce an ,urban Grand Canyon“, or a ,compact city”
within a single complex.

Evan Chakroff, Addison Godel and Jacqueline Gargus, ,Sanli Village“ in Architec-
tural Guide China, 2015, S. 82 and http://kkaa.co.jp/works/architecture/sanlitun-vil-
lage-south/
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The Opposite House
Kengo Kuma and Associates
2008

The Opposite House is a hotel somewhat like the English translation
of a traditional Chinese courtyard house. We designed the entire
Village North area along Sanlitum Road, including The Opposite
House, as a courtyard house. In the past, people had a lifestyle in
which the courtyard facilitated a rich close relationship with the
outside space. However, this has been lost in the Beijing of today,
and the only outside space that is left is the bleak space at the foot
of high-rise buildings. Therefore, we proposed a low-rise courtyard
type hotel as a critique of the current conditions in Beijing. In addi-
tion to creating a layout for the entire area that is like a “courtyard
house”, the hotel itself was designed like a courtyard house that
has four groups of guestrooms positioned around the atrium. In or-
der to create a special ambiance in the atrium, stainless steel mesh
is suspended in such a manner that it appears like radial rays creat-
ing rich feeling space, and a traditional Chinese geometric pattern
was printed on the entire glass facade. Wood was used as much as
possible for the interior of the guestrooms, reproducing the gentle-
ness and softness of “courtyard house” residences of yesteryear.

http://kkaa.co.jp/works/architecture/the-opposite-h /
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Linked Hybrid % /<MOMA
Steven Holl Architects
2003 - 2009

Wohnungsbau in China beschrénkt sich im Allgemeinen auf die
Errichtung monofunktionaler Schlafquartiere in Form nahe anein-
ander geriickter Hochhduser. Das von Steven Holl fiir die Modern
Hongyun Real Estate Development Co. konzipierte Projekt Beijing
Looped Hybrid ist ein Versuch, mit dieser Entwicklung zu brechen
- eine Siedlung fiir 2500 Bewohner ist als kleine Stadt konzipiert.
Die gut sechs Hektar grosse Fléiche befindet sich am zweiten Ring,
nordéstlich des Stadtzentrums von Peking. Acht Hochhduser, in der
Hohe zwischen 12 und 22 Geschossen variierend, stehen um einen

Offentlichen Park, bei dessen Layout sich die Architekten von den
klassischen Gérten von Suzhou ebenso inspirieren liessen wie vom
chinesischen Go-Brett. Inmitten eines als Retentionsbecken dienen-
den Sees befindet sich ein aus zwei Volumina bestehendes Kinocen-
ter, und ausserhalb des Hochhausrings entsteht ein Kindergarten.
Als markanter Zylinder ausgebildet ist ein Hotel, von dessen Dach
aus man den sky loop betritt, eine aus Briicken und Offentlichen
Rdumen bestehende Passage, die alle Gebdude miteinander verbin-
det und das spektakuldrste Element des Entwurfs darstellt. Begin-
nend mit dem Jazz Club auf dem Dach des Hotels, passieren die
Besucher nacheinander ein Restaurant, eine Galerie, eine Architek-
turbuchhandlung, einen Performance Space, einen Coffeeshop, ein
zwischen zwei Tiirmen eingehiingtes Schwimmbad auf Ebene 16,
ein Gym und schliesslich eine Saft-Bar. Die Erdgeschosszonen der
Bauten dienen als Ladenfldchen.

»Steven Holl: Beijing Hybrid Housing®, in: Archithese 6, 2004, S.64.
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Visa section of Swiss Embassy
EXH Design
2009

The concept is to ,see the history through the decade”. We con-
vinced the client to keep the old brick building, which witnessed
the accelerated pace of change in China; and extended it with a
lightweight glass facade, through which the inside bricks still can
be seen.

The existing building contents as today the waiting area for visi-
tors, the counters and the offices of the Visa section. The extension
contents additiional offices, a small meeting room, a server room
and toilets. An air lock and a canopy will be added to the visitors’
entrance. The roof of the extension will be planted (extensive lawn
system). For energy saving reasons floor and roof will be well insu-
lated. Low-e glazing will be used in facade. A floor heating, ceiling
cooling system with ventilation for fresh air meet a high quality of
comfort. The existing pavilion and his extension will be fully sup-
plied by the existing technical installations in the basement of the
chancellery.

The existing pavilion and his extension will be fully supplied by the
existing technical installations in the basement of the chancellery.
Two kinds of architecture are overlapped in across time.Bamboo is
used as exterior and interior material to indicate the context -China.
Both Chinese and Swiss visitors, will sense a familiar impression.

http://www.exhdesign.com/en/projects_detail.php?id=31
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LiYuan Library L 5 & 48
Li Xiaodong Atelier
2011

This project is a modest addition to the small village of Huairou on
the outskirts of Beijig, just under a two-hour drive from busy Beijing
urban life.

On the one hand it forms a modern programmatic complement to
the village by adding a small library and reading space within a
setting of quiet contemplation. On the other hand we wanted to use
architecture to enhance the appreciation of the natural landsca-
ping qualities. So instead of adding a new building inside the village
center, we chose this particular site in the nearby mountains, a ple-
asant five minute walk from the village center. In doing so we could
provide a setting of clear thoughts when one consciously takes the
effort to head for the reading room.

Because of the overwhelming beauty of the surrounding nature our
intervention is modest in its outward expression. We can‘t compe-
te with nature’s splendor. The building blends into the landscape
through the delicate choice of materials and the careful placement
of the building volume. Especially the choice of material is crucial in
blending with the regional characteristics. After analyzing the local
material characteristics in the village we found large amounts of lo-
cally sourced wooden sticks piled around each house. The villagers
gather these sticks all year round to fuel their cooking stoves. Thus
we decided to use this ordinary material in an extraordinary way,
cladding the building in familiar textures in a way that is strikingly
sensitive.

The inside of the building has a very expressive character though;
its interior is spatially diverse by using steps and small level chan-
ges to create distinct places. It frames views towards the surroun-
ding landscape and acts as an embracing shelter. The building is
fully glazed to allow for a fully daylight space. The wooden sticks
temper the bright light and spread it evenly throughout the space
to provide for a perfect reading ambience.

Li Xiaodong Atelier, ,LiYuan Library“, in: A+U 546, 16:03 Feature: Architects in China,
2013, S. 116.
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CCTV + & ke wiL&
OMA / Ole Scheeren, Ecadi
2002 - 2013

With the CCTV Headquarters in Beijing OMA and Rem Koolhaas
have taken a radically different approach than other designers
might have employed. As they write, ,Instead of competing in the
hopeless race for ultimate height-dominance of the skyline can only
be achieved for a short period of time, and soon another, even taller
building will emerge - the project proposes an iconographic con-
stellation of two high-rise structures that actively engage the city
space: CCTV and TVCC.“ A common production platform is the base
for the two linked towers, and they are joined at the top, creating a
»cantilevered penthouse for the management.“

»A new icon is formed ... ,, say the designers, ,not the predictable
two-dimensional lower ,soaring’ skyward, but a truly three-dimen-
sional experience, a canopy that symbolically embraces the entire
population. The consolidation of the TV program in a single building
allows each worker to be permanently aware of the nature of the
work of his co-workers - a chain of interdependence that promotes
solidarity rather than isolation, collaboration instead of opposition.
The building itself contributes to the coherence of the organizati-
on.“ The CCTV tower will be partially visible to the public admitted
to a dedicated ,loop“ allowing views of the production process and
the city itself. The Television Cultural Cente (TVCC) will be entirely
open to the public and includes a 1500-seat theater, a ballroom,
cinemas, recording studios and exhibition areas. The international
broadcasting center for the 2008 Olympic Games and five-star ho-
tel will also be accommodated in the building. Much as they did in
the case of the Seattle Central Library, the architects have taken on
not only the specific functions requested in this instance, but also
the very idea of the building typology involved.

Philip Jodidio, ,OMA / Rem Koolh CCTV headq ters, TVCC cultural center. Bei-
jing 2005-08“, in: CN. Architecture in China, 2007, S. 130.
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Galaxy SOHO 4£/7SOHO
Zaha Hadid Architects
2008 - 2013

The Galaxy SOHO project in central Beijing for SOHO China is a 330
000 m? office, retail and entertainment complex that will become an
integral part of the living city, inspired by the grand scale of Beijing.
The building comprises four main domed structures, fused together
by bridges and platforms between curving floor plates to create a
fluid environment that surrounds a series of public courtyards and
a larger central ,canyon”. The great interior courts of the project
are a reflection of traditional Chinese architecture where cour-
tyards create an internal world of continuous open spaces. Here,
the architecture is no longer composed of rigid blocks, but instead
comprised of volumes which coalesce to create a world of conti-
nuous mutual adaptation and fluid movement between each buil-
ding. Shifting plateaus within the design impact upon each other
to generate a deep sense of immersion and envelopment. As users
enter deeper into the building, they discover intimate spaces that
follow the same coherent formal logic of continuous curvilinearity.

There are 18 floors in total, including three below ground, with
retail units surrounding the courtyards on the lower levels, offi-
ces from floors four to 15, and restaurants and bars at the upper
reaches. The exterior of the building is clad in aluminium and stone
while the interior features glass, terrazzo, stainless steel and glass
reinforced gypsum.

http://www.zaha-hadid.com/architecture/galaxy-soho/
http://www.dezeen.com/2012/10/29/galaxy-soho-by-zaha-hadid-architects/
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Evan Chakroff, Addison Godel und Jacqueline Godel,
»Hangzhou”, in: Architectural Guide. China, 2015, S.
252-255.

Hangzhou, which means ,River-Ferrying Prefecture,” is the capital
city of Zhejiang province, the twelfth most populous metropolis in
China. As home to the elegant West Lake, a host of temples, and
the National Fine Arts Academy, it’s also a cultural centre dating
back centuries. One of China’s key garden cities, Hangzhou has
also become a very popular getaway destination, particularly for
residents of Shanghai. Despite its own size and economic heft,
Hangzhou is often seen as the restorative counterpart to the fren-
zied financial capital.

Hangzhou is located amid fertile agricultural land, just around a
bend in the Qiantang River from a vast ocean bay, and protected
by hills and marshlands from attackers on horseback. This area
has been inhabited at least as far back as the Neolithic period,
but did not become a centre for Han Chinese culture until much
later. The city was founded during the Chin dynasty and given the
name Hangzhou only in 589 CE. It was the southernmost sea-ac-
cess port on the Grand Canal, and thus a contact point for foreign
merchants from as far away as the Middle East. Silk and tea made
Hangzhou one of China’s richest medieval cities. Capital of the
Wuyue Kingdom, Hangzhou built new walls; princely sponsorship
established a string of major Buddhist monasteries in the hills. As
the street pattern was already well developed along organic and
mercantile lines, there is little trace here of the kind of rigorous,
gridded planning seen in Beijing. But royal patrons, with access to
expert engineers and huge pools of labour, still left their mark in
the expansion and refinement of West Lake, just beyond the walls
to the west, into a vast garden landscape.

A Chinese saying asserts that “In the sky there is heaven, and
on Earth there are Suzhou and Hangzhou,” a pairing of “garden
cities” which recognises that the two are actually quite differ-
ent. Suzhou’s gardens, built by private individuals, are contained
within walled urban lots, and many of their design innovations
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West Lake, 1911 rendering. North is down, and the city is beyond the walls to the east/
left.

are attempts to create the impression of a vast, free-form natu-
ral landscape. West Lake actually is vast and free-form (though
hardly natural), with an ambiguous perimeter. In imperial times,
however, the lake was beyond the city walls - accessible through a
few gates, but not exactly a “Central Park.“

As a cultural, economic, and administrative capital, medieval
Hangzhou was one of the most populous cities in the world. Even
when the Mongol Khans moved to present-day Beijing (letting the
Hangzhou palace crumble without a trace), the city didn’t lose its
economic or artistic importance entirely. In the 1300s, Marco Polo
and lbn Battuta both found it among the finest cities they claimed
to have visited. Built of wood, it caught fire several times, and the
harbour began silting up in the fourteenth century. The real death
blow was the Taiping Rebellion (1850-1864), when much of the
surviving imperial splendor was destroyed, along with many lives.
Hangzhou remained a site of religious and economic pilgrimage;
the area around City-God Hill, where pilgrims arriving from the
south would do business on the way to the temples, was the major
economic centre. Qinghefang Old Street is a survivor of this dis-
trict, and gives some sense of the pre-modern city’s texture.

In the late nineteenth century, as coastal Shanghai became in-
creasingly important, Hangzhou found itself cut out of the eco-
nomic loop. Railway connection to Shanghai in 1909 cemented the
shift: instead of serving as a commercial hub, Hangzhou became



Hangzhou in the S n Song dy y (1127-1279}. Note that the city and its walls
step back from the river’s floodplain, but back directly up to West Lake. The shaded

zone at the n end indi the pal (now destroyed); City-God Hill is just
northwest ofthat complex.

a convenient recreational spot for the urban office worker, espe-
cially after the Republic ushered in the seven-day calendar (and
thus the weekend getaway). Equally important, the new govern-
ment tore down the wall between city and lake, establishing on its
footprint a new boulevard (Hubin Road) and a string of lakeside
parks. The Qing dynasty’s garrison town, formerly a walled-off en-
clave at the old city’s northwest corner, was also demolished. The
Republican leadership replaced it with a gridded “New Business
District” full of Western-influenced buildings for commerce and
government. In turn the victim of later urban renewal schemes and
highway construction, the business district is now almost illegible,
even in maps. Still, these infrastructural interventions effectively
reoriented the city. As in Berlin after 1989, the former “edge” was
now “centre,” and the lake was part of the city for the first time.
The incorporation of this vast park supported wider modernising
impulses to provide cities with open green space, and reinforced
Hangzhou’s tourist-destination status. The city’s image-makers
began talking up the “ancient” lake, notwithstanding its many
transformations over time.

In the Communist era, Hangzhou continued to expand, particular-
ly to the north, but it suffered from something of an identity crisis;
the Party celebrated its cultural significance while deriding it as a
“parasitic consumer city” and promoting industrial development.
More recently, with Deng Xiaoping’s economic liberalization (ex-
tended to Hangzhou in 1992), the Yangtze River Delta region as a
whole embarked on a meteoric growth spurt. The Hangzhou area
now includes several dedicated zones for high-tech and export-
processing, and, as elsewhere, this growth has fuelled a boom in
demolition and construction which can be measured in millions of
square meters per year. Hangzhou considered some historic pres-
ervation regulations, for example a rule that no building could be
taller than the landmark Baoshu Mountain. But even in the early
1980s, Hangzhou was building mid- and high-rise hotels for tour-
ists exploring the newly “open” China; preservation of the skyline
was a lost cause. Since the turn of the millennium, the gridded, ax-
ial Qianjiang New Town district has tried to concentrate business
and entertainment on the river-front, far from the old centres.
More interesting are smaller interventions like Zhongshan Road
and Xihu Tiandi - two projects different in style and ambitions, but
both committed in some way to making an urbanistic ,fit”, unlike
most master-planned developments in China.
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“Hangchow” in 1915, with walls intact, occupying essentially the same footprint

All these developments remind us that, while Hangzhou is indeed
a “garden city,” it is also simply a city. The powers that created its
restful attractions were first drawn to Hangzhou because it was
already a commercial hub. Today, those expecting a fairy kingdom
may be surprised to find a sprawling metropolis, complete with
traffic, air pollution, garish signage and the other familiar woes
of contemporary Chinese cities. Hangzhou does, however, consist-
ently Lead its peers in Chinese quality-of-Life surveys, and visitors
should still be more than satisfied with the experience.
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Vertical Courtyard Appartements
Amateur Architecture (Wang Shu & Lu Wenyu)
2006

South of the centre of the provincial capital of Hangzhou, a bridge
spans the Qiantang River. In the immediate vicinity a group of high-
rise buildings is lined up along the Qingjian Road. The four tower
blocks with one-story apartments and two high-rise slab blocks,
mainly with maisonette apartments, remotely recall the propor-
tions, the concave facade lines and horizontal layering of Chinese
pagodas. Pairs of storeys are slightly rotated relative to each other.
The projecting enclosures and recessed parts form a spatial facade,
creating bay-like protrusions and loggias as well as two-storey ter-
race insets that are open to all residents. The floor plans behind the
various facade layers are identical.

Construction: In the slab blocks, the reinforced concrete load-
bearing structure consists entirely of cross walls, while in the tower
blocks massive pillars behind the facade are used. Bracing is pro-
vided by the access cores. The materials used for the facades are
steel, glass, concrete and dark brick. Building height: 97m (tower
blocks), 87m (slab blocks).

Storeys: 29 (tower blocks), 26 (slab blocks). Total storey areas:
120,000 m2. Access: the tower blocks have a central access core
with two intersecting single-flight stairs and two lifts, leading to
three to six apts. per storey; the slab blocks have two access cores.
Apartments: 800; tower blocks with apts. (from one- to four-room
apts.); every second story in the tower blocks features a two-storey
loggia that is open to all of the residents; slab blocks with maison-
ette apts. and one-storey apts.

Annete Gigon, Mike Guyer, Felix Jerusalem, ,Vertical Courtyard Apartments*,
in: Residential Towers, 2016, S. 145.
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China Academy of fine Arts, Xiangshan Campus
THARFRFLRE

Amateur Architecture (Wang Shu & Lu Wenyu)
2002 - 2007

The new campus of Xiangshan accommodates several faculties of
the Academy of Fine Arts, such as the School of Architecture or that
of Design. When it was time to determine its location, instead of
choosing the district preferred by the government, the site assigned
was one east of the Hangzhou mountains, chosen because of its pe-
culiar Landscape and topographic features, the most prominent of
which is a hill around which the whole complex is articulated. This
decision links up with Chinese tradition, in which the landscape is
even more important than architecture when its comes to building
educational spaces.

During two phases developed since the year 2001, more than twenty
buildings have been built, paying much attention to the open space.
The interior spaces of these buildings, as well as those that sur-
round them and generate interrelation spaces for students, have
tried to respect the existing environmental conditions. This care for
details and for the integration of the complex is transferred to the
choice of materials, that often come from demolitions. More than 7
million salvaged bricks and tiles have been used, giving the project
more symbolic and tactile density.

»Amateur Architecture Studio. Xiangshan Camp Hangzhou (Zhejiang).“, in: AV Mo-
nografias 150, 2011, S. 92.
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Xixi Wetlands Artists‘ Club
AZL (Atelier ZHANG Lei)
2008 - 2011

These wetlands, one of China‘s major ecological parks, are also
now home to several noteworthy arts-related buildings. This one is
a ,village” of five studio ,clusters,” each composed of two scales of
Y-shaped pavilions. The ends of the branches are glazed to create
varied, full-frame views of the surrounding landscape, or sometimes
of the interesting pockets of space formed between the buildings.
The large-scale Y's are concrete, while the smaller are steel-framed
and clad with translucent plastic to let in diffuse Light, and make
the buildings into ,lanterns floating on the water’ by night. ,Twist-
ing fibreglass installations” on the interiors are meant to contrast
with the rectilinear geometry of the building volume. It's a nice
study in scale and materials, and the aggregation of individual art-
ists into a community as ,clusters” is a contemporary refresher of
late-Modernist formal and social preoccupations of the 1960s-70s
(Team 10, etc.).

Evan Chakroff, Addison Godel und Jacqueline Godel, ,Xixi Wetlands Artists‘ Club“, in:
»Architectural Guide. China“, 2015, S.262
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Xixi Wetland Estate /5 ;% ;2 3 4
David Chipperfield Architects
2007 - 2015

Xixi, a national wetland park located on the outskirts of Hangzhou,
is a built landscape and an area of nature, which has been shaped
by man for over a thousand years. The omnipresent relationship be-
tween landscape, architecture, and water is key to the atmosphere
in Xixi. This atmosphere has been integrated into a new develop-
ment of apartment buildings.

The apartment buildings are surrounded by a water garden, which,
as a reference to the wetland park, is a mostly wild landscape. In
contrast to these green surroundings, the buildings appear as dark
stone volumes embedded in the water garden. They are, as is typical
for villages in Xixi, placed on a stone plinth that sits in the water.
This plinth forms the base of a village group with various levels,
walls, and balustrades creating a sequence of exterior spaces,
which enable access to the buildings. The interiors are character-
ised by floating spaces. Room height windows allow for natural
light and views over the water garden.

http://www.davidchipperfield.co.uk/project/xixi_wetland_estate
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Folk Art Museum
Kengo Kuma and Associates
2015

The Central Academy of Fine Arts (CAFA) in Beijing and China Aca-
demy of Art in Hangzhou serve a central role in the field of art
education in China. This museum which was planned for the China
Academy of Art in the outskirts of Hangzhou was designed with the
objectives of being in harmony with the environment and proposing
a new relationship between people and art by creating seamless
and highly diverse display spaces. The structures were designed
with cross-sections that blend in with the mountain slope to instead
of grading it, with the respective display spaces seamlessly being
revealed as you go through the museum.

Roof tiles used to cover old homes in the area were gathered, and
these and various other locally available materials with rich textu-
res such as cedar were used inside. The group of small roofs that
were made using these tiles give the museum the appearance of a
village. The tiles are held in place with stainless steel wire to create
a screen which controls the light and view, and a facade that has a
rich variation of shadows. This methodology proposes the idea that
rather than the gardens being in contrast with the architecture, the
soil from the tea gardens is gradually transformed into the man-
made architecture.

http://kkaa.co.jp/works/architecture/chi demy-of-arts-folk-art /
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Wencun Village
Amateur Architecture (Wang Shu & Lu Wenyu)
2012 - 2014

One of the most lamentable consequences of Chinese development
policies has been the abandonment of the medium that not so long
ago was the country’s economic base: the rural world. To counter
this abandonment and the parallel phenomenon of exodus to the
cities, for some years now the authorities have been carrying out
regeneration interventions, among them this ambitious project in
Wencun (in China’s southernmost province), which has resulted in
the construction of fourteen houses, a bridge, and some public fa-
cilities, and the refurbishment of several traditional buildings.

The ideology behind the operation is the old premise that the rural
world still corresponds with a way of life synonymous with social
harmony and respect for nature. Belief in this idea has led to re-
search which, inspired in tradition, has yielded several models that
can be applied in future rural developments. Attention to the ver-
nacular also determines the urban scheme followed by the project
- a dense and labyrinthian fabric similar to that of any other Chi-
nese town — and the construction systems and local materials used:
pitched roofs, braces and cantilevers, interior courtyards, wood,
brick, basalt stone... All this filtered by the sieve of a language that
comes across as contemporary because it is stripped and abstract.

»Return to Arcadia. Wencun Village Project, G gdong*, in: Arquitectura Viva 180,
Timeless China, 2015, S. 20.
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Fuyang Museum
Amateur Architecture Studio
2016

The project began back in 2012, the city commissioned Amateur Ar-
chitecture Studio to realize the Fuyang national museum. They did
not accept the project immediately, and instead they proposed an
alternative proposition: to be able to preserve the existing villages
on site.

As urbanization continues to affect traditional villages, with repli-
cas of suburban commercial villas replacing the historic home and
culture Amateur architecture studio was particularly interested in
learning about the history, materials, craft and construction tech-
niques of these villages.

»The experiment results are shared everywhere in the villages in or-
der to preserve them. we would like to have the citizens experience
the value of the country in turn, the villages regain confidence in the
disappearing culture. in fact, we think chinese villages represent
the most important value in modern chinese cities with their more
natural and traditional way of living and working.“ - Wang Shu,
architect

http://www.designboom.com/architecture/veni chitecture-bi I g-shu

teur-fuyang hina-05-30-2016/
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Evan Chakroff, Addison Godel und Jacqueline Godel,
»Shanghai“, in: Architectural Guide. China, 2015, S.
144-153.

Shanghai occupies a position of critical importance at the mouth
of the Yangtze, Asia’s langest river and one of China’s fundamen-
tal spines of development since ancient times. It may then come
as a surprise that Shanghai’s history can be traced back “only”
about a thousand years. River deltas expand with the alluvial de-
posit of silt washed down from the interior, so when China was
first united (mid-200s BCE), the area now occupied by Shanghai
was in the Pacific Ocean, and during the early dynasties it was not
much more than a tidal mud flat. While it’s grown up from the mud
to become the world’s most populous city proper (over 17 million
people) and its fifth largest financial centre, Shanghai is not an
“instant city” in the Shenzhen mode. It has gone through several
distinct phases of growth, and several evolutions in the politics
of control. These have all left visible traces in the urban fabric,
and opened unique discussions on the state of historic preserva-
tion in contemporary China. The result is an incredibly complex,
heterogeneous city that defies easy characterisation. Shanghai is
a testing ground, an alluvial sandbox whose history contains few
periods of stasis.

Shanghai’s rise starts, roughly, in 1074 CE, when the village was
upgraded to ,market town” status by the ruling Song dynasty
(960-1279 CE) . The centre was not directly on the Yangtze (where
it would have been flooded regularly), but rather on a tributary,
the Huangpu river, which takes a bend shortly before emptying
into the Yangtze. The west side of this bend enjoys easier cur-
rents than the east, and thus was the site of the first landings. The
Huangpu opens a route to Suzhou, the regional political and eco-
nomic power centre at the time. Shanghai thus enjoyed a natural
economic advantage: large ocean-going vessels could exchange
goods with shallow-hulled riverboats, with the defensive support
of the regional administrative capital. Through Suzhou’s Grand
Canal connection, Shanghai and the Yangtze were connected
to the wider national economy - which in imperial times hinged
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on internal region-to-region
trade, not international trade
through seaports.

Late in the Song era, a sea
wall was built to hold back
the tides of the Huangpu, and
the city entered a long, slow
period of development. This
culminated in 1554 CE, when
a defensive, inner city wall was
built, indicating the strategic
value of the city at the time (or
just the growing threat of ma-
rauding Japanese pirates). The
walls enclosed the area which
already contained most of the
temples and bureaucratic of-
fices; the dockside landings
and market streets, which drove the city’s economy, had become a
kind of suburb, as in Guangzhou. It was at this point that Shanghai
temporarily fell victim to wider Chinese trade policy, as the Ming
Emperor Jiajing cut off foreign trade in 1525. Aside from curtail-
ing China’s “Age of Exploration ,” such realignment of trade priori-
ties put seaport cities like Shanghai at a great disadvantage rela-
tive to Grand Canal cities like Suzhou, which enjoyed its golden
age at this point. This embargo was lifted in 1684, and in 1732
the emperor gave Shanghai exclusive control over customs for
Jiangsu province; these two events propelled Shanghai to a posi-
tion of prominence (or confirmed its on going rise), and it soon
overtook Suzhou as the economic centre of the region, despite a
lower political rank.

Shanghai during the southern Song dynasty

As it developed into a major port, Shanghai grew into a dense
network of narrow Lanes and inward-focused courtyard houses,
punctuated by temple complexes, all contained within the city
walls. Lacking open public spaces and the clear, centrally planned
geometry of China’s political capitals (see Beijing), this district
would seem an impenetrable, chaotic warren to later foreign ob-
servers, who were content to write “Chinese City” on the map,
with little consideration of the streets (or people, or conditions)
within. “Old Town“ (in today’s Huangpu district) still retains this
footprint, and it’s easy to lose oneself in the narrow alleyways,



appreciating the mix of private and public space. The life of the
neighbourhood spills out into the lanes, and the sense of com-
munity is palpable. The old city walls came down in the 1920s, in
a classic gesture of ,modernisation,” but their urban form is still
evident in the ring road that surrounds the ,old town” south of
Fuxing Lu near the river.

With China continuing to develop and re-connect with the outside
world in the sixteenth and seventeenth centuries, Shanghai be-
came more and more appealing to foreigners seeking fame and
fortune in “the Orient.” By the nineteenth century, the empire was
having increasing difficulty fending off European incursions. The
British found Shanghai attractive for its established mercantile
economy and its proximity to the Yangtze, and the city was locat-
ed a comfortable distance from the more fully fortified and moni-
tored town of Jingjiang. British China policy in this period was
complex, but one of their basic strategies was to keep the Qing
weak, but not antagonise them so much that they would put up
stiff resistance (or fall to rebels who would). This was ultimately
not a sustainable strategy, and it gave way to the First Opium War
(1839 - 1842), during which the British Navy briefly occupied the
city. Afterwards the effectively colonial invaders gained long-term
unrestricted trade access to Shanghai in the Treaty of Nanking
(and several subsequent “unequal treaties”), which established
international enclaves to the north and west of the sovereign
Chinese walled city. Following the establishment of the foreign
concessions, the city entered a tremendous period of sustained
growth on European terms - and rose to international prominence
as a major world centre of trade and finance. The concessions
were initially populated sparsely by the foreigners, but beginning
with the chaos of the Taiping Rebellion (1850-1864), Chinese refu-
gees began fleeing into the concessions, which began admitting
them formally in 1854.

The “old city” acted primarily as a collection point for imports and
their associated tariffs or “tribute.” Proceeding north along the
Huangpu, the colonial settlements of France, Britain, and the Unit-
ed States each claimed a linear stretch of waterfront, anticipat-
ing the huge economic value of Shanghai as a major international
port, and ensuring their own access. The embankment of the Brit-
ish concession became known as the Bund, after a Hindi word for
quay or levee; even place names reveal the global extent of Britain
‘s colonial project.

Shanghai in 1884 (Chi map by QING Guangxu). The color-code at the top indicates

foreign concession territory.
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This linear waterfront grew
organically out of a Western
desire to maximise the prof-
itability of Chinese conces-
sions: with more land along
the river, the colonialists
could construct more docks,
and carry on a greater vol-
ume of trade. The city’s prima-
ry economic focus remained
this littoral space along the
Huangpu, even as the con-
cessions spread inland, west
and north of the river. Each
concession was maintained
by its respective colonial gov-
ernment, with differences in
planning strategies still evi-
dent in today’s street layout,
architectural styles, and landscaping. It’s revealing to compare
the major thoroughfares of the French and British Concessions,
which both draw on Western urban planning strategies of the era.
The axial design of the French Concession’s Avenue Joffrey (now
Huaihai Lu) could have been taken directly from Haussmann’s
plan of Paris (1853 - 1870), while British Bubbling Welt Road (now
Nanjing Lu) takes a meandering path towards an ideal of pictur-
esque Romanticism. The borders of the former concessions are
still evident today: in the late twentieth century, they provided con-
veniently open right-of-ways for Shanghai’s elevated highways.

Shanghai in 1855 (map of 1910 by the Ameri-
can customs agent Hosea MORSE). Note that
the lled city, despi bered points of
foreign interest (like the missionary chapel),
is rendered as an un-mappable blank.

Architecturally, while we can identify obvious foreign influence in
the villas of the French Concession and the Neoclassical edifices
of the Bund, it is in the shikumen (“stone gate”) blocks - the hous-
ing typology that once comprised much of the urban fabric-that
foreign and local influences found true synthesis. The shikumen
combined aspects of traditional Chinese courtyard houses with a
European row-house typology, as if a Beijing siheyuan had been
compressed in plan and stacked vertically to fit a narrow British
terrace hause plot, with the vestigial courtyard transformed into a
small, open-air vestibule. The shikumen form developed both from
the clash of cultures after the opening of the foreign concessions,
and from the accelerated residential construction necessitated by
rapid population growth in an increasingly industrial city. Foreign
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A typical lilong lane and Shikumen rowhouse plans (one-bay and three-bay units).

and local developers alike embraced this dense typology, and con-
structed entire unified mega-blocks as profit-driven, speculative
developments. At the urban scale, their form, evolving from the
1850s to the 1930s, was that of the dense lilong or “neighbour-
hood lane.” In the lilong, a city block is defined by major streets; at
ground level, it’s ringed by small shops and restaurants, a visual
and auditory buffer punctured by entry gates which mark the ends
of the primary axes of the housing block. The street is wide enough
to accommodate automobiles, but narrow enough to discourage
through-traffic. Narrow lanes branch off of the primary axes, only
wide enough for pedestrians, scooters, and the informal congre-
gation of neighbours. Off these secondary lanes are the epony-
mous stone gates, behind which lie the small entry courtyards of
individual houses.

This progression - from boulevard to Lane, to alley, to courtyard
- establishes a hierarchy of space with a “public” gradient con-
siderably more layered than that of the hutong (see Beijing). This
ensures a high level of security and fosters a strong sense of social
cohesion despite an enormous population of new arrivals to the
city. Any strangers to a particular block become more and more
visible the deeper they venture into the complex.

The formal markers of precinct, boundary, and threshold are
clearly evident in Shanghai’s surviving lilong blocks, where the
sense of a thriving, vital community is strong. There are still nu-
merous existing shikumen blocks, in various states of repair. Cite
Bourgogne is finely restored, but perhaps more exciting for visi-
tors is Tianzifang, where the houses have been subdivided, con-
verted into shops and restaurants, and capped with precarious
additions, among other transformations. The thriving arts-district-
turned-tourist-hot-spot provides a unique opportunity to size up
the altered state in which most of Shanghai’s shikumen now exist,
without infringing on residents’ personal space.



The growing city in 1904 (British map, in apparent collaboration with city engineers).
Colour coding distrnguishes Chinese neighbourhoods from foreign settlements. Note-
expansion to the east and west. Again, the “Chinese City” is posited visually as an
ineffable mystery.

.

Shanghai in 1913 (Chi maps); colour g again distinguish i but
Chinese and foreign cities are rendered with the same detail

Shanghai’s capitalist boom continued through the fall of the Qing
dynasty and the rise of the Republic of China. By 1936, it was one
of the world ‘s largest cities, and perhaps China’s most modern,
cosmopolitan locale, home to industry, cinema, the Chinese pop
music industry, and a local version of Art Deco architecture (with
poriental” motifs). In 1929, plans were drawn up for a new city
centre in the Beaux Arts and/or City Beautiful tradition. Featuring
grand, radiating boulevards while acknowledging the surround-
ing street grain, the proposal could have stitched together the Old
City and the Concessions.

