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Preface

Preliminary Remarks
Every aspect of research ultimately depends onintegests and on the standpoint of the

historian, her education and background. In 20@4eRGries formulated this truth as follows:
“Who you are shapes both what you choose to logkaatl how you interpret it”An
awareness of this fact is the basis for sustainasiearch. There is not one history, but there
are many historians. In 1978, Edward Said publidiednfluential account o@rientalism

and criticized the Eurocentric approach in Oriestaldies. His work had a great impact on
the field of East Asian Studies. Ever since, saisoleave endeavored even more to clarify
their standpoint. In general, it is good practoenake the background of the researcher more
transparent. However, the inability to avoid enmimental conditioning does not necessarily
present a disadvantage for the scholar’'s discoumstact, different viewpoints might even
encourage dialogue and make research feasibleifirgh place. My background consists of
a Western education, studies in art history, sigwlkand Chinese art. My particular interest in
the development of the National Museum of China Ire understanding its self-perception
and the presentation of one of the most importadnné&se collections in the context of a

rapidly changing society.
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In 2006, the DAAD (Deutscher Akademischer Austadsamst) granted me a scholarship for
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Dr. Michael Hesse, Second Advisor; National MuseoimChina: LU Zhangshers & H,
Director-general, Chen Lushen$: /& 4=, Director, the Exhibition Department and the
Department of Foreign Affairs, members of the museaff, namely Chen Y%, Dong
Qing i, Shao Xiaomenglt /M, Su Shengwed’ 4= % and many othergimpArchitekten
von Gerkan, Marg und Partner: Prof. Meinhard vorrk@e, Stephan Schitz, Matthias
Wiegelmann, Patrick Pfleiderer; Staatliche Kunstsdmmgen DresdenProf. Dr. Martin
Roth, colleagues and friends of the museum stafiyell as An Jing%#, Cheng Qiniiil,

Feng Shumeidifits, Beatrice Holler, Petra Lier, Ladipo Odeku, Paari¢ogel, Wu Puzhi

! Gries, Peter Hays. China’s New Nationalism: priutglitics, and diplomacy. Berkeley 2004, p. 10.
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REEZ, my parents and my partner Masaru Shimizu. | @neoarse, solely responsible for

the shortcomings of this work.

Conventions
This thesis employs Pinyin for the transliteratafrChinese terms and phrases. In quotations,

other transliteration systems have been left ungb&nChinese names and locations with a
well-established English spelling have not beereraft. Simplified Chinese is used
throughout the study, even for material originatibgfore 1949. Chinese characters are
introduced with the initial use of the term or whityve direct analysis of terms requires it.
When exhibition text was available in Chinese anglih, the official English version was
guoted. Unless otherwise stated, translations fpamary and secondary sources are by the
author. Secondary sources have been compiled iotonprehensive bibliography at the end
of this study. In general, illustrations are nundaeconsecutively; however, exceptions in the
arrangement of illustrations are made in orderlimaafor comparisons. The illustrations of
the exhibitions are arranged chronologically tonpera comprehensive impression of the

display.
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Introduction

Research Subject

In March 2011, the newly renovated National MuseainChina Fig. 1], a union of the
former Museum of Chinese History and the Museur€lohese Revolutioch opened to the
public at Tiananmen Square, the heart of the Chimegtion. The transition to a modern
museum complex was fast, ambitious, and, to a ioeg&tent, drastic: Only 20% of the
original building was kept; 80% is new structurep@&nding the museum on a gigantic scale
from 65,000 m? to almost 192,000 m2. Furthermorgh wonstruction costs of 2.5 billion
Yuan (then ca. US$380 milliohjhe undertaking can be considered to be one ofrtbst
important museum projects of the last decade. Eamping of the National Museum of
China evolved from the first request of design psals in 2004, through the planning and
execution of the project by the architects of voerkan, Marg and Partnergnip working
with the China Academy of Building Research (CABR),the museum opening in 2011.
After many years of reconstruction, the museumedpn size and now presents itself as the
largest museum in the world, with a new look ane risplays. The project outcome, a
showcase of culture and history, and certainly ltul figurehead of the whole nation, is

more than worthy of analysis.

Research Questions
Since the National Museum of China launched thermational bidding process for the new

design of the museum in September 2004, the musesrbeen pursuing the objective of
being recognized as the best museum in China amdfaie top museums worldwide. It was
the declared aim of the museum that “the Nationas&um of China will be constructed to a
world-leading museum comparable with the time-hedorivilization of China™ As

described by director-general LU Zhangsh&ni #1, the Chinese government intended the

National Museum of China to correspond with theesit the country and its civilization,

2 Both museums underwent phases of renaming (seg Indvarious publications, their names appear in
different translations. In order to avoid ambiguityis paper will refer to the previous museum$Sg2003) by
using the following translation: Museum of Chingdistory (7 [E 7 2 1 4)18) and Museum of Chinese
Revolution ¢ [F iy {#4)1E).

3 Gmp 2011, National Museum of China, Beijing, braghuGmp Public Relations and Communication.
Hamburg 2011, “Facts and figures”, n. p.

* The National Museum of China, “Introduction.” hifprwwnmch.gov.cn/en/survey/index.jsp:
http://www.nationalmuseum.cn/en/survey/introductiotgex.jsp (accessed, April 18, 2007).

-1 -
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respectively’ Did this intention indicate only a ‘bigger-is-bstt mentality? Or were the

objectives for the reconstruction of the Nationalddum of China more manifold?

Since the emergence of museums in the latecedtury, these institutions have been
treated as instruments for defining national idgnand even creating a platform for

exploring individual identity.

National museums shoulder the responsibility ofddug national identity. Ideologically driven,
they can inform and reflect national consciousnexsesent national unity and offer sites for
the production of citizenship. Born of modernitydanontemporaneous with the birth the
notions of the nation-state, national museums #meep that serve to construct collective
identities and, increasingly, multiple cultural gdiivities. They are spaces of imagination,
part of the myth as well as the reality of natioidaintity.”

To date, “every nation uses its museums to reptemah reconstruct itself anew in
each generatior The emergence and development of the National Musef China have
proven to be no exception. Following the radicaremmic and social transformation of the
People’s Republic of China within the last decademnendous changes have taken place
both in the realm of culture and in the concephefnation. China was demanding a new role
and redefinition of its status on the internatiofmaht. Based on a changing national image,
the National Museum of China, as an official platidor explaining the nation’s history and
culture, had to reinvent itself as the showcaséhfemation. However, how does the National
Museum of China today present itself in comparisorits former stages of development?
What was being pursued besides size and grandsuif dontinuity or change which
dominates the new design of the museum? Do thesea$pects give clues about the self-
image, which was aspired by the National Museur€loha, its official presentation of its

history, memory and identity?

The objective of this study is to observe the ontemf the newly created museum of

2011. It analyzes which path was chosen, whicltiaffiobjectives were being followed, and

® See Siemons, Mark. “Das Programm heiR3t: groR.Akfater Allgemeine Zeitung, Feuilleton, March 281,
p. 33.

® Cf. Kaplan, Flora E.S. (ed.). Museum and the mgkif ourselves. The role of objects in nationalniitg.
1995; Anderson, Benedikt. Imagined Communities:1édibns on the Origin and Spread of NationalisrawN
York 1983.

" “Building Identity: The Making of National Museunasid Identity Politics.” Conference, Taipei Natibna
Museum of History. http://www.mela-project.eu/ev&@details/conference-the-museum-2011-building-itent
the-making-of-national-museums-and-identity-posititGaccessed, February 2, 2012).

8 Kaplan 1995, p. 4.

-2-
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which forces in the museum planning were intergctowards change. At large, it seeks to
examine how its architecture facilitates the buigdof memory, how the shaping of history

links the past to present and future by meansehthseum display and how the presentation
of identity through the combination of both archttee and display was developed.

Research Methods

This thesis examines concepts, ideological anaiicstt developments, and the architectural
appearance coupled with the exhibition arrangenmetite newly designed museum. The new
museum design of 2011 is thereby central to thestgation and will be contrasted to
former stages of the development and relevant nmisexamples worldwide. Chapter One
frames the subject, in that the relevant termiistory, identity, and memory are introduced
and defined in their relation to the National Museaf China. In order to avoid applying
dissimilar ideas to a single term, the precisenaaiion of these terms in the given context
paves the way for a sustainable analysis of thetoures raised above. The emergence and
development of the National Museum of China, inglgdts current orientation, create the
point of departure for further analysis. ChapteroTexamines the building of memory
through the architectural form and deals with thiéfving questions: In which way does the
architectural modernization of the National MuseafrChina correspond to, reflect on and
parallel the development of China itself? How ddes architectural realization express the
intended functions and serve as a memorial forsthge’s official narratives? Finally, how
were Chinese and local building traditions takein @mccount and can one particular identity-
forming character be ascertained in the architattaoncept? In order to answer these
guestions, the architecture of the newly designedeuam is described and analyzed through
comparison with the original architecture of 1958ith competition proposals and
developmental plans of 2004 to 2007 and with refevauseum buildings worldwide.
Chapter Three investigates how history is shapessemted and interpreted by means of the
museum display. Current exhibition contents andigesare described, analyzed and
compared with the former stages of exhibition piagnWhich stories are told and which
stories are omitted in the display? Is it possiblesolate a continuing master narrative or has

an adjustment in historical perspective taken lace

In each chapter, a diversity of sources has todmsidered and different methods
must be applied. Text-based research is employathderstand the historical background

and the underlying concepts, recognizing Chinesagican and European accounts. The

-3-
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continuous influence of Western thoughts in theettgsment of the National Museum of
China makes an analysis of Chinese and internateew@unts compulsory. In addition to
monographic works and essays, diverse museum jisus@entific articles and recent press
releases documenting the development of the revampioject until the opening of the
National Museum of China in 2011 are evaluated.tReranalysis of architectural form and
of exhibition design additional secondary souregsich include in particular records from
the National Museum of China’s own documentatiod photographic material, have been
employed. lllustrations and textual records offtivener stages are taken into account for the
comparison of architectural form. Source materialating to former exhibitions and
exhibition concepts is scarce and their documematather fragmentary, as exhibitions are
ephemeral and have a short life cycle. Of majorartgnce for this study are unpublished
exhibition outlines from the Museum of Chinese bligtfrom 1958, 1972, 1981, 1993 as
well as excerpts of work reports of the ‘Road ofuRenation’ exhibition from 2007 and
2008? Originally intended for museum staff internal wsdy, they were made available for

this study and significantly contribute to it.

Any contemporary topic has natural limitations meljag the use of traditional text-
based analysis. Therefore, additional researchnigebs such as participatory observation
and guided communication methods had to be appRedearch for this thesis started in
2006, accompanying the project from conception ughothe reconstruction period to the
reopening of the museum in 2011. Recent photogtaglicumentation and on-site
observations provided important material for thalgsis of the architectural form and the
exhibition design. Furthermore, former and curreahstruction plans were available for
analysis. As part of the curatorial team for thestfiinternational exhibition held in the
redesigned museum after reopening, the author ©f #tudy contributes first-hand
information, gathered during five months of on-siddservation and frequent visits
throughout the entire reconstruction period. Ineortb understand the path the decision-
makers have taken, open guideline-based intervigare conducted with the architects of
gmp and museum staff, key parties in charge of theepte. For these interviews,
individually developed questionnaires served asasisbfor discussion. Interviews were

conducted in oral form as well as in written cop@sdence. In some cases, voice recording

° Cf. Primary Sources, Unpublished Sources (seg 5.1.

-4 -
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was employed for accuracy of documentation. Thermétion abstracted from these

interviews is included in the analysis in form afraphrased answefs.