However, all efforts to plan Shanghai in this period would be
trumped by larger events. Removed from the warlord power
struggles that undermined the authority and power of the Re-
public, prosperous Shanghai (“Paris of the East, New York of the
West”) was nonetheless beset by tremendous inequality between
the landlord comprador class (a mix of the foreign and Chinese
bourgeoisie) and the masses of industrial and shipping workers.
It was thus a heady place, where foreign ideas found fertile soil:
the Communist Party of China was founded in Shanghai in 1921.
The Communists were violently suppressed in 1927 by an alliance
between the Guomindang and the comprador authorities, an in-
cident that would crystallise the new Chinese political situation,
with the increasingly rightist stance of Chiang Kai-Shek’s new gov-
ernment in Nanjing inspiring opposition (soon to spark civil war)
from Communist cells nationwide. Shanghai’s “glory days” came
to a close with the onset of the Second Sino-Japanese War, when
Japan’s imperial ambitions led it beyond its puppet state in Man-
churia to the heart of China.

This period was disastrous for Republican China, not least for
Shanghai, which the Japanese army invaded in autumn of 1937.
The Battle of Shanghai (the first major battle of the war) involved
nearly a million troops fighting street-by-street for three months,
as well as Japanese aerial bombardment. The city suffered great-
ly, and many surviving factories were dismantled and evacuated
to the Chinese interior. Under Japanese control, the foreign con-
cessions were disbanded, and the city briefly became a haven for
refugees fleeing the wider world war. Later, the Japanese, under
German pressure, began ghettoizing foreigners, particularly Jews
and those from Allied countries. Concentration camps were estab-
lished in 1943.

While the war ended in 1945, the Civil War, which had effective-
ly been put on hold out of mutual desperation, broke out again.
Shanghai fell to the Communists in May 1949, after which the
city’s development mirrored that of China as a whole. The capital-
ist excesses of earlier years had no place in Mao Zedong’s China.
While the state built factories, China’s new number-one trading
partner was the Soviet Union, closer by rail than by ship. The clos-
ing of China to the West put Shanghai in the same awkward role
it had occupied in the sixteenth century: a shipping powerhouse
with nowhere to ship anything.
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Shanghai in 1937

d 1

Shanghai in 1983; detail showing Pudong before its r t. Note pr of
port facilities and factories producing cars, textiles, paper, tobucco, etc. Across the riv-
er, the old Bund buildings, having lost their significance in the Communist era, largely
go unmarked.
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With the end of the Mao era, and following the runaway success
of Deng Xiaoping's “Special Economic Zones” in the south, Shang-
hai was poised to regain some of its former glory. In 1992, the
“Pudong New Area” (across the river from the Bund) was granted
SEZ status, and opened to foreign investment. Since then, the area
has exploded into the vertical business hub seen today. Punctu-
ated by structurally ambitious and eccentrically shaped towers,
such as the Oriental Pearl, the Jin Mao, and the World Financial
Centre, the Pudong skyline became the public face of Shanghai, a
calling-card establishing that this mainland city was every bit as
modern and global as Hong Kong. Built at colossal scale and em-
bracing functional zoning, sectional stratification of circulation,
and a typology of towers in a park, Pudong’s urbanism recalls
such visions of the future as Le Corbusier’s unnerving Plan Vaisin
of 1925 or Sant’Elia’s Citta Nuova of 1914. Yet the paucity of Life
on the streets of the financial district suggests that Pudong is a
failed experiment, an exemplar of Modernist planning principles
long discarded in the West.

But if Pudong represents the failures of Modernism, similarly
Modern and drastic interventions across the river, in Shanghai’s
historic centre, have proven more successful. Elevated highways,
now a largely abandoned concept in the United States and Eu-
rope, seem to work fairly well here. They alleviate congestion and
provide quick links across the city, while the multi-level stack in-
terchanges, illuminated at night, become massive, infrastructural
sculptures. Though these flyovers surely required a substantial
amount of demolition, they largely follow previously existing
boundary lines and thus are less destructive to historic fabric
than one might expect. Meanwhile, in the run-up to Expo 2010,
the Shanghai Metro expanded to become the langest system in
the world, an indicator of the city’s commitment to public transit.
As well, the Bund was reworked as a pedestrian promenade, a
welcome addition to the city. Perhaps the Bund may yet re-emerge
as the face of Shanghai.

Until recently, “preservation” was quite literally a foreign con-
cept. In traditional Chinese architecture, building materials were
short-lived: wooden temples would naturally decay in a shorter
time than the stone monuments of European antiquity, and the
philosophical underpinnings of classical Chinese society stressed
repetition and renewal. The physical makeup of a historic build-
ing was less important than its cultural position. Yet with China’s



culture itself having undergone tumultuous change, what is the
role of traditional architecture? During the World Expo, and con-
tinuing today, Shanghai’s self-congratulatory propaganda and
advertisements have re-engaged history to a surprising extent.
The stone gateways of shikumen adorn liquor bottles, souvenirs,
and construction fencing; they even appear as topiary in public
parks. Xintiandi, a quasi-restoration that Leaves few original shi-
kumen standing, still almost single-handedly raised awareness of
Shanghai’s rich architectural heritage. By showing that the shiku-
men can be as profitable in its re-created, representational form
as it was in its original speculative heyday, Xintiandi has proven
(in economic terms) that the past is not always something to be
discarded, and numerous restoration projects can now be found
around the city, often citing the “Xintiandi effect” as a guarantee
of economic success.

In spite of the tremendous growth and transformation of the city
proper, Shanghai’s most prominent recent developments have
taken place in outlying areas. Wide-ranging regional plans can
be traced back at least to the turn of the twentieth century, when
city planners (influenced by Ebeneezer Howard) suggested a ring
of satellite cities around Shanghai. Over the years, various plans
have been proposed and approved, but none was implemented
until 2001’s ,One City, Nine Towns” plan. This plan followed a mul-
ti-nodal approach to urban development that owes a great deal
to Howard’s strategy of concentrating growth into urban cores,
linked by transit and surrounded by unspoiled farms or parks.
Oddly enough, such an approach may have seemed a perfect fit
for late twentieth-century China. As in turn-of-the-century Britain,
expanding cities threaten to consume the agricultural land that
sustains them, but unlike Britain, twenty-first-century China has
an autocratic government with deep pockets and the authority
to implement giant-scale urban schemes. “One City, Nine Towns*
was itself part of Shanghai’s ,1-9-6-6" regional plan, which called
for one central metropolis, nine new cities, 60 new towns, as well
as 600 new villages. The “nine new cities” were all to be newly con-
structed, most in “European style” according to the best practices
of the new towns’ selected nations.

Of course, the eclectic strategy of assembling varied townscapes
from abroad risks an “EPCOT Centre” approach to world archi-
tecture, and the vacant, faux half-timbered store-fronts of Thames
Town have received their share of criticism. Even so, several of the

new towns have become vibrant urban centres. Qingpu/”Chinese
Town“ was planned from inception to be well integrated with the
established nearby town of Zhujiajiao, and the local administra-
tion ‘s willingness to engage architects has given rise to a lively
and prosperous urban core. Pujiang/”Italian Town” was designed
as a hybrid of ancient Chinese and Roman town planning, with a
rigid grid and street hierarchy softened by canals and augmented
by International-Style villas. Though there is no sure-fire way to
generate the kind of city that grows organically over centuries,
copying European historic urbanism may be as valid an approach
as any. The “nine towns” project was officially discontinued in
2006. Often purposefully lacking public transit links back to the
city (intended to “self-select” a certain class of buyers), most of
the satellite cities suffer from a high degree of vacancy. Many
units were purchased solely as investments, in the absence of saf-
er investment vehicles in China’s financial markets. As these satel-
lite cities become knitted more closely together with the historical
centre (via the ever expanding Shanghai metro), observers will get
a better sense of their successes and failures.

Today’s enthusiasm for unbridled economic growth and ever-
taller skyscrapers has numerous parallels in Shanghai’s modern
history, from the birth of a socialist utopia in 1949, to the 1911
revolution that toppled the Qing dynasty, to the influx of foreign
entrepreneurs following the establishment in 1842 of a treaty port
on the Huangpu. All of these, including the present developments,
were significant events suffused with excitement for the future. By
naively ignoring or consciously suppressing the past (in favour of
an unrestrained future), Shanghai planners have often considered
the city a tabula rasa, and thereby given themselves free rein to
construct as they wished - whether their aim was to recreate the
streets of Paris, or to build a skyline to rival Hong Kong. This at-
titude has defined the city we see today: a multi-layered, hybrid
metropolis that serves as a living museum of urban planning - a
laboratory for experimental urbanism.
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The Bund 4} (Waitan)
1842 - 1930s

Shanghai‘s famous Concession-era waterfront skyline was con-
structed first as a series of simple trading houses and docks in the
years after the 1842 Treaty of Nanking ,opened” China to wider
foreign trade through a number of port cities. The trading houses
were eventually replaced by ever-grander structures, and by Shang-
hai‘s 1930s heyday, this quay along the Huangpu River had been
transformed into the banking centre of East Asia, the impressive
Neo-Classical and Art Deco facades representing the flow of inter-
national capital through Shanghai. The China Merchants’ Building
(H) is a remnant of the Bund's first incarnation, with a recessed
upper portico typical of trading halls ofthetime, and a restrained
material palette of stone and brick. The Hong Kong & Shanghai
Bank (I) and the Customs House (J) represent a second phase of
development, with a more elaborate ornamental program me. In
the late 1930s, the style of structures on the Bund started to shift
towards a monolithic Art Deco style, with emphasis on clean ver-
tical lines and minimal yet deeply symbolic ornamentation, as at
the Bank of China (R) . When the foreign institutions were removed
from their offices (and the country) following the communist revolu-
tion of 1949, many of the Bund‘s buildings became home to govern-
ment offices, and were thus spared demolition. Meanwhile, in the
century-plus since the Bund was first developed, Shanghai has been
literally sinking due to aquifer depletion, and today the street level
can in fact be lower than the river level, depending on the season.
This is the reason for the raised waterfront promenade, completed
in 2010 to coincide with the World Expo. This raised platform not
only provides great views of Shanghai‘s other, newer skyline across
the river in Pudong’s Lujiazui district, but acts as a retaining wall
holding back the river.

The latest landscape and urban revitalization project was led by
Chan Krieger Sieniewicz (now NBBJ Boston).

Evan Chakroff, Addison Godel und Jacqueline Godel, ,The Bund / Wai Tan“, in: ,Ar-
chitectural Guide. China“, 2015, S.167
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A. Meteorological Signal Tower (now Bund Museum), 1908

B. McBain Building (No. 1) (now Asia Building), 1916

C. Shanghai Club (No. 2) (now Waldorf Astoria), 1910

D.UnionBuilding (No.3), Palmer& Turner, 1922

E. Nissin Building (No. 5), 1925

F. Russel & Co. (No. 6) (now China Merchants’ Bank), 1897

G. Great Northern Telegraph Corporation (No. 7) (now Bangkok Bank), Atki nson & Dallas,
1908

H. China Merchants’ Company Building (No. 9) (now China Merchants® Bank), 1901

I. Hong Kong & Shanghai Banking Corporation (No. 12) (now Shanghai Pudong Develop-
ment Bank), Palmer & Turner, 1921-1923

J. Jianghai Custom House (No. 13) (now Shanghai Customs Hause), 1927 K. China Bank of
Communications (No. 14) (now Shanghai Council of Trade Unions), C. H. Gonda, 1948

L. Russo-Chinese Bank (No. 15) (now Shanghai Gold Exchange), Heinrich Bake, 1901

M. Bank of Taiwan (No. 16) (now China Merchants* Bank) 1924

N. North China Daily News (No. 17) (now AIA Insurance), 1921

0. Chartered Bank of India, Australia, & China (No. 18) (now Standard Chartered Bank), Tug
Wilson of Palmer & Turner, 1923

P. Palace Hotel (No. 19) (now Peace Hotel south building), 1906

Q. Sassoon House & Cathay Hotel (No. 20) (now Peace Hotel), Palmer & Turner, 1929

R. Bank of China, 1937 (No. 23)

S. Yokohama Specie Bank (No. 24) (now Industrial & Commercial Bank of China), Tug Wilson
and Frank Collard of Palmer & Turner, 1924

T. Yangtze Insurance A iation (No. 26) (now Agricultural Bank of China), Palmer & Tur-
ner, 1920

U. Jardine Matheson & Co. (No. 27) (now Foreign Trade Mansion / EWO), 1920-1922

V. Gien Line Eastern Agencies (No. 28) (now Shanghai Broadcasting Board), Tug Wilson of
Palmer & Turner, 1922

W. Banque de I'Indochine (No.29) (now China Everbright Bank), Atkinson & Dallas, 1914 X.
Consulate General of the UK (No. 33) (now Peninsula Hotel), 1871-1873
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Peace Hotel and Swatch Art Peace Hotel
1908, 1926-1929

The Peace Hotel is a hotel on The Bund in Shanghai, China, which
overlooks the Huangpu River. The hotel today operates as two se-
parate businesses. The North Building, built as Sassoon House, ori-
ginally housed the Cathay Hotel and is today the Fairmont Peace
Hotel run by Fairmont Hotels and Resorts of Canada. The South
Building was built as the Palace Hotel and is today the Swatch Art
Peace Hotel. The two buildings both face the Bund, but are divided
by Nanjing Road.

The larger North Building, located at Number 20, The Bund, is called
Sassoon House. It was built by Sir Victor Sassoon, of the Sassoon
family, which built a Shanghai business and real estate empire in
the early 20th century. Designed by architects Palmer and Turner,
with a reinforced concrete structure, it was one of the first skyscra-
pers in the Eastern Hemisphere. Construction began in 1926, and
was completed in 1929. The builders followed a consistent art deco
scheme, from exterior design to interior decor. Most of the building
features granite facing, while the ninth floor and the roof are sur-
faced with terracotta. The eastern facade (facing the Huangpu Ri-
ver and the Bund) features a pyramidal roof with steep sides, and a
height of about 10 meters.

Separated from the North Building by Nanjing Road, the South Buil-
ding dates back to the 1850s, when it was known as the Central
Hotel. In 1903, the hotel was restructured and renamed the Palace
Hotel. The building that stands today was completed in 1908, and
offered two elevators, the first building in Shanghai to do so. The
exterior is in a Renaissance style.

Similar to its counterpart to the north, the South Building was re-
novated in preparation for the 2010 World Expo. It emerged as the
Swatch Art Peace Hotel. It hosts artists from around the world who
live and work for a limited time in apartments/workshops. The he-
ritage facade and public rooms of the building have been restored.

https://en.wikipedia.org/wiki/Peace_Hotel
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North Building South Building (Swatch Art Peace Hotel)
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The Rockbund Art Museum
Palmer and Turner, David Chipperfield Architects
original building 1933, renovation 2007

The Rockbund Art Museum is a contemporary art museum in cen-
tral Shanghai, China. The museum is on Huqiu Road, in the former
Royal Asiatic Society building completed in 1933 near The Bund wa-
terfront.

In 2005, the Shanghai Bund de Rockefeller Group Master Develop-
ment Co. Ltd. obtained the right to develop the area. With consi-
deration for its historical and cultural heritage, and as a form of
contribution to the community, the developer decided to restore the
RAS building, and to renovate it into a public museum for contem-
porary art.

David Chipperfield Architects were in charge of the task of resto-
ration and design planning of the building in 2007, maintaining a
minimalist style. The building was originally designed by the British
design firm Palmer and Turner. In highlighting a blend of Western
architectural elements with Shanghai‘s cityscape, the firm incorpo-
rated traditional Chinese decorative elements in the building and
created a unique hybrid architectural style. In an effort to retain the
original flavour of the historical building, David Chipperfield chose
to stay consistent to the original 1932 design in the building’s main
exterior facade in the restoration.

To facilitate the functions of a modern art museum, the restorati-
on, extended the building eastward, creating an open plaza on the
ground floor, and a rooftop outdoor terrace on the eastern facade,
the new parts echoing the old. At the same time, to meet the peri-
odic changes necessary for modern art exhibitions, the designer
made modifications to the existing space. The biggest renovation
is in the skylight design that connects the upper three floors. For
the interior colour scheme, the building‘s original precedent was
followed, with light colours in the exhibition spaces with black steel
and wooden furniture, providing a clean backdrop for exhibitions.

https://en.wikipedia.org/wiki/Rockbund_Art_Museum
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Former French Concession
1849 - 1943

The Shanghai French Concession was a foreign concession in Shang-
hai, China from 1849 until 1943, which progressively expanded in
the late 19th and early 20th centuries. French Concession was built
on April 6 in 1849 after China’s loss in the Opium Wars in 1842.
Shanghai, among other cities, was forced to open themselves as an
international “ports of call.” In 1849, the government of Shanghai
conceded a large of segment of land to the French consulate.

The land was expanded a few times in 1936 and consisted of today’s
Xuhui and Luwan districts. Within the concession areaq, it had its
own laws and enforcement. Entrance by local Chinese was strictly
limited. During that period, many Chinese artists and intellectuals
took the French concession as their home. American and British set-
tlers also flooded into this area in 1920’s. In the wake of the Rus-
sian Revolution, a number of Russian’s also moved into this area.
In such land allotment, opium and gambling were main businesses
in 1930’s.

The concession came to an end in 1943 when the Vichy French gov-
ernment signed it over to the pro-Japanese puppet government in
Nanking. For much of the 20th century, the area covered by the for-
mer French Concession remained the premier residential and retail
district of Shanghai, and was also one of the centres of Catholicism
in China. Despite re-development over the last few decades, the
area retains a distinct character, and is a popular tourist destina-
tion.

http://www.medicographia.com/2010/04/paris-of-the-orient-the-shanghai-french-
concession-1849-1946/
https://en.wikipedia.org/wiki/Shanghai_French_Concession
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Cité Bourgogne % & 2
China Jianye Real Estate Company
1930

Of all of Shanghai‘s remaining shikumen blocks (lil ong), this is
paradoxically the most typical, and the most exceptional. Recently
restored, and bereft of the commercialism that characterises Tian-
zifang and Xintiandi, thislong tang neighbourhood represents the
shikumen urban form in a relatively pure state, showing European
influence in details and Chinese planning in organization.

The block is defined by arterial roads at the perimeter, cut north-
south by a major internal lane, and further divided east west by nar-
row alleys that lead to small entry courtyards behind stone gates.
All this creates a fine social gradient from public to private - one
that visitors would do well to respect.

Evan Chakroff, Addison Godel und Jacqueline Godel, ,Cité Bourgogne®, in: ,Architec-
tural Guide. China“, 2015, $.167
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Tianzifang W 37 /Taikang
1930‘s / 2005

One of Shanghai‘s major attractions over the past two decades, this
shikumen block (li long) gradually transformed from a quiet resi-
dential neighbourhood to a hub for Shanghai‘s nascent arts scene,
then to a bustling commercial district, full of boutique shops, res-
taurants, and (inevitably) tourists. The appeal is hard to deny, as
this is one of the few places in town where outsiders have unfet-
tered access to a traditional lane-house residential block, albeit one
that has been radically transformed over the years. Many original
structures remain, and dining here can offer a taste of life in a tra-
ditional shikumen lane hause. Formally, like all longtang (the local
term used by Shanghai people for ,li long“) neighbourhoods, the large
block is surrounded on the perimeter by large arterial streets, cut
north-south through the centre by several smaller lanes, which in
turn feed narrow alleyways that lead to entry courtyards (behind
stone gates) for the houses beyond. The longtang / shikumen ty-
pology was a commercial development in the modern sense of the
ward, established by shrewd businessmen to accommodate rapidly
increasing population. The high-density, low-rise structures could
become quite crowded, and the hierarchical network of streets,
Lanes, and alleyways served to break down a large community into
smaller segments, and increase the security of the neighborhood
through the filter of thresholds at each interior intersection. Here
at Tianzifang, this planning strategy is not quite as clear as at re-
stored shikumen blocks Like Cite Bourgogne or Jianyeli, but it is
perhaps more instructive, as visitors can see clearly the changes
and modifications the residents (and later, business owners) made
to the structures over 70+ years of existence.

The shikumen form was once the dominant typology in the city, and
has proven quite resilient, even in the face of rapid development, in
part due to the success of Tianzifang and Xintiandi.

Evan Chakroff, Addison Godel und Jacqueli Godel, ,Ti ifang/Taik Road Arts
District, in: ,Architectural Guide. China“, 2015, S.167
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Shanghai Municipal Council
C.H.Stableford, 1933
Renew (ZHAO Chongxin), 2010

A fascinating remnant of Shanghai’s colonial past, this slaughter-
house, built to British designs by Chinese labour, is essentially a
machine for killing. Animals were led up a system of ramps in the
perimeter block, then crossed bridges to the central, cylindrical
tower (automatically sorted, thanks to the bridges’ varying widths).
From the top of the tower, the animals were systematically eviscer-
ated, moving downward step by step, culminating in the loading
of raw meat into trucks at the ground floor. With hindsight, these
logistically-derived forms take on a gestural energy, not dissimilar
from the work of architects self-consciously celebrating the expres-
sive potential of concrete for its own sake. A recent, tasteful renova-
tion has transformed this Piranesian, proto-Brutalist space into a
mixed-use development with restaurants, boutique shops, and an
event space atop the central core. While its retail success seems
questionable, the ,0ld Millfun“ remains popular with architectural
tourists and wedding photographers.

Evan Chakroff, Addison Godel und Jacqueline Godel, ,Schanghai Municipal Council,
Abattoir (Old Millfun/1933)“, in: ,Architectural Guide. China*“, 2015, S.167
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Pudong i# A&

In 1992, the ,Pudong New Area“ (across the river from the Bund)
was granted SEZ (,Special Economic Zone“) status, and opened
to foreign investment. Since then, the area has exploded into the
vertical business hub seen today, though, as always, the Party-Line
hype (that the city was no more than a fishing village before Deng)
should not be believed. The rapid development of Pudong is not pri-
marily an urban or architectural experiment, but rather an exercise
in branding. Since the mid-1990s, China has positioned itself as a
major player in the world market and a successful exemplar of capi-
talism (or, rather, of ,Socialism with Chinese Characteristics“) and
it needs an appropriate postcard skyline. As Jeffrey Wasserstrom
suggests, in his ,fragmented” history, Shanghai is a city of facades,
of appearances, and above all of exhibition.

Punctuated by structurally ambitious and eccentrically shaped tow-
ers, such as the Oriental Pearl, the Jin Mao, and the World Financial
centre, the Pudong skyline became the public face of Shanghai, a
calling-card establishing that this mainland city was every bit as
modern and global as Hong Kong. Built at colossal scale and em-
bracing functional zoning, sectional stratification of circulation,
and a typology of towers in a park, Pudong‘s urbanism recalls such
visions of the future as Le Corbusier‘s unnerving Plan Voisin of 1925
or Sant‘Elia‘s Citta Nuova of 1914. Yet the paucity of Life on the
streets of the financial district suggests that Pudong is a failed ex-
periment, an exemplar of Modernist planning principles long dis-
carded in the West.

Evan Chakroff, Addison Godel und Jacqueline Godel, ,Shanghai, in: ,Architectural
Guide. China“, 2015, S.150
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Jinmao Tower &4 % kK X &
SOM, SIADR
1994 - 1998

Located in the Pudong District of the city's Lujiazui Finance and
Trade Zone in Shanghai, the Jin Mao Tower is a 278,800 square-
metre, 88-storey, multi-use development, incorporating offices, a
hotel, retail, service amenities and parking.

Situated in the top 38 storeys is the 555-room Grand Hyatt Hotel,
affording impressive views of the city and the surrounding region.
Office spaces, in the lower 50 storeys, are easily accessed. The six-
storey podium houses hotel function areas, a conference and ex-
hibition centre, a cinema auditorium, and a 21,000 square-metre
retail galleria. The tower base is surrounded by a landscaped court-
yard with a reflecting pool and seating.

In addition to the tower and podium, Jin Mao incorporates three
below-grade levels with a total area of 57,000 square metres. These
levels accommodate parking for 993 cars and 1,000 bicycles; hotel
service facilities;additional retail space; a food court; an observato-
ry elevator lobby; and building systems equipment areas including
electrical transformers and switch gear, a sewage treatment plant,
a domestic water plant, a boiler room and a chiller plant.
Advanced structural engineering concepts employed in the design
of the tower protect it from the typhoon winds and earthquakes
typical of the area.

The tower recalls historic Chinese pagoda forms, with setbacks that
create a rhythmic pattern. It's metal and glass curtain wall reflects
the constantly changing skies, while at night the tower shaft and
crown are illuminated.

Alan Balfour and Zheng Shiling, ,Skidmore, Owings & Merrill. Jin Mao Tower, 1998,
in: World Cities. Shanghai, 2002, S. 232.
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World Financial Centre L #3344k F O
Kohn Pedersen Fox (KPF)
1997 - 2008

The Chinese government has designated this area as an Asian cen-
tre for international banking and trading. The design of the building
synthesises characteristics that are meaningful to traditional Chi-
nese architecture but with a view to the future. Two primary geo-
metric forms, a square prism and a cylinder, intersect the building‘s
physical form resulting in a transition from a square base to a line
at its top. A 50 metre cylindrical void, or ,moon gate’ is carved
through the top of the tower to relieve wind pressure. This void,
equal in diameter to the sphere of the adjacent Oriental Pearl Televi-
sion Tower, provides a link for the two structures across the urban
landscape.

The programme of this 94-storey project is contained within its two
distinctly formal elements: a sculptured tower and a podium. Retail
space is contained within the podium. Ground level parking is con-
nected to a series of retail walkways and terraces which overlook a
garden planned for the adjacent site. Wall, wing and conical forms
penetrate the massive stone base of the tower. The varied geom-
etries of these smaller elements lend human scale and organise the
complexities of pedestrian movement at the point of entry, comple-
menting the elemental form of the tower.

Internally, the building transforms its shape to accommodate the
space requirements of the entry lobbies and retail functions of its
lower levels with office space being located on its intermediate
floors. A 300-room luxury hotel occupies the upper levels of the
tower, grandly capped by an observation deck.

Alan Balfour and Zheng Shiling, ,Kohn Pedersen Fox Associates. Shanghai World
Financial Centre*, in: World Cities. Shanghai, 2002, S. 282.
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Shanghai Tower 4+ .& X JE
Gensler Thornton Tomsetti (engineer), TJAD, Shang-
hai Construction Group, 2010 - 2015

China'‘s tallest building, and the world’s second-tallest, the Shang-
hai Tower is the third and final piece of Pudong‘s ,supertall cluster,
an urban composition in the works since the early 1990s.

The tower features the now-familiar mix of office space and hotel
suites, anchored by a retail podium. In addition to height, the tower
competes with its neighbours Jin Mao and WFC in green technol-
ogy bona fides: the tower is wrapped in sky-gardens, which act as
an expanded double-skin, reducing interior heat gain. These serve
a social function as well, housing observation decks, restaurants,
and other public spaces, in a stated attempt to reconstitute Shang-
hai‘s vernacular courtyards and neighbourhood parks.

The twisted, asymmetrical form, rotating 120 degrees through its
height, was chosen based on wind-tunnel studies; it's meant to
reduce wind loading by nearly one quarter, permitting a massive
savings in structure with the aid of parametric design tools to im-
plement the requisite 7,000+ unique shapes of curtain wall panels.
Seismic design also plays a role: the stiffened and weighted central
»trunk” supports ,branches” every 12 to 15 Levels. These thickened
refuge and mechanical areas extend to the outer surface and divide
the building into nine structural and functional zones. To our eyes,
this gives the super-tall building a visually comprehensible scale,
and enhances the illusion that the building not only twists, but spi-
rals upward.

Evan Chakroff, Addison Godel und Jacqueline Godel, ,Shanghai Tower*, in: ,Architec-
tural Guide. China* 2015, S.181
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Waterhouse Hotel /K4~
Neri&Hu Design and Research Office
2010

Located by Cool Docks, a new development on the South Bund Dis-
trict of Shanghai, the Waterhouse is a four-story, 19-room boutique
hotel built into an existing Japanese Army building from the 1930s.
The concept behind the renovation rests on a clear contrast be-
tween what is old and new. The original concrete building, of three
floors, has been restored adding one floor over the existing struc-
ture. The structural addition on the fourth floor is made of cor-ten
steel and resonates with the industrial nature of the ships which
pass through the Huangpu River, thus establishing a link with local
history and culture. The design of the hotel ,s inferior is expressed
through both a blurring and inversion of the inferior and exterior,
as well as between the public and private realms creating a disori-
enting yet refreshing spatial experience for hotel guests. The large
vertical window above the reception desk and the corridor windows
overlooking the dining room are some of the unexpected visual con-
nections that not only bring an element of surprise, but also show
the hotel guests the urban condition of Shanghai, characterized by
the longtang, the tight fabric that defines the unique spatial char-
acter of the city.

Neri & Hu, ,Hotel The Waterhouse at South Bund, Shanghi. The Waterhouse at South
Bund Hotel, Shanghai“, in: AV Monografias 150, 2011, S. 116.
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Taikang Terrace % & % &
AO00 Architecture
2009 - 2012

Modelled as an extension of the wildly successful Tianzifang rede-
velopment, this small retail, restaurant, and entertainment complex
is woven into the fabric of an historic shikumen block. Several reno-
vated structures with crisply-detailed brick, steel and glass store-
fronts are linked by open-air corridors.

Upper-level spaces are accessible only via exterior staircases,
where one can gain views over the surrounding blocks of the former
French Concession.

Evan Chakroff, Addison Godel und Jacqueline Godel, ,Taik Terrace”, in: ,Architec-
tural Guide. China“, 2015, $.169
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(right) before reconstruction
(left) after
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Power Station of Art
Original Design Studio (Zhang Ming & Zhang Zi)
2006-2012, original power station 1985

Following-up the 2010 Shanghai Expo, the Power Station of Art is a
renovation and expansion project based on the Pavilion of Future
which previously was the Nanshi power station built in 1985. Nowa-
days, the building has become a well-functioning and artistic public
platform.

The project ceases the station’s magnificent industrial mission in a
historically narrative way. The design process lasting for six years
has witnessed the building’s transformation from a giant electric
machine to a powerful engine promoting culture and art. The ac-
complishment of this project would greatly change the inherent
structure of Shanghai’s art field and even China’s. The Power stati-
on of Art (for contemporary art), China Art Palace (for modern tradi-
tional art), and Shanghai Museum (for ancient art) will complement
each other and create a more integral structure in exhibition field
for Shanghai.

Through a controlled intervention, the project aims to keep the
building’s existing spatial order as well as industrial characteris-
tics. It also attempts to show the temporal span by placing the new
and the old together. It shows hospitable attitude to the city and
it also blurs the boundary of leisure space and exhibition space,
changing the traditional relationship between the visitors and the
exhibits. The strategy successfully transforms visiting behaviors to
a part of daily lives. The project interprets the deep relationship
between human and art through diverse and complex cultural ex-
pression. It also decomposes the traditional single-visiting-path sys-
tem, and opens multiple-paths system for visitors, creating many
possibilities for art exploration.

I-d

http://www.archdaily.com/293515/power-stati f-art-origi tudio
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Westbund Artistic Center
Atelier Deshaus (Masterplan)
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Long Museum (West Bund) % £ K48
Atelier Deshaus
2011 -2014

Long Museum West Bund is located on the banks of the Huangpu
River, Xuhui District, Shanghai Municipality, on a site which was
used as a wharf for coal transportation. Before the commencement
of the design, there remained a coal hopper unloading bridge of
about 110m in length, 10m in width and 8m in height, which was
constructed in the 1950’s, with a two-story underground parking
area.

The new design adopts a cantilever structure featuring a ,vault um-
brella“ with independent walls, while the shear walls with free lay-
out are embedded into the original basement so as to be built with
the original framework structure. With the shear walls, the first un-
derground floor of the original parking has been transformed into
an exhibition space, with the above ground space highlighting mul-
tiple orientations because of the relative connection of the ,vault-
umbrella” at different directions. Also, the electrical and mechani-
cal system has been integrated in the ,vault-umbrella“ structure.
For the above ground space covered by the ,vault-umbrella“, the
walls and ceiling are as-cast-finish concrete surface so that their
geometrical dividing line seems faint. Such a structure not only
shields the human body but also visually echoes the coal hopper
unloading bridge at the wharf.

The flowing exhibition space under the above ground as-cast-finish
concrete ,vault-umbrella“ and the ,white box“ exhibition space on
the first underground floor are connected with spiral ladders down-
ward. The parallel tensility highlighting the space, primordial but
realistic, and the art exhibitions from the ancient, modern and con-
temporary periods, display an exhibition space featuring temporal-

ity.

»Atelier Desh Long M West Bund*, in: Archi e and Urbani 16:03,
No.546, Architects in China, 2016, S. 21.
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B I O G RA FI E N CHINESISCHER ARCHITEKTEN

AMATEUR ARCHITECTURE STUDIO

Wang Shu, *1963 in Uriimqi, China
Lu Wenyu

Wang Shu studied architecture at Nanjing Institute of Technology,
where he received his diploma in 1988; he then worked in the acade-
mic field and for various architecture offices. Together with his wife
Lu Wenyu, he founded the Amateur Architecture Studio in Hangz-
hou in 1997. He has been teaching architecture in Hangzhou's Chi-
na Academy of Art since 2000. He was a visiting professor at Har-
vard University and other American universities in 2011. The special
attraction of the studio’s buildings lies in the interest in traditio-
nal architectural styles, recycled materials and ways of combining
them with modern construction technology.

Ningbo History Museum
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ATELIER DESHAUS

Liu Yichun, *1969
Chen Yifeng, *1972

Atelier Deshaus was founded in Shanghai in 2001. The principal,
Liu Yichun was born in 1969, obtained Master Degree from Tongji
University, Department of Architecture in 1997. The principal, Chen
Yifeng was born in 1972, obtained Master Degree from Tongji Uni-
versity, Department of Architecture in 1998.

While winning the architecture awards such as Business Weeks/
Architectural Record China Awards (2006&2009), WA Chinese Ar-
chitecture Awards (2006&2010), FAR EAST Architecture Awards
(2010), Atelier Deshaus has been involved recently in major interna-
tional exhibitions on contemporary Chinese Architecture in Shang-
hai, Beijing, Hong Kong, London, Paris, Tokyo, Vienna, Barcelona,
Brussels, Prague, Venice, Milan, Rotterdam, Bordeaux, Cincinnati
and Dusseldorf etc.

In 2011, Atelier Deshaus was selected by the international Journal
Architectural Record to be one of the 10 firms in year’s Design Van-
guard.

Youth Center of Qingpu



AZL ARCHITECTS

Zhang Lei, *1964

Zhang Lei graduated from Southeast University in Nanjing and
finished his postgraduate study in the Swiss Federal Institute of
Technology (ETH) Zurich. He started his architecture practice AZL
architects in 2001 in Nanjing. He is now teaching as professor in
School of Architecture and Urban Planning in Nanjing University.
He was invited as guest lecturer & critic in ETH-Zurich, Hong Kong
University, Chinese University of Hong Kong, Chiba Institute of Tech-
nology in Tokyo & GSD-Harvard, etc.

Zhang Lei was recently named as candidates for the 2012 BSI Swiss
Architectural Award On May 2009, Icon Magazine named Zhang
Lei as one of the 20 architects who are transforming the future and
changing the way we work.

Nanjing Wanjing Garden Chapel

VECTOR ARCHITECTS

Dong Gong

Dong Gong received Bachelor‘s and Master‘s of Architecture de-
grees from Tsinghua University and Master of Architecture degree
from University of lllinois. He worked for Solomon Cord weil Buenz
(SCB) in Chicago, Richard Meier & Partners Architects, and Steven
HoU Architects in New York.

In 2008, Dong Gong founded Vector Architects and has become one
of the most active young architects in China.

Dong Gong has been invi ted as guest speaker by Tsinghua Univer-
sity, TianJin University and Southeast University, etc, He is also
teaching architecture studios at Tsinghua University. His firm and
projects have won awards including China Architecture Media
awards, WA Chinese Architecture Awards, Chinese Excellent Explo-
ration and Design Industry Awards, Architecture and Design Trophy
Awards, Blueprint Award, and Architectural Record ,Design Vangu-
ard’’.

Seashore Library
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MAD ARCHITECTS

Ma Yansong, *1975, in Beijing, China
Dang Qun, in Shanghai, China
Yosuke Hayano, in Nagoya, Japan

Founded by Ma Yansong in 2004, is a global architecture firm com-
mitted to developing futuristic, organic, technologically advanced
designs that embody a contemporary interpretation of the Eastern
affinity for nature. With its core design philosophy of Shanshui City
- a vision for the city of the future based in the spiritual and emo-
tional needs of residents - MAD endeavours to create a balance be-
tween humanity, the city, and the environment. Founding principal
Ma Yansong is a central figure in the worldwide dialogue on the
future of architecture, and has been named one of the ,10 Most
Creative People in Architecture” by Fast Company in 2009, and se-
lected as a ,Young Global Leader (YGL)“ by World Economic Forum
(Davos Forum) in 2014. MAD is expanding its global presence with
projects across the globe including Chicago‘s Lucas Museum of
Narrative Art.

Conrad Hotel
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STUDIO PEI-ZHU

Zhu Pei, *1962, in Beijing, China

Zhu Pei received his Master‘s degree in Architecture both from
Tsinghua University and the University of California at Berkeley. He
founded Studio Pei-Zhu in Beijing in 2005. Zhu Pei was named one
of ,the 5 greatest architects under 50“ by the Huffington Post in
2011, won the Courvoisier Design Award by Wallpaper 2009, ,De-
sign Vanguard“ by Archilectural Record in 2007, ,China Award“
from Architectural Record in 2005 and Design for Asia Awards for
Grand and Culture Award, Hong Kong, in 2008, Special Merit Award
by International Union of Architects (UIA) and UNESCO in 1989. His
works have been exhibited at world important museums such as
Venice Bienniale, Sao Paulo Bienniale, Centre Pompidou, Victoria
and Albert Museum.

Publishing House



ZAO/STANDARDARCHITECTURE

Zhang Ke, *1970, in Fenyang, China

Zhang Ke, who completed Master‘s degree in Architecture at the
Harvard Guraduate School of Design (1998) and Master‘s degree
of Architecture and Urban Design at Tsinghua University, School of
Architecture (1996), founded ZAO/standardarchitecture in 2001, a
leading new generation design firm engaged in practices of plan-
ning, architecture, landscape, and product design.

Based on a wide range of realized buildings and landscapes in the
past ten years, the studio‘s work has emerged as the most critical
and realistic practice among the youngest generation of Chinese
architects and designers. Although ZAO/standardarchitecture’s
works often take exceptionally provocative visual results, their
buildings and landscapes are always rooted in the historic and cul-
tural settings with a degree of intellectual debate.

Niyang River Visitor Center

NERI&HU DESIGN AND RESEARCH OFFICE

Lyndon Neri, *1965
Rossana Hu, *1968

Founded in 2004 by partners Lyndon Neri and Rossana Hu, Neri&Hu
Design and Research Office is an inter-disciplinary architectural de-
sign practice based in Shanghai, China with an additional office in
London, UK. Neri&Hu works internationally providing architecture,
interior, master planning, graphic, and product design services.
Currently working on projects in many countries, Neri&Hu is com-
posed of multi-cultural staff who speak over 30 different languages.
The diversity of the team reinforces a core vision for the practice: to
respond to a global world-view incorporating overlapping design
disciplines for a new paradigm in architecture.

Sulwhasoo Flagship Store
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LI XIAODONG ATELIER

Li Xiaodong, *1963, in China

Li Xiaodong is a practicing architect, educator and researcher on
architecture. He established Li Xiaodong Atelier in 1997, and his
work ranges from interiors to architecture and urban spaces. Cur-
rently, he is chair/professor at the School of Architecture, Tsinghua
University, in Beijing. Li graduated from the School of Architecture
at Tsinghua University in 1984. He completed his Ph.D. at the School
of Architecture, Eindhoven University of Technology in the Nether-
lands in 1993.

His work has won national and international design awards, includ-
ing a 2010 Aga Khan Award for Architecture for Bridge School in
Fujian Province, a World Architecture Festival award in 2012 for
Liyuan Library, and the Architecture of Necessity Award, Sweden
in 2013. Li has also received the UNESCO Jury Award for Innova-
tion for Yuhu Elementary School. In 2011, he was named Man of
the Year in China by GQ Magazine. His publication in articles and
books in both English and Chinese covers cultural studies, history

and theory of architecture, and urban studies.

The Waterhouse
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FAKE DESIGN / Al WEIWEI

Ai Weiwei, *1957, in Beijing, China

Ai Weiwei is a Chinese contemporary artist, active in sculpture,
installation, architecture, curating, photography, film, and social,
political and cultural criticism.

Ai collaborated with Swiss architects Herzog & de Meuron as the
artistic consultant on the Beijing National Stadium for the 2008
Olympics. As a political activist, he has been highly and openly criti-
cal of the Chinese Government’s stance on democracy and human
rights. He has investigated government corruption and cover-ups,
in particular the Szechuan schools corruption scandal following
the collapse of so-called ,tofu-dreg schools” in the 2008 Szechuan
earthquake. In 2011, following his arrest at Beijing Capital Inter-
national Airport on 3 April, he was held for 81 days without any
official charges being filed; officials alluded to their allegations of

,economic crimes”.

Estanzuela Sanctuary



EXH

Erich Diserens
Zhang Xi

EXH design is a quality driven design practice, based in Shanghai,
founded by Erich Diserens and Zhang Xi in 2006. EXH design stands
on architecture design, and is expending its scope to urban design,
landscape design, interior design, furniture design, and product
design.

Erich Dieserens studied Architecture in Biel and was associate at
Herzog & de Meuron Architects Basel.

Zhang Xi studied at Tongji University, Shanghai and ETH in Zurich
and worked for Herzog & de Meuron.

Roche Canteen

TAO (TRACE ARCHITECTURE OFFICE)

Hua Li

Born in 1972 in China, HUA Li received his B. Arch. from Tsing-
hua University in 1994. He then studied at Yale University and
received his M. Arch. in 1999. He practiced in New York and
Beijing before founding his own firm TAO (Trace Architecture
Office) In 2009.

Being critical at contemporary architecture as an obsession to
fashionable forms in media driven globalized consumerism, HUA
Li visions architecture as an evolving organism, being an insep-
arable whole with its environment, rather than just a formal
object.

HUA Li’s key works include: Museum of Handcraft Paper (2010,
shortlisted in Aga Kahn Award 2013), XiaoQuan Elementary
School (2010), Wuyishan Bamboo Raft Factory (2013), Forest
Building (2014), and Split Courtyard House (2015). TAO’s works
have been exhibited internationally in Venice, Vienna and New
York.

Museum of Handcraft Paper
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Christian Renfer, ,Denkmalpflege in China - Tabula

Rasa oder Riickbesinnung? Die gefiihrdete Baukultur

eines ganzen Kontinents”, in: NIKE-Bulletin 3, 2013,

S. 8-11.
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Betrachtet man den Umgang der
Chinesen mit ihrer Baukultur mit
westlichen Augen und glaubt

all den Medienberichten, kommt
man voreilig zum Schluss China
hétte iiberhaupt kein Interesse
an der Erhaltung und opferte
gegenwartig alles dem Wirt-
schafts- und Bauboom: Hauser,
Dirfer, Stadtquartiere und Land-
schaften. Man vergegenwartigt
sich jedoch kaum, dass China auf
9,6 Millionen Quadratkilometern
die geographische, geschichtli-
che und kulturelle Vielfalt eines
ganzen Kontinents umfasst.

China war nie ein Einheitsstaat und
ist es, trotz ideologischer Verkla-
rung, auch heute nicht. Das Land
war und ist gepragt vom standig
wechselnden Spannungsfeld zwi-

schen dem politischem Zentrum und
den Provinzen. Wir haben deshalb
nur wenig Ahnung, wie es sich mit
dem immobilen Kulturgiiterbestand
dort verhalt. Wenn wir von den Bau-
denkmalern in China sprechen, be-
trifft das fast immer die nationalen
Kulturgtiter. Eine Liste mit 180 his-
torischen Stdtten und Kulturgitern
von nationaler Bedeutung wurde
erstmals im Jahre 1961 vom Staats-
rat der Volksrepublik China fest-
gesetzt. Im Jahre 2006 umfasste
diese Liste bereits 2351 nationale
Einzelbaudenkmaler. In ganz China,
so schatzt man, sind Gber 400000
historische Bauten rechtlich ge-
schiitzt. Als geschitzte Ortsbilder
gelten 101 Stadte auf nationaler
und 80 auf provinzieller Ebene, dazu
44 geschitzte Kleinstddte und 36
Dorfer von nationaler Bedeutung.

Wenn man mittels einer virtuel-
len Linie das chinesische Festland
in zwei ungefahr gleiche Halften
teilt (Aihui-Tengchong Linie), dann
ist statistisch festzustellen, dass
95% der Bevélkerung in der stark
urbanisierten Osthélfte leben und
bloss 5% in der wirtschaftliche
riickstandigen westlichen. Das be-
deutet aber auch, dass beim Ent-
wicklungsboom der letzten 20 Jahre
die bevdlkerungsreiche Osthéalfte
Chinas grundlegend «umgepfliigt»
worden ist. Der bauliche Aderlass
dabei war immens und der kultu-
relle Verlust irreparabel. Fiir den
Asiaten hat die «Aura» oder der
geistige  Erinnerungswert  eines
Ortes einen hoheren Stellenwert,
als seine materielle geschichtliche
Bausubstanz. Die Rekonstruktion
eines Baudenkmals ist gleichwertig

mit dem QOriginal. Es besteht darin
ein grundsatzlicher Unterschied zur
modernen westlichen Auffassung
von Baudenkmélern. In Verbindung
mit anderen Faktoren hat diese Hal-
tung in China zu einem verhangnis-
vollen Trend gefiihrt: Abbruch und
Wiederaufbau als Maglichkeit der
«Denkmal-Pflege».!

Fehlen einer strukturellen
Stadterhaltung

Die stadtischen Territorien der Me-
gacities im Osten Chinas sind heute
hauptséchlich urbane, futuristisch
anmutende  Planungslaboratorien
ohne irgendeinen (wenn nicht her-
beigeredeten) historischen Bezug.
Denkmalpflegerische Aspekte kom-
men darin kaum zum Zug, es sei
denn, man lasse die Reste einer
Altstadt, wie in Fuzhou (Fujian) oder
Yangzhou (Jiangsu), als romanti-
sche Shopping-Meile wieder er-
stehen, statt sie zu iiberbauen. Die
grossen zusammenhangenden Alt-
stadtareale, wie in Shanghai oder
Beijing, sind langst verschwunden.
Meistens werden in einer Gross-
stadt nur die historischen Wahr-
zeichen gepflegt, wie Stadttore,
Tempel, Pagoden etc. Es gibt aber
auch lobenswerte Gegenbeispiele,
wie das denkmalpflegerisch restau-
rierte Viertel mit stattlichen Priva-
tresidenzen der Ming-Zeit (17. Jh.)
in Taining City (Fujian). Auch die
denkmalpflegerischen Bemiihungen
der Stadtbehdérden von Shanghai
sind fiir eine chinesische Gross-
stadt geradezu vorbildlich: Nicht
nur hat die Stadt seit Langem ein
Denkmalpflegeamt und eine Liste
der geschiitzten Baudenkméler, sie

Hierzu auch: Bianca Bosker. Original

copies: Architectural Mimicry in contem

porary China. Honol 2013. Sowie: Kai
tter. China baut /

zeiger 27.3.2013, S. 23



realisiert auch bemerkenswerte Re-
vitalisierungsprojekte, wie der sog.
«Alte Bund» (d.h. die bescheidenere
Hauserzeile unmittelbar hinter den
Prachtbauten an der beriihmten
Flusspromenade des «Bunds» [chi-
nesisch Weitan]) oder Quartiere in
der «Franzosischen Konzession».
Die Konzessionen waren Quartiere,
die China gemass den sog. Konzes-
sionsvertragen im 19.Jahrhundert in
mehreren Hafenstadten der Ostkiis-
te zur Selbstverwaltung an die Ko-
lonialmachte Frankreich und Gross-
britannien (ibergeben hatte und
welche von diesen als Geschéfts-
viertel in westlichem Stil neu tber-
baut wurden. Shanghai férdert auch
Projekte wie die Umnutzung des
historischen Werftgelandes im ehe-
maligen Expo-Areal, der Textil Fac-
tory Shanghai oder des alten stad-
tischen Schlachthofes (sog. Millfun
1933) durch private Investoren.

Eine kaum genutzte Chance

fiir die Erhaltung intakter
Landschaften

Richtet man seinen Blick auf die
Ebene der regionalen und lokalen
Baukultur, so fallen vor allem die re-
gionalen Besonderheiten der «riick-
standigen» l&ndlichen Provinzen im
Stden ins Auge. Die 56 Minderhei-
tenvolker Chinas, die hauptsachlich
in der Stdwesthalfte des Landes
leben, sind noch stark in ihrer eth-
nischen Tradition und lokalen Kultur
verhaftet. Dazu gehdren die Be-
sonderheiten einer eigenen Bau-
kultur, wie die Trommeltirme und
Wind-und Regen-Briicken der Dong-
Minoritat in den Provinzen Guizhou
und Guangxi (Stidchina). Gerade die
noch intakten Gebiete der Minorita-
ten weisen aufgrund eines enormen
sozialen und wirtschaftlichen Nach-
holbedarfs eine hohe Zerstérungsra-
te in ihren traditionellen Siedlungen

auf. Diese Zerstorung wird nicht in
Grossbauten augenfallig, sondern
in kleinen Ausbauten der Hauser
oder bei Wohnneubauten, die ohne
Riicksichtnahme in die Siedlungen
gesetzt werden. In dem grossen
Land, wo die Landwirtschaft noch
eine wichtige wirtschaftliche Stel-
lung einnimmt, lohnte es sich, die-
sen Sektor mit geeigneten Mitteln
der Raumplanung fortzuentwickeln.
Anders als in den boomenden Stad-
ten Chinas (Kunming gehért dazu), in
denen die Entwicklung schon bald
aus den Fugen zu geraten droht,
kénnte hier noch eine planerische
Basis gelegt werden, die nachhaltig
tiber die nachsten Generationen hin-
aus wirksam sein konnte und eine
geregelte und sinnvoll angelegte
Ortsbilderhaltung mit einschliesst.
Ziel misste die Etablierung einer
umfassenden Kulturlandschaftspfle-
ge sein, welche die sozio-Gkonomi-
sche Weiterentwicklung einer Re-
gion in sinnvolle Bahnen zu lenken
vermag. Allerdings ist gleichzeitig
zu bemerken, dass diese traditio-
nellen Siedlungen nur so lange au-
thentisch bleiben, solange die be-
stehende traditionelle Infrastruktur,
beispielsweise die Felder und deren
Bewirtschaftung (Reisterrassen),
die Wegsysteme und deren Textur
(Steinplatten), die Gemiisegarten
und ihre Einfriedungen (Holzgeflech-
te), die Wasserrinnsale (B4che und
Teiche) und ihr freier Verlauf intakt
erhalten werden.

Noch sind diese Dérfer weit
abgelegen von den grossen Bevol-
kerungszentren und deshalb ohne
grosse Verdnderungen geblieben.
Doch bereits erscheinen die ersten
Beeintrachtigungen durch willkiirli-
che und riicksichtslose Modernisie-
rungen.

Chinesische Fachleute haben
Probleme und Chancen der umfas-
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senden Kulturlandschaftserhaltung
erkannt. So hat im Frihjahr 2011
eine Gruppe von Wissenschaftern
unter dem Vorsitz von Prof. Zhu
Guan-ya (SEU) ein Papier mit dem
Titel «Research Report on the Pro-
tection and Development Plan of
the Minorities’ Villages» (2011) ver-
abschiedet, in welchem die Proble-
me analysiert und Ldsungsansatze
vorgestellt werden. Man spricht von
3000 schitzenswerten Dorfern in
den Gebieten der nationalen Min-
derheiten, welche in den nachsten
5 Jahren von der Enquéte erfasst
werden sollen.

Das 1997 beschlossene sino-
norwegische Gemeinschaftsprojekt
in Suoga, Provinz Guizhou sowie
das schweizerisch-chinesische Shaxi
Rehabilitation Projekt? in Yunnan,
2001 von der ETH initiiert, sind niitz-

ristian Renfer. Considerations of a

Swiss Monument Preservationist during a
Visit to Traditional Villages in China — The
Shaxi Rehabilitation Project as an Oppor-
tunity. In: Erich Lehner, Alexandra Harrer,
Hildegard Sint (Hrsg.). Along the Great
Wall: Architecture and Identity in China
and Mongolia. Wien 2010. Sowie: Derselbe
in: NIKE-Bulletin 4/2003, S. 19-22

Restaur

liche Testprojekte fiir die Entwick-
lung traditioneller Kulturlandschaf-
ten im landlichen China.

Die Ausbildung zum
Denkmalpfleger in China

Chinas wissenschaftliche Beschaf-
tigung mit dem Uberlieferten Kul-
turgut zeigt eine ahnliche Entwick-
lungsgeschichte, wie in Europa.
Die Suche nach den Wurzeln einer
chinesischen Zivilisation nimmt im
19.Jahrhundert ihren Anfang, als
sich in der geistigen Kultur des aus-
gehenden Kaiserreichs ausgespro-
chen nationalistische Tendenzen
bemerkbar machten. Sie setzte sich
fort an den Universitdten der neu
gegriindeten Republik (1911) und
gipfelte an den bedeutenden Archi-
tekturschulen wie jene der Tsinghua
Universitat in Beijing und der South

East University SEU in Nanjing,
wo in den 20er-Jahren bedeutende
akademische Erneuerer der traditio-
nellen chinesischen Baukunst wie
Liang Sicheng (1901-1972) lehr-
ten. Ihr Ruf nach einer nationalen
Architektur, die nicht historische
Stile kopieren, sondern ihren For-
menkanon aus der intensiven Be-
schaftigung mit der traditionellen
chinesischen (d.h. kaiserlichen) Ar-
chitekturtradition schopfen sollte,
trug Friichte. Dies fiihrte dazu, dass
fiihrende Architekturlehrer mit ihren
Schiilern intensive Forschungen an
historischen Baumonumenten be-
trieben, zu denen vornehmlich die
exakte Bauaufnahme und Beschrei-
bung des Objekts gehdrten. Diese
Ausbildungstradition hat sich an
den chinesischen Architekturschulen
bis heute erhalten. So haben zwei



unterschiedliche Phanomene ihren
gemeinsamen Ursprung in den 20er-
Jahren: Zum einen die Ausbildung
eines Nationalstils im Architektur-
entwurf, ahnlich dem europdischen
Heimatstil (beispielsweise das aus
einem Wettbewerb hervorgegange-
ne Sun-Ya-tsen-Mausoleum in Nan-
jing von 1926-29). Zum andern die
wissenschaftliche und methodische
Auseinandersetzung mit dem histo-
rischen Architekturerbe und seiner
Erhaltung. In China gibt es erst ein
einziges Masterstudium in Denk-
malpflege, ndmlich seit dem Herbst
2012 an der Tongji Universitat in
Shanghai. Doch die anderen wichti-
gen Universitdten im Osten Chinas
(SEU, Tsinghua-University) bieten
ebenso intensive Ausbildungskurse
in Architekturgeschichte und denk-
malpflegerischer Methodik an. So
hat die SEU ein Forschungsinstitut,
das sich «Architectural Heritage
Conservation Department» nennt,
welches seit 2012 das denkmal-

pflegerische Fachjournal «Frontiers
of Architectural Research» in engli-
scher Sprache herausgibt. Die Tong-
ji-Universitat in Shanghai bereitet
zurzeit ein ahnliches Periodikum
mit dem Titel «Heritage — Architec-
ture» in Englisch und Chinesisch
vor. Damit soll ein internationales
Fachpublikum  mit chinesischen
Forschungsergebnissen in Architek-
turgeschichte und Kulturgiitererhal-
tung bedient werden.

Dilemma fiir die aktuelle
Kulturgiiter-Erhaltung

Es ist nicht zu verkennen, dass in
China der unheimliche Drang nach
Geldgewinn  gegenwértig  alles
dominiert, auch die Kulturpflege.
Jedes der fachlich durchdachten
Denkmalpflegeprojekte droht des-
halb dem Gewinndenken von Inves-
toren und Politikern zum Opfer zu
fallen. Unsere chinesischen Kolle-
gen befinden sich dementsprechend
in einem taglichen Dilemma: Drén-

gen Sie jetzt auf Realisierung ihrer
Losungen, steht die Erhaltungsidee
jedes Mal auf der Kippe, warten
sie ab, geht der Kulturverlust ra-
sant weiter und vielleicht fehlt in
einigen Jahrzehnten nach einer
Rezession gerade das Geld fur die
Denkmalpflege. Es ist uns nicht
vergonnt, die Entwicklung Chinas
vorauszusehen und es ist dem Land
selbst tiberlassen, fiir eine echte Er-
haltung seines reichen Kulturerbes
Zu sorgen.

Christian Renfer
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Lecture by Rem Koolhaas, ,Preservation Is
Overtaking Us*, in: Columbia GSAPP, 2004.

“We are living in an incredibly exciting and slightly
absurd moment, namely that preservation is overtaking
us.”

Rem Koolhaas at Columbia University Graduate School of Architecture, Planning and
Preservation. September 17, 2004. Courtesy of Columbia University GSAPP.

I want to start with a project in China because the current context
there is paradoxically both one inviting gross financial abuse and
a potential laboratory for other investigations.

If you chart the distribution of architects per thousand people in
the world, you will find that European countries have many
architects, America has about two-thirds the number of Europe, and
China has very few. Yet if you look at how much these architects
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are building, European architects are building very little,
American architects a lot, and Chinese architects exceed all of us
extensively.

In addition, by comparing various rates of urbanization from
different regions of the world, you see that urbanization in
America and Europe slowed down in the 1970s while in East Asia, and
China in particular, the rate began to substantially increase.
Coinciding with urbanization, if you plot architectural
publications, you will see a timeline that suggests Europeans and
Americans were incredibly active in terms of producing
architectural manifestos and architectural thinking, but that our
thinking stopped in the 1970s when we stopped urbanizing. Books
like Learning from Las Vegas, published in 1972, is one of the
books near the end. And if you look carefully at what we’ve
produced since then, it’s mostly reactionary tracts against the
city and against modern architecture.

This is an interesting situation because it means that China, at
the moment of its greatest need, cannot in any way benefit from any
thinking or Western doctrine for the creation of the city. It means
that almost anything that is architecturally important in China is
entering both an absolute ideological void and a completely
defenseless situation.

The projects we are working on are an attempt to think about the
Chinese situation and see what its potentials are. It is very clear
that it’s a politically fraught situation because it imposes and
raises the inevitable question, to what extent one can collaborate
or not with a regime such as the Chinese. And clearly all of our
work at the moment is based on a certain assumption about what is
happening in China and where China is going under its new president
and leadership.

By comparing aerial images of Beijing from 1976 and the early
1990s, you can see an incredible explosion in the scale of
construction. The Central Square, with the Forbidden City more or
less in the middle, is in the center of Beijing. In the 1990s you
can still recognize the Forbidden City and its system of lakes, and
around it, more or less intact, is traditional Beijing, the
“hutongs,” that have become a very critical issue in terms of the
perception of China’s development and the destructiveness of
China’s modernization, both inside and outside the country.



It is undeniably true that the hutong is an unbelievably beautiful
and seductive way of inhabiting the metropolis in a way that is
still delicate, intimate, and, I would say, old-fashioned. It is
also true that in the past Beijing has not always been treated
kindly by the Chinese. But it’s also true that through UNESCO and
other political pressures, the “destruction” of Beijing has become
a very political issue. Just like human rights, preservation is now
becoming a hot-button issue that enables different political sides
to either sound the alarm of preservation or not.

What we found interesting in the hutongs is that there is not only
interest in preserving them from the outside—from America and
Europe (which is perhaps rather hypocritical because we destroyed
our cities with impunity before anyone could warn us against it)—
but also an enormous interest inside China for the specific
qualities, the specific urban conditions, that are still present in
such enormous numbers in the cores of its cities.

We were lucky in 2002 to receive a commission from the Beijing
government that enabled us to investigate and define for China a
specific form of preservation. This is one of those unique moments
in which we come closer—and maybe I should say in this case that I
come closer—to one of my most intimate utopian dreams, which is to
find an architecture that does nothing. I’ve always been appalled
that abstinence is the one part of the architectural repertoire
that is never considered. Perhaps in architecture, a profession
that fundamentally is supposed to change things it encounters
(usually before reflection), there ought to be an equally important
arm of it that is concerned with not doing anything.

What we started to do was look at preservation in general and look
a little bit at the history of preservation. Now, the first law of
preservation ever defined was in 1790, just a few years after the
French Revolution. That is already an interesting idea, that at the
moment in France when the past was basically being prepared for the
rubbish dump, the issue of preserving monuments was raised for the
first time. Another equally important moment was in 1877, when, in
Victorian England, in the most intense moment of civilization,
there was the second preservation proposition. If you look at
inventions that were taking place between these two moments—cement,
the spinning frame, the stethoscope, anesthesia, photography,
blueprints, etc.—you suddenly realize that preservation is not the
enemy of modernity but actually one of its inventions. That makes
perfect sense because clearly the whole idea of modernization
raises, whether latently or overtly, the issue of what to keep.

Historic preservation as a modern technological innovation. Courtesy of OMA.

We then looked at the history of preservation in terms of what was
being preserved, and it started logically enough with ancient
monuments, then religious buildings, etc. Later, structures with
more and more (and also less and less) sacred substance and more
and more sociological substance were preserved, to the point that
we now preserve concentration camps, department stores, factories,
and amusement rides. In other words, everything we inhabit is
potentially susceptible to preservation. That was another important
discovery: The scale of preservation escalates relentlessly to
include entire landscapes, and there is now even a campaign to
preserve part of the moon as an important site.

245



Historically, each new preservation law has moved the date for considering preservation-worthy
architecture closer to the present. Courtesy of OMA.

Then we started looking at the interval or the distance between the
present and what was preserved. In 1818, it was 2,000 years. In
1900, it was only 200 years. And near the 1960s, it became 20
years. We are living in an incredibly exciting and slightly absurd
moment, namely that preservation is overtaking us. Maybe we can be
the first to actually experience the moment that preservation is no
longer a retroactive activity but becomes a prospective activity.
This makes perfect sense because it is clear that we built so much
mediocrity that it is literally threatening our lives. Therefore,
we will have to decide in advance what we are going to build for
posterity sooner or later. Actually, this seems an absurd
hypothesis, but it has happened, for instance, in the cases of some
houses that were preserved at the moment they were finished,
putting the inhabitants in a very complex conundrum.
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“Barcode” preservation scheme for Beijing where different preservation scenarios can be
implemented in horizontal bands. Courtesy of OMA.

We then started to look at how to apply this thinking to the issue
of preservation. Of course, preservation is also dominated by the
lobby of authenticity, ancientness, and beauty, but that is, of
course, a very limited conception of preservation. We started to
conceive and imagine that you could perhaps impose upon the entire
center of Beijing a kind of barcode and declare that the bands in
the barcode could either be preserved forever or systematically
scraped. In such a case, you would have the certainty that you
preserved everything in a very democratic, dispassionate way-—
highways, Chinese monuments, bad things, good things, ugly things,
mediocre things—and therefore really maintained an authentic
condition. Also you could begin to plan the city in terms of
phasing. In all the cities that now are almost suffocatingly stable
in the center and alarmingly unstable at the periphery, you could
introduce a new condition of phasing in which, sooner or later, any
part of the city would be eliminated to be replaced by other



development. You could project and plan over almost millennia to
generate a situation in which each part of the city would always
confront its opposite in a kind of complementary condition.

3

PAUL S. BYARD MEMORIAL LECTURE
Rem Koolhaas

“I think that architecture is gone. It’s a very interesting
question whether it is gone forever or whether under
certain circumstances we can imagine that it will come

back. In any case, it is gone for now.”

Rem Koolhaas at Columbia University Graduate School of Architecture, Planning and
Preservation. February 20, 2009. Courtesy of Columbia University GSAPP.

What I’'m trying to do tonight is give you a context of why we
became as interested in preservation as we are at the moment. I
have to start with the situation of the architect. And I want to
very briefly suggest in what ways the economy, for quite a long
period, at least 20 or 30 years, has been eroding some of the
important potentials of architecture and has been reducing what
architecture can do.

Maybe no image is clearer in terms of what happened to architecture
than the Parthenon. It is a representation of architecture in a way
that we all can recognize, and presumably, one that we all like and
respect. The regime of the last 20 to 25 years, the ¥€$ Regime, the
regime of the market economy, which has infiltrated every single
pocket of autonomy, has turned architecture into a different art.
Thirty years ago architecture was a very serious effort, using
workers and presumably producing buildings that were not luxury
items, but necessary. And therefore, not necessarily committed to
immediate or obvious beauty but, in a genuine way, much more
interested in doing what was necessary. I think that architecture
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is gone. It’s a very interesting question whether it is gone
forever or whether under certain circumstances, we can imagine that
it will come back. In any case, it is gone for now.

To be considered a genius for producing a serene order is also
over. I think Frank Gehry, whether he wants to or not, is perhaps
the most obvious emblem of what happened to architecture or, what
we have made happen to architecture.

Starchitecture is dead. =

Bilbao remains a very beautiful building in itself, but its
consequences are still with us. I think that this is perhaps a
dramatic or exaggerated version of what has happened to the
architect. There is a photo of Peter Eisenman in the center of his
monument, and he is being pursued by a horde, not of people, not of
people who want to remember, but simply the press. You can imagine
that they want a quote from him. And so he’s there as a kind of
involuntary Minotaur with the press in hot pursuit.
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Zisenman talks to the media at the Memorial to the Murdered Jews of Europe in Berlin. July
04. © REUTERS / Tobias Schwarz.

—Je

I think architecture and the role architects play in what has
happened to architecture is embodied by all of us, whether we want
it or not. Therefore, all of us are becoming people who have to
propose things in situations that are becoming increasingly
undignified. And what we harvest is a very strange and a very
ambiguous good, because we receive an unlimited amount of attention
yet fewer and fewer people take us seriously. And within that
contradiction there’s a really wrenching feeling, of sensing the
lifeblood of the discipline draining away.

At some point, I don’t know who was responsible, the word,
“starchitect” was invented. And we all know what it is: a term of
derision. And at some point, it becomes very hard to avoid. I would
say that preservation is, for us, a type of refuge from this term.
What we are hoping to do is propose a number of strategies in which
we are working to undo, or escape, from this label.