Additionally, three surveys were conducted to asdég public recognition of the
project as well as to gain insight from the musetaff. The first questionnaire was directed
to the interested public and the second to the umssaff. These two surveys were carried
out after the museum was closed for reconstructio@007. The third survey addressed
visitors after the reopening of the museum in 200He questionnaires, although similarly
developed, were adapted for each target groupha&otihe museum staff was particularly
constrained to provide background information alibetexhibition and collection, whereas
knowledge about approval of the project was a eéaspect of the 2007 survey of the public.
In 2011, the questionnaire was based on the exmerief the former survey but specially
tailored for the visiting audience. Neverthele$® tommon structure of the questionnaire
allows comparisons among the different survey tesilhe surveys samples were not large
enough to be representative. However, the manyichakl answers elucidate the key issues
and various aspects thereof; the surveys help timewverall impressions and contribute
atmospheric pictures. Comprehensive documentatiotineo questionnaires and the survey
results, including statistics and individual stagens, is provided in the Appendix (see. 6.2.).
The immediately relevant particulars of the resuitswever, are included in the analysis of
the architectural form and of the exhibition desig8ociological discourse was consulted for

the methodical evaluation of survey and interviesutts'*

Previous Research

Within the last decades, the history and developroEmuseums has moved more and more
into the focus of art history scholars. Museologyl anuseum studies, established half a
century agt’, have gained new recognition among academicsdrWlestern hemisphere.
Furthermore, museum edifice-hype has fostered reseturing the last 25 years such that

the emergence and the development of the eariesbficontemporary museums have been

12 Meuser, Michael and Nagel, Ulrike. “Expertinneeinviews-vielfach erprobt, wenig bedacht.” In Bogner
Alexander, Littig, Beate and Menz, Wolfgang (edBas Experteninterview: Theorie, Methode, Anwendung
Zweite Auflage. Wiesbaden 2005. p. 14.

1 Bogner/Littig/Menz 2005; Bortz, Jirgen and Déringicola. Forschungsmethoden und Evaluation fiir
Human- und Sozialwissenschaftler. Dritte Auflageid¢lberg 2005.

12 Museum Studies were, for example, established ravesity of Leicester (UK) in 1966 and at George
Washington University (USA) in 1976.

-5-
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well documented® Numerous publications on the relationships betweaseum and culture,
politics, society, ideology, knowledge and modsriaive emerged in recent years. Besides
contributions stressing the lines of developmerinagraphs about modern museums have
also become available in increasing numbérurthermore, the development of the national
museum as a specific museum type has found schakrbgnition*> Several works about
the major Chinese collections exist in Chinese Afabstern languages, with especially the
history of the imperial collection being well docemed:® However, museum studies and
museum history still appear to be only emerginggdéien China. The Western scholars Kirk
A. Denton and Julia F. Andrews have dedicated sohtkeir scholarly work to the analysis
of particular aspects of Chinese museums and pinegentations, paving the way for further
research/ Within the last two decades, more and more Chisebelars devoted their work
to the field of museum researthThe origin and institutional history of the Natin
Museum of China is documented in various museunigaitons and is partially included in

the scholarly discourse, for example in the workslong Chang-tat’ In 2003, the National

13 pomian, Krystof. Der Ursprung des Museums. Vom 1@emn. Berlin 1988; Benett, Tony. The Birth of the
Museum: History Theory, Politics. New York 1995;iefll, Gottfried (ed.). Die Erfindung des Museums:
Anfange der burgerlichen Museumsidee in der Fraselien Revolution. Wien 1996; Mack, Gerhard.
Kunstmuseen, auf dem Weg ins 21. Jahrhundert. Baséh/Boston 1999; Maier-Solgk, Frank. Die neuen
Museen. Koéln, 2002;

14 McClellan, Andrew. Inventing the Louvre: Art, Pids, and the Origins of the Modern Museum in
Eighteenth-century Paris. Cambridge 1994; The #ritMuseum. British Museum Press, London 2000;
Eikelmann, Renate (ed.). Hundertflinfzig Jahre Biaghes Nationalmuseum. Miinchen 2005; Alofsin, Antho
(ed.). A Modernist Museum in Perspective: The Hastding, National Gallery of Art. New Haven/London
2009.

!5 plessen, Marie-Louise von (ed.). Die Nation une iMuseenFrankfurt am Main/New York 1992; Raffler,
Marlies. Museum — Spiegel der Nation? Zugange zstodschen Museologie am Beispiel der Genese von
Landes- und Nationalmuseum in der Habsburgermoigaréfien/Kéln/Weimar 2007.

1% edderose, Lothar. “Die Kunstsammlungen der Kavser China” In Ledderose, Lothar (ed.). Palastmaseu
Peking: Schatze aus der Verbotenen Stadt. KatalwgAmsstellung. Berlin 1985, p. 41-47; Shih, Shou-
Chien.“Die kaiserliche chinesische Sammlung undNisonale Palastmuseum.” In Schatze der Himmeltssoh
Die Kaiserliche Sammlung aus dem Nationalen Palastom, Taipeh. Die Gro3en Sammlungen. Kunst- und
Ausstellungshalle der BRD, Bonn 2003; p.13-19; Falign C. and Watt, James. Possessing the Pastufesa
from the National Palace Museum, Taipei. Exhibiti@talogue. New York 1996. Li, Xianyao and Luo, Zbke
2010. China’s Museums. Translated by Martha AvBsjjing 2010

" Andrews, Julia F. Painters and Politics in theffee Republic of China, 1949-1979. Berkeley: Ursity of
California Press, 1994; Denton, Kirk A. “Visual mery and the construction of a revolutionary pasinpngs
from the Museum of the Chinese Revolution.” In Mod€hinese Literature and Culture, Vol. 12, NoFall
2000, pp. 203-235; Denton, Kirk A. “Museums, MenabrSites and Exhibitionary Culture in the People’s
Republic of China.” In Michel Hockx and Julia Stsau(eds.). Culture in the Contemporary PRC, Then&hi
Quarterly Special Issues, New Series, 2005, Npp643-64.

BWwang, Hongjunt#%J. Zhongguo bowuguanxue jichu / The basis of Chinessedlogy [F {# 41 2 3

fili. Shanghai, Shanghai guji chubanshéy, Fifg & Hi itk 1990; Qin, Shao. “Exhibiting the Modern: the
creation of the first Chinese museum, 1905-1930.The China Quarterly, No. 179, September 20046p84-
702; Su, Donghal} <. Bowuguan de chen8i41E 171 [Meditation of Museums in China]. Juan'ék

—, BeijingHt &t : Wenwu chubanshes#) H i+t 2006.

19 Exhibition of Chinese History. Compiled by the Neial Museum of Chinese History. Beijing 1998;
Zhongguo lishi bowuguan 90 niah[E J7; S 475 2002 [# 5 S 40 904E, Jbi 2002, The National
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Museum of China, in cooperation with the Beijingrial University, launched a broad-
based visitor survey concerning the revamping ptdj&The evaluation of more than 4000
guestionnaires gives comprehensive information thkmublic opinions concerning the
development of the institution, its architecturel amsplays (see 6.2.1.).