Preservation is architecture’s saving
retreat.

—de

Drawing of the CCTV Tower in Beijing with depictions of Chinese state media and program notes.

Courtesy of OMA.

For instance, CCTV, which started so innocently, was certainly not
intended to be an exaggerated or dramatic building, just a
beautiful building with a certain intelligence that worked in a
particular way, that attempts to offer Chinese society a moment to
enter the inner workings of Chinese media. And therefore, it was in
fact more or less a political statement. Yet somehow it became easy
to subsume that intention into the overall label of
“starchitecture,” with its detested glamour and

oversimplifications, even though the building, as made, has a
rather astonishing ability to engage with the most historic part of
the city, the imperfect part of the city, as if it has a secret
sympathy for exactly those dimensions, and is not necessarily part
of a grotesque, exaggerated form of involuntary newness.

But it is true that if you look at the total effect of it all
together, there is a certain grotesque quality to it. Perhaps the
city is doomed, or was doomed, and maybe in that sense, a crisis
offers some reason for optimism. If you were to compile buildings
from some of the major architects of the last ten years, whatever
the individual qualities may be, it is very clear that together
they don’t have a cumulative impact and somehow they are
mysteriously self-canceling and therefore not really productive.
But maybe this moment, at least, spells the end of the ¥€$ Regime,
maybe these events will spell not only the end of capitalism but
the end of “bling.” Maybe if you reverse this tendency, there will
be more planning, more thinking, and more feeling, even in
architecture.

« -hat sense, I think we are potentially living through a very
.tive moment. As I mentioned, I think the label, or the status,

of starchitect has been a very unpleasant by-product of the current
moment for us, and for me personally. For that reason, I want to
share with you a number of private strategies and reflections on
how to come out of it. These reflections are inevitably connected
with my own experience. I was born in Rotterdam, and that simply
meant that I was surrounded, from the age of ten or twelve, by
these very inert and now perhaps not very inspiring blocks. For me,
they never had the slightest quality of gloom; they were always the
pure and full expression of optimism, and to some extent, even
pleasure. Maybe it’s incomprehensible now to view this architecture
in those terms, but I am still susceptible to those kinds of
emotions when I see them. And I’m absolutely jealous of how only
forty years ago the architect could establish, maybe not
earnestness or solemnity but seriousness, which in itself can be a
very cheerful and joyful practice.

One of the directions that we have been trying to exploit, or
pursue, in the search for an alternative to the unique, and the
obligation for uniqueness, is the generic. And what we have been
trying to do is see whether we could gain some initiative, not by
being radically simple but radically pure.
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New forms are no longer relevant.

The first experiment in that direction was around 2005, when we
conceive a building that had to be the center of a complex called
Business Bay in the Dubai Desert. The absolute essence of the
moment, both in terms of the city and the economy, meant we could
experiment with a degree of radicalism, so we proposed a huge slab
of a building, made out of monolithic white concrete and nothing
else, that would rise from the desert.

e

Dubai as a collection of notable architectural forms rising from the desert. Courtesy of OMA.
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The building was conceptualized as a piece of city put on its edge-
with more or less the same program and all the kind of facilities
of the city-and then it was interrupted by four major public zones.
It was a slab, 200 by 300 meters. It was built as an extrusion, as
an elevator shaft, out of white concrete, very quickly, so that the
moment the shaft was finished, the building would be finished. We
didn’t have cladding or anything else.

We worked on layers of culture, some accommodation for business,
some accommodation for urban life, etc. We also worked on aesthetic
hybrids in order, again, to lose ourselves in the potential
collaborations and coexistences with other cultures. I counted on
the strangeness and eccentricity of the surrounding buildings to
make our building look extremely pure and new. There was only one
device that we developed with the engineers from Arup, where, with
minimal effort, the building was able to rotate so its long side
would never be exposed to the sun. Over twenty-four hours, the
building would appear and disappear. My contribution, or my
intervention, in this type of skyline was perhaps a radical form of
erasure.

3
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Proposed design for the Taipei Performing Arts Center and night market. Courtesy of OMA.

There’s a second tendency that I think could be a hopeful way to
overcome the current excess, and that is again, an extreme
engagement with program, with how things work, and with the urban
condition. We worked on a competition for a theater in Taipei.
Taipei is a very energetic Asian city with incredible street life.
There is a huge night market, and interestingly enough, the theater
is planned on the same site. We proposed that the two would be
superimposed so that there is a second circle of nightlife: a night
market on which the theater rests.

The typical contemporary theater—and this is where the icon and the
star architects are really having a terrible effect on the world-is
exemplified by Paul Andreu’s theater complex in Beijing. It is
three theaters, everywhere in the world you suddenly see cultural
centers emerging with three theaters in which each theater is
somehow, in and of itself, perfect: a big auditorium, a stage, side
stages, backstage, other auditorium side stages. And although this
is a vast investment in culture, in terms of theater or in terms of

what a theater could do, there is absolutely no additional
contribution, no additional effect. The content of this iconic
building is deeply reactionary, and yet only its cladding is new. I
think there is a profound malaise in that combination, which is
becoming more and more common.

e

Plan drawing of the National Center for the Performing Arts in Beijing, China. Paul Andreu
Architect, 2007. © Paul Andreu with ADPi and BIAD.

What we did in Taipei is different. Instead of three separate
theaters, we combined the accommodations of each theater into a
single tower. The addition of all the theaters vastly extended the
range and potential of what could be performed so that the theaters
could be coupled, giving the conventional theater an unusual depth.
In certain cases, we could have about 300 meters of theatrical

251



space accessible so the kind of spectacle that can only be
performed in industrial spaces-because typical theaters are too
constrained—can now take place inside this combined theater space.

But now let me talk about the Hermitage. If you look at a graph
that shows Wall Street going up and down, and overlay all the
museums that we are familiar with, from the Louvre to the
Metropolitan to the Guggenheim, their development more or less
follows the graph. They are extending relentlessly, in pure
sympathy with the market.

—Je

Graph depicting fifty years of Dow Jones Industrial Average growth and major museum
expansions. Courtesy of OMA.

What we see now is a vast explosion in the scale of museums. We
have seen museums that are expanding and expanding, reaching
proportions that museums have never reached before. Therefore, the
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audience is colossal, and consistently increasing, and there is a
demand for a particular kind of art. The museum then becomes
inundated and becomes simply a circulation device. The crowds are
enormous, more and more, so the particular experience that is the
essence of the museum, a quiet contemplation with space, is
becoming rare.

It’s apparently inevitable, this process, so in that sense, I’m not
saying there’s anything wrong with it. But I would say that the
same phenomenon also forces the art to become more large-scale, and
therefore more mass-oriented. To address this experience, art has
to be stretched to the limit of what it could possibly be. And in
the end-and for me this is a sinister moment—art becomes purely
authoritarian.

I think that for anyone who’s seen this type of work at the Tate
for instance, and for anyone who’s seen the way in which it could
be only adored by people on their knees, literally, it testifies to
a radical form of aggression that art now poses, a unilateral
message—almost militaristic message—in the potency of art that is a
¢ :ct consequence of this endless expansion and of following the
. Street curve.

I was not immune to the same tendency-I worked with Thomas Krens.
But I also worked for Mikhail Piotrovsky, who eventually became our
client for the Hermitage. Together, we made an insert into a casino
in Las Vegas, a metal strongbox of COR-TEN steel with pivoting
walls that could, through magnets, accommodate a very pure and
beautiful kind of art: the art of the Hermitage. And in a certain
way, inside this grotesque cyclone of the economy, we made a
relatively protected area, dedicated in a relatively pure way, to
both contain and display art.



—de

Construction of the Hermitage Guggenheim, Las Vegas, 2001. Courtesy of OMA.

This was how Piotrovsky and I got to know each other. Then, in the
summer of 2000, Krens, Frank Gehry, and I went to St. Petersburg
for the first time to see what we could do in the Hermitage. The
Hermitage is a series of buildings on the Neva River, and in the
front is Winter Square. It consists of a palace, a small Hermitage,
and a museum. In 2000 a new office building, the General Staff
Building, was added to the properties of the Hermitage and
therefore, the plaza in front, Winter Square, would also be
incorporated. From a huge complex of buildings, it became much
more, an almost urban quarter.

e

an of the State Hermitage museum, St. Petersburg, Russia. Courtesy of OMA.

The Hermitage had stubbornly resisted the market; tourism, through
communism, showed a totally flat line. Altogether, the existing
complex had twelve hundred rooms, and to those twelve hundred rooms
would be added another eight hundred. So altogether, the Hermitage
would have two thousand rooms. And they were not simply rooms; some
are historical and therefore need to be preserved in their
entirety, and others are of different historical types, therefore
requiring different types of preservation.

Krens and Gehry looked at the collection and made an inventory and
very soon came to the conclusion that the problem of the Hermitage,
with its two thousand rooms, was that it had no spaces big enough
for American art. American art had grown considerably through the
fifties, sixties, and seventies, and therefore it was clear that
space needed to be found to accommodate this enormous growth.
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Expansion of the Hermitage over 250 years and three political regimes. Courtesy of OMA.

This was a moment of serious bifurcation, when I actually felt that
the Hermitage itself suggested other ways of looking at art, if
only these implications could be mobilized against some of the
excesses. The Hermitage contained within itself prototypes for
resisting the whole phenomenon that I’ve been talking about.
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View from the Winter Palace overlooking Winter Square. Courtesy of OMA.

If you looked at the Hermitage, what was unique was the amount of
curatorial exposure: The paint was imperfect; there was no air
conditioning. You looked through the windows, to the outside; there
was no shading, there was full exposure. But the experience of
looking and being there was extremely powerful. Malevich’s Black
Square, perhaps one of the most important paintings of the
twentieth century, is hung with minimal protection, under
fluorescent light, with an overdimensioned label, and between two
crazy curtains. But still, the intensity of the experience was
literally breathtaking and one that’s increasingly absent from the
museums that were then readying themselves for the twenty-first
century. This became very significant as a potential form of
dialectics or perhaps polemics.



Preservation creates relevance without
new forms.

Malevich’s Black Square on on display at the Hermitage. Courtesy of OMA.

Also, if you looked around, everywhere in the museum you saw found
displays. There were seemingly random collections of artworks
simply arranged on tables, sometimes with a density of five hundred
objects per square meter. If you looked carefully, they were
dedicated to mythology, religion, militaristic exploits, sex, and
other domains confronting each other in proximity that, again, was
not available in traditional curatorial regimes, but still very
powerful in what it delivered in terms of emotion and insight.

from the Hermitage collection arranged on an open table. Courtesy of OMA.

My argument to Krens was that if a space for the motorcycle show
was needed, then perhaps you could arrange a motorcycle in every
one of the rooms without further disturbing or radicalizing the
museum. And looking further into the partly dilapidated spaces of
the building, I developed an idea that perhaps dilapidation itself
was a very significant part of Russia’s history. The military had
actually occupied the building-it was occupied during World War II-
therefore, rather than rehabilitate or renew such a building, it
was perhaps important to preserve its rawness and dilapidation.

255



3

Rendering of a sculpture and installation art placed in an unrestored room. Courtesy of OMA.

We started to experiment with a thesis that perhaps you could shift
the most important works of art to the most distressed environments
so that people would go there and create an ambiguous spectacle of
recent history, treasures, and old history, in ways that would
enlighten each other. We committed to ourselves that our only
intervention, if anything, was not an architectural contribution
but at most, an elimination, with the condition that it would
clarify the structure, organization, and circulation of all these
buildings.

Preservation is architecture's formless
substitution.
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The project became, then, the beginning of a more formal engagement
with the Hermitage, in which we are making a master plan, where,
based on some of these ideas and observations, we are looking at
the Hermitage as a whole. Therefore, we are pursuing the extension
of the Hermitage at the moment the stock market goes down, in order
to find our own way to address the issues of the twenty-first
century, with the advantage that we are, obviously, late. The
advantages, of course, are that we are seeing the price that so
many museums are paying, with their now almost uncontrollable size.
So in that sense it’s very exciting to be able to do this with that
hindsight.

Rendering of paintings from the Hermitage collection on display in an unrestored room. Courtesy
of OMA.



The Hermitage is a huge museum. It is almost unimaginably big:
200,000 square meters with each of its components comparable in
size to other major museums. One of the components, the Winter
Palace, is almost as big as the Metropolitan Museum of Art in New
York. So it’s actually more than five museums. Where typical
museums are subdivided into departments, the Hermitage has so many
departments that it is almost a bar code.

For that reason, it implies and enforces on its visitors, its
guides, and on its system of displays, an unbelievably intricate
regime in which only along a very twisted road is one able to take
in the range of its treasures and departments. That gives it a ver
fortunate thing where in these hallowed spaces you still feel the
spirit of significant events—whether it was the revolution or
incarceration or bombing-and it’s now invaded by a horde that has
to move in this relentless queue in order to capture everything.

All the potential rooms for display in the Hermitage. Darkened rooms are currently in use.
Courtesy of OMA.

This reminded me of the film Russian Ark, a famous film that was
very popular among intellectuals. Somehow this same journey through
the Hermitage was enacted as a symbol of Russia’s history in a
series of episodes that were constantly moving through the entire
museum. In fact, the movie’s claim to fame was that it was shot in
a single take, and the trajectory of this take, in fact, follows
the trajectory of current museum guests.

When I realized this obligatory path, and how it is actually
hostile to the authentic experience of a museum, which is a space
where you are free to wander, free to engage with a number of
individual treasures in a way that is not necessarily programmed,
and where you can find intimacy with interfaces of your choice. Our
first and most significant proposal is that where the Hermitage is

¢« a network with a continuous flow, we propose a degree of

_aration between the elements and therefore, a degree of
autonomy, which means that each of the parts can now be interpreted
for what they are rather than interpreted as part of a larger
whole.

And then we recognized that the Winter Palace was actually the
palace of the czars and therefore not a museum. The czars
themselves made a small Hermitage, which was conceived as an
exhibition building. It was a private museum. Later, the czars
commissioned the German architect Leo von Klenze to build a new
Hermitage, which was a public museum. So, if we reintroduced that
autonomy, the different parts also regain their original status and
can be interpreted as separate entities, which also clarifies the
history of Russia.

The challenge then becomes both how to distribute the three and
one-half million artifacts of the Hermitage collection over these
two thousand rooms in five buildings in such a way that the
artifacts find their ideal environment, and how the history of
Russia as it is embodied in this building can find its own
articulation-sometimes separately, sometimes engaged with each
other.
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This is the blueprint, but over the next years we will also try to
develop the political history, the acquisition history of the
czars, and the history of the buildings.

Each building will now acquire its own entrance, and therefore the
experience will become much less exhaustive, much less eclectic,
and perhaps more profound. Only the north, along the river, will
have a single element that still offers a degree of connection
between the buildings. It’s a very beautiful space with windows
facing the river, and very beautiful light that penetrates into the
space. One of the intentions is that not everything is dedicated to
art and that history will acquire an equivalent status to the art;
it will enable us to restore, to a degree, the presence of
different episodes in Russia’s history such as World War I, when
one of the important rooms was used as a hospital, a completely
erased and forgotten moment that will be discreetly brought back.

We will also be able to restore privacy to some of the paintings
that are overexposed by creating areas of relative privacy. Perhaps
the remote areas will be used for the most significant art,

i itroducing a degree of privacy. .

3

If you. look at history, and we looked at the czars t}.lemse%ves’ Rendering of an unused Hermitage room with selections from the collection of Catherine the Great
Catherine the Great was a collector. She collected libraries of the on display. Courtesy of OMA.

Enlightenment, paintings, people, and architects. During her life
she collected four thousand paintings, drawings, eighty thousand
etchings, an enormous amount of books, but she’s not recognized as
such in the Hermitage. So that kind of collecting will be present
so that in a very visual manner you will be confronted with history

Perhaps the most complex question is how we can make history
rather than the results of history.

coexist within some of the collections. The current environment of
the Islamic collection-the Hermitage has a vast collection of
Islamic art, which at the moment is very rare and very important-is
now displaced in an apartment from the last czars. You see in the
display cases all over a vaguely historical but clean and laundered
environment. We are experimenting with creating a very narrow band,
or path, of Islamic art that will traverse the historical
apartments, to the extent that we can restore them. It’s almost
based on a Roman model of trophies, or an earlier version of the
Hermitage—a river of artworks going through a historical
environment. In these restored spaces there is a central band that
will enable you to experience the two conditions at the same time.

We have the rare privilege of not only being architects but also
being invited to have a curatorial involvement in the whole
Hermitage. One of the things we want to do is create exhibitions
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about the displays of the Hermitage and the different periods of
those displays, the over-the-top fullness, the individual objects,
and the Soviet version of very didactic displays.

Our first proposal is to make an exhibition of display cases, which
will enable us to create an historical overview from the sixteenth
century to the twenty-first century, from meticulous gold-work
cases to the current multipurpose cases, and everything in between,
in a single display of displays, which as far as we know, is one
element that has never really been taken seriously. We will do it
at a kind of Kunsthalle that we are opening in the former stables
on the ground floor of the small Hermitage.

Finally, a laboratory is introduced in a burnt-out part of the
Hermitage, so in a section where there are no issues of
preservation, there will be a laboratory of different display
conditions as a permanent test for other parts of the Hermitage.

Another notion that we hope to launch is that in a museum with so
many rooms, which wants to be a museum of the twenty-first century,

. - each year, for instance, eight artists, or four artists and
T - scientists (or any number of disciplines), take a room and
organize something in that room. After one hundred years you have
eight hundred rooms that inevitably represent a century in a more
precise way than almost any form of acquisition or curatorial
regime could ever do. The Hermitage simply exploits its abundance
of rooms rather than its size.

The Hermitage is not only a project about buildings. The Hermitage
was a perimeter with a vast complex and it will now become urban
space, with a number of individual buildings. Therefore, in
addition to the 2,000 rooms, there are exterior spaces that
together form a network that deserves a degree of programming but
also deserves, of course, to be left alone. This is the thin line
that we are walking, where space will be opened but perhaps left
alone. Again, some of the fragility and some of the unofficial
remnants may simply be made accessible. A central, and perhaps the
most crucial, part of the space is the square itself, which is
unbelievably powerful and beautiful in terms of its almost
permanent emptiness. It is an emptiness that we want to respect and
maintain, so there will be no programming. But at the same time, as
it was in Russian history, perhaps it will be occasionally used, or
occasionally thought about.

And so from this position, what the Hermitage proposes to do is
intervene in the part of the world where museums are relatively
rare. And with its enormous collection of Islamic and Chinese art,
it will create a number of ties and forms of communication that
enable it to develop a political dimension that most museums can
only dream of.
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»Al WEIWEI SPRICHT" Ausziige aus: INTERVIEWS MIT
HANS ULRICH OBRIST, Miinchen 2011

HANS ULRICH OBRIST:

Im Lauf der Jahre haben Sie Kunst und Architektur produ-
ziert, mehrere Ausstellungen veranstaltet und zahlreiche
Publikationen vorgelegt. In lhrem jiingsten Projekt, dem
Jinhua Architecture Park, fungierten Sie als eine Art Kurator
und Masterplaner. Kénnen Sie uns ein wenig mehr dariiber

erzdhlen?

Al WEIWEI:

Vor ein paar Jahren kam die Stadtverwaltung von Jinhua
auf mich zu; es ging um die Errichtung eines Parks, der
dem Andenken an meinen Vater gewidmet sein sollte, ei-
nen bekannten Dichter und Intellektuellen. Er wurde von
der Partei aus politischen Griinden fiir mehr als zwanzig
Jahre in die Verbannung geschickt, fand jedoch spdter,
nach seinem Tod, Anerkennung als jemand, der einen wich-
tigen Beitrag zur chinesischen Kultur geleistet hatte. Als
mich die Verwaltung fragte, ob ich die Leitung iiber die
Landschaftsgestaltung dieses Parks iibernehmen wolle,
lehnte ich das Angebot zundchst ab - ich hatte nie einen
engen Bezug zur Heimatstadt meines Vaters, denn ich bin
anderswo aufgewachsen. Doch dann meinte meine Mutter:
»Wenn du es nicht machst, wird es jemand an deres tun.«
Also sah ich mir das Ganze mal an. Das Geldnde war ein
verwilderter, zwei Kilometer langer Griinstreifen am Ufer
des Yiwu-Flusses, doch mich faszinierte seine Lage in der
Stadt. Also beschloss ich schlussendlich, die Aufgabe doch

zu iibernehmen.
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Sie haben mir erzdhlt, im Wesentlichen sei es darum gegan-
gen, eine Ausstellung mit verschiedenen Pavillons zu orga-
nisieren, bei der die Auswahl der Architekten einem kurato-
rischen Prozess dhnelte. Der Unterschied ist, dass es sich
um eine Dauerausstellung handelt da die Pavillons stehen

bleiben, nicht wahr?

Genau, die Pavillons sind fiir die dauerhafte Nutzung ge-
dacht. Die Gesprdche iiber dieses Projekt begannen vor gut
drei Jahren. Zu dieser Zeit arbeitete ich gerade mit Herzog
& de Meuron am Olympiastadion von Peking und fragte die
Stadtverwaltung, ob dieses Biiro sich nicht auch in Jinhua
beteiligen konnte. Auf diesen Vorschlag reagierte die Pla-
nungsabteilung mit grofier Begeisterung. Sie beschlossen,
fiir das neue Stadtviertel Jindong einen Masterplan und ein
Einkaufszentrum in Auftrag zu geben. Zudem bat ich Herzog
& de Meuron, auch beim Parkprojekt eng mit mir zusam-
menzuarbeiten. Wir beschlossen, die Dinge, die der Park
benodtigte, wie etwa Teestuben, Buchldden und Toiletten, auf
eine Reihe von Pavillons zu verteilen, die am Fluss entlang
plaziert werden sollten, und ausgewadhlte chinesische und
ausldndische Architekten mit den entsprechenden Entwiirfen
zu beauftragen. Herzog & de Meuron wollten selbst einen
Pavillon entwerfen, ich iibernahm einen anderen. Zusammen
wdahlten wir eine breite Palette an noch jungen Architekten
aus der ganzen Welt aus, um eine interessante und hetero-
gene Ansammlung von Gebduden zu schaffen, etwas in Chi-
na ziemlich Einzigartiges.

Es war also ein Gemeinschaftsprojekt?



Ja. Mir war es wichtig, bei diesem Projekt so viele talentierte
Designer wie moglich zu versammeln. Im Augenblick braucht
China dringend neue Ideen, Beispiele fiir Kreativitdt von
innerhalb wie von aufierhalb und frisches architektonisches
Blut. Umgekehrt kennen sich viele westliche Architekten
recht gut mit der Architekturtheorie aus, haben aber nur
wenig Moéglichkeiten, etwas zu bauen; insofern war das eine
willkommene Gelegenheit zu experimentieren, ohne dabei
allzu vielen Beschridnkungen unterworfen zu sein. Letztend-
lich haben wir fiinf chinesische und elf internationale Archi-
tekten eingeladen. In einigen Fdllen gab es Probleme mit
der Qualitatskontrolle, denn chinesische Bauarbeiter sind
diese Art von Arbeit nicht gewohnt, aber insgesamt sorgte
die Tatsache, dass die Projekte recht klein ausgelegt waren,
fiir eine sorgfdltige Qualitdtskontrolle. Gleichwohl merken
wir jetzt, dass das Projekt weitaus komplexer ist, als wir
zundchst angenommen haben, denn als wir damit anfingen,
dachten wir in unserer Naivitit, das sei eine total simple
Idee. Trotzdem war das, allgemein betrachtet, eine einzigar-
tige Gelegenheit fiir ein kollektives architektonisches Experi-
ment, das sich hoffentlich positiv auf die urbane Lebensqua-

litct in Jinhua auswirken wird.

Wo haben Sie Architektur studiert? In den letzten Jahren war
lhre architektonische Produktivitdt insbesondere in Peking,
ja durchaus beachtlich. Man hat den Eindruck, Sie wiirden
dabei den Uberschneidungsbereich von westlichen und &stli-

chen Traditionen erkunden.

Ich habe nie wirklich Architektur studiert, konnte aber schon
vorher ein wenig Erfahrung sammeln. Die Architektur kam

erst spdter, parallel zu meiner kiinstlerischen Arbeit.

Wie haben Sie den verschiedenen Architekten die unter-

schiedlichen Aufgaben zugewiesen?

Als wir uns alle zum ersten Mal in Jinhua trafen, organisier-
ten wir ein Losverfahren, bei dem jeder Architekt eine eigene
Aufgabe zugeteilt bekam. Die Treffen waren von Anfang an
sehr freundschaftlich und gesellig, fast wie Partys. Alle wa-
ren erstaunt iiber die Freiheit, die sie hatten — dass sie ent-
werfen konnten, was sie wollten -, allerdings mussten wir
mit dem Budget sehr haushalten, denn die Stadtverwaltung
hatte nicht besonders viel Geld. Die Tatsache, dass Herzog
& de Meuron beteiligt waren, sorgte bei den Architekten in
gewisser Weise fiir jede Menge Vertrauen und Inspiration.
Jedenfalls war die Strategie der Stadtbehérde ziemlich klug,
denn dadurch, dass sie diese Gemeinschaftsarbeit gestatte-
te, hat sie der Stadt eine Menge nationaler und internatio-
naler Aufmerksamkeit verschafft. Die Grundstiickspreise in
der Umgebung des Parks, die bis vor ein paar Jahren noch
landwirtschaftlich genutzt worden war, sind deutlich gestie-
gen. Und zahlreiche Universitdtsdozenten und Studenten,
Journalisten und Architekten haben sich den Park bereits

angeschaut.

Erzdhlen Sie mir von lhrem Pavillon, davon, in welcher Be-

ziehung er zum Konzept des Archivs steht. Er wirkt wie eine
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Weiterung einiger lhrer friiheren Kunstwerke, auch der Top-
ferarbeiten. Sie haben eine Reihe von Kunstwerken geschaf-
fen, bei der Sie ziemlich alte Vasen mit sehr hellen Farben
anmalten. Damit haben Sie in gewisser Weise die Grenze
zwischen Alt und Neu so sehr verwischt, dass man das eine

nicht mehr vom anderen unterscheiden konnte, oder?

Das stimmt. Das ist ja auch das zentrale Konzept: Neu oder
alt? Echt oder falsch? Diese Fragen werden einem immer
wieder gestellt. Mit diesem Thema beschdftige ich mich oft.
Der von mir entworfene Pavillon ist jedenfalls ein narchéo-
logisches Archiv«. Der urspriingliche Auftrag der Stadt war
ein kleines Museum gewesen, aber mich hat das Konzept des
Archivs deutlich mehr interessiert, weil ich Experte fiir Kera-
mik des Frithneolithikums bin. Das Ganze ist also ein Archiy,
das man besichtigen kann, aber es ist nicht einfach ein Auf-
bewahrungsort zur historischen Archivierung, denn einige

dieser Vasen finden in meinen Kunstwerken Verwendung.

Sie bewahren die Vasen in lhrem Museum auf, beschlieflen
dann aber moglicherweise ganz pl6tzlich, sie anzumalen. Es
handelt sich somit also um eine Art Museum von Kunstwer-

ken in progress.

Eines Tages bin ich vielleicht versucht, auch das Museum
anzumalen, wie die Vasen. Wenn man ein Projekt wie die-
ses in Angriff nimmt, wollen die Architekten natiirlich alle
etwas Spektakuléres und Aufregendes schaffen. Das kann
ich gut verstehen, denn bei ihren anderen Projekten machen
sie hdufig frustrierende Erfahrungen, und das hier ist eine
Gelegenheit, Konventionen in Frage zu stellen. Personlich

jedoch — und das hat vielleicht damit zu tun, dass ich nicht
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nur Architekt bin - fiihle ich mich immer stdrker zu den
Formen schlichter, normaler, elementarer Architektur hin-
gezogen. Die Formen, die das »narchdologische Archiv« be-
stimmen, sind weitgehend der lokalen Tradition enthnommen,
dabei aber vielleicht sogar noch weiter vereinfacht und in
zeitgemdfle Materialien und Produktionstechniken iibersetzt
worden. Die Idee dabei ist: Die Hilfte des Gebdudes ragt aus
dem Boden, und aus dieser speziellen Perspektive betrachtet
sieht es wie ein ganz normales Haus mit einem Satteldach
aus. Von der anderen Seite aus erkennt man jedoch, dass in
Wirklichkeit die Halfte eingegraben ist - und das Gebdude
iiber einen sechseckigen Grundriss verfiigt. Die Wege im Au-
BBenbereich sind ebenfalls sechseckig angelegt. Das Gebdude

ist eine einzige lange Platte, in verstdrkten Beton gegossen.

Wie der Pavillon von Herzog & de Meuron?

lhrer triagt den Namen Reading Room, und er besteht aus
einer Reihe gefalteter, verschachtelter Fldchen, die sich
iiberkreuzen und durchschneiden. Technisch war die von
ihnen entworfene Form wegen der Komplexitdt der Giefiform
allerdings schwer umzusetzen. Sie profitierten dabei von der
Tatsache, dass sie in China arbeiteten, wo die Arbeitskosten
so gering sind, denn die Zeit, die man brauchte, um diese
Form zu gieflen, hdtte in Europa jedes Budget gesprengt.
Auflerdem wissen nicht besonders viele Leute, wie man eine
so komplexe und zugleich prizise Abfolge von Abgiissen
herstellt: In Jinhua konnte das einzig ein dlterer Handwer-
ker, der bereits im Ruhestand war. Wir mussten ihn davon
iiberzeugen, sich noch einmal an die Arbeit zu machen, aber
letztendlich hat ihm das, glaube ich, grofie Freude bereitet.

Er ist wahnsinnig stolz darauf, etwas so Kompliziertes ge-



schafft zu haben.

Wurden alle Pavillons realisiert, oder gab es auch welche,

die Entwurf blieben?

Letztlich wurden alle Pavillons realisiert. Im Moment sind
rund 95 Prozent des ganzen Parks fertig. Wir brauchen
vermutlich noch einen Monat, um die Innenrdume fertig-
zustellen. An Geld fehlt es stindig, deshalb hat es ja iiber

eineinhalb Jahre gedauert.

Aber eineinhalb Jahre sind doch ziemlich schnell.

Fiir China sind eineinhalb Jahre eine Ewigkeit. Eigentlich
wollten wir in vier Monaten fertig sein. Doch obwohl das ein
sehr schnelles Projekt war, wird es meiner Ansicht nach gro-
f3e Wirkung in diesem Land haben. Ich glaube, Architektur
besitzt einen hohen Bildungswert. Sie fiihrt den Menschen
Maéglichkeiten vor Augen, einen Weg, wie sich Dinge verdn-
dern lassen, und darum geht es mir immer. Es ist ungeheuer
wichtig, dass die Regierung, die dieses Projekt finanziert
hat, etwas getan hat, um zu demonstrieren, dass Gesell-

schaft nicht immer gleich bleiben muss.

Bevor wir hier mit dem Marathon begannen, kam ein Herr
aus dem Publikum auf Sie zu und zeigte sich sehr iiber-
rascht, dass lhr Blog noch nicht gesperrt wurde. In meinen
Augen ist der Blog eine der »Sozialen Plastiken« des 21.
Jahrhunderts, deshalb meine Frage an Sie: Wie fing das mit

dem Blog an, wie sieht die tdgliche Praxis des Bloggens aus,

und worin sehen Sie seine Funktion in der aktuellen Situati-

on?

Mein Blog unterscheidet sich nicht groflartig von anderen.
Allenfalls widme ich bestimmten Themen dauerhaft meine
Aufmerksamkeit, Themen, die mich personlich umtreiben.
Dabei geht es zumeist um die Rechte von Kiinstlern, sich
auszudriicken, und um die Frage, wie sich personliche Rech-
te zum Ausdruck bringen lassen. In einer Gesellschaft wie
der chinesischen wird jede Frage, welche die Rechte und
die Moglichkeiten des Ausdrucks und der freien Meinungs-
dufierung betrifft, automatisch zu einer politischen Frage.
Insofern wurde ich quasi zwangsldufig zu einer politischen
Figur. Ich glaube nicht, dass das irgendwie zu beklagen
wire, denn wir wurden nun einmal in eine solche Zeit hi-
neingeboren und miissen uns aufrichtig unseren eigenen
Problemen stellen. Warum genau mein Blog im Moment
noch sicher ist, liegt jenseits dessen, was ich wissen kann.
Meiner Ansicht nach geht alle Gefahr von Zeiten und Orten
aus, die man nicht kennt. Deshalb will und kann ich gar
nicht dariiber spekulieren. Was die Frage angeht, wie das
mit dem Blog begann: Da gibt es, glaube ich, nichts wirklich
Berichtenswertes. Es ist immer das Gleiche, man féngt mit
irgendetwas an und merkt, dass sich eine Menge Méglich-
keiten eréffnen. Ich glaube, das Internet- und Informations-
zeitalter ist die groflartigste Phase, welche die Menschheit
je erlebt hat. Dank ihr haben die Menschen endlich die
Chance, unabhiingig zu werden, an Information zu kommen
und unabhdngig miteinander zu kommunizieren. Zwar sind
Information und Kommunikation noch immer restringiert
und unvollsténdig, doch im Vergleich zu fritheren Zeiten
haben die Menschen weitaus mehr Méglichkeiten, unabhdn-

gig zu sein.
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Koénnen Sie uns ein paar Beispiele fiir aktuelle Blogeintrdge
nennen? Ich erinnere mich, als ich letztes Mal in China war,
protestierten Sie dagegen, dass die Regierung die Tiir am
Haus lhrer Mutter neu gestrichen hatte, und haben die Tiir
dann zumindest zum Teil wieder ausgebaut. Deshalb bin ich

neugierig, was im Augenblick gerade los ist.

Lassen Sie uns kurz iiber ein oder zwei Beispiele reden.
Natiirlich ist dieses Jahr ein sehr ereignisreiches fiir China.
Zu Jahresbeginn hatten wir schwere Schneestiirme, dann
folgten der Aufstand in Wengan und die Unruhen in Tibet,
dann das Erdbeben von Sichuan und die Olympischen Spie-
le. Natiirlich gibt es ein weiteres Ereignis, dem ich beson-
dere Aufmerksamkeit schenkte, némlich der Fall Yang Jia.*
Dank der Aufmerksamkeit von Blogs erhielt dieser personli-
che Fall grofie Publizitit, was es vielen Menschen in China
ermoglichte, das Rechtssystem in China und die Rechtmd-
fligkeit des Verfahrens kritisch unter die Lupe zu nehmen.
Natiirlich ist das Ergebnis bedauerlich, aber das Verfahren
war eindeutig. Yang Jias Asche ist seiner Mutter bis heute
nicht iibergeben worden, iiber einen Monat nach seiner
Hinrichtung. Und seine Mutter wurde von der Polizei unter
falschem Namen, Liu Yalin, in einer psychiatrischen Einrich-
tung versteckt, weil sie angeblich an einer Geisteskrankheit
litt. Das geschah in Peking, wihrend der Olympischen Spie-
le und danach. Es ist unglaublich, dass so etwas in China
passiert. Denn wir dachten immer, die Kommunistische
Partei Chinas sei redlich und gerecht; dass so etwas in Chi-
na passieren kénnte, schien schlicht unmaéglich. Inzwischen
habe ich aber von zahlreichen dhnlichen Fillen gehért, von
Menschen, die sich an hohere Behorden wenden, oder von

Dissidenten, die in psychiatrische Einrichtungen gesteckt
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werden. Ich glaube, das iibersteigt meine wildesten Vorstel-

lungen bei weitem.

(* Yang Jia, ein Mann aus Peking, wurde 2008 hingerichtet,
weil er in Shanghai sechs Polizeibeamte getotet hatte; sein

Fall I6ste in China eine landesweite Kontroverse aus.)

Um auf lhren Blog zuriickzukommen: Als wir beim letzten
Mal dariiber sprachen und ich fragte, ob Sie optimistisch
seien, meinten Sie, Sie seien optimistisch im Hinblick auf das
Internet, Sie hatten das Gefiihl, das Internet sei das Wunder-
barste, was passieren konnte, denn in gewisser Weise bedeu-
te es einen Bruch mit dem alten Wertesystem und setze ein
neues Wertesystem in die Welt. Die Kunstwelt hat das Inter-
net bislang deutlich weniger genutzt als die Musikbranche,
wo es integraler Bestandteil jeder Plattenveroéffentlichung
und der Verbreitung von Musik ist. Man kénnte sogar sagen:
Die Kunstwelt war, was ihr Verhdltnis zum Internet angeht,
bisher defensiver. Vielleicht knnten Sie uns zu diesem The-
ma ein wenig mehr erzdhlen, auch iiber den Blog hinaus.
Wie sehen Sie die Zukunft von Kunst und Internet, und hal-
ten Sie die Vorstellung fiir plausibel, dass die Galerien der

Zukunft online sein werden?

Es tut mir leid, dass ich bisher nur iiber Politik gesprochen
habe. Ich fand das selbst ein wenig zynisch. Aber Sie ha-
ben mich danach gefragt, also musste ich antworten. Jetzt
kommen wir endlich zu den Fragen iiber die Zukunft der
Kunst. In meinen Augen wird die Kunst keine allzu grofie
oder iiberhaupt keine Zukunft haben, wenn es ihr nicht ge-
lingt, sich mit den heutigen Lebensstilen und Technologien

zu verbinden. Und all diese Gemdlde und Skulpturen aus



der Vergangenheit sind nichts weiter als ganz alte Erinne-
rungen; wer an der Vergangenheit hdngt, kann sich immer
noch dafiir interessieren. Aber ich bin der Meinung, dass
sich dank der Maglichkeiten, die Computertechnik und In-
ternetkommunikation bieten, in der Kunst in diesem neuen
Zeitalter grofie Verdnderungen vollzogen haben. Und diese
Verdnderungen werden sich in der Zukunft noch ausweiten
und verschirfen. Da uns diese neuen Kommunikations- und
Produktionsmethoden grofiere Freude bereiten werden, wird
man solche schwachsinnigen Schulen wie die Zentralaka-
demie der bildenden Kiinste in Peking oder die Nationale
Kunstakademie in Hangzhou nicht mehr brauchen. All die
fiirchterlichen Lehrer dort haben gelernt, mit ihren Pinseln
in wirklich schrecklichen Farben herumzuriihren und damit

dann ganz grauenhafte Gemdilde zu malen, fiir die sie dann

in Auktionshdusern auch noch horrende Preise erzielt haben.

Das ist in meinen Augen absolut erniedrigend, ein zentrales
Kriterium des unaufgekldrten menschlichen Zeitalters. Aber

diese Zeiten werden schon sehr bald vorbei sein.

Diese Vorstellung vom Blog als »Sozialer Plastik« haben wir
auch im Zusammenhang lhrer Arbeit mit Herzog & de Meu-
ron am Olympiastadion von Peking erdrtert. Kiirzlich haben
Sie in der Schweizer Zeitschrift Parkett (Nr. 811 mit Jacques
Herzog und Bice Curiger iiber dieses Projekt diskutiert, und
dabei sprach Herzog davon, Sie und er hdtten das Stadion
urspriinglich als 6ffentliche Skulptur geplant, als eine Art
urbaner Landschaft, auf der jeder herumklettern kann, in
der man sich trifft und tanzt und all diese phantastischen
Dinge macht, die man in einer westlichen Stadt nie macht;
er erwihnte auch, dass der Eiffelturm nach der Weltaus-

stellung attraktiver geworden sei. Sie stimmten mit Herzog

darin iiberein, dass man das Stadion nach den Olympischen
Spielen weiter nutzen sollte, denn damit bekdme der Entwurf
einen stidrker demokratischen Effekt. Nun befinden wir uns
in dieser postolympischen Zeit, und deshalb wiirde ich Sie
gerne fragen: Wie sehen Sie die Nutzung des Stadions jetzt,
erfiillen sich lhre Erwartungen bisher, und sehen Sie eine

Verdnderung im Laufe der Zeit?

Ich glaube, es ist ein Stadion fiir ein sportliches Grofiereig-
nis. Wir beteiligten uns zunédchst am Entwurfsprozess, weil
wir hofften, die Olympischen Spiele konnten Reformen in
China anstoflen, sie wiirden es China erméglichen, am glei-
chen Diskurs, am gleichen Wertesystem teilzuhaben wie der
Rest der Welt. Doch was dann bei den Olympischen Spielen
geschabh, lief3 uns erkennen, dass das nicht nur etwas ganz
anderes war; als wir uns das urspriinglich vorgestellt hatten,
sondern dass es sich sogar um einen Riickschlag handelte,
denn China wurde wihrend der Spiele zu einem Polizeistaat.
Die Biirger von Peking waren in ihren Aktivitdten deutli-
chen Einschrdnkungen unterworfen. Aber ich will nicht zu
viel dariiber lamentieren, das ist Vergangenheit. Was das
»Vogelnest« angeht, so handelt es sich um die Einrichtung
einer Stadt, um eine Komponente der Stadtplanung; seine
kiinftigen Funktionen sind offenkundig wichtiger als die Spie-
le. Seine Verbindung mit der Stadt, seine physische Funkti-
on sowie der Geist, fiir den es steht, sollten mehr Gewicht
haben. Natiirlich diirfen wir uns nicht zu viel erhoffen, aber
meine Hoffnung ist, dass es eines Tages wirklich zu einem
Ort werden konnte, der fiir die Zivilgesellschaft steht, zu

einem Ort, an dem die Biirger feiern kénnen.
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Diese Vorstellung von einem Stadion, das nicht nur Archi-
tektur, sondern auch Stadtplanung ist, fiihrt uns zur Frage
nach Peking. Die Marathons haben immer auch mit den
Stddten zu tun, in denen sie stattfinden, und versuchen ein
Portrat der jeweiligen Stadt zu zeichnen. Wie sehen Sie Pe-
king als Stadt im Jahr 2008? Es ist ja bekanntlich die Stadt,
in der Sie arbeiten, die Sie mit lhren aufiergewéhnlichen
Videoarbeiten vermessen haben. Es ware wunderbar, mehr
von lhnen iiber Peking zu erfahren.

Peking ist eine Riesenstadt mit einer Bevélkerung von 17
Millionen Menschen und einer grofien Menge an Wanderar-
beitern. Peking ist zugleich aber auch die unmenschlichste
Stadt, in der ich je gelebt habe, selbst im Vergleich zu an-
deren chinesischen Stadten. Das ist natiirlich nicht wirklich
verwunderlich. Da wir eine unmenschliche Gesellschaft
sind, sollten wir auch eine solch unmenschliche Stadt ha-
ben. Sie entspricht unserer Gesellschaft ziemlich genau.
Abgesehen davon ist meine Beziehung zu dieser Stadt nicht
so kompliziert. Ich bin in diesem Jahr vermutlich keine zehn-
mal in der Stadt gewesen - fiinfmal, wenn ich ein bisschen
libertreibe. Zumindest in letzter Zeit habe ich iiberhaupt
keine Lust mehr, in die Stadt zu fahren, insofern kann ich zu

dem Thema nicht allzu viel sagen.

Stefano Boeri, Chefredakteur der in Mailand erscheinen-
den Zeitschrift Abitare sowie Stadtplaner und Architekt,
hat immer gesagt, es sei unmaéglich, sich ein Gesamtbild
von einer Stadt zu machen, denn eine Stadt sei zu komplex
dafiir; sie entgleitet uns jedes Mal, wenn wir sie erfassen
und vermessen wollen. Das entspricht dem, was der Maler
Oskar Kokoschka iiber die Unmaglichkeit gesagt hat, eine

Stadt zu portrdtieren; haben wir einen Aspekt festgehalten,
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hat sie sich in der Zwischenzeit schon wieder verdndert.
Diese Vorstellung, dass Stadteportrits eigentlich unméglich
sind, macht mich sehr neugierig. Sie haben diese eindrucks-
vollen Videoarbeiten iiber Peking gemacht. Erzdhlen Sie uns
doch, wie Sie Peking mit Hilfe dieser Arbeiten kartographiert

haben.

Ich habe vier Videos von der Stadt gedreht. Die Akademie fiir
Kunst und Design an der Tsinghua-Universitdt in Peking hat
mich eingeladen, ein Graduiertenseminar zu geben. Da ich
selbst keinen Abschluss habe, habe ich an den Hochschulen
immer ein gewisses Minderwertigkeitsgefiihl. Ich sagte, ich
wiirde das Seminar nur abhalten, wenn ich meine Unter-
richtsmethode selbst wiihlen kdnne. Das wurde genehmigt.
Ich sagte, ich wiirde einen Kleinbus chartern und in diesem
Bus unterrichten. Also verbrachten meine Studenten und ich
sechzehn Tage im Kleinbus. Wir erstellten einen Plan und
unterteilten Peking in sechzehn »Bezirke«. Jeden Tag sollte
der Kleinbus durch séimtliche Strafien eines dieser Teile fah-
ren. Die Aufgabe bestand darin, etwas zu machen, das mit
der Stadt und dem fahrenden Bus zu tun hatte. Ich installier-
te vorne im Bus eine Videokamera. Nach diesen sechzehn
Tagen hatte ich dann hundertfiinfzig Stunden Filmmaterial.
Dabei fungiert die Kamera wie ein Monitor und bewegt sich
stdndig vorwirts. Das ist das Werk Beijing 2003. Es ist eine
visuelle Landkarte Pekings, die jede Hutong und jede Strafle
verzeichnet, die man per Auto erreichen kann. Natiirlich
hatten sich die Stadt und ihre Straflen wihrend und nach
der Aufnahme bereits wieder verdndert, einige sind auch
ganz verschwunden. Daneben drehte ich noch ein anderes
Video mit dem Titel Chang’an Street. Von der dstlichen bis

zur westlichen Chang‘an-Strafie betrdgt die Entfernung



zwischen der 6stlichen und westlichen Grenze der Sechsten
Ringstrafle dreiundvierzig Kilometer. Auf diesen dreiundvier-
zig Kilometern drehte ich alle fiinfzig Meter ein einminiitiges
Video. Zusammen ergab das dann einen Film von knapp iiber
zehn Stunden. Er zeigt das komplette Peking, von ldndlicher
Gegend iiber die Industrie- und Gewerbegebiete bis zum
politischen Zentrum am Platz des

Himmlischen Friedens, dann durch Xidan bis zum Endpunkt
an den Stahlwerken von Capital Steel. Unmittelbar darauf
drehte ich SecondRing und ThirdRing. Auf dem Zweiten Ring
gibt es mehr als dreiflig Fussgdngeriiberwege. Bei jeder die-
ser Briicken drehte ich in beide Richtungen ein einminiitiges
Video, was Material von insgesamt sechzig Minuten ergab.
Auf der Dritten Ringstrafie gibt es mehr als fiinfzig solcher
Briicken, und auch hier nahm ich das Video auf die gleiche
Art auf. Der Unterschied zwischen Second Ring und Third
Ring ist: Die Aufnahmen am Zweiten Ring machte ich an be-
wolkten Tagen, die am Dritten Ring an sonnigen Tagen. Man
weif} also, sobald das Video lduft, ob es sich um den Zwei-
ten oder den Dritten Ring handelt. Es handelt sich also um
eine ausgesprochen phianomenologische Aufnahme von der
Stadt. Aber sie ist auch sehr ehrlich.

Als ich neulich mit Rem Koolhaas sprach, behauptete er: Da
die Stadt immer mehr zu einem kontrollierten Raum werde,
liege die Zukunft moglicherweise auf dem Land - weil es
dort womdéglich mehr Méglichkeiten gibt. Gehort die Zukunft
der Stadt oder dem Land oder beiden?

Kann sein, dass die Zukunft fiir Koolhaas im ldndlichen
Raum liegt. Ich aber bin nach wie vor der festen Uberzeu-
gung, dass die Zukunft der Menschheit die Stadt ist. Denn

sie bietet dem Menschen meiner Ansicht nach viel wirkungs-

vollere Méglichkeiten und Annehmlichkeiten. Natiirlich kann
das Informationszeitalter solche Phinomene abschwdchen.
Doch aus Effizienzgriinden und angesichts der menschlichen
Verriicktheit konnen die Leute nicht ohne Stadt leben.

Das bringt uns zur Frage lhres Manifests, denn im abge-
laufenen Jahr haben wir an der Serpentine Gallery einen
Manifest Marathon veranstaltet; leider hatten Sie an diesem
Tag anderweitige Verpflichtungen und konnten nicht nach
London kommen. Seither interessiert mich brennend, wie lhr

Manifest fiir das 21. Jahrhundert aussehen kénnte.

Das ist eine etwas ambitionierte Frage. Um ehrlich zu sein,
kann ich zu dem Thema nicht viel sagen, denn wir hier ha-
ben Schwierigkeiten, so etwas wie die grundlegendsten
Bediirfnisse erfiillt und die grundsatzliche Wiirde gewdhrt
zu bekommen. Insofern kann ich diese Frage wirklich nicht

beantworten.

Ich habe lhr Gesprdch mit Jacques Herzog gelesen, und da-
rin war viel von Projekten in Peking und anderswo die Rede,
die dann nicht zustande kamen. Kénnten Sie uns etwas iiber
ihre nicht verwirklichten Projekte erzdhlen: Projekte, die zu
grof} sind, um sie zu realisieren, die zu klein sind, Trdume,

Utopien?

Selbstverstdndlich habe ich wie jeder andere auch Sa-

chen auf meinem Tisch liegen, die erst noch fertig werden
miissen. 2009 werde ich vier Einzelausstellungen haben. Das
ist ziemlich verriickt fiir mich, denn meine erste Einzelaus-
stellung fand 2004 statt. Und néichstes Jahr also gleich vier
grofie Ausstellungen mit einer Gesamtfldche von fast 10000

Quadratmetern. Das erweckt den Eindruck, ich hdtte gera-
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de wahnsinnig viel zu tun. In Wirklichkeit aber glaube ich,
dass das Aktivitdten sind, die sich im alten »Kunstrahmen«
bewegen. Natiirlich habe ich noch immer Spafi an meinem
Blog. Zwischen sechs und acht Uhr morgens schreibe ich
meist bereits zwei Eintridge, ehe meine Kollegen zur Arbeit
kommen. Ich finde das interessanter. Und ich frage mich, ob
sich mir je die Gelegenheit bieten wird, alles andere aufzu-
geben und nur noch Blogs zu verfassen. Ich habe gemerkt,
dass ich mich sehr zu diesen kleinen Freuden hingezogen

fiihle. Sie verschaffen mir jeden Tag ein gewisses Kribbeln.

Wollen wir dariiber sprechen, in welchem Verhidiltnis lhre
Zeichnungen zu lhren Installationen und lhrer Architektur
stehen? Ich hielt es fiir aufschlussreich, eine Reihe von die-
sen Zeichnungen hier in diesem Katalog zu veroéffentlichen,

damit man sich eine Vorstellung von ihnen machen kann.

Dem ersten Entwurf oder Konzept folgt stets eine Zeich-
nung, doch die meisten davon bewahre ich nicht auf, son-
dern werfe sie einfach weg. Ein paar besitze ich noch, die
im Kontext der Architekturprojekte oder der Installationen
entstanden sind, und auch ein paar Modelle. Wir haben
noch alle Zeichnungen fiir die grofien Installationen, und
gelegentlich verwende ich Modelle als eine Art Zeichnung.
Einige wurden auch erst nach dem Projekt angefertigt.
Natiirlich haben wir auch schon zuvor Skizzen gemacht,
einige aber auch erst danach. Fiir jede Installation haben
wir eine Menge Computerzeichnungen erstellt. Eine Person
braucht iiber ein Jahr fiir die Zeichnungen, weil der Prozess
so komplex ist. Fiir mich sind Zeichnungen am Computer
deshalb interessant, weil sie so prdzise und detailliert sind.

Ich habe aus den Uberresten all meiner Zeichnungen ein
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Buch gemacht.

Es gibt also ein Buch mit lhren Zeichnungen?

Nur von einem einzigen Projekt: Fragments (2005). Es ent-
hdlt liber einhundert Zeichnungen. Die Skulptur besteht aus
174 Elementen, und fiir jedes Element gibt es Zeichnungen
seiner Fassade und seiner Einzelteile. Jeder kann sie haben,

und das Objekt lésst sich exakt nachbauen.

Es ldsst sich quasi als Gebrauchsanweisung benutzen?

Genau.

Es gibt zwei Arten von Zeichnungen — per Hand und am
Computer. Fertigen Sie heute, da Sie einen Computer benut-

zen, noch immer Handzeichnungen an?

Ich zeichne nach wie vor per Hand, denn da steckt so viel
Gefiihl drin; es hat etwas Klassisches. Das ldsst sich gar
nicht wegdenken. So viele Kiinstler schitzen diese Eigen-
schaft. Jedes Mal, wenn man sich an ein Werk macht, muss
man Zeichnungen anfertigen, wenn man in der Gruppe iiber
die Idee diskutiert. Oft ist es so, dass man schon Zeichnun-
gen anfertigt, noch bevor es iiberhaupt ein Konzept gibt, um
es zu illustrieren. Es lief3en sich sicher ein paar finden, die
wir veroffentlichen kdnnten. Das ist eine gute Idee, denn die

Menschen sind immer viel zu sehr auf das Endprodukt fixiert.

Und nicht auf den Prozess.

Genau, nicht darauf, wie alles anfing.

Also gehort das Zeichnen zu lhrer tédglichen Praxis?



Nein, ich blogge. Der Blog ist wie mein Zeichnen. Ich lese
meine E-Mails, ich schreibe, ich fotografiere. Friiher habe ich
viel gezeichnet. Ich habe monatelang im Bahnhof gezeich-

net. Es gibt tonnenweise Zeichnungen.

Alle im Bahnhof angefertigt?

Ja, im Bahnhof von Peking Ende der 1970erJahre, bevor ich
an die Universitit ging; es war eine Art Ubung oder sogar
Ausbildung. Sogar im Zoo habe ich gezeichnet.

Haben Sie diese frithen Zeichnungen noch?

Einige, glaube ich, schon noch. Meine Mutter hat zwar eini-
ges weggeworfen — sickeweise —, aber vielleicht finde ich ja

noch ein paar friihe Exemplare.

Es klingt faszinierend, wenn Sie sagen, lhre Blogeintrdge

seien lhre Zeichnungen.

Der Blog ist die moderne Zeichnung. Alles, was ich dort

sage, kann als Teil meines Werks gelten. Der Blog vermittelt

die meiste Information: Er zeigt meine komplette Umgebung.

Ich sehe Sie nie ohne lhre Kamera, mit der Sie stdndig und
jeden Tag Fotos fiir lhren Blog machen. Wie hat das mit dem

Blog angefangen?

Es begann durch Zufall. Das Internetuntemehmen Sina hatte
die Idee, fiir eine Gruppe von Leuten Blogs einzurichten. Ich

habe ihnen gesagt, dass ich noch nie mit Computern gear-

beitet hdtte und gar nicht wisse, wie man sie benutze. Aber
sie sagten nur: »Das bringen wir lhnen bei.« Also dachte ich
dariiber nach und merkte, dass das die beste Maglichkeit
war, unmittelbaren Kontakt mit der Wirklichkeit zu haben
und auch mein Privatleben ins Offene hinaus, in die Offent-
lichkeit zu werfen. In meinen Augen war das etwas, was es
noch nie zuvor gegeben hatte, und also beschloss ich, es
einfach mal zu versuchen. Im ersten Blog verkiindete ich,
die Erfahrung selbst sei das Ziel - ein anderes Ziel brauchte
ich nicht. Nun, da es diese Technik gibt, kann man sie unmit-
telbar benutzen - in gewissem Mafle sogar, ohne dariiber
nachzudenken, ohne ihre Bedeutung zu verstehen. Das

ist etwas, das wohl erst heute méglich ist. Wire es friiher
passiert, hitte es nie Zeichnungen von Leonardo da Vinci
oder Degas gegeben. Ich vermute, sie hitten alle Kameras
gehabt. Mein Blog ist vermutlich international der Blog mit
den meisten Bildern; niemand sonst stellt jeden Tag so viele

Fotos ins Netz.

Wie viele Fotos machen Sie jeden Tag?

Zwischen einhundert und fiinfhundert Stiick.

Beachtlich.

Fiir den Blog habe ich Hunderttausende von Fotos gemacht.
Erinnern Sie sich noch an lhren ersten Blogeintrag?

Der erste Blog bestand nur aus einem Satz. Ich sag-

te in etwa: »Man braucht einen Zweck, um sich selbst

auszudriicken, aber dieser Ausdruck ist selbst schon
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Zweck.« Es war ungefihr so wie die Vorstellung, dass man

ins Wasser springt, um dort zu iiberleben.

Und es gab nur den Satz, kein Bild?

Der erste Eintrag hatte kein Bild. Ganz am Anfang ist man
zogerlich, man wdgt sorgfiltig ab und wéhlt aus; man denkt

dariiber nach.

Der erste Satz ist wirklich wichtig, er ist wie ein Motto. Und

er war in Groflbuchstaben gehalten?

Ja. Am Anfang hat man wirklich zu kdmpfen, warum man
jetzt mit anderen Computern reden soll. Man fragt sich, wie
man diese virtuelle Realitdt am besten mittels der Cybertech-
nologie offentlich macht. Zu Beginn ist das irgendwie ein we-
nig bizarr. Es ist, als wiirde man etwas in einen Fluss werfen:
Es geht sofort unter, ist aber trotzdem da drin und verdndert
das Volumen des Flusses, seine Fiillmenge, je nachdem, wie
viele Objekte man hineinwirft. Ich glaube, der 19. November
war der erste Tag meines Blogs; das ist jetzt fast drei Jahre
her. Inzwischen habe ich schon mehr als zweihundert Artikel,
Interviews und Texte, Kommentare zu Kunst, Kultur und Po-
litik, Zeitungsausschnitte und so weiter dort verdffentlicht.
Ich finde, das ist ein hochst interessantes Geschenk fiir mich
oder sogar fiir China, denn wir leben in einer Gesellschaft, in
der Selbstdarstellung nicht unterstiitzt wird und einem sogar
schaden kann, wie das zwei Generationen von Schriftstellern
passiert ist. Die Menschen haben Angst, irgendetwas aufzu-
schreiben; denn Wérter auf Papier kénnen als Beweis fiir ein
Verbrechen verwendet werden. Darum sind chinesische Intel-

lektuelle heute so vorsichtig.
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Interessant ist, dass der Blog mit einer Textzeile begonnen
hat. In unserem letzten Interview sprachen wir iiber lhre
Anfinge; es ging da um lhr Verhdltnis zu lhrem Vater, aber
mit lhrem eigenen Schreiben haben wir uns nicht wirklich

befasst, und gerade das interessiert mich sehr.

Also, ich bin auch sehr neugierig, was mein eigenes Schrei-
ben angeht. Ich bin ja in einer Gesellschaft aufgewachsen,
in der es nicht gerade gefordert wurde, ein Intellektueller zu
sein oder zu lesen und zu schreiben. Meine Erfahrung mit
dem Lesen war: Wenn ich ein Buch zur Hand nahm, sagte
mein Vater: »Ach, leg‘s weg, das tut deinen Augen nicht

gut.« Er war in dieser Hinsicht wie ein alter Bauer.

Das war tatséchlich seine Ansicht?

Ja. Wir lebten in diesem wirklich abgelegenen Dorf. Er ging
seiner Arbeit nach und war der Meinung, seinen Kindern tue
das Lesen nicht gut, denn die Zukunft in China war in seinen
Augen ganz eindeutig: Wer iiber Wissen verfiigte, wiirde
bestraft werden. Man durfte nicht offen seine Meinung sa-
gen, weil das todlich enden konnte. Und eines bedauere ich
zutiefst: dass ich nicht wirklich gut schreiben kann. Denn
diese Fertigkeit schétze ich am meisten. Ich glaube, wenn
ich gut schreiben kénnte, wiirde ich dafiir meine Kunst auf-
geben. Fiir mich ist Schreiben die wundervoliste und effek-
tivste Art, mein Denken deutlich zu machen. Als ich mit die-
sem Blog anfing, hatte ich bereits im Hinterkopf, damit mein
Schreiben zu iiben. Am Anfang war es ziemlich schwierig,
aber im Lauf der Zeit ging es immer besser, und dafiir muss
ich dieser Technik danken: Sie hat mir das Ganze deutlich

erleichtert.



Sie hat in gewissem Sinne lhr Schreiben befreit?

Ja, sehr sogar. Jetzt kann ich problemlos 1000 Wérter am

Tag oder auch nur am Morgen schreiben.

Ich wiirde jetzt gerne von der Dichtung auf ein véllig an-
deres Gebiet kommen - auf die Architektur. Sie arbeiten
natiirlich im Kontext der zeitgendssischen Kunst, aber da-
riiber hinaus arbeiten Sie auch noch in all diesen anderen
Kontexten. Jiingst unterhielt ich mich mit dem Kiinstler Da-
vid Hockney, und er erzdhlte mir, jedes Mal, wenn er seine
Malerei neu erfinden miisse, wende er sich etwas anderem
zu: Er schreibt dann ein kunsthistorisches Buch oder macht
einen Film, und dann kehrt er mit neuen, frischen Ildeen

zur Kunst zuriick. Deshalb interessiert mich: Halten Sie die
Architektur fiir einen Abstecher weg von der Kunst, oder
handelt es sich um eine parallele Wirklichkeit? Ich finde es
faszinierend, dass Sie einer der wenigen Kiinstler sind, die
neben ihrer kiinstlerischen Praxis wirklich eine architektoni-
sche Praxis entwickelt haben, also nicht nur eine fliichtige,
luftige Vorstellung davon, sondern eine ganz reale Praxis.
Und tatsdchlich haben Sie mehr Bauten realisiert als viele
europdische Architekten lhrer Generation, die schon ihr
ganzes Leben Bauwerke entwerfen, und doch

scheint es nicht lhre Haupttdtigkeit zu sein.

Das war etwas, was ich absolut unbewusst gemacht habe:
erst mein eigenes Atelier und dann andere Sachen zu bau-
en. Und dann sagten allmdhlich einige sehr gute Architek-

ten: »Uns gefiillt das, was du machst, wir glauben, du bist

wirklich ein Architekt, wenn es danach geht, wie du die Din-
ge kontrollierst, wie du sie betrachtest und damit umgehst.«
Ich war iiberrascht. Ich hatte nie das Gefiihl, Architektur
wdre eine grofie Sache. Vielleicht ist es eine Art Poesie fiir
mich. Man benutzt seine Hdande, und man hat mit ausrei-
chend Umfang, Grofie und Belastung zu tun, um das eigene
Verstdndnis von Kunst und von der conditio humana deutlich

zu machen.

Es passiert einfach?

Ich hatte nie irgendwelche Schwierigkeiten. Ich war schon
immer der Meinung, die Menschheit sollte qualitativ hoch-
wertige Architektur haben. Man stellt sich die Méglichkeiten
vor und sorgt dafiir, dass sie Teil der Wirklichkeit werden.
Das ist das, was der Mensch kann, und das ist wunderbar:
Man kann die eigene Situation, den eigenen Zustand verdn-

dern. Das ist ein ganz essentieller Akt.

Im 19. Jahrhundert sagte Whistler: »Art happens«, Kunst
geschieht einfach. In lhrem Fall konnte man also davon
sprechen, dass Architektur passiert. Gab es irgendwelche
architektonischen Einfliisse — Le Corbusier oder Mies van der
Rohe oder Frank Lloyd Wright? Gibt es fiir Sie irgendwelche
Helden in der Architektur?

Einen Einfluss gibt es in der Tat im Bereich der Architektur,
wenn man iiberhaupt von einem Einfluss sprechen kann.

Ich war einmal mit einer Gruppe junger chinesischer Dich-
ter in Wisconsin. Ich begleitete sie auf einer Lesetour, und
unterwegs ging ich in eine Buchhandlung, wo ich ein Buch

mit dem Titel ,The Wittgenstein House“ entdeckte. Sie
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wissen schon, der Philosoph. Er hat in Wien ein Haus fiir
seine Schwester gebaut. Und weil ich seine Schriften mag,
war ich von dem Buch fasziniert, und der Bau war absolut
grofiartig. Vom Grundkonzept bis hin zu den Details — etwa
den Tiirgriffen und der Heizung — war alles von ihm selbst
entworfen, und er war ausgesprochen prazise und hat die
Architektur eindeutig kontrolliert. Wie ich horte, wollte er,
nachdem er das Haus gebaut hatte, das Gebdude um ein
paar Zentimeter anheben, weil er glaubte, die Proportionen
wiirden minimal nicht stimmen. Das finde ich hochinteres-

sant. Darum geht es in meinen Augen bei der Architektur.

Wie faszinierend! Wittgenstein war fiir Sie also viel wichti-

ger als irgendein anderer Architekt?

Oh, viel wichtiger und auch viel wichtiger als viele, viele
Kiinstler. Er ist so klar im Ausdruck. Er versuchte dabei die
absolute Wahrheit zu nknacken«. Das Bemiihen, das wieder
holte Bemiihen lief8 sein gesamtes Tun eins werden - zu ei-
nem einzigen Akt. Das ist fiir mich das Faszinierendste. Ich
glaube, dieser Aspekt der Architektur ist an Hochschulen
noch nie gelehrt worden, und dabei wire das das Wichtigs-
te, was Studenten lernen konnen. Was er machte, ist unab-
dingbar fiir jede gute Architektur. Er sagte, gute Architekten
wiirden sich von schlechten dadurch unterscheiden, dass
schlechte Architekten immer versuchen, alles zu machen,
was moglich ist, wihrend die guten versuchen, die Madglich-

keiten zu eliminieren.

Aber haben Sie damals viele Architekturbiicher gelesen?

Nein, damals hatte ich nur dieses eine Buch. Ich habe es
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auch gar nicht wirklich gelesen. Ich meine, warum sollte

ich ein Architekturhandbuch lesen? Aber es war ein altes,
lingst vergriffenes Buch, deshalb habe ich‘s gekauft. Das
war die einzige Gabe in Sachen Architektur, die ich hatte, als
ich nach China zuriickkehrte. Der einzige Architekt, den ich
dem Namen nach kannte, war Frank Lloyd Wright, und ich
kannte ihn auch nur aufgrund des Guggenheim Museums,
das ich oft besuchte. Ich hatte es immer fiir ein eher prob-
lematisches Museum gehalten: Man kann kein Bild gerade
hinhéngen, weil der Boden nicht eben ist. Aber jetzt bin ich
natiirlich der Ansicht, dass es sehr avantgardistisch von ihm

war, zur damaligen Zeit ein solches Museum zu entwerfen.

Das Wittgensteinsche Haus war der Ausléser fiir alles, dann
haben Sie lhr eigenes Atelier gebaut, und dann wurde dar-

aus recht schnell eine ganze Lawine an Gebduden. Und das
war wirklich nicht geplant? Es gab keinen Masterplan — und

ist einfach so passiert?