For the analysis of the concepts of history, menag identity (Chapter 1), relevant
sources from the neighboring disciplines of so@yglgsychology and philosophy were taken
into account* Several works of Chinese and Western scholars rdeoti the recent
development of Chinese historiograptfyFollowing the shift of society, research about
Chinese nationalism experienced a zenith, espgcddring the 1990s, and numerous
scholarly works were published, from the highly ¢iomal to the more scientiff¢ Here, the
discourse mainly focused on the question of Chinesmiliation through Western and
Japanese imperialism during thé"&nd 28' century. Despite, or possibly even because of
ongoing globalization debates of the last few desadhe international discourse has been

focusing on national museums and their role in tieformation?* The field of museum

Museum of China 2002. The National Museum of Cliflayears; Hung, Chang-tai. The Red Line: Creating a
Museum of the Chinese Revolution. The China Quigrtédo. 184 (2005), pp 914-933; Zhongguo geming
bowuguan 50 niardf [E 24y f#47E 504F) ,20014F 10 A 28 1 ix; Zhongguo guojia bowuguan 2009. Fuxing
zhi luE X% 2 1 E E Z Y —— BeijingHb sl : X iitt, 2009.9.

2 Hao, Guosheng and Huang, Chen. Bowuguan shehuifiowgneng yanjiufi [E [, #E8. 12k S
TIREWT 7T, [Research about social service function of musduBeijing: zhishi chibanshe.Jt5t: & H kit
2005, p. 51.

2L Assmann, Jan and Hélscher, Tonio (eds.). Kultuf @Gedachtnis. Frankfurt am Main 1988; Bloom, Witlia
Personal identity, national identity and internagibrelations. Cambridge Studies in Internationalaons, 9.
Cambridge 1990; Danziger, Kurt. Marking the mindhi&tory of memory. Cambridge: Cambridge University
Press 2008; Lambert, Peter and Schofield, Phidigs(), Making History: An Introduction to the Hisgoand
Practices of a Discipline, Routledge 2004; Olickffrgéy K. and others (eds.). The collective memagder.
Oxford University Press 2010.

2Qiju, Jin. “History and State: Searching for thetRashe Light of the Present in the People’s Réijoubf
China” In Historiography East & West 2:1, Leider020 Weigelin-Schwiedrzik, Susanne. “In Search okhMa
Narrative 20th—Century Chinese History.” In The @hQuarterly, 2006, No. 188, pp. 1070-1091; Li, iyma
“From Revolution to Modernization: The Paradigmafi@nsition in Chinese Historiography in the Reform
Era.” In History and Theory 49, October 2010, pp6-8360; Schrecker, John E. 2004. The Chinese reégolin
historical perspective. Greenwood Publishing Grdspcond Edition 2004; Ma, Xueping 2005; “Observaio
on the Life of Marxist History in East and West” i@hinese Studies in History, Vol. 38, nos. 3-4,
Spring/summer 2005, pp. 38-68.

% Dittmer, Lowell and King, Samuel S. China’s QuistNational Identity, Ithaca 1993; Hoston, G. Thite
Identity and the National Question in China andadagPrincton 1994; Chen, Xiaomei. Occidentalisn®5t9
Unger, Jonathan (ed.). Chinese Nationalism. NewkYI®&96; Chang, Iris. The Rape of Nanking. 1997; €&ph
Paul. Remembering and Forgetting: National Hunidiain 20th century China. 2002; Fitzgerald, JoBhina
and the Quest for Dignity. National Interest 1999;

% plessen 1992; Kaplan 1995; Macdonald, Sharon J.s&Mms, national, postnational, and transcultural
identities.” In Museum and Society 1 (1), Univeysdf Sheffield 2003, pp. 1-16; Raffler 2007; “Buitg
Identity: The Making of National Museums and IdgntPolitics.”, Conference Taipei National Museum of
History; http://www.mela-project.eu/events/detaitsiference-the-museum-2011-building-identity-theimg:
of-national-museums-and-identity-politics, (accésseebruary 2, 2012)
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architecture (Chapter 2) is well documented. Iren¢g/ears especially, the academic focus
was on the architectural impact and on the pubiicfion of the institution& Alongside the
growing interest in museum architecture, the rdleeoonstruction as well as the ‘adding-on’
practice in architecture has to be examifitBeside the scholarly discourse, it became
common practice among international star architectmake their work and concepts public
through highly sophisticated architecture publimasi?>’ These accounts highlight the
architect’s standpoints and can therefore be inaporsources of information. The original
museum building was included in the state buildorggram of the so-called ‘Ten Great
Buildings’ (+XZ %) in 1959. Because of its political prominencestprogram is well
documented and descriptions of the original museuitdings exist in various accourffs.
Furthermore, numerous contributions document tfierdnt phases of reconstruction and the
importance of Tiananmen Square, where the firddimg of the National Museum of China
was erected’ The original building incorporated traditional @ase and Western features as
well as elements of the Socialist Realism stylethted former Soviet Union. Therefore,

accounts of such stylistic features and their dgwekent are taken into consideratf3rror

% Flagge, Ingeborg (ed.). Museums Architekidamburg 1985; Davis, Douglas. The Museum Transfdrme
Design and Culture in the Post-Pompidou Age. NewkY®991; Lampugnani, Vittorio Magnago (ed.).
Museumsarchitektur in Frankfurt: 1980-1990, MincHg90; Newhouse, Victoria. Wege zu einem neuen
Museum: Museumsarchitektur im 20. Jahrhundert.il@sth 1998; Lampugnani, Vittorio Magnago and Sachs
Angela (eds.). Museen fir ein neues Jahrtausee@nléProjekte, Bauten, Minchen 1999; Abrell, Herbed
Kob, Edelbert (eds.), Museum Architecture: Textsl &vojects by Artists. Kéln 2000; Greub, Suzannd an
Greub, Thierry (eds.). Museen im 21. Jahrhunddeeih Projekte Bauten. Minchen/Berlin/ London/ Newvky
Art Centre Basel 2006.