Nein, nichts war geplant. Das Wundervollste in meinem
Leben ist immer durch Zufall und nie qua Plan passiert. Es
passiert oft, weil man nicht plant. Wenn man Pldne hat, hat
man nur einen Versuch. Wenn man keine Pldne hat, geht das
Ganze oft gut, weil man sich an der Situation orientiert hat.
Darum habe ich mich immer in unvorbereitete Situationen

begeben, das sind die aufregendsten Bedingungen.

Wie wiirden Sie lhre Architektur beschreiben? Ich habe letzte
Nacht Svetlana Boyms Manifest gelesen, und sie schreibt
von der Architektur des Abenteuers, von der Architektur der
Schwelle, von der Architektur der unterbewussten Raume

und von Porositit, Tiiren, Briicken und Fenstern. Sie schreibt



iiber Tatlin und andere radikale Architekturexperimente der
historischen Avantgarde. Haben Sie dazu einen Bezug? Ich
denke da an einige lhrer jiingsten Installationen, daran, dass

sie letztlich mit Architektur zu tun haben.

Also, damit kenne ich mich gar nicht aus. Ich habe mir meine
Unschuld durch Nichtwissen bewahrt. Shigeru Ban war der
Erste, der mich anerkannt hat, und dafiir bin ich ihm sehr
dankbar. Er kam an meinen Wohnort, weil er in China zu

tun hatte, und wollte herausfinden, wie die Menschen vor
Ort bauten. Und dann sagten die Planer zu ihm: »Nein, nein,
der Kiinstler hat sein Haus selbst gebaut.« Also stellte man
ihn mir vor. Er kam zu mir nach Hause, und als er wieder
ging, sagte er: »lch glaube, Sie sind ein sehr guter Archi-
tekt.« Ich war ehrlich gesagt iiberrascht: Es war nur mein
Atelier, das ich an einem Nachmittag entworfen hatte. Ich
hatte die Entwiirfe gezeichnet, und die Arbeiter hatten es
innerhalb von sechzig Tagen gebaut. Ich hatte nie auch nur
eine Sekunde an Architektur gedacht. Er sagte: »Kennen Sie
die Arbeiten von Louis Kahn?« Ich hatte noch nie etwas von
ihm gehort - das war 2001 oder 2002 - und sagte deshalb:
»Nein, den kenne ich nichtq, und er schiittelte nur unglédubig
den Kopf. Er war der Meinung, ich miisste diesen Kerl ken-
nen. Spdter erst erfuhr ich, dass es sich um einen beriihmten
Architekten handelte. Und dann hielt er ein paar Vortrige

in China, und bei einem dieser Vortrdge sagte er, es gebe in
China keine Architekten, er kenne nur einen einzigen, und
der heifde Ai Weiwei: »lch halte ihn fiir einen guten Architek-
ten.« Er sagte das zweimal, und in der Architekturszene frag-
te sich jeder: "Was? Wer ist das denn?« Und viele Magazine
fragten wegen Interviews bei mir an. Zudem stellte er meine

Arbeiten netterweise in a+u vor, einer japanischen Architek-

turzeitschrift.

Nebenbei bemerkt eine sehr gute Zeitschrift.

Sie haben als Erste iiber mein Atelier berichtet, und das war
iiberhaupt deren erste Veroffentlichung iiber chinesische
Architektur. Es folgte ein ebenfalls sehr hiibscher Bericht
liber mein Studio in der deutschen Architekturzeitschrift
Detail. Sie stellten es in die Traditionslinie der Ziegelbauten
vom antiken Rom bis heute und prdsentierten mein Atelier
als lebendiges Beispiel fiir die Tatsache, dass die Menschen
noch immer Hduser aus Ziegeln bauten. Mein Gott, das war
wirklich witzig. Ich habe so viele Projekte, an denen ich ar-
beiten muss. Aber ich darf sie nicht planen. Zu mir kommen
viele Leute und fragen: »Kénnen Sie uns helfen?« Und ich
sage: "Warum nicht?« Man kann ein wenig daran mitwirken,

die Verhadaltnisse zu verdandern.

Ziegelsteine spielen bei den meisten lhrer Bauten eine Rolle.
Ist das so etwas wie eine »personifizierte Abstraktion«, wie
Raymond Hains das Blau von Yves Klein nannte, oder nur
ein Grundbestandteil von Architektur? Oder wie wiirden Sie

die immer wiederkehrende Vorliebe fiir Ziegel erklédren?

Ich verwende gerne die géngigsten, weithin iiblichen Objek-
te. Selbst in meiner Kunst verwende ich Dinge wie Schuhe
oder einen Tisch. Diese Objekte sind bereits kultiviert, Teil
der Kultur — die Menschen haben eine Menge Wissen und
Gedanken hineingesteckt. Ich glaube, ich gehe damit auf
sehr effektive Weise um. Und Ziegelsteine sind zudem noch
immer billig und der einfachste Teil des Gebdudes. Sie ha-

ben eine ganz natiirliche Beziehung zu unseren Hénden,
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was ihre Grofie und ihr Gewicht angeht. Man kann mit ihnen
fast blind bauen, es ist so, als wiirde man Worter verwenden,
um etwas zu schreiben — es geht ganz leicht. Vielleicht sind
sie deshalb so 6konomisch und handlich. Ich habe aber auch
ein Gebdude aus Beton gebaut. Dieser Baustoff ist ebenfalls

sehr essentiell.

Sie haben sich nicht nur auf das Feld der Architektur gewagt,
sondern auch damit begonnen, als Kurator zu arbeiten.
Wann fing das an? Hatte das mit lhrem ersten Kunstraum zu

tun?

Ja. Ich eroffnete 1997 mit der Chinese Art Archives and
Warehouse den ersten Kunstraum in Peking, aus dem einfa-
chen Grund, weil es in Peking keine Einrichtung gab, wo man
zeitgenossische Kunst angemessen zeigen konnte. Die Arbei-
ten waren zuvor immer nur in Hotellobbys und Rahmenge-
schdften ausgestellt worden. Also dachte ich, es miisste doch
ganz einfach sein, fiir einen Raum zu sorgen, wo Kiinstler die
Maéglichkeit hétten, ihre Arbeiten erstmals in einer echten

Einrichtung fiir zeitgenéssische Kunst zu erleben. Damals

hatte ich bereits ein paar Biicher mit Kiinstlern veroffentlicht:

The Black Cover Book, The White Cover Book und The Grey

Cover Book.

Interessant dabei ist, dass aus lhrer frithen Erfahrung diese
Idee des verschwindenden Buches erwachsen ist: die Idee
der Zerstorung von Biichern. Kdnnen Sie uns ein wenig mehr

iiber diese drei Biicher erzihlen?

Das erste, das Black Cover Book, erschien 1994, kurz nach-

dem ich wieder nach China zuriickgekehrt war. Zuerst hatte

286

ich nichts zu tun, und dann gab es da viele junge Kiinstler,
die zu mir kommen und sich mit mir unterhalten wollten.
Und ich dachte: "Warum machen wir nicht ein Buch?« Es
gab keine Galerien, keine Museen, keine Sammler, und

ein solches Buch konnte zumindest die Grundkonzepte fiir
kiinftige Studien versammeln oder als Bestandsaufnahme
dienen. Also sprach ich mit zwei Freunden, Xu Bing und
Zeng Xiaojun, die das ebenfalls fiir eine gute Idee hielten,
und wir beschlossen, das Buch zu machen. Die beiden
lebten allerdings in den Vereinigten Staaten, so dass ich
die volle Verantwortung zu tragen hatte. Ich entwarf das
Konzept und fand einen Redakteur, Feng Boyi, der mich
unterstiitzte. Und so ging alles recht schnell mit unserem
ersten Buch. Ich konzentrierte mich auf das Konzept, wo-
nach die Kiinstler aufschreiben sollten, was sie dachten und
mit ihrer Kunst wollten, statt irgendwelche Gemadalde oder
Skulpturen anzufertigen. Ich erinnere mich noch, dass sie
mir ihr ganzes Material schickten, lauter Fotos von Gemal-
den und Skulpturen. Und ich sagte: »Schick diese ganzen
Fotos zuriick. Wir brauchen sie nicht. Mich interessiert
nicht, was ihr gemacht habt, sondern was ihr euch dabei
denkt, was hinter diesen Werken steht.« Niemand verstand,
warum sie das aufschreiben sollten, und keiner war dazu
bereit. Also sagte ich: »Nein, nein, nein, fiir mich sind all
diese Arbeiten gleich gut oder gleich schlecht. Keine Arbeit
ist besser als die anderen; allein euer Kopf macht den Un-
terschied.« Daraufhin begannen sie zu schreiben. Ich sagte:
»Liefert mir einen Satz, ein Wort, aber es muss von euch
kommen.« Also schrieb jeder eine Art solitdren Text oder ein
Gedicht oder was auch immer. Es handelt sich also um ein
Buch iiber den Kopf, den Geist. Das erste Buch erfreute sich

gleich grofier Popularitdt, wir verkauften 3000 Exemplare



davon. Es gab ja nichts anderes zu lesen. Wir versuchten es,
im Untergrund in Umlauf zu bringen, und natiirlich erfuhr
die Behorde fiir 6ffentliche Sicherheit davon und begann
Fragen zu stellen. Kurz vor der Veroffentlichung sprang Xu
Bing ab; er hatte totale Angst. Er sagte: »Wir diirfen nichts
in Umlauf bringen, und wir sollten es lieber nicht veréffent-
lichen, es ist einfach zu gefihrlich.« Ich sagte zu ihm: »Tut
mir leid, du kannst aussteigen, aber ich werde es veroffent-
lichen, denn ich habe den Kiinstlern mein Wort gegeben.
Ich kann es nicht der Selbstzensur unterwerfen. Wenn es
ein Problem gibt, kann die Polizei gerne zu mir kommen. Ich
werde ihnen meine Position ausfiihrlich erléutern und die
Konsequenzen tragen. Aber die blofle Tatsache, dass es ge-
fahrlich ist, reicht nicht, um mich davon abzuhalten.« Also
stieg er aus: Er hatte mit dem Endprodukt nichts mehr zu
tun. Wie sich herausstellte, bekamen wir keine besonderen
Probleme, und das Buch wurde damals sehr wichtig. Also
verdffentlichten wir in den darauffolgenden Jahren einen
zweiten und einen dritten Band, doch dann hoérte ich damit
auf, denn die Kiinstler begannen ihre eigenen Kataloge zu
drucken, und die politische Situation entspannte sich deut-
lich. Es gab fiir mich keine Notwendigkeit mehr, ein weiteres
Buch zu machen. Ich werde immer dann aktiv, wenn es nétig

ist.

Wenn Sie agieren kénnen und nicht nur reagieren miissen?

Genau, aus keinem anderen Grund. Also hérte ich damit auf.

Dann fragte mich jemand, ob ich eine Ausstellung machen
konne. Also organisierte ich diese Ausstellung mit dem Titel
Fuck Off in Shanghai: Im Jahr 2000 versammelte ich die-
jenigen, die in den fritheren Biichern vertreten waren, und

dazu ein paar neue Kiinstler, und machte diese Ausstellung.

Und dann geriet ich in die Architektur. Zu mir kamen oft Leu-
te und fragten, ob ich nicht dieses oder jenes machen kénne,
und ich begann, das in Frage zu stellen. Ich merkte: Es selbst
zu machen reichte nicht. Die Projekte mussten grof} sein, sie
sollten viel interessanter sein und viel starker ins 6ffentliche
Bewusstsein dringen. Also kuratierte ich zunédchst das Skulp-
turenprojekt der SoHo Contemporary City: dreizehn Kiinstler,
die gemeinsam am Projekt einer 6ffentlichen Skulptur arbei-
ten.Jeder sollte ein Werk beisteuern. Das funktionierte aus-
gezeichnet und endete mit ganz tollen Arbeiten. Seither bin
ich herumgekommen und vielen Menschen begegnet. Wenn
ich sie frage, ob sie mit mir zusammen etwas machen méch-
ten, dann reagieren sie sehr vorsichtig. Mit Herzog & de Meu-
ron wollte ich im Jinhua Architecture Park etwas Architekto-
nisches machen. Wir hatten die Idee, nicht nur ein Projekt zu
machen, sondern viele kleine an verschiedenen Orten in der
Stadt. Es ging darum, die Lebensbedingungen der Biirger zu
verbessern, nicht um irgendwelche Monumentalobjekte.
Also beschlossen wir, eine Gruppe von Architekten zu fragen,
ob sie sich nicht beteiligen wollten. Ich organisierte das Pro-

jekt, und Jacques Herzog gab mir eine Liste mit den Namen.

Das brachte Sie also dazu, als Kurator fiir Architektur zu

fungieren?

Ja, das war das erste Mal, und es funktionierte sehr gut,
denn wir waren nicht nur Kuratoren, sondern halfen auch
beim Bauen. Und das Ergebnis hat sich gelohnt. Jiingst
fragte mich ein Entwickler, ob ich nicht ein grofies Projekt
machen wolle, doch ich sagte: »Nein, nein, wir machen keine
Grofiprojekte mehr, aber ich werde lhnen helfen, es zu kura-

tieren.« Ich halte es fiir eine tolle ldee, mehr internationale
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Architekten einzubeziehen, und diese jungen Architekten
sollen die Méglichkeit haben, nach China zu kommen, um
hier ihr Wissen praktisch umzusetzen und von hier zu ler-
nen. Ich sprach also mit Jacques und sagte, ich brauche
einhundert Architekten. Er war fassungslos: »"Was?« Und ich
sagte: »Du hast richtig gehort, ich brauche einhundert Ar-
chitekten.« Also versorgte er mich mit Namen aus ungefihr
dreifdig Landern. Wir schrieben diese Architekten an und
bekamen sofort eine Antwort. Sie wollen alle mitmachen,

alle einhundert.

Das verspricht eines der grofiten Foren fiir Architekten in

unserer Zeit zu werden.

Ja, und sie sind alle in etwa die gleiche Generation: lhr Alter
oder noch ein wenig jiinger, und sie sind sozusagen die Spit-
zenergebnisse der Architekturausbildung der letzten zehn
oder fiinfzehn Jahre. Es ist also wirklich eine reprdsentative
Auswahl. Wir hatten ein grofies Treffen samt Diskussion,
und sie kamen alle mit ihren Freunden und Kollegen - am
Ende waren es dreihundert Personen - und beteiligten sich
an diesem Projekt. Am aufregendsten fanden sie es, dass
wir uns in der Inneren Mongolei, in China, trafen und an
diesem seltsamen Projekt arbeiteten, wo jeder die gleichen
Bedingungen hatte, aber zugleich ganz viele verschiedene
Hintergriinde und Ausbildungen aufeinandertrafen. Viele
hatten voneinander gehért, hatten etwas iiber die anderen
gelesen, hitten aber wohl nie die Moglichkeit gehabt, in
einem riesigen Raum beisammen zu sitzen, mongolischen
Tdnzern zuzuschauen und dabei auf einer grofien Party
Schnaps zu trinken. Es war unglaublich aufregend und

verriickt. Fiir mich aber war es ganz natiirlich, ganz leicht,
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genau eine ganz besondere Situation zu schaffen, eine ganz
bestimmte Maglichkeit zu eréffnen. Es kostet mich nicht
wirklich Miihe, und das Resultat ist hochinteressant. Ich
sehe mich also eher als jemanden, der Dinge anstofit oder

initiiert. Ein ganz dhnliches Projekt war Fairytale.

Konnen Sie uns dariiber etwas erzdhlen?

Ich brachte 1001 Chinesen nach Kassel. Entstanden ist das
Ganze aus einer recht simplen Idee: Ich war mit Uli Sigg im
Engadin spazieren. Wir begegneten jeder Menge Menschen,
und Uli fragte mich: »Hast du schon eine Idee, was du in

Kassel zeigen willst?«

Auf der Documenta?

Ja, genau. Ich sagte: »Keine Ahnung, ich weif8 nur, was ich
nicht zeigen werde. Ich werde kein Gemdlde, kein Objekt
und keine Installation ausstellen.« »Und was dann?« Ich sah
all diese Touristen aus Mailand vorbeispazieren und sagte:
»Vielleicht bringe ich eine Menge Chinesen mit, damit sie

sich die Ausstellung anschauen. «

Die Idee entstand also in den Schweizer Bergen?

In der diinnen Luft erkennt man die Details.

Stimmt, im Engadin auf 2000 Metern funktioniert das Ge-

hirn besser. Nietzsche schrieb einige seiner Werke in Sils-

Maria.



Ja, es ist eine Art Recycling fiir den Kopf; es ist wie eine

Droge.

Sie haben in Kassel auch eine grofie Skulptur gezeigt, die
dann allerdings in sich zusammenfiel. Erzédhlen Sie uns doch

ein wenig mehr dariiber.

Ich erzidhlte den Kuratoren in Kassel, was ich vorhatte. Allen
schien die Idee zu gefallen, aber zugleich glaubten sie nicht,
dass es wirklich passieren wiirde — dass ich 1000 Menschen
mitbringen wiirde. Denn finanziell, diplomatisch und poli-
tisch war die Situation sehr schwierig, es gab eine Menge
Hindernisse zu liberwinden. Also fragten sie mich: »Und
aufierdem?« Also, ich glaube, sie waren der Ansicht, dass es
nicht klappen wiirde. Sie sagten: »"Wir brauchen noch eine
Freiluftskulptur, nadmlich Template. Wir glauben wirklich,
dass sie der Einzige sind, der das machen kann.« Ich sagte
zu, und sie haben sie aufgebaut. Ich hdtte nie gedacht, dass
es in Deutschland einen derartigen Sturm geben wiirde -

so heftig, so gewaltig -, der Template sofort zum Einsturz
brachte. Nachdem das Ganze zerstort war, habe ich es mir
angeschaut und gedacht, das sieht doch wirklich hiibsch
aus: »Stellen wir es doch so aus«, habe ich gesagt, und wir
entschieden, es nicht anzuriihren. Nur die Postkarte haben
wir neu gedruckt. Die Frage war nur: Wiirde Deutschland
das erlauben? Dieses unvorhergesehene, ungeplante Er-
eignis. Einige meinten, die Deutschen wiirden das niemals

zulassen. Doch sie taten es.

In der Architektur sind Manifeste etwas ganz anderes. Ab

einem bestimmten Moment wagten Sie sich auf das Feld der
Architektur. Fing das schon in Amerika an oder erst nach
lhrer Riickkehr nach China? Als ich Sie in den 1990er Jahren
zum ersten Mal traf, waren Sie bereits in beiden Bereichen

tatig — als Kiinstler und als Architekt.

Ich habe nicht bewusst damit angefangen. Ich erinnere mich
an zwei Begegnungen, die ich mit der Architektur hatte. Da
war zum einen die Entdeckung von Frank Lloyd Wright, und
zwar nur deshalb, weil er das Guggenheim gebaut hatte, und
diese Schonheit hassten wir, denn ... naja, Sie wissen es,
man konnte dort kein Gemdilde aufhéingen. (Das war damals,
in zwischen finde ich es ziemlich interessant, es erinnert
mich irgendwie an ein Parkhaus.) Die zweite Begegnung
fand statt, als ich mir ein Buch von Wittgenstein, dem Phi-
losophen, kaufte, und zwar iiber das Haus, das er in Wien
fiir seine Schwester gebaut hatte. Ich sah das Buch und
dachte: »Mann, der Typ kann ein Haus fiir seine Schwester
bauen, also kaufte ich diesen wundervollen Band. Das sind
die beiden einzigen Male, bei denen ich in New York mit der
Architektur in Beriihrung kam. Nach meiner Riickkehr wohn-
te ich bei meiner Mutter in Peking. 1999 beschloss ich, dass
ich ein eigenes Atelier haben wollte. Also fuhr ich in dieses
Dorf vor den Toren Pekings und fragte den Biirgermeister,
ob ich ein Grundstiick pachten konne. Er sagte: »nJa, wir ha-
ben da was«, und ich fragte: »Kann ich auf dem Stiick Land
etwas bauen?« Er antwortete: »Klar kdnnen Sie das.« Es war
zwar illegal, aber das kiimmerte niemanden. Also pachte-

te ich das Grundstiick, und eines Nachmittags machte ich
ein paar Zeichnungen, ohne dabei auch nur irgendwie an
Architektur zu denken. Ich nahm lediglich die echten Mafle

fiir Grofle und Proportionen und fiigte ein Fenster ein, eine
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Tiir. Sechzig Tage spdter war der Bau auch schon fertig, und
ich konnte einziehen. Zur damaligen Zeit begann in China
ein regelrechter Bauboom, aber viele der Gebdude waren
ziemlich kommerziell und nach dem immergleichen Schema
gebaut. Und so konnte man in einer Reihe von Zeitschrif-
ten lesen: »Wir kénnen auch ganz anders bauen, hier ist
jemand, der eigenstdndig, mit begrenzten Mitteln und zu
einem giinstigen Preis baut.« Mein Haus wurde zu einem
vielbeachteten Gebdude in China. Leute fragten mich, ob
ich nicht fiir sie arbeiten wolle, darunter waren auch grofie
kommerzielle Projekte. Also sagte ich mir: »Eigentlich ist es
ganz einfach. Du bedienst dich deines Alltagswissens und
musst gar kein Architekt sein, um zu bauen«, denn meiner
Ansicht nach ist es das, was im akademischen Studium ge-
rade fehlt, ndmlich »Hausverstand« und Alltagserfahrung.
Fiir mich war das eine Chance, ich hatte sonst nichts zu tun,
also machte ich mich an die Arbeit. Ich griindete eine Firma
namens FAKE Design, wobei man wissen muss, dass fake in
China wie fuck ausgesprochen wird. Wir haben in den letz-
ten sieben Jahren an ungefihr fiinfzig ganz verschiedenen
Projekten gearbeitet, von der Stadtplanung bis zur Innenein-

richtung.

Die meisten dieser Projekte sind auch verwirklicht worden,

oder?

Ja, ungefihr 90 Prozent davon wurden tatsdchlich gebaut.

Sie haben in neun Jahren als Kiinstler mehr gebaut als so

mancher Architekt in seinem ganzen Leben.

Ja, da haben Sie recht.
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Eine bemerkenswerte Leistung. Aber Sie haben ja nicht nur
eine Menge gebaut, sondern auch einige hochst visiondre Ar-
chitekturprojekte kuratiert. Als wir uns beim letzten Mal fiir
die Zeitschrift Domus unterhielten, kuratierten Sie gerade
eine Architektursiedlung, dhnlich der Stuttgarter Weiflenhof-
siedlung in den 1920er Jahren, bei der moderne Architekten
eine ganze Strafie gestalten. Im Moment arbeiten Sie gerade
an einem noch grofieren Projekt, an dem einhundert Archi-
tekten beteiligt sind. Kénnen Sie uns dariiber ein wenig mehr
erzdhlen? Die Funktion eines Architekturkurators ist ja doch
eine deutlich andere als die des Kunstkurators. Als Architek-

turkurator produziert man Wirklichkeit.

Ja, ich mag diese Formulierung »Produktion von Wirklich-
keit«. Architektur ist wichtig fiir eine Zeit, denn sie ist der
physische Beleg dafiir, wer wir sind, wie wir uns selbst se-
hen, wie wir uns mit unserer Zeit identifizieren wollen, sie
steht sozusagen fiir die Menschheit zu einer bestimmten
Zeit. Nach meinen ersten Ausfliigen in die Architektur habe
ich mich in diese Tdtigkeit geradezu verliebt. Sie hat so un-
mittelbar mit Politik und Wirklichkeit zu tun. Dann erkannte
ich, dass es fiir China und fiir die Welt ungeheuer wichtig ist,
einander ndher kennenzulernen. Im Westen gibt es so viele
junge Architekten, aber sie haben keine Maglichkeit, ihre
Sachen zu bauen, und konnen ihr Wissen nie anwenden. Das
ist auch ein Versagen der Ausbildung, denn dort redet man
nur theoretisch iiber Architektur, und daraus entsteht dann
eine ganz andere Art von Architektur. Mir schien es das Bes-
te zu sein, dass sie an globalen Aktivitdten teilhaben, an der
Realitét. Ein solches Gegengewicht zur Ausbildung ist aber
auch noch in anderer Hinsicht von Bedeutung. Denn man
lernt nicht nur anhand des Beispiels sogenannter Meister-

werke. Dazu gehéren auch das Studium realer Ortlichkeiten,



realer Probleme sowie die nicht unbedingt erstrebenswerten
Bedingungen wie hohes Tempo, Riesenprojekte oder Billigar-
chitektur. Das sind meiner Ansicht nach alles wichtige Fakto-
ren und Aspekte der Architektur, die aber oft nicht bewusst

deutlich gemacht werden.

Billigarchitektur - das klingt wie Billigflieger.

Ja, oder Grobarchitektur, das ist hiibsch. Es ist nichts Uto-
pisches, sondern hat mit dem Kampf der Menschen und der
Realitét der Verhdltnisse zutun. Darum versuche ich Archi-
tekturprojekte zu kuratieren, so viele junge Leute wie még-
lich aus der ganzen Welt zusammenzubringen, denn sie wol-
len alle ihre eigenen Ideen und ihre eigenen Probleme zum
Ausdruck bringen. Jedes Problem ist jedermanns Problem,
man muss also nur daran partizipieren. Und wenn man nicht

partizipieren kann, so ist das wirklich zutiefst bedauerlich.
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Ai Weiwei grew up under horrible conditions, living literally underground in a burrow in the
Chinese regions of Manchuria and Xinjiang. Born in 1957 in Beijing, Ai Weiwei was the son of
Ai Qing, a renowned poet denounced by the Chinese Communist Party and during the Cultu-
ral Revolution forced into exile in a labour camp. Under strong political control, his father had
to clean public toilets.

In 1976, after Mao’s death, Ai Qing was rehabilitated and, two years later, Ai Weiwei enrolled
in the Beijing Film Academy and became active as a member of the famous group ‘Stars’. These
few self-taught artists made history in 1979 by displaying provocative and subversive works of
art right on the steps of the National Gallery in Beijing. Soon after, they were an international
sensation.

In order to become ‘another Picasso’, he set out in 1981 for the United States. But once in New
York City, he wasn’t producing a particular body of art. He studied at the Parsons School of
Design for a short period, lived next to Allen Ginsberg and was working as a card dealer besides
other odd jobs. During his 12 years in the US, he documented his life there with thousands of
photos.

Ai Weiwei returned to Beijing in 1993, to the bedside of his dying father. Upon his arrival, he
became a vital contributor to the new art scene in China. He published a series of books about
the up-and-coming generation of artists in China and even co-curated with Feng Boyi the exhi-
bition Fuck Off in Shanghai in 2000, showing his and others” contemporary works of art within
the country. Besides his photography, Ai Weiwei’s work during this period involved experi-
menting with traditional objects and handcraft. One result of his experimentation with that
subject matter was his famous piece Dropping of a Han Dynasty Vase.

In 1999, he completed his house and studio in the suburbs of Beijing without having any prior
training in architecture. Weiwei could not have known then that the project would mark the
starting point for almost 60 different architectural projects for his office, Fake Design, in the
upcoming years, culminating in his collaboration with Swiss architects Herzog & de Meuron
in designing the Olympic Stadium in Beijing. Shortly after this accomplishment, he refused all
architectural work and became instrumental in curating architecture. He curated Ordos 100, a
project of 100 villas to be built in the Mongolian desert by 100 chosen architects.

For the Documenta 12 in Kassel, Fake Design selected 1,001 Chinese citizens and invited them
to come to Germany for a week. The whole process, from the selection to organization of the
project, called Fairytale, was a huge undertaking: For almost every participant, it was the first
trip outside of China, and the story behind each visitor was recorded in photos, film and inter-
views.

Parallel to this first social sculpture and maybe reinforced by what he had learned from it, Ai
Weiwei’s role as a cultural and social commentator, as a political activist and critic of the govern-
ment has only intensified ever since. His blog is his platform for spreading social criticism, dis-
cussing ideas and initiating investigations. His constant criticism of the repressive system in
China has put him under police observation and led to his arrest on several occasions, but these
intimidation tactics seem only to amplify his importance as a spokesman for a new generation.
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You described yourself as ,a person who does
different things’: Sometimes it ends up being
art, sometimes architecture — you can‘t con-
trol it, and you only realize later looking back
what you did. If you think about the last few
weeks, what was your dominant occupation?
Last week, my dominant preoccupation was
Fan Fou, the Chinese Twitter. You write posts
on events maybe every second, you make com-
ments, talk to friends, you discuss. I‘m immen-
sely attracted by it, because you always have
to be ready. It's very intense and you have to
know what‘s happening on the outside on dif-
ferent levels. It can be very personal or it can
be very political. It‘s like an individual broad-
cast. Last week, the officials shut off ten of
my IDs on Twitter because | was receiving too
much attention. The moment | got into it, | had

th ds of people ing me. | broke the

foll

record in terms of numbers... In the beginning, |
had two IDs that they shut off, so | used another
identity. After awhile they found out - they shut
it off. So after ten different IDs, I‘m still alive,
but suddenly you realize that there are 40, 50
people named like me on Fan Fou. Like: Ai Wei-
weiwei or Weiwei Aiai, or Wei Aiai. They all use
my image, so they make the whole system very,
very confusing. Nobody knows which one is
really me.

What startles me about blogs and forums is
that they‘re usually anonymous: You don‘t
use your own name, but choose a nickname.
But a blog — and Fan Fou or Twitter are like a
blog, only much faster and more immediate
—is like a salon, like a living room. You invite
people to your house. It's not only political
but also personal; with a blog, everybody is

Al WEIWEI

Ai WeiWei in front of the press in Kassel, 2007
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sitting at your kitchen table. What do you see
in Twitter or Fan Fou?

It's a public square. It's like being in Tiananmen
Square, talking to everybody. Last week we dis-
cussed the Chinese government wanting to put
,Green Dam‘ on every computer, filtering the
information they think is not healthy for people.

So it’s censorship software.

And that generated a strong reaction against
it. And as one of their leading voices, | made
a one-sentence statement: ,Let‘s shut down
our computers on the same date, on July 1st,
which was only three days ago. We introduced
an Internet holiday to demonstrate our opinion.
We are not only bloggers, we have to act, so for
24 hours we went off-line.

That must have been very hard for you to not
touch the computer.

It was a very difficult thing to do, because for
the last four years, I‘'ve been posting two to
three articles every day. But we did it, and all
over the country a lot of people followed suit.
We had a party nearby and almost 1,000 peo-
ple came; it was a big event. We made t-shirts
against ,Green Dam‘ and we made our voice
heard voiced our opinion. For the first time,
people were really physically involved with the
Internet. On the same day, the Chinese Com-
munist Party celebrated its 88th birthday and
we wanted to impose art on top of it, asking for
freedom of expression.

But the next day, you continued with your
blogging?

Of course. Actually right after midnight, to tell
everybody, ,We are back.*

Politics as a ready-made

You have a role as a public intellectual.
Before you left for New York in 1981, there
was the famous Democratic Wall in Beijing, a
real wall where people posted magazines, left
messages and comments on it. It was similar
to today’s blogs. Did you put something up
there 30 years ago?

We were a small group of artists starting our
exhibitions around that time and people were
posting their criticism or poetry. It was called
the First Democratic Wall. That was in 1979.

Today a blogger is always online; even when
you travel, you continue. A blogger doesn‘t
have holidays.

Yes, you are right. | realized that. Yesterday
| announced - because people always write
when they go online: ,good morning‘ or ,good
afternoon‘ — so | wrote: for bloggers, there is
no morning or afternoon; there is ,on‘ or ,off‘ So
it's either ,good on‘ or ,good off‘. And now there
are actually people who are using ,good onnet*
or,good offnet‘ as an expression. We don‘t have
morning and night. At night we wake up to do
the blog.

1 contacted Hans Ulrich Obrist,zand asked
him if he had an unrealized ,unrealized”
question for you. One of the two questions
he had was: ,I consider your blog as one of
the great social sculptures of our time. How
do you see the future of your blog?”

I think the future of my blogging activity — not
necessarily my blog — will be the cause of the
revolution in young people‘s minds. But at
the same time | hope that one day it will not
be so important anymore, because the situa-
tion in China will have improved and we won‘t
need it anymore. The condition of my blog
really depends on the conditions of freedom
of speech and civil rights. It is so valuable at
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Ai Weiwei and his father Ai Qing
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the moment because we are in this shit-pot,
the worst situation. That‘s what makes it so
precious, because it is the most efficient and
powerful way to express a person's situation.

Do you think there will be a moment when
you will stop? Because you are so addicted
to it...

Not really, but often when | am very addicted,
the moment comes when | suddenly feel lost.
You no longer have contact with the ground,
you are lost in space, you feel terribly sad and
empty and boring... So | don‘t really know; it
could happen. But so far, | am surprised | have
been doing it for such a long time.

Blogging seems in general much more popu-
lar in China than it is in Europe. In democra-
cies, the media monitor politics. In China,
the media weren‘t effective in doing this, so
the blogs took over their role to spread infor-
mation and to discuss politics. You have a
powerful voice that the government is trying
to shut down. You were even arrested by the
police — how was the tea at the police station?
Ha! That was a funny situation. But it‘s also
sad what is happening in China, b our
society is lacking platforms. It is very diffe-
rent from Europe: You have public and private.
We have neither a public nor a private life. We
don‘t have a choice — we‘re always ignored.
That's very frustrating. Only since 2000, for the
first time, have we had the means to really get
information and to speak up with our own voice
and discuss with people. It is absolutely outra-
geous.