% Nerdinger, Winfried (ed.). Geschichte der Rekardton, Konstruktion der Geschichte. Miinchen 2010;
Treib, Marc, “Adding on” In Alofsin 2009, pp. 14%1.

27 Gmp. Ideale Stadt-Reale Projekte. Ausstellung@tStuttgart 2005; Flagge, Ingeborg (ed.). VotkMarg.
Architektur ist - natlrlich nicht unpolitisch, Miinen 2008; Gerkan, Meinhard von (ed.). Projects fin&
Munich, Berlin, New York 2008; Gmp. Luchao — Ausx&in Tropfen geboren. Architecture for China von
Gerkan, Marg und Partner. Museum fur Kunst und GeaieHamburg 2003.

% Beijing shida jianzhu shejit 51+ K& 51#% i 2002. Beijing Ten Prominent Buildings. Beijingshiilgua
weiyuanhuidt 5 17 BRI ZE 52 2>, Tianjin 2002; Wang, Zhengming: 4" (ed.A:4) 2001. Qiji shi zenyang
chuangzao de — renmin dahuitang jianshe shifjud 2 /£ 013 - A RO & H 2% 5L1E [How a miracle
was created — history of the construction of GHsit of the People] Beijing/1t 5{: Zhongguo shudiad [E 13

J& 2001.9.

2 | edderose, Lothar 1988. “Die Gedenkhalle fir Masd@hg. Ein Beispiel von Gedachtnisarchitektur.” In
Assmann/Hélscher 1988, p. 321; Daum, Andrew W aralidi, Christof (eds.) 2005: Berlin, Washington,
1800-2000: capital cities, cultural representatiand national identities. Cambridge 2005; Meyeffrdg F.
1991. The Dragons of Tiananmen. Beijing as a SaGigd University of South Carolina Press. Accoglito
Meyer “symbolic point of contact” between emperadahis subjects p. 47; Wu, Hung 1991. “Tiananmen
Square: A political history of monuments”, In Reggatation, No. 35, Summer 1991, pp. 84-117, pVa&ng,
Zhengming 2001.

30 Aman, Anders. Architecture and Ideology in EastEtmope during the Stalin Era: An Aspect of Cold War
History. Cambridge Massachusetts 1992; Huber, Wer2@07. Moskau- Metropole im Wandel. Ein
architektonischer Stadtfihrer. Koéln 2007; Tarchanoexej; Kawtaradse, Sergej 1992. Stalinistische
Architektur. Aus dem Englischen von Ursula Bischdffinchen 1992; Noever, Peter (ed.) 1994. Tyradesi
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the analysis of the collection, the former andribe exhibition designs (Chapter 3), museum
publications, catalogues and scientific journalsenbeen consultett.Previously mentioned
accounts offer insight into portions of the formethibitions: Chang-tai Hung draws his
information about former exhibitions from contemgigyr newspaper articles, Denton and
Andrews worked mainly with the display itself. Fugtmore, accounts about the exhibition
practices of Soviet museums have been exani®dcondary sources concerning the very

early development and present display of the etibibare scarce.

Schénen. Architektur der Stalin-Zeit. Wien 1994,;d€oJeffrey W., Steinhardt, Nancy S., Atkin, Tored$.)
2011. Chinese Architecture and the Beaux-Arts. Birsity of Hawai'i Press 2011.

31 Zhongguo guojia bowuguan guankan. Journal of Mativiuseum of Chinatf [ [ 5 #4188 Fl .
Beijing/ 4t 5t 2011; “Fuxing zhi lu 90 nian® »iX % 904F [Road of Rejuvenation, 90 Years]. In
Civilization/Wen Ming,+ [E /& CHAM{E, 2001, 12 A4

3 Jolles, Adam. “Stalin’s Talking Museums.” In Ox@oArt Journal, March 28, 2005, pp. 429-455; Groys,
Boris. “The struggle against the museums; or, ibplay of art in totalitarian space.” In ShermangBfi 1994,

pp. 144-162; Levykin, Konstantin. “Russland. DaaaBtche Historische Museum als Nationalmuseum.” In
Plessen 1992, pp. 96-107.
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1. Framing the Subject: Origins and Concepts

1.1 Introduction

The National Museum of China, whose current pregemt results from historical
developments, is one of the most important museaftise People’s Republic of China and
is a place where memory, history and an identieyaeated and remain valid for a specific
time. For the analysis of the present situatiothefmuseum and its current appearance it is
necessary to trace the historical development efntluseum as well as to define intrinsic

concepts of memory, history and identity and thelievance for the museum today.

Everywhere in the world, new museums are emergmytheir scope has developed
in multiple directions. In order to understand tyeesic concept of museums in general and
analyse the development of the National Museum ldh&in particular the term demands
clarification. According to the statutes of theeimational Council of Museums (ICOM), a

museum is generally defined as follows:

A museum is a non-profit, permanent institutiortlie service of society and its development,
open to the public, which acquires, conserves,arebes, communicates and exhibits the
tangible and intangible heritage of humanity asdceiivironment for the purposes of education,
study and enjoymerit

Museums maintain collections of cultural artifaetsich illustrate a particular area,
time and tradition in the history of mankind. Theyore, conserve and display their
collections, thus fulfilling social, educational daentertaining functions. The concept of
museums originated in the Western traditfand was adapted in China in the course of the
20" century (see 1.3.). Since their emergence, musebave depended on current
developments and even have constituted a partiedlanession of their time. Contingent on
their collection and research assignment, publicseums exert influence on and have
considerable responsibility for which cultural amlements will be inherited by future
generations. Yet, museums are only capable otiditisg the questions raised at a particular
moment in time and answer them by means of theakz#tion of their display, thus
expressing the current underlying social ideoldgghibitions are the main media in fulfilling

the museum’s obligations of cultural and educatialasks. However, as only a small

33 4/COM Statutes.” Article 3, Section 1, http://icomuseum/statutes.html#3 (accessed May 24, 2008sta
version adopted during the 2General Conference in Vienna, Austria, in 2007.
3 Western traditions are defined in this paper leyttaritage of the European and North American cestu
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percentage of the collection can be on displaynattone, it is the curator’s responsibility to

select the artifacts and information and to maleertlaccessible to the public.

Just as the National Museum of China has set itiseltask of being a 'global player’,
it has also then exposed itself to being measuyetthdy standards and criterion of the global
museum environment. However, do the fluctuations giobally connected world demand
new images of both oneself and the other? How learconcept of a national museum, with
its origins reaching back to the" @entury, be met by the National Museum of Chinds t
outdated? Furthermore, how does the museum defingeiv role in the context of its own

history?

The National Museum of China is a state institutiamich represents the official
view of the nation. It serves as an expressiomeftimes, forged through the demands made
by society while at the same time, shaping the ggion of history, memory and identity.
These three terms stem from common langtraged circulate in scholarly discourse; their
meanings, however, either change with time or aemepplied in an indistinct manner. In
order to avoid misconceptions, it seems crucialgfine the terms of history, memory and
identity for the given context, venturing beyonck theld of art history, and search for

explanations in the related fields of history, pedphy, psychology and sociology.

1.2 Concepts

1.2.1. History
The major task of the National Museum of Chinadsdisplay the country’s history as a

collective interpretation of the past, by meansooél or written records and material
documentation. To define a historical standpoinpaaticular understanding of history is
employed and needs to be revealed. Throughoutasie @very culture brought forth trained
scholars or writers, producing various categorie$istorical records, legends, myths and
official chronologies, thereby forging a historiaghic tradition of transmission and

interpretation of the historical legacy.

% Fearon, James D. “What is Identity (As we now theeWord)?” Department of Political Science, Stadfo
University. November 1999, p. 6,
http://www.stanford.edu/~jfearon/papers/idenlv2 fatfcessed October 20, 2012).
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China holds a long and remarkable tradition of rédaeping, which reaches back
more than two millennia and includes the writingaoihals, chronological lists, biographies
of individuals and clans. As in the West, in ortietegitimize its functions, the early ruling
elite commissioned professionals to control thecan, to compile, to compose, to interpret
and to rewrite official records. To serve and sectire dynasty, historians made use of
favorable presentation of the current ruler by dipg him in a long line of rightful
succession or even degrading the previous Fliléor centuries, Sima QianRecords of the
Grand Historianof the first century BC, which glorified the Zh@ynasty as ideal, served as
an influential model in structure and focus andpkdl to standardize documentation of
dynastic history’’ The impressive canon dfwenty-five historiesof which the last was
approved in 1921, covers 2000 years of Chinesergisind gives testimony to the long
tradition of official standard histories in China. the 20" century, Chinese historiography
continued to be written at the request of the guklite, serving as the official historiography
of the staté®

For centuries, Chinese history was perceived aswning cycle of events, explaining
the sequence of flourishing, decay and replacemwfetiynasties and the passing on of the so-
called ‘Mandate of Heaven’{#{). Chinese philosophical accounts provided thelmigoal
framework with Confucianism in particular addingharal component to historiography. The
dynasty in power utilized this cyclic approach @sping on history for its own purposes.
Since the beginning of the 2@entury, this cyclic tradition has been compleradnhowever
not fully replaced, by a linear understanding oftdry introduced by the We&t. This
approach originated in antiquity and was adaptedhleyChristian Salvation Histof}.The
linear understanding of history is characterizedhmsy establishment of a progressive line of
explanation from former to more recent evéhtherefore, it is not less prone to teleological

interpretations and explanations of the past tharCthinese cyclic understanding.

% Cf. Hung, Chang-tai 2001, p. 467.

37 Qiu, Jin 2004, p. 7; Wimmer, Franz M. “Geschicder Philosophiehistorie.” Lecture 1994, University
Vienna, http://homepage.univie.ac.at/franz.martimmer/phhistvi2.html, (accessed, February 1, 2012).

% |ggers, Georg G. 2007. Geschichtswissenschaft n Z2ahrhundert: ein kritischer Uberblick im
internationalen Zusammenhang. Géttingen 2007, p. 13

39 |ggers 2007, p. 21.

0 Wikipedia contributors. “Heilsgeschichte.”

Wikipedia, The Free Encyclopedia, http://de.wiki@edrg/wiki/Heilsgeschichte (accessed October B422.
“L|ggers 2007, p. 12.
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The linear interpretation of history was introducted China along with Western
concepts such as nationalism and Marxism-Leninishich were adopted by the Chinese
intelligentsia at different times. These concep&eremployed in politics by various parties
competing for power and modified to the specifiesdgeand the environment at the beginning
of the 20" century®? At the same time, earlier traditions such as Cciafiism were assaulted.
Nationalism and state-nationalism emphasize thgy wiithe cultural background, language
and heritage of the state. Following Sun Yatseroftipal ideas, nationalism and state-
nationalism were employed as the ideological bfagishe newly formed nation-state by the
Nationalist Government of the Republic of Chinaf¢ X [F [ IEUFT). The approach was so
successful that, for example, the reformer Liangh@o 5 # (1873-1929) proposed
replacing the Chinese dynastic history writingandr of a national histord? In the course of
the Communist takeover and the establishment of K&na™in 1949 nationalism was
subsequently replaced by Marxism-Leninism, whiclainoed to provide a historical
explanation of sociefy and was tightly linked to the victorious revolutazy movement and
the Communist Party ideology. Although a new cambrmethods was established and
applied in the historic discourse, this new ideglags nevertheless constrained in becoming
an independent scientific method, because it fabva predefined position of positivist

development of sociefif.

After the Chinese Communist Party (CCP) came togupw new master narrative
based on Soviet Russian models, the Marxist-Lemindoctrined’ and Mao Zedong's
Thoughts was implemented and dominated the interima of modern Chinese histcf3.
Following the materialist interpretation of Marxiswhich defines all history as a class
struggle in which different groups of society strifor the means of productith “the

dynastic history of China was reinterpreted asctir@lict between feudal power, the emperor

2 Ma, Xueping 2005, p. 56.

“3 Cf. Weigelin-Schwiedrzik 2006, p. 1073.

*4 The term ‘New China’ defines the People’s RepubficChina since its foundation in 1949 and is fremfly
applied by the CCP and writers outside China uotihy.

*|ggers 2007, p. 77.

“© Ibid.

" In 1924, Marxism-Leninism, a combination of Matxisstorical materialism and a practical guidelfoe
establishing communism and socialism, was madeoffieial state doctrine of the Soviet Union. Cf. Ma
Xueping 2005, p. 53; In Soviet Russia Marxism-Léstimwas the most powerful and served for the legition
of the newly established dictatorship. It was thsib for further social historiography; cf. Iggéa07, p. 31.