The police came to me here and tried to use
the old-fashioned way to convince me of their
views. But before they could open their mouths,
I wanted to see their IDs. To prove you are really
allowed to exercise the law, you have to show
your identification. But they did not have any

legal documents. So | told them, ,You have
no right to talk to me. It‘'s worse than driving
without a driver‘s license. But nobody dares to
check them - they are so powerful, like a secret
police. So | called the police station, dialling
110, and made a complaint. | told them, ,I have
a person in my house without identification.
| want him to be out, but he refuses. Can you
come over?‘ So they came. It was very funny,
because of course they knew each other. ,It's
our boss here, they said.,Okay, so if this is your
boss, you have to take him to the station. How
about the two of you show me your identifica-
tion?‘ The two guys acted very nervous. | asked
them to show me their police badge, but they
did not have one either. They said something
about their jackets that were at their houses,
so they would have to drive back to get them.
The whole night, we went back and forth. Four
hours later, | walked out of the station. This guy
didn‘t have the chance to tell me what he wan-
ted to tell me - that was it. | wrote on my blog:
,Don‘t try to take me out for tea. | don‘t want to
talk to you. We don‘t have common ground for
discussion because our worldviews are really
too different. If you want to see me, make sure
you have the right to arrest me, make sure you
bring your handcuffs, and | will go with you.
They never came back.

Do you live under police observation?

For a while I did»1s. | mean, they have my phone
number. But nobody has shown up at my door
in the last ten days. One day, two guys were fol-
lowing me. | walked up to them and asked, ,Why
are you following me?‘And they said,,No, we are
just ordinary people. We are not following you.
So | said, ,Okay, let me take a photo of my fellow
ordinary people, so | can remember you. And
they refused to let me take a photo. So again, |
called the police station and | took them down
to the station. | told them, | am going to call the

295
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newspapers.' And then they admitted that they
were their people. So | try to behave in a way to
setan example, to say what is working and what
is not working. And other people, young people,
see it and now they know: You have to first ask
for their ID, because nobody can just arrest you.
In this kind of society, in a totalitarian society, to
intimidate people is the greatest tool: to make
you feel that you are so small. But it shouldn‘t
be like that, because you pay their salary and
they cannot just do that with you. So | have
become some kind of role model for others.

And the Internet has a multiplying effect.
Yes, | can post something and everybody will
know it.

But this is still dangerous — the police could
come anytime with legal permission.

Itis dangerous, butif | don‘t react, it‘s also dan-
gerous, because they can always bother and
intimidate you. I‘d rather use the tool of blog-
ging to expose everything, to show it to all. It‘s
like they‘re still hesitant on that matter. They
have to find a good reason.

Your father was a famous poet loved by com-
mon people. Is this maybe also protecting
you?

I don‘t think so, because | am consciously
trying to cut myself off from my father‘s past,
my family‘’s past. But it could be possible,
because everybody knows who my father was.
They all know he was the one who influenced
many people to join the revolutionary fight for
the independence of this nation, for justice and
fairness, for change. So that could be an under-
lying reason.

But maybe it‘s a combination: the myth about

your father and the fact that you are known
in the Western world?
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Yes, | am very, very publicized in the West, but
also in China. Not because of my art — | never
really showed my work here. But a lot of maga-
zines come to interview me; | am still one of the
most interviewed people in China. They are not
always asking me about political matters, but
more about art, about architecture, about cul-
ture, design or fashion. This makes me a public
figure, and also, being quite successful as an
artist, the government is a little bit hesitant
because of that. People would ask why they
were doing something to me.

Still, it is a totalitarian system...
But you know, they are famous for making
mistakes, so | don‘t take it for granted.

Could you imagine leaving the art world for
politics?

1 don‘t think | could entirely stop doing art for
politics, but | can imagine using my artistic
skills entirely for politics ends. When we went
quiet on the Internet recently, we did it as an
artistic expression. | know that in our consti-
tution we are allowed to strike. In reality, China
has not had a strike in the past 60 years. So we
held a strike on the Internet, and nobody could
do anything about it, because it was virtual,
it was just us. So it was very personal and you
couldn‘t see it. It really taught everybody how
you can react by restraining yourself, which is
a very important act. | take the constitution
and the political situation in China as a rea-
dy-made. | transform it in my own way to show
people the possibilities of this reality and a
way to change. That, | think, is directly related
to my art;it‘s the same thing for me.

You take it as a ready-made because you
know the constitution — maybe that is the
point. Others don‘t say anything, don‘t que-
stion or criticise, because they don‘t know.

AI WEIWEI 11

It's all about investigating the questioning. At
the same time, there is a role reversal in order
to make the impossible work — to make the
function disappear. That is what | always do in
my art, but it is absolutely a new way for me to
practise it.

Remembering

Often when you show your work, the media
coverage focuses much more on your civic
attitude than on your art. How do you feel
about that as an artist?

I think it‘s fine, because as a person you have
different levels. People approach you because
of one aspect. For example, if you order a dish
of fish just for the taste, you don‘t care what
kind of fish it is, and about his past, which area
of the ocean it came from. The public is like
that: They consume what they want. But then
some people, if time allows, will discover, ,0h,
this guy also does art, architecture and cura-
ting. Butl don‘t really care that much about it.

Art and architecture are what you make for a
living. But your civic engagement is what you
do as a person?

For example, we did an investigation to find
out about these dead Sichuan students. Who
died, and why they died. And this investigation
went into a very protected territory; it was like
a national secret. We did it openly on our blog
and posted the results every day. The whole
nation was shocked and touched by the act.

You are talking about the victims of the
Sichuan earthquake in 2008?

Yes. People knew the students had died, every-
body knew something was wrong — but nobody
knew any facts or looked carefully to find out
the names of the children who died: which
school they were in, at what level, how old they
were, female, male. Whatever we found out we
posted on the blog,x». That already caused a
revolution in the minds of people: you know,
we found out over 5,000 names, by having 200
civil volunteers going door-to-door to talk to
the parents. The volunteers got arrested over
30 times by local police, they took their finger-
prints and photos. But the volunteers kept dia-
ries of everything, which | posted on the Inter-
net. This investigation will be remembered for
generations as the first civil rights activity in
China. So to me, that is art. It directly affects
people‘s feelings and their living conditions,
their freedom and how they look at the world.
That'‘s very important.

Maybe the installation about the Sichuan
earthquake that you are developing for your
exhibition in Munich is a good example of
how you combine the different levels of your
work. As so often is the case, everything is
linked: your political activities, your art, your
blog, everything. Could you briefly explain
the Sichuan tragedy and from there, how you
express this on the facade of Haus der Kunst.
The Sichuan earthquake happened in May
2008. During the earthquake, the most tragic
part was that many schools collapsed with the
children still inside. These dead kids reminded
me of those fish you putinacan.

Sardines?

Yes, sardines. It was exactly like that -
hundreds, thousands — because of mistakes in
the construction of the school buildings.
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Who is responsible? The state?

Yes, the state. The government made big
mistakes — not intentionally, but everything
is very corrupt. And on my blog | kept asking
the same questions: ,Who is dead? How many?
What are the costs? Where are the bodies?*
Nobody ever answered.

Not even the local press?

No, nobody. | thought: This is too much, this
is not fair. These were children and they were
part of us — how could we let it be? | had to ask
those questions. | was vaguely thinking that |
should do something for my exhibition at Haus
der Kunst, but | didn‘t know how to include it,
didn‘t know how to present a tragedy in an arti-
stic way. It‘'s kind of difficult, but that is the
reality for artists like me who are so concerned
with social change. So, not to touch upon that
topic was impossible - it would have made my
actions seem questionable separating my art-
work from my struggle. So | thought about that
very, very seriously, and | see the Munich show
as the best answer | have to offer. The decision
we made was to find out for ourselves if the
government would refuse to tell us the truth.
We are the ones who demand the truth, and we
can do it by ourselves, to show people how it
can be done. Before we started, we made 200
phone calls to different levels of government,
different departments: police, public security
bureaus - education bureaus, construction
bureaus - always asking the same question:
,What are the numbers?*

How many deaths?

Yes, how many, please tell us, we have the right
to know. And they said. ,No, no, no, you don‘t
have the right. Who are you?‘ We would answer,
,We are individuals,' and they said, ,Individuals
have no right to know. It is a state secret.' Sowe
recorded those 200 phone calls and put them

on my blog. | only asked for one very small
act. As an artist, I'm always dealing with what
| am familiar with, what we think is safe, what
we consider safe ground, but things are never
what they seem. After we had established that,
| put a note on my blog: We are starting a citi-
zens' investigation. We said, ,Respect life,
bear the responsibility to exercise our rights,
because we can‘t wait for anybody else to do
it And by doing it ourselves it became a reality.
The effort to find out the number of dead was
our struggle for dignity of life. We asked volun-
teers to sign up. Then we sent them to Sichuan,
from home to home, to collect the names of the

ing children. li diately found 300 peo-
ple who wanted to join. They came from very
different professions, very different locations. |
didn‘t want them to be too emotional, so | desi-
gned a questionnaire with 29 questions. Que-
stions such as, ,Are you afraid of the dark? Are
your stomachs ready for Sichuan food? Can you
live by yourself in very uncertain conditions?
Are you afraid of authority? Do you know what
you are doing? Do you think that truth is impor-
tant?* And the last question was:,Are you sure
this is what you want?‘ So we got very posi-
tive people and we made a selection, because
some understood the local language and some
didn‘t. We gave them money, just for their basic
needs. Some refused it, but we initiated this
and we‘d rather bear the costs. The project was
very successful; each day they sent back the
names they found and still are doing so today.
The names are very touching: You start to know
who, what age, which gender, which school, and
their parents, their telephone numbers... We
eventually posted more than a hundred arti-
cles containing thousands of names on my
blog. The whole nation is shocked, because
people knew that there was something wrong,
people knew that so many are dead, that it is
unfair and unjust.

AT WEIWEI

This Investigation Will Be Remembered For Generations As The First Civil Rights
Activity In China.So To Me, That Is Art.
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Ai Weiwei with rockstar Zuoxiao Zuzhou in the elevator when taken in custody
by the police, Sichuan, China, August 2009
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But to use our skill or craftsmanship to
expose the injustice, make it visible and so
clear, is an act that an artist can do well.
And it educated the entire nation: Everybody
started thinking, questioning their own posi-
tions, examining their means and what could
be within their power. That represented the
first act of the civil movement. Yes, do not just
talk, do the work. We still have people down
there, but we have come to the end; we have
located almost all the missing people, more
than 5,000 now...

5,000 kids?

Yes, kids. It‘s very sad, from three years old to
18, 19 years old. And they are all single case
families; their parents are all powerless far-
mers. They all have been detained and haras-
sed, and forced to sign some kind of an agree-
ment to not ask about the wrongdoings related
to the earthquake; otherwise they cannot get
new payments and they cannot get into the
new housing projects. So this is really a shame
and a crime. Our volunteers send their diaries
on a daily basis. They are all posted on my blog
and everybody can read in detail how they were
treated and which parents they can talk to,
what is on the parents’ minds, what problems
they are having — which is completely diffe-
rent from the official propaganda. So, the offi-
cials they are so scared: Sichuan province sent
the top officials from the educational, civil
and construction sectors, the leadership so to
speak, to come to talk to me for hours, trying to
stop me.

Really, they came here to Beijing?

Oh yes. This is the first time in Communist
history that they came to see an individual to
try and negotiate. They told me their position,
why this is so damaging for them. | explained
to them clearly why | am doing it, the political

reason for me to do it. Of course nobody could
convince the other, so we still argue. Obviously,
they have all the power, so they shut down my
blog. We cannot post any names now, but we
have other channels.

So you have found an alternative blog and
use Fan Fou and Twitter. Do you still put the
names online?

Yes, of course. We are still running the inve-
stigation, but at the same time we are taking
the next step by investigating the techni-
cal kes of those b We sent out
architects and construction engineers to try to
gather all the evidence. It is very difficult, but
we are working on it.

.

What exactly is the link between this tragedy
and your work on the facade of Munich’s
Haus der Kunst, where you will display a
large number of backpacks?

Right after the earthquake, | went there to
experience the feeling of the ruins;,x . And then
| realized that everywhere were these school
bags of the children scattered around. You
could see a lot of pencils, little mirrors and
school books all over. And nobody picked them
up, nobody cared.

They were part of the ruins...

Yes. Because the bags were so vivid and
colourful,they made a really strong impression
on me. They are so closely related to the phy-
sical condition of the kids. That was all they
had actually, besides their names. So | wanted
to design a work of art related to that. At first,
| wanted to cover the whole facade of Haus
der Kunst with those bags, to bring history
into the current situation: the kind of life and
death and the propaganda and the ignorance
we are facing here. Now | am using the bags to
form a sentence, which was stated by a dead
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student’s mother who wrote to me. She said:
,Everyday they are still holding meetings with
us, trying to teach us to keep quiet and behave
harmoniously. They also took away five Yuan
from her salary, which they had awarded her
before for having only one child. And that child
is dead. It‘s so crazy! She writes:,| don‘t want
to have their payment, because | don‘t think
my daughter's life is worth taking those pay-
ments. All | want is for her to be remembered.
The the sentence we will put up on the front of
the building is:,She lived happily in this world
for seven years. A sentence from a victim‘s
mother,s:. She is very kind, she does not have
much to say about all this and she just wants
her daughter to be remembered. And of course
we see all kinds of tragedies in this world, but
I think the worst tragedy is the disrespect for
life. And the victims are always young children
orwomen.

The weak!

Yes, the weak. The ones that don‘t even know
how they got involved in all these tragedies. So
it‘s a political statement, but at the same time
| wanted it to be accessible - that‘s why we
chose the colours of Toys‘R‘Us...

A vivid colour range.

Yes. We made it very clear and simple. We are
not too artistic about it. But | think it‘s a state-
ment, yes.

And with this exhibit, the Sichuan story will
be discussed and remembered in Europe.
I hope so,and I think it should be discussed.

You spread it worldwide.

I do my best. This morning | read the sentence,
,Because we are alive, we have to make our
best effort to announce it — for them, but also
for us, because we are inseparable.

Rosa Luxemburg said almost hundred years
ago, ,Freedom is always the freedom of the
one who thinks differently.” I think that
reflects the problem in contemporary China.
lagree.

Authority and culture

Chinese culture is probably the greatest in
history. But it has sustained some extreme
blows in the last century: the protest of May
4th, 1919, a second blow by Mao in 1949,
and finally his Cultural Revolution 1966-76.
You were twenty when, in 1978, your father
was rehabilitated’, and a young student
when, in the 1980s, some Western influ-
ences became important. Li Xianting, who is
called the father of the Chinese avant-garde,
was just starting out then, along with other
artists. This was when you left for the USA.
How would you describe your relationship to
this part of Chinese art history?

| left in 1981. That‘s why | had no contact with
this movement in the 1980s. But even in New
York, the same kind of mental state prevailed.
It was after the Cultural Revolution, we were
fighting for new ways that would intellec-
tually suit us, to establish a new culture and
to discover individual possibilities. | am very
impressed with your short summation of Chi-
nese contemporary culture; it is very precise.
May 4th, 1919, was like the birthday of a new
culture in China. At that time, they had the
idea to invite Mr. Science and Mr. Democracy
into the culture. Ironically, even today, we still
don‘t have those two guys in our country...

AT WEIWEI

‘She Lived Happily In This World For Seven Years.” A Sentence By A Victim’s Mother.
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So eventually it was like old bottles with new
wine. The oath is not working. The system has
collapsed. The culture still functions in parts,
but the structure has collapsed. And the new
has never been established. First we had Marx,
then Mao and now, on one hand it is very libe-
ral — a crazy capitalist madness and liberalism
—and on the other, we have a very old Commu-
nist structure here.

But this extreme commercialization is less
than ten years old! Looking at your life, it
seems a weird odyssey through extreme situ-
ations and extremely different ways of living.
The situation today, has nothing in com-
mon with the situation you grew up in as a
kid. The 1980s must have been an important
phase for China.

For China, and for myself. This period prepared
me mentally for all the possible struggles I'd
have to face in today‘s contemporary world.

But then came Tiananmen in 1989...
Yes, and the results were so clear: the tanks
and the bullets.

Let's get back to Chinese culture for a
moment, which is largely based on two philo-
sophies: Confucianism and Daoism. In Con-
fucianism, you have to honour your parents.
Itis seen as the highest ritual.

And you behaved accordingly when you
came back from New York because of your
father being ill. The other dominant philo-
sophy in China is Daoism, which promotes a
kind of laissez-faire approach — the ,Wu Wef’,
meaning ,no action’.

,Doing nothing".

I have the impression that this ,Wu Wei’ is
much more your attitude: creating something
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and then letting it go. When are you more of
a Confucianist and when are you more of a
Daoist? And when are you an individualist?

I think | am more of a Daoist. Confucianism is
about the knowledge of how to structure soci-
ety. Daoism is more about the wisdom of per-
sonal accomplishments. Which means to enjoy.

It's a kind of hedonism?

Yes in a way — it promotes a kind of effortless-
ness. You are more detached and invest less
effort in managing society‘s problems. There
are various ways to see ,Wu Wei‘: Sometimes
you take action, but at the same time you step
aside, you try to liberate yourself from your
own mental state. | don‘t know if it is possible,
but still, its concept of liberation is impor-
tant.

But at the same time Chinese society seems
to be very attracted by Confucianism and by
tradition.

It's so fake.

You think it’s absurd?

Yes. The Chinese government is in love with
Confucianism, because it is about hierarchy
and a very strong order and the beauty of order
and the beauty of social structure, family and
the like.

To keep people quiet...

Yes. This fake Confucianism has come back
again, because our society is different now -
we have no religion or any other kind of ideo-
logy. But it doesn‘t work. It is like trying to bring
adead body back to life. It is not possible.

It's also interesting that in China, there is
no cult of genius like in the Western world,
where the artist is being glorified. In China,
there is a long line of old masters through the

Al WEIWEI
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dynasties, and you have a tradition of taking
these masters and quoting and copying them.
In a way, it is not the author but the tradi-
tion that counts. Is this one reason why your
authorship seems less important?

| think this is true. It is like a commentary on a
bygone era of human knowledge and behavi-
our, which makes you a literary man or a cul-
tural man. One always makes sense by putting
things in order: same, same, again and again.
In order to create a maximum of possibilities —
even if it is against your own point of view — you
have to remain anonymous, or to not become
an authority. Because in my opinion, the fixed
authority is the one to be destroyed.

The work stays, even if the person disappears.
Yes, yes. The work is always treated as a mark

new world if we destroy the old one. That's the
basic concept: destroying the old to contribute
to the new. We were well-schooled in that.

Is that the reason why not only you, but a lot
of Chinese artist modify things? For instance,
the different symbols of the Cultural Revo-
lution - like the star, Mao‘s portrait, his uni-
form, the red bible, etc. — they take these
symbols and then put them in a different
context. Is this also because of the dialectic
materialism, or is it coming from a tradition
of copying and changing?

I think those activities are more a form of copy-
ing, to use effective images and develop a per-
sonal interpretation by putting them into a
new context. It is more a kind of Pop strategy;
but one problem is that all these works, copy-

ortrace of the past.The author is not Y,
even if itis absolutely unique to me as a person.

Ilooked at this provocative series of you thro-
wing down an antique Chinese vase. In the
West you could go to jail for publicly destroy-
ing an object of cultural heritage.

In China, I did it while | am in jail. | always look
at it that way.

Are you also making reference to the Cultu-
ral Revolution with this? A time when there
was a senseless destruction of the old by the
Red Guards.

Yes. You know, when we were growing up, Gene-
ral Mao used to tell us that we can only build a

ingr izable images are never made for the
Chinese market. They are either for Hong Kong
or the Western market, which clone a new look.
It does not provide deeper thinking, but rather
very superficial, shallow, recognizable sym-
bols.

It is a kind of Chinoiserie, so you can immedi-
ately recognize: Oh, this must be from Asia.
It's true.

Chinese art has been immensely success-
ful during the past decade. The artist areas of
Beijing, like the 798 District, became a part
of the cultural map, they are on the tourists’
circuit - they‘re kind of a Disneyland of the
art world with cafés, restaurants and fashion
shows, where East and West meet. What do
you think about these areas and do you parti-
cipate in any of them?

No, not even in 798. | don‘t go there at all for
openings or anything. | think you have to look
at them from two perspectives: First, we have
had a strictly Communist regime for more than
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60 years — this year is the anniversary. Freedom
of expression absolutely does not exist in the
public space. If you want to open a gallery, you
have to go to a public security bureau, because
it‘s classified as propaganda. Every image has
to be shown to the security administration
and they will say, ,Okay, that one, or ,Change it
before the show. On the other hand, we have
an entirely capitalistic economy today, which
is justified by ,anything that sells’. So you have
these two conflicting viewpoints coming toge-
ther that make these artists* areas attractive
and create the demand of the Western world,
which wants to see some kind of contemporary
activity there.

But it’s a really weird situation. It looks like a
Chinese Soho, with artists working in public
and their workshops accessible for everyone.
But at the same time, there is a little Mao
exhibition and the police are around.

The booming art scene is not real. They‘re pre-
tending the boom. It is really trying to serve
a dish to the observer, rather than allowing
true creativity, which can be much deeper and
darker and unpredictable. The atmosphere in
these places is what we would call humanized,
avery peaceful environment — which is also not
real. It‘s heavily watched, and it‘s very nervous
under the surface, even though the police don‘t
know what they are looking for, but still. They
think to maintain a kind of order is the mission
of the state.

There were other areas, like the legendary
artists’ place next to the summer palace,
the Yuanmingyuan, which used to be a free
artists’ space. It was different from the situa-
tion now.

Yes, but you know, to be an artist here back
then was very difficult. You had no place to
show, nobody talked about it and there was

no way of selling work. You couldn‘t even think
about sales at that time. That didn‘t necessa-
rily make the art any better, but at least it made
it much less tempting to sell out and much less
commercial.

The journalist Mark Siemons wrote that you
are becoming the Duchamp of the Chinese
art market — that you are trying to dismantle
it by serving it. Do you have a notion of chan-
ging the system from within?

Actually, | never set a strategy for this. My
strategy, if there is a strategy, is to ignore it.
Because the market is saturated — almost eve-
rybody is in it, with all kinds of concepts and
strategies. | think just walking in the other
direction is a smart choice.

Hans Ulrich Obrist had another question
he wanted me to ask you: ,My question for
Al WeiWei is: What is his advice for young
artists?”

I think my advice would be to be an artist, but
to forget about art. Which means do whatever
you like and enjoy. This is what is most impor-
tant: to get very involved, to be passionate
aboutit.

Perfection

I'd like to talk a little about the importance
of craftsmanship. I found a really interesting
quote of your father Ai Qing on technique:
,...poetry is hard work first and foremost. A
poet must first be a craftsman before he can
call himself an artist.” All your works, be they

AT WEIWEI
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contemporary art or architecture, are made
at a very high quality in comparison to other
contemporary artists, like Thomas Hirsch-
horn, or others who don‘t care about the
finishing of things. How important is good
quality or craftsmanship for you?

Superior craftsmanship is always a criterion
upon which to judge the value of the work.
In contemporary art, of course, creation of a
piece of art does not necessarily come from the
hand, but rather the brain and a kind of langu-
age to suggest its possibilities. In art, the logic
of the universe is transformed into a logic of
the artist‘s interpretation, and with craftsman-
ship it is made accessible. So | think by having
good craftsmanship, you make it understanda-
ble. Good quality is not about presenting a per-
fect object, but rather that one can understand
the object >11.

Like in minimal art: For Donald Judd the per-
fection of his sculptures was very important.
He called them specific objects and not sculp-
tures, because he wanted them to be beauti-
fully crafted objects.

| think you are giving a good example here with
so-called minimalist or conceptual art. The
precision of the language itself is the work,
rather than the final look. But the precision its-
elf is shown in the process of shaping the lan-
guage. So the vocabulary | use is in itself a part
of the concept and it also can be the total mea-
ning of the concept.

There is a second similarity to Judd, Flavin
or Andre, who didn‘t produce their work
themselves, but gave it to specialists, as you
do. Your practice seems also very compara-
ble to what industrial designers do nowadays.
You go to craftsmen or to the industry, find
out what kind of techniques they offer and
then apply the techniques to your own work.

Sometimes the technique even comes first
and actually generates the project. Is this a
new way of conceiving art, compared to your
early works?

I think since the industrial revolution — and we
are now in the information age — the ability of
one person to create a piece of work is inter-
preted quite differently. An interesting idea is
that the most original thinking is done by indi-
viduals, whereas the most powerful object is
always created by collective wisdom, which
could come from a lot of anonymous peo-
ple. Simply look at all the best products in the
world that we are using today. An artist func-
tions as a mediator in society: an initiator who
sets up a program rather than handling every
detail on his own. So you have an open struc-
ture and invite people to join, which include
the factory workers, sub-contractors, as well
as the museums and the galleries and the
audience. By doing that, you write new rules
to the game, to involve more than merely the
attention of others. You also physically impli-
cate society. | believe that only if you think that
way can blogs and social awareness be applied
to a higher end.

Soit’s a kind of network!

Yes, | think network is the right word. But you
have to design the net rather than be a knot in
it. Of course, even knots need to be designed.

AI WEIWEIL

Template, Documenta XIl, 2007
Wooden doors and windows from destroyed Ming and Qing Dynasty houses, collapsed after a windstorm
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Unpredictabili

Your work has been presented in many dif-
ferent ways: Just now, you have an exhibi-
tion in Japan that is curated in a classical way
and displays only sculpture. And then, on the
other hand, you have shows like at Docu-
menta in Kassel in 2007 or at Haus der Kunst
in Munich in October 2009, where you were
given much more freedom and independence
— a kind of carte blanche to do whatever you
want.

| think traditional galleries, museums or insti-
tutions that show art as such are like dead
bodies of past wars. But Haus der Kunst is sho-
wing the killing field.

The what?

The killing field: The artist has to struggle, he
may even hurt himself or do damage to others.
The title of the exhibition is So Sorry. It's a
beautiful title suggested by [director of Haus
der Kunst] Chris Derconz. It comes from how
we look at the world: It‘s a world of rationality,
a result of our logic, it‘s the result of results.
It's everything... We are not really control-
ling it, even if we might think we are. It's about
how we look at the world, how we look at it as
humans or as artists functioning in the world -
you know, your own performance and the per-
formance of others. You want to be understood
this way or that.

You worked as a curator, too. You chose to
invite artists and let them do what they wan-
ted.

Yes, | like to set up and initiate a starting point,
where artists function as a group; to make a
gesture, to suggest a condition, which can be
very unpredictable. That unpredictability con-
tains the true meaning of reality. Because rea-
lity happens when it happens. And to give in to
that uncertainty is part of our condition.

And it’s courageous because it’s open-ended;
you can‘t control it.

True, you‘re creating something to see what
may happen or may be suggested, but you‘re
not really controlling it.

Most of your projects are initiations. Is your
work, as Hans Ulrich Obrist put it, ,art as an
excuse for dialogue’? Do you enjoy the many
collaborations with others?

Ithink artis an initiation, which means that you
want to be the innocent one: You want to reach
out your hand so somebody can lead you. The
event can lead you somewhere and you can say,
,Lets go.' | think artists always play with peo-
ple who want to walk into unknown areas, into
uncertainty.

You took this idea quite literally by bringing
1,001 Chinese to Germany for Documenta in
2007; you opened up a new world for them.
Yes. However, to bring 1,001 Chinese to Kassel
is one side of it »7. But to see how difficult it is
for a mountain lady to get the permission for
a passport; to see how they are worried about
spending five Yuan to go to the next town to
take a passport photo and how nervous they
were about taking that photo... Also, to see
those ordinary citizens in Kassel, jumping off
their bikes to talk to you and tell you that they
don‘t know anything about art - | think that is
a beautiful thing. That makes the project wor-
thwhile. Nobody is a genius. It is just a sugge-
stion until a taxi driver stops just to say some-
thing to you and then you realize: Oh, art does
have this function of communicating and that
isinteresting.

During Documenta, you also cooked for the
1,001 Chinese you invited, and you plan
to bring Chinese food to Munich for your
retrospective. There is a saying, ,When Chi-
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nese meet, they eat together.” In your work
and with all your collaborations, you meet a
lot of people, so you eat with a lot of peo-
ple, too. You even built and ran your own
restaurant. How important is it for you to
share food?

We often eat together. | think if we are sitting
at the same table and we have the same food
inside us, then at least partially, we are the
same. It is a kind of communication. But it is
not only in China — many places have the same
tradition. But in the West, food is more about
arguing with each other. For example, nobody
touches anyone else‘s dish. In China, we have
the same dishes for everybody. But the way
you pick up the dish, the combination of foods,
what you eat first offers a lot of variety. So
nobody at the table will ever eat the same din-
ner, because it is determined by your choice,
the order of the combination - it is a very diffe-
rent way to look at food.

I read that ,food is the paradise of the poor’.
If there is one thing in Chinese society that is
seen as a common good, it is food.

It is food, but it is also comfort. Even in the
very poor villages, people know how to gene-
rate a little personal comfort and freedom. It is
a transformation of various difficult situations
and they are quite good at that. That is why our
society is still stable.

To come back to your Fairytale project at
Documenta: You also gave the Chinese peo-
ple cameras and they took thousands of pic-
tures in Kassel. What happened to that mate-
rial?

It's still in the archive. We just finished editing
the hundred interviews with them. The next
step is that we will start editing the thousands
of images, which are still on those 1,001 USB
bracelets. Archiving is a very sad thing — you

see the whole reality of life, with all the hopes,
fears and memories. They are contained in one
image or one sentence. It‘s like a dead fish, you
know — when you look at a dead fish, you can
see the ocean. It‘s hard to look at it, but that‘s
the way we are built, brutal as we are. It‘s our
life and we try to capture it, but at the same
time we know it‘s all going to be forgotten.
Nothing actually ever happened and we have to
accept the game and keep going.

Photos as a trace

You yourself are never without a camera.
When you came back from New York, you
had a few hundred undeveloped rolls of film
with you. Today, almost twenty years later,
do you still look at those pictures?

The pictures from New York?

Yes, what happened with those undeveloped
rolls?

I recently had an exhibition with a selection of
250 out of the 10,000 photos >2.

10,000?

Yes, | took 10,000 photos in New York... It has
become somebody else‘'s life. | can finally
accept it. It‘s hard for young people to look at
themselves - not only on photos, but even in
the mirror. | hate to look at myself.

But you did a lot of self-portraits.

Generally, they‘re about how bored | was or how
hopeless.
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Especially in your New York years, it seems
like you did almost nothing.

Each day, | had great difficulty giving myself
a reason to be there. It was very frustrating,
but at the same time, | accepted it as a reality,
because that is what life should be.

,Wu Wei’ - you let yourself go?
Yes, because the surroundings really added to
that; it confused me a little bit.

Even today you take plenty of photos with
your digital camera, but you don‘t look at
them. I was thinking that, in taking these pic-
tures, you are creating a kind of diary, but
since you don‘t look at them, it's more like
an archive.

It is a rather nice gesture, like making wine
for your daughter‘s marriage in the year she
is born. Or like a walk in the woods where you
mark a tree, but you know that you will never go
back. But the traces are still there...

So a picture is a trace.
It's atrace, because we don‘t really know.There
is no certainty about anything.

Do you have a very visual memory?
Hm, | have no memory at all.

But how do you remember things? Do you
take notes or do you use the blog for that
purpose?

| always take photos for proof. | don‘t need
a memory. Whenever | look at photos for the
second time, | step into a reality, which can
be very different from the first time. And
now, because I‘m spending so much time on
the blog, | have realized that | write a lot. I'm
always surprised: That's what | wrote down?
I think you have this kind of need to be reco-
gnized or remembered, not for history but for
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the moment when other people see you there
and you see them there.

And you react to what they say and vice
versa.

Yes, because our world is so relative now. You
see everything happening around you, but from
people you don‘t know. It‘s like a brain, which
works, but you are not communicating. You
almost feel like you‘re not part of the world.
The world has its own way of... it has its own
energy.

Perspective

But you also often use photography in your
work as in the famous Studies of Perspective
series »1e. You even opened that project up to
others with an online competition?

Yes, just a few days ago.

You offer 10,000 Yuan as prize money and
others can post their perspectives. Your own
photos in the series show reactions to big ico-
nic buildings or places of collective memory:
icons like the White House, the Eiffel Tower,
the Tiananmen Square or the Reichstag in
Berlin. Is this series finished with those pic-
tures, or do you have more?

l actually have hundreds of those photos in dif-
ferent locations, but | was just too tired putting
each of them up. They are very suggestive. The
series is called Studies of Perspective because,
in the late 90s, after the downfall of Eastern
European Communism, | started to realize that
the struggle in the future is this clash of ideo-
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logy and religions. To declare individual rights
means to protect humanity.

But isn‘t the title Studies of Perspective also a
play of words? Within this logic, shouldn‘t
the Olympic Stadium in Beijing be in one of
those pictures?

Oh,yes, yes. And | did photos like that.

With the middle finger?

Yes, but | have to find them, because | was there
three times during its construction. Normally, |
put them all in my archives. But since the sta-
dium has been built | haven‘t been there, so it‘s
not complete. But certainly that one needs the
finger.

You were actually very involved in designing
this Olympic Stadium in Beijing with Jacques
Herzog and Pierre de Meuron . How did this
fruitful collaboration come about?

This successful collaboration came from a very
small incident: Since they had never been to
China before, they asked [Swiss] ambassador
Uli Sigg>« to introduce them to a person who
could understand both: contemporary prac-
tice in architecture and also Chinese history.
And Uli Sigg thought of me — | was deeply invol-
ved with architecture then — and | accepted
without thinking, because Uli told me that they
were relatively famous in Switzerland. | knew
nothing about them. Only later on, | bought a
catalogue of their work. | was attracted by a
very small building, like a wood model, which
was never realized. The book was about this
object, but my cat took a big pee on that book,
and it smelled and stank so much that | threw
itaway.