“8 Cf. Qiu, Jin 2004, p. 13, Schrecker 2004, p. 213.

49Shaw, William H. and Smith, Charles Saumarez. “N&anx” In Turner, Jane (ed.) 1996. The Dictionary of
Art. Volume 20, p. 524-528, New York 1996, p. 525.
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and the imperial bureaucracy on one side, andritideaudal forces, the peasant rebels on the
other.”™ Furthermore, the new historical approach implereiihie CCP as the guiding force
of the sequence of revolutionary events, leadinipécfoundation of New China. Like Joseph
Stalin before him, Mao Zedong:#¥ %< (1893-1976) recognized both the importance of an
ideological historical concept and the legitimizipgwer of its interpretation as being
urgently needed for the newly established natiod, far the stabilization of his own position.
He systematically began to exert influence on teecgption of history by encouraging
historians to his way of thinking and toward hisrowritings>*

The new master narrative introduced by the Soviebk) and adapted by the CCP
was institutionalized during the 1950s and 1980&fter the official breach with the Soviet
Union in 1961, both states made claim to posseshmdrue legacy of Marxism-Leninist.
This universal claim to legitimacy led to the idaa of the Chinese historiographic
discourse, which was only overcome starting in 19%Ben the general political course
promised change¥.The obligatory subject course of party history émiversity students
was cancelled in the 1980s. At the same time, thiing of unofficial history @ 5)
commenced mainly conducted by amateur historia@alirdy predominantly with historical
biographies® and with the revival of traditional thoughts suak Confucianism. Official
historiography (E5) was also in for a change. However, shelving Matwstrines posed
great challenges as they had served as a necéssating agent for state and socigtCCP
history writers faced the dilemma of how to disenthemselves from Mao without
separating from the ideological and historical sonftthe CCP. On the BGnniversary of the
Party in 1981, the Central Committee passed th@utsn ‘On some questions regarding the
history of the party since the foundation of the@?RBy initiating the formula of 70:30,

stating that Mao’s contributions were correct if&@nd mistaken in 30% of the cases, the

0 Qiu, Jin 2004, p. 28.

> Middell, Matthias. “Marxisitische Geschichtsschnailg.” In Eibach, Joachim and Lottes, Giinther (e2802:
Kompass der Geschichtswissenschaft. Ein HandbugtiinGen: Vandenhoeck & Ruprecht, 2002., p. 70.

2 Cf. Ma Xueping 2005, p. 56.

>3 Middell 2002, p. 69.

>4 Ma, Xueping 2005, p. 56.

%5 Unofficial history writing often applied oral histy and interview techniques as methods; cf. Waigel
Schwiedrzik 2006, p. 1070.

¢ MacFarquhar, Roderick. “The China Quarterly areltfistory of the PRC.” In The China Quarterly, 2086
188, pp. 1092-1097, p. 1096.
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dilemma was addressétHowever, this did not solve the problem of shaivthe previous

master narrative, as a substitute needed to bel flmurtegitimating reasons.

In the cause of the patriotism campaign of the $980d 1990s, some tendencies
toward neo-traditionalism and a revival of traditi Chinese history and culture emerggd.
However, the Chinese state remained cut off frenoitn past and traditions in many ar&as.
Within the last decade, the theories of modermmathbecame most influential in history
writing.?® In contrast to the former master narrative, basedhe revolutionary explanation
of historic events, the modernization narrativeested reforms and top-down changes in
society, examining late Qing and Early Republicaitiss at the beginning of the 90
century. Some historians, such as Li Hualyin, velithat the modernization theory replaced
Marxist historical materialism “as the ‘paradigmediy’ in contemporary Chinese social
science and humanities, especially in history swiff The CCP interpretation of Marxism-
Leninism has continuously lost its ability to bredghe gap to today’s social reality and
therefore has sustained a loss in significdideurthermore, a modernist approach could
provide a better justification for the reform pragr of the post-Mao ef&.Nevertheless, until
today, Marxist ideology and the emphasis on revatuand rebellion have prevailed as the
official interpretation of history and continue e employed to legitimize state functith.
Official history publications such as school texike continue to follow this authorized line
of interpretation. The National Museum of China,tlas leading state museum, has always
voiced the party line and its official re-adjustrteenver time. However, how was the newly
implemented exhibition affected by the ongoing $iaanal phase in documenting Chinese
history? Did it influence the official state naivat propagated by the museum and on the
memory of the people it had forged for decades?

" Weigelin-Schwiedrzik 2006, p. 1076.
8 Schrecker 2004, p. 245.

%9 Schrecker 2004, p. 2565.

®9Li, Huaiyin 2010, p. 336.

®L i, Huaiyin 2010, p. 340.

%2 Middell 2002, p. 79.

83 Li, Huaiyin 2010, p. 338.

% Qiu, Jin 2004, p 1.
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1.2.2. Memory
Since its early beginnings, museums have beenreskife task of containing the memory of

the people while also serving as memorials. Thecepnh of memory describes every
individual’s “ability to store, retain and recafiformation and experienc€Individuals are
the bearers of memory; however, social framewoitgrthine that memory. The ability to
remember enables a social group to create a dgdechemory, which serves various
functions of group and individual survival. Jan Assin has extended these ideas to the
concept of ‘cultural memory’, which incorporatestibanemory and oblivion as necessary
functions® He stressed that “the culture of recollection ifoem of social obligation
determining the identity and self-assessment ofcag It is a universal phenomenon, as
every collective need to define itself with the phedf memory and thus bring out
community.”®” Just like history, memory is always a matter oérae influenced by the
present. Furthermore, it is through memory thatphst is reconstructed, thereby at all times
referring to a specific cultural conteXtin contrast to the concept of history, which is a
construction of historians, memory is distinguishieg the individual or social group
experience, thus referring to a still conscioust.pélstory seems more abstract, while
memory is concrete and specific to a particularugr®d In reality, these transitions are
overlapping. Maurice Halbwachs, on whose accoursi#sn has based and developed his
study of recollection, defines history as the applo of looking for differences and
discontinuity, whereas collective memory stressaslarities and continuation: “A social
group that constitutes itself as a memory commumitirsafeguard its past mainly under two
aspects: its unique character, and its duratidit. will emphasize external distinction, and
downplay internal ones. The past is “constantlpgaized in changing frame&™At present,
traditions are forged and are continually replabgchew traditions? For the passing on of
memories, symbols and memorials are strong meaiwfification to commemorate events,

persons and abstract ideas.