So we started the project. During the first seri-
ous discussion we had in Basel, | asked them
what | could do. They just wanted me to tell
them whatever was on my mind, like a critic.

And | agreed. | never think about the Stadium
as an Olympic building. | think of it more as an
urban object: what it means to the city and how
people are going to appreciate it. Of course,
they had much bigger expectations than me.

You saw the stadium not as a place for spor-
ting events, but as a part of Beijing. You knew
that the Olympics would be finished after two
weeks.

The sporting event is really more of a techni-
cal matter - it is why we had to meet certain
conditions, like 100,000 people had to fit in it,
or how long it takes the visitors to exit the sta-
dium, the viewing angle. But we were talking
much more about the human condition rather
than how people would approach it: In what
way people would look at it from the inside
and from the outside and how the event would
relate to the building itself. Then we had a quick
drawing and some discussion about how the
roof should be, what kind of facade it should
have. We came to a conclusion very quickly.
So they were very happy and clear about the
direction in which it should develop.

They continued the work.

Yes. | left and we communicated through let-
ters. | struggled a little bit with the shape,
because it's a new and completely irregu-
lar, but also a geometric shape. The structural
engineers from Arup made the best possible
calculations for it and gradually it became the
way it is and we won the competition. So it was
avery clear shot.

You followed the whole building process with
your pictures.

Yes, we had a lot of discussions there. They
also asked me to initiate the landscape design
around the buildings. So | developed that con-
ceptand they accepted it.
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Your participation made you even more
popular in the West. Do more people follow
your blog since you were involved with the
Stadium?

It did not give much popularity to my blog,
because in China it was never officially
announced that | was part of the competition.
1 was only part of the team Herzog & de Meu-
ron, which is true, so they didn‘t have to men-
tion my name. | was very critical of the way
they handled the Olympics and one of the first
to openly announce the boycott. So maybe that
was a little embarrassing for them.

Mind game

You describe your architectural efforts as
almost natural. You said that you could
design a building in one afternoon and then
almost ignore it until it is finished. Can you
explain how you learned to do that?

I think of design as an act of understanding.
The reason for design is already contained
within it, so the lesson to be learnt should
already exist in the reason itself. The building
designs itself. You are the one who has to iden-
tify those reasons and make them clear and
p ible. Of course, b of their varying
life experiences and understandings of life,
people will look at the reasons from many dif-
ferent angles. That‘s why we reach so many dif-
ferent conclusions. For me, it‘s a natural act. It
is part of the struggle and explanation of why
we are here, and it is always arguable.
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Like everything.
Yes, but you have to make it very clear to get
other people to argue.

One of your assistants told me that you are a
real master when it comes to communication.
He said you always find the right words when
you have to talk to craftsmen, interns or cli-
ents. Your instructions are always clear and
understandable. He gave an example: At the
construction of the Gallery Urs Meile >0, you
told the craftsmen that for one of the facades
they could only use 30 or 40 percent of the
bricks normally used and that they should
find their own way to solve it. Is this your
strategy, giving a lot of freedom to the people
you work with?

Yes, | often trust other people's intelligence
and | also have doubts about my own decisions
at the same time. | only set up certain condi-
tions, which limit my influence and give maxi-
mum space for them to work with. So | am not
afraid of certain so-called mistakes and unex-
pected conditions. One project of mine was a
group of buildings next to my office, 100 meters
from here, and | never went to the construction
site once during the whole process of building.
No architect in the world would do that.

No - definitely not.

But it came out very nicely. Of course, with any
building there are always problems, but by
doing that | think the beauty is to show what
we care about and what we don‘t care about.
One thing Wittgenstein said about a good
architect: ,Somebody who insists not on what
he wants to do, but rather on what he doesn‘t.
And | share that attitude because | see so
many architects that always want to see the
next development in architecture, they always
jump on the next wagon. | have never been to
the Stadium since it was built. Jacques asked
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me, ,Weiwei, will you really not go there?‘ And
| said, ,No, because | want to show you what
arrogance is. And he laughed. | think it‘s okay.
It‘s just something to keep in mind - you don‘t
necessarily have to jump on every train. After
all, it's a mental game. That's more enjoyable
than anything else.

For German philosopher Peter Sloterdejk
you can choose between two living condi-
tions: the nest or the cave. Which would you
prefer?

1 am more of a cave person. | lived underground
for a long time when | was a baby and | see the
possibility of digging and hiding.

So you designed a bird‘s nest with Herzog &
de Meuron but you prefer living in a cave.
Yes, | think so.

Smart assholes

What do you think of the big invasion of
Western architecture companies in China?

I think architecture is always a celebration
of our stupidity. The architect acts as a smart
asshole.

Did you say ,smart asshole’?

Yes, who is always trapped by the desire to
think and act like God: To make something
from nothing, and for that to become a reality.
But the pity is that architecture is never an act
of the architect alone, but rather a result of dif-
ferent political, social and technical aspects.

Just look at the great architecture in history.
Of course, there are also intelligent individuals
making a difference within those processes,
showing intelligence.

But even intelligent offices like OMA and
Herzog & de Meuron were severely criticised
for working for a totalitarian system, for pro-
viding them with new propaganda footage.
How do you see this debate from a Chinese
perspective?

An architect is always a hired hand... Hired,
for example, by the church or a state. | have no
objections to what they are doing. What | am
saying is: What the architecture will finally be
used for can often conflict with what architects
have professionally been trained to do. They
like to confront challenges; they like to design
a building. You can never really control the use
of your building. This is only a fantasy of some
stupid architects.

Yes, but architects also know that within 100
years, a building may change its function
several times.

You should know the metaphysical power of
architecture, being used by a totalitarian soci-
ety. It still functions the other way, because a
totalitarian society will not necessarily last,
but the architecture often stays much lon-
ger. What | am saying is to just use a very sim-
ple moral judgment to denounce the effort of
people trying to use an opportunity to create
something — which might exemplify this par-
ticular period of time, or this condition — that
kind of temptation is too childish.
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Curating architecture

But not all large-scale projects in China are
commissioned by the state or by the party.
You work on private commissions, the Ordos
100 Project»zbeing one example. Can you
explain how that started?

Ordos is by a private developer, but of course
the developer has to work with the state.

Still it wasn‘t the state that approached you,
but the developer.

Yes, of course. | have completed 60 projects
and | have never had someone from the state
approach me. | don‘t think they ever would,
unless it is another state, for which | am always
willing to make an exception. Anyway, the
developer came to me and wanted me to do a
project. | told him that we had announced not
to do architecture projects anymore, so | could
only create the curatorial outline, because |
think the process itself is more important. |
asked Herzog & de Meuron to come up with
a list of 100 architects who could design the
individual buildings. They happily agreed to
give me the list of names and | made the phone
calls. Almost everybody accepted. It was very
exciting to see those architects from India,
from Brazil, from Chile, Mexico, Israel... They
all came together in a desert area in China,
using their knowledge and wisdom to create
one common project.

And the project was for each team to build
one villa.

A villa of a special size, only for rich people. |
don‘t know who they are. | don‘t even know why
they are developing it. Maybe because they
think there is potential in this area, which is
developing very fast. But the most interesting
thing to me is so many architects coming toge-
ther: We had wine, we discussed, and finally,
100 design objects came out of it. Communica-

ting with all those architects — they had never
had this kind of experience before.

Who designed the master plan?

| did the master plan, because | wanted to
direct it before having a look at the architects.
For me, the result was very surprising. This
energy to initiate that kind of possibility can
make people feel so different. And everybody
ijing is asking about this project. But just
in Beijing, there are 100 projects every year on
the same scale.

But they always use the same type of archi-
tecture.
Yes, that's true.

In analyzing the urban scheme of Ordos, 1
found that it’s a fairly conventional urbanism:
It's a really simple structure you put out there
in the Mongolian desert — comparable to the
Weienhof Siedlung project of 1927 in Stutt-
gart. But like the project curated by Ludwig
Mies van der Rohe, you allow a lot of indivi-
dual freedom. Is this a premise for architec-
ture to show off?

I think a simple structure makes more sense, to
have a better understanding of how architects
would function in this kind of environment. And
of course we wanted it to be visible rather than
just imaginary. Architecture is really about
something happening rather than pure imagi-
nation. And of course we had to consider who is
going to use it.

But curating architecture is kind of new. You

curated art shows, like the Fuck Off exhibition

in 2000 but never before architecture. What

is the difference?

I think of art shows more as an attitude or an
t, as an under ding of time

in a more literary or intellectual way. You pick

Al WEIWEI

ATotalitarian Society Will Not Necessarily Last, But The
Architecture Often Stays Much Longer.
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The Ordos 100 architects gather for a communal photo
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up a hidden possibility or image, a hidden
theme or sentence, and then you establish it
as a cultural element. But in architecture, you
are dealing with a much more disciplined and
educated group who is not really dealing with
cultural issues but rather with human behavi-
our. A group of people, a family, a village, a town

and temptation. The result will be very hard to
judge, because some have very good intentions
but lack understanding. It is always like that:
You can have a perfect meaning and manifest
it in the wrong way. This is the problem with
architecture education as a whole in the past
ten years. Nobody should be superior in front

oracity — people who identify th 1 with
living a certain lifestyle. So the discussion
would turn to the question of what is necessary
and how it would be possible to have a project
like that accepted. Acceptance and the practi-
cal aspects always go hand-in-hand with ima-
gination.

,Participation is another word for democracy,”
researcher Andrea Phillips once said. Cura-
ting 100 architects or sending 1,001 Chinese
to Kassel is almost the same, in the sense that
in the beginning you don‘t know what will be
the outcome. And in both stories you infuse
something: with Ordos, you infuse China with
100 individualists. And with the Fairytale pro-
ject at Documenta, you infuse Kassel with
1,001 Chinese, and them with German cul-
ture. Is this part of a strategy, to infiltrate peo-
ple and to transform places?

The point is to try to show people in the cal-
mest possible way,,l am just someone like you.
You can do it yourself. Everything is possible.
I think that is part of the reason why we have
to act. It is not just about ourselves. We are the
same. The result is that we can live our lives
more imaginatively.

When each of the 100 villas will be realized
in Ordos, they will all be different because the
selected architects come from different back-
grounds. Do you think you will be satisfied
with the result?

| am more satisfied with the anticipation of
architects, the interaction between sincerity

of judg

The people responsible for Ordos will now
award an architectural prize on a regular
basis. They invented an Ordos Prize with an
international approach. Is this another out-
come of your first curatorial initiative?

I hadn‘t heard about it. But maybe they‘re star-
ting to realize how an interesting initiative can
generate a lot of power.

Communist landscapes

This leads me to urbanism. Driving through
China or on the ring roads of Beijing, a visible
lack of imagination in the new constructions
and planning becomes obvious: It's a simple
repetition of the same kind of effective buil-
dings everywhere. You made a video called
Beijing: The Third Ring in 2005 about this phe-
nomenonss.

It is documentation. It worked more like a sur-
veillance camera on a moving vehicle. It docu-
ments almost with no motive. It is like water
running through a pipe.

,Driving on a highway feels the same, no mat-
ter where you are,” is how Michel De Certeau
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described the look-alike and feel-alike effect
of urban areas. Is this true for Beijing?

On one hand, there is our human demand for
efficiency of effort. Everything is built under
the aspect of efficiency. One characteristic
trait of efficiency is to ignore difference. Espe-
cially in China, people just want to become rich
fast. The structure of the state is totalitarian;
it's ruthless and nobody can even question it.
Nobody can even make an argument. No voice
can be heard. It is driven entirely by ignorance
and stupidity. China‘s development today is the
result of this kind of ruthless effort to make
more money and maximize profit.

Which is capitalism.

Yes, but in a way even worse, because it is capi-
talism within a Communist dictatorship. That's
why they get there so fast. They don‘t have the
basic capitalist structures like democracy, cul-
ture or personal freedom of speech. This is a
really difficult situation.

You mentioned before that you see yourself
as a prisoner of the system. Your work called
Maps of China shows its borders»s. Theoreti-
cally, you could place these borderlines any-
where and, in fact, over time borders change.
But still, it is a visible frontier and, especially
in the system you grew up and still live in, it’s
dividing good and bad: the good inside and
the bad outside. Is this the reason why you
use the map, because of this absurdity?

Yes, | think absurdity certainly is the main
interpretation of the nation and the way we use
a nation or motherland. And we all know this
is the biggest uncertainty in history and the
most sensitive topic in the present situation,
in reality. But still it shows. It so solidly shows
our stupidity in terms of interpreting who we
are and where are we. When | had just arrived
in the United States, | saw the interpretation

of the American flag by Jasper Johns, which
also deals with reinterpretation or giving a new
concept to items such as a nation or a flag. It is
an intellectual questioning of our mental con-
dition.

You modified another strong image when you
took [Russian Constructivist] Tatlin‘s Monu-
ment to the Third International and used
its shape for a lighting element,z=. Can you
explain how this transfer came about?

I think the Tatlin phenomenon reflects our
human utopian dreams about ourselves. And
to use it as a lighting element, to have illumi-
nation, gives it another layer of meaning, as a
metaphor or a new reality. | think the tragedy
with Tatlin is that he saw it rather as a reality.
He thought this monument for Communism
could be built in reality, which is the tragedy of
every artist. We have to have our own reality.
That reality can be one stroke on canvas, one
push on the mud or abuilding or a city plan.

You took the form and made a chandelier out
of it. It's at least an ironic interpretation.
Yes, it has ironic meanings in it.

Temptation

Le Corbusier never went to architecture
school and he found that important for his
later career. Instead he traveled a lot, took
notes and made sketches. Today he would
maybe travel with a digital camera, like you
do. He found that the education - formation —

AI WEIWEI

Posted on Ai Weiwei's blog the 5th of July 2008
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is a professional de-formation. Do you agree
with that?

Yes, | think it‘s true. Education is based on the
idea of making you smarter, improving you. But
it treats your originality with doctrines, which
crack us. | think that very often you‘re being cut
off from the most valuable part. Knowledge, or
an understanding of nature, is already within
us anyway. All the wisdom and the deeper
understanding of the natural conditions come
from there. | am not saying that there should be
no schooling, but if you want to get true know-
ledge then you still have to face reality. A buil-
ding itself is about reality. When | think what
Wittgenstein designed for his sister — the door
handles, the heating equip , everything is
so detailed. He has led architecture to its true
meaning of how difficultly or how easily we
want to pass our lives.

You call Wittgenstein your architectural role
model. Why is it that an Austrian philoso-
pher should become a major influence for a
Chinese artist?

Ha, | think essentially architecture is about
how to interpret ourselves: The language and

the behaviour, the judgment or the choi
made, are essential acts of architecture.
Wittg in‘s efforts in language and clarity
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and the almost impossible approach to struc-
turing your thoughts, and how to express them
in the most precise and clearest way — they
are essential for any practice, in art or archi-
tecture. | haven‘t seen anything more effective
than what he did for his sister.

You've now almost stopped doing architec-
ture and landscape projects. Why?

I have no fascination left for architecture. By
doing about 60 projects, large and small, archi-
tectural design, urban design, interior design
or even furnishing, | have a P view of it
already. | don‘t have to do yet another project.
There are many people who do that. | have to
find something else.

A new building for Chinese parliament,
wouldn‘t you go for that?

Yes, or even something smaller: a jail for a per-
son who peed on the street corner. Architec-
ture is so much about the human and | will
always love it and | will always be tempted. But
dealing with temptations, maybe that is the
most difficult part.

So that kind of project would make you
change your mind?

Anything actually! | am always ready to change
my mind.

If To Express Oneself One Needs A Reason,
Let Me Say That To Express Oneself Is The Reason.

Ai Weiwei's first post on his blog, Nov. 19,2005
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Kai Strittmatter, ,Der Weltverdnderer” aus:
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Wojciech Czaja, ,,China und der Westen - Wang Shus
Blick auf die Baukunst”, in: NZZ, 2013-08-17: Literatur
und Kunst Heute (http://www.nzz.ch/aktuell/feuille-
ton/literatur-und-kunst/eine-chinesische-sicht-auf-die-
baukunst-in-asien-und-europa-1.18133969%)

Traditionelle Architektur als Inspiration - Pritzkerpreistrager Wang
Shu auf der Terrasse seines 2012 vollendeten Ausstellungshauses
fiir die Siidliche Song-Dynastie im historischen Teil von Hangzhou.

Fiir seine Bauten aus Ziegel und Stein bekam der chinesische Ar-
chitekt Wang Shu letztes Jahr den renommierten Pritzkerpreis. Zu-
vor war er ausserhalb Chinas kaum bekannt gewesen; heute umw-
erben ihn Bauherren aus aller Welt. Mit Wang Shu sprach Wojciech
Czaja.

Herr Wang, Sie waren kiirzlich in Genf, wo Sie an der Jurierung der
Projekte fiir den Aga Khan Award 2013 teilgenommen haben. Ich
habe mich mit David Adjaye, Michael Desvigne und Toshiko Mori
getroffen, um die zwanzig nominierten Projekte durchzugehen. Die
Preisverleihung findet Anfang September in Lissabon statt. Gefdllt
Ilhnen Europa?
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Ich war jetzt schon ofter in Europa. Diesmal habe ich mehrere
Stddte besucht. Europa ist zwar wunderschén, aber die Architektur
ist viel, viel konservativer als in Asien. Natiirlich gibt es auch hier
einige erfrischende Ansditze, aber in der Regel ist Europas Architek-
tur wenig aufregend.

Womit assoziieren Sie die europdische Architektur?

Mit Tradition, mit Wertbestdndigkeit, mit hoher Bauqualitdat. Asi-
atische Architektur hingegen mag zwar nicht so genau, nicht so gut
gebaut und nicht so nachhaltig sein, aber dafiir umso interessanter!

Und was halten Sie von der Schweiz?

Die Schweiz ist ein interessantes Phdnomen. Das Land ist sehr klein
und sehr autonom, und doch gibt es hier viel gute, hervorragende,
atemberaubende Architektur. Was die Langeweile betrifft, ist die
Schweiz die grosse Ausnahme.

Bis heute haben drei Schweizer Architekten den Pritzkerpreis ver-
liehen bekommen: Jacques Herzog, Pierre de Meuron und Peter
Zumthor.

Alles tolle Architekten! Und der Unterschied zwischen Peter Zumthor
und Herzog & de Meuron kénnte nicht grosser sein. Der eine sitzt in
seinem kleinen Kabduschen in den Bergen und plant still und leise
vor sich hin, die anderen betreiben eine riesige Architekturfabrik,
sind weltweit tdtig und schiessen ein Projekt nach dem anderen in
die Welt hinaus. Besonders erstaunlich finde ich, dass Herzog &
de Meuron trotz ihrer Expansionspolitik wéihrend der letzten Jahre
nichts an Qualitit und Uberraschungspotenzial eingebiisst haben.
Jedes Projekt ist neu, anders, innovativ.

Waren Sie jemals im Vogelnest in Peking?

Ich kenne das Projekt nur von aussen. Ein ambitionierter Bau, keine
Frage. Doch gleichzeitig ist das Vogelnest das einzige Projekt von
Herzog & de Meuron, dem ich ziemlich skeptisch gegeniiberstehe.
Die Hiille ist reinste Materialverschwendung. Das Gebdude wire
mit einem Drittel der Stahlmenge ebenso gut zu bauen gewesen.
Hier hat die Symbolik iiber die Logik gesiegt. Das liegt mir nicht.
Das ist mir zu laut, zu dramatisch.

Liegt das an diesem einen Projekt oder allgemein an der Bauweise
ausldndischer Architekten in China?

Ich glaube, das hat ganz allgemein mitimportierter Westarchitektur
zu tun. Das grosse Motto in Asien lautet derzeit «Drama, Drama!».



Jedes Haus ist Hauptdarsteller auf der Bithne namens Stadt. Jedes
Haus muss eine dramatische Geste aufs Parkett legen. Jedes Haus
tut so, als ob es das grosste, das schonste, das wichtigste in der
ganzen Stadt sei. Das ist fiir mich gelegentlich etwas anstrengend.
Denn ich bin ein Freund einer gewissen Balance, einer gewissen
Ausgewogenheit des Kollektivs. Das fehlt mir in Asien manchmal.
Vor allem in China, das sich derzeit sehr stark auf die westliche
Architektur ausrichtet, ist man zu dieser Tugend nicht bereit. Denn
das wiirde bedeuten, dass man sich etwas zuriicknimmt und dem
Dialog den Vorzug gibt. Das will natiirlich niemand.

Wurmt Sie das?

Einerseits ja, andererseits ist China so gross, dass die grosse Dra-
ma-Architektur aus dem Westen kaum auffillt. Selbst wenn man
annimmt, dass jeder Stararchitekt der Welt in China fiinf oder zehn
Hochhduser baut, geht diese Leistung immer noch unter. Man sieht
es, aber eigentlich fillt das Drama kaum auf. Ausserdem haben die
chinesischen Architekten schnell gelernt. Sie beobachten genau
und kopieren. Mittlerweile sind sie die noch gréosseren Dramatiker,
weil sie das Zusammenspiel mit Behérden und Investoren besser
beherrschen als die ausldndischen Architekten.

Sind die chinesischen Architekten gute Kopisten?
Kopieren ist nie gut.

Wie geht es mit Chinas Architektur weiter?

Die meisten Stddte Chinas werden einander immer dhnlicher. Ar-
chitektur und Stddtebau sind eine Frage von Copy and Paste ge-
worden. Ich fiirchte, eines Tages werden alle Stddte gleich auss-
chauen.

Sieht so Ihre stddtebauliche Vision aus?
Das ist keine Vision, es ist die Apokalypse.

Betrifft diese Entwicklung nur Megastddte wie etwa Peking, Schang-
hai oder Chengdu, wo das traditionelle Stadtzentrum zunehmend
zerstort wird? Oder trifft das auch auf andere Grossstddte zu?

Fast jede Millionenstadt in China, und davon haben wir mehr
als hundert, hat sich in den letzten zwanzig Jahren dramatisch
verdndert. Viele Altbauten wurden zerstort, aber auch die alten,
historischen Strassenstrukturen wurden ausradiert. Alles weg.
Stattdessen gibt es nun populire, kommerzielle Investorenarchitek-
tur von der Stange. Uberall regiert die Immobilienwirtschaft. Und

ich frage mich: Wo bleibt da die Stadt?

Kann man die alte chinesische Stadt noch retten?

Erst jetzt beginnt man in China langsam zu begreifen, welch wert-
volles Kulturgut man in den letzten paar Jahrzehnten zerstort hat.
Aber ich fiirchte, fiir eine Kehrtwende ist es nun zu spat.

Ihre Heimatstadt Hangzhou ist ein gutes Beispiel. Rund um den Xi-
Hu, den Westsee, ist noch die alte Stadtstruktur zu erkennen, doch
die Innenstadt ist nicht wiederzuerkennen.

Ja, ich vermisse das alte Hangzhou. Dass die Behorden vor der
historischen Architektur und den alten Gartenanlagen am See halt-
gemacht haben, konnte man fast schon als Wunder bezeichnen.
Von 2007 bis 2009 war ich stark in die Stadtplanung von Hangzhou
involviert. Ich habe zwei, drei Jahre nur damit verbracht, das zu
retten, was noch zu retten war. Und das Interessanteste dabei war:
Die meisten meiner Kollegen waren auf eine gewisse Weise extrem.
Die eine Hadlfte wollte die ganze Stadt abreissen und kategorisch
durch Neubauten ersetzen. Die andere Hidilfte sprach sich fiir Kon-
servierung aus und wollte absolut keinen neuen Impuls dulden.

Die goldene Mitte scheint keine besondere Stdrke Chinas zu sein.
Nicht wirklich, obwohl wir das Reich der Mitte sind. Dennoch sind
hier viele gute Losungen beheimatet. Aber das wissen nur die
wenigsten.

Wie schaut so eine Lésung aus?

Ganz einfach: Die Stadt ist ein lebender Organismus. Man darf dies-
en Organismus weder ignorieren, noch darf man ihn konservieren.
Man muss lernen, mit ihm auf eine addquate Weise umzugehen. Mit
etwas Sensibilitdt ist das gar nicht so schwierig. Fiir mich person-
lich ist eine gute Losung eine, die die Vergangenheit respektiert,
die der Gegenwart Platz einréumt und die der Zukunft mit Interesse
entgegenblickt. Auf diesen Grundlagen stelle ich mir eine moderne,
wertvolle Stadt vor.

Der Name Wang Shu steht fiir eine Architektur der Unaufgeregtheit,
der Schonheit des Entdeckens. Ist es leicht, in China fiir diese Form
der Architektur Bauherren zu finden?

Es gibt nur sehr wenige Architekten in China, die auf eine dhnliche
Weise arbeiten wie ich. Der Wettbewerb auf diesem Gebiet ist mini-
mal. Ich muss gestehen: Meine Arbeit ist ein Genuss. Das Interesse
ist gross. Ich kann wirklich nicht klagen.
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Ist es fiir einen chinesischen Architekten einfach, sich neutral zu
positionieren und politisch unabhéngig zu sein?

Nein, ganz und gar nicht. Das System ist iiberall. Aber da ich weder
Aktivist noch Provokateur bin, fiihre ich ein gutes, entspanntes Le-
ben.

Letztes Jahr haben Sie den renommierten Pritzkerpreis gewonnen.
Wie fiihlen Sie sich seither?
Wunderbar. Was sonst!

Noch vor kurzer Zeit waren Sie ausserhalb Chinas véllig unbekannt.
Heute sind Sie weltbekannt.

Ich finde das amiisant. Doch dieser Status ist nicht ungefdhrlich.
Ruhm ist eine reizvolle Sache, aber man muss aufpassen, dass man
nicht arrogant wird.

Wie viele Projekte realisieren Sie pro Jahr?

Vor dem Pritzkerpreis habe ich meist ein Projekt pro Jahr gemacht.
Jetzt sind es schon zwei, drei Bauten, die wir jdhrlich fertigstellen.
Die Schnelligkeit der Bauwirtschaft macht allen Architekten gleich-
ermassen zu schaffen. Aus diesem Grund habe ich mein eigenes
Arbeitstempo verlangsamt.

Das klingt irgendwie traurig, so wie Sie das sagen.

Nein, ich bin nicht traurig, aber es stimmt mich nachdenklich, dass
ich mich selbst gegeniiber den grossten Fans erkldren muss. Denn
viele Leute sagen: «<Wie kénnen Sie nur so wenig bauen! Empfinden
Sie denn gar keine Verantwortung fiir die Qualitdt der gebauten
Umwelt, jetzt, wo Sie den Pritzkerpreis gewonnen haben?» Aber ich
kann nicht noch mehr machen. Meine Projekte leben davon, dass
ich viel Zeit auf der Baustelle verbringe, dass ich jeden Ziegelstein
kenne und dass ich Detailldsungen spontan vor Ort entscheide,
einfach so aus der Situation heraus. Das macht den Reiz meiner
Bauten aus. Ohne diese ununterbrochene Prisenz auf der Baustelle
wire meine Architektur nicht mehr die gleiche. Meine Ressourcen
sind begrenzt. Mehr geht einfach nicht.

Die meisten lhrer Kunden sind Chinesen.

Ja. Bis jetzt. Doch das Interesse aus dem Ausland nimmt zu. Ich
finde das reizvoll. Gleichzeitig bin ich aber sehr skeptisch. Ich kann
mir nicht vorstellen, wie ich das logistisch schaffen soll.

Werden Sie Auslandsprojekte annehmen?
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Das weiss ich nicht. Ich ringe noch mit mir selbst.

Die Begriindung der Pritzker-Jury, weshalb der Preis letztes Jahr
an Sie ging, ist sehr klar. Die Jury hob vor allem die Schnittstelle
zwischen Tradition und Erneuerung hervor sowie die handwerkliche
Hingabe, mit der Sie Ihre Projekte realisieren. Doch wie lautet lhre
eigene Erkldrung?

Das ist eine schwierige Frage! Ich sehe das dhnlich wie die Jury. Es
geht um das Arbeiten zwischen gestern und heute, zwischen klein
und gross, zwischen Planung und Zufall. Dabei mache ich die gros-
sen Projekte mit der gleichen Detailliebe wie die kleinen. Das heisst:
Ich baue Makro-Strukturen mit Mikro-Genauigkeit. Das gibt es nicht
oft.

Sie bauen viel mit Stein und Ziegel.

Das sind wunderbare Werkstoffe, mit denen sich viele unter-
schiedliche Geschichten erzdhlen lassen. Lange Zeit galt der Ziegel
als robustes, bestindiges Material, mit dem man ebenso robuste,
bestidndige Architektur machen konnte. Nun sieht man erstmals,
wie sich bei Architekten und Bauherren eine Art Experimentier-
freude entwickelt. Pl6tzlich ist der Ziegelstein nicht mehr der klas-
sische Baustoff wie in den letzten Jahrhunderten, sondern ein klein-
er, flexibler Baustein, der vielfiiltig einsetzbar ist und mit dem man
experimentieren kann. Ich finde das sehr erfrischend. Hinzu kommt,
dass Ziegel und Stein ganz einfach archaische und poetische Mate-
rialien sind.

Obwohl Sie mittlerweile ein preisgekronter Baukiinstler sind, nen-
nen Sie Ihr Biiro nach wie vor Amateur Architecture Studio. Warum?
Die meisten Architekten haben Angst davor, von ihren Kollegen
oder Kritikern als Amateure bezeichnet zu werden. Ich glaube, es ist
eine Art Urangst, nicht professionell genug zu sein und als Dilettant
wahrgenommen zu werden. Aber ich sehe das anders. Mit jedem
neuen Projekt betritt man Neuland, und mit jedem neuen Projekt
ist man in gewisser Weise Amateur. Die Professionalitit, auf die
man als Architekt eines Tages zuriickgreifen kann, ist die Summe all
dieser Amateurstadien und Lernprozesse, mit denen man sich von
Anbeginn immer wieder auseinanderzusetzen hatte. «<Amateur» ist
fiir mich also alles andere als ein Schimpfwort. Amateur zu sein, be-
deutet, neu zu sein, neugierig zu sein, wachsen zu wollen. Ich finde
dieses Bild recht schon.
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Ahmed Sarbutu, ,Investieren in Architektur”, in: Archi-
these, 6.2004, S.34-37
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“No more weird architecture” says Chinese president Xl Jinping
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Cao Li, ,China Moves to Halt ,Weird“ Architecture”,

in: New York Times online, Feb.2016

A replica of the Eiffel Tower in a luxury real estate development in the eastern
Chinese city of Hangzhou.
JOHANNES EISELE / AGENCE FRANCE-PRESSE — GETTY IMAGES
FEBRUARY 22, 2016
Sinosphere
By CAO LI

BEIJING — China is home to at least 10 White Houses, three
Arcs de Triomphe and one Eiffel Tower. But 2016 might signal
the end for China’s more grandiose architecture.

A directive issued on Sunday by the State Council, China’s
cabinet, and the Communist Party’s Central Committee says no
to architecture that is “oversized, xenocentric, weird” and
devoid of cultural tradition. Instead, buildings should be
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“suitable, economic, green and pleasing to the eye.”

The directive also calls for an end to gated communities.

The guidelines come two months after a high-level meeting to
address some of the problems that have arisen as a result of
China’s rapid urbanization. The last such meeting was in 1978,
when only 18 percent of China’s population lived in towns or
cities. Now, more than 56 percent of the country’s 1.3 billion
people are urbanites.

The directive also follows President Xi Jinping’s criticism in late
2014 of “weird architecture.”

Experts say that as a result of the new guidelines from top
leaders, they expect stricter design standards for public
buildings. Wang Kai, vice president of the China Academy of
Urban Planning and Design, under the Ministry of
Construction, said that functionality should take precedence in
public buildings. “We shouldn’t go overboard in pursuit of
appearances,” he said.

On Oct. 15, 2014, at a major symposium on culture, Mr. Xi
urged that there be “no more weird architecture.” A social
media platform under People’s Daily, the Communist Party
newspaper, predicted that “in the future it is unlikely that
Beijing will have other strangely shaped buildings like the ‘Giant
Trousers’ ” — a reference to the China Central Television
Headquarters, a hulking, long-limbed edifice designed by Rem
Koolhaas and Ole Scheeren.

<img class="span-asset-img " src="https://cdn1.nyt.com/images/2016/02/23/world/23chinaurban-
webl/23chinaurban-webl-articleLarge.jpg" />

The imposing China Central Television headquarters towering over Beijing.
KEVIN FRAYER / GETTY IMAGES
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Feng Guochuan, an architect from Shenzhen, said that Mr. Xi’s
admonishment had already influenced local governments’
decisions regarding new projects. “Generally speaking, local
governments now tend to approve more conservative designs,”
he said.

In an interview with Dezeen magazine, Patrik Schumacher,
director of Zaha Hadid Architects, said that foreign architects
were finding it more difficult to get work in China. Zaha Hadid
Architects has designed some of Beijing’s more futuristic
residential and office buildings.

“I feel that there is this attempt by the Chinese leadership to try
to make itself more independent and rely on its own talent,” Mr.
Schumacher told Dezeen.

Mr. Feng said he was concerned that Mr. Xi was interfering in

an area that should be left to urban planning departments.

But Mr. Wang said that the stricter standards applied primarily
to public projects. “For private housing or commercial projects,
he said, “there is still space for innovation.”

However, the same directive also says there are to be no more
gated residential communities. Those already in place will be
gradually opened to the public, with their roads opened to
traffic with one goal being to ease congestion.

China began building gated apartment complexes and suburban
developments in the 1990s when the private property market
first took off.

.

http://mobile.nytimes.com/2016/02/23/world/asia/china-weird-architecture.html
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