®Wikipedia contributors. “Memory.” Wikipedia, The & Encyclopedia,
http://en.wikipedia.org/w/index.php?title=Memory&il=518684949 (accessed October 24, 2012).

% Assmann, Jan 2003: “Cultural Memory: Script, Rismiion, and Political Identity in Early Civilizath.” In
Historiography East & West 1:2, translated by UadBéllin, Leiden 2003, p. 154-177.

67 Assmann 2003, p. 154.

8 Assmann 2003, p. 159.

%9 Assmann 2003, p. 155.
0 Assmann 2003, p. 155.
" Quoted after Assmann 2003, p. 169.
2 Assmann 2003, p. 169.
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To create memory anew is particularly important tbe establishment of new
societies. Traditions and new symbols of identifara have to replace previous ones. In
Soviet Russia, for example, the traditions and sb which were exchanged,
predominantly stemmed from a religious backgro(Hithey were replaced by new icons
such as the hammer and sickle, the red star, gerthleaders and, most importantly, the
figure of Stalin himself? Often, these new symbols also related to previmditions; for
example, the Stalin cult can be traced to the aldodlox icon traditiod> When New China
was founded, new traditions and symbols were cdeatigch as new public holidays (Labor
Day, National Day), a national coat of arms and lemb [Fig. 2]. At the beginning, the
newly established Mao cult seemed to have been lteddster the Stalin cult, following the
reasoning that the life-narratives of a contempofegure form a vivid basis of recollection
for the public’®

The National Museum has the task of collecting preserving the cultural legacy,
which are the information, experience and memowélthe nation. It represents a hoard of
cultural memory and a memorial for culture, for oty historical interpretation but also
dealing with memories of the recent past. By primgcdartifacts for remembrance, which are
taken out of their original context, the museumdmees a place of pilgrimage and cult,
serving as a memorial in its own right. The Natiodaseum of China, in order to create a
social-political identity, functions as an institut of national representation, where history

and memory are shaped based on the museum’s amtlect

1.2.3. ldentity
The concept of identity is of major importance tte understanding of the image the

National Museum of China creates for itself. HoweV®w can this term be understood and
applied in the context of the museum? Furthermoag, the concept of identity provide

relevant clues for understanding the self-expreskang displayed?

3 Aman 1992, p. 34.

" Aman 1992, p. 33.

SBonnell, Victoria E. The Iconography of Power: SevPolitical Posters Under Lenin and Stalin. Bezkel
University of California Press 1999, p. 165.

® Not all symbols were exchanged. Often symbols elathents of identification were remodeled to fit floe

present purpose or new symbols incorporated elenafithe former tradition but with new interpretai; cf.

Danziger, Kurt 2008, p 1.
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The terms ‘identity’ and ‘identification’ traditi@ily describe ‘sameness’ (lat. identitas)
in recognizing a person or an object. In this narsense of the classical meaning, they refer
to equality’’ To date, this meaning prevails in the dictionariéswever, the common use of
the term is much broader, to all intents and pupasince psychoanalyst Erik Erikson’s
account aboutdentity, Youth and Crisi$1968) changed the notion of how to understand
identity. ”® The most influential theories, which originate ihe personal concept of
identification and which define the term today, &developed by thinkers such as Sigmund
Freud, George Herbert Mead, Talcott Parsons andediiHaberma$® Analyzing these
theories concerning their applicability for a sbamalysis of international relations and

group mass behavior, William Bloom lists the foliag facets of identification:

1. Identification — the mechanism of internalising thgitude, the mores and behaviour of
significant others — is a psycho-biological impematbased in the earliest infantile need to
survive.

2. Identification is a dynamic adaptive mechanism ashmat work in adults as in infants.

3. A satisfactory synthesis of identifications, or ntley stability, is crucial for a sense of
psychological security and well-being. Identity anbement leads to a greater sense of
well-being; identity diffusion leads to anxiety abieakdown.

4. As life circumstances change, individuals may makes and appropriate identifications.
Individuals may also seek to protect and enhanestifications already made.

5. As an individual enters more fully into societyerdifications are made with more diffuse
symbolic entities than the simple identificationthwvmother and father. These are Mead'’s
‘generalised others’, Erikson’s ‘ideologies’ andiidamas’s ‘identity-securing interpretative

systems®°

Subsequently, ‘identity’ can be defined as a cohoéphe social sciences, which was
extended to the humanities in general. It has beEmaployed by scholars of sociology,
political sciences and art history alike but haodleen extended beyond the application by
individual sectors to that of by states, churclesnpanies and institutioiDuring the last
decades, the terms of ‘personal’, ‘cultural’ or lipcal identity’ have been increasingly
employed in academic discourse, however, in masgsaithout a specific definition of its

actual meanin§?

" Cf. The Oxford English Dictionary, Edition 1989.

8 Erikson, Erik H. Identity, Youth and Crisis. Nevoi 1968.
9 Bloom 1990, pp. 25 ff.

8 Bloom 1990, p. 50.

8 Fearon 1999, p. 33.

82 Fearon 1999, pp. 1 ff.
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In the historical discourse, national identificatitheory was successfully applied to
describe processes concerning the developmenttainrstates, which evolved during the
19" century in the West and was influenced by politizawell as romantic ideas (see 1.3.1.).
The identification theory is not culturally specibut allows application in various contexts:

Thus, research intended to show how identity isaigaconstructed and historically contingent
must presume that our present concept of idensityranshistorically and transculturally
applicable, so that we can ask just as easy ahetitlentities of 18 century English peasants
as about peoples’ identities today, for exanfiple.

Although a different understanding of identity midpe in place, nevertheless national
and cultural identification theory can also be &gpko China. It was used, for example, to
describe the development of Chinese society partalléhe adaptation and assimilation of
foreign emperors to the primacy of Chinese civtia and culturé? Cultural and national
identity emerges in relation to other nation-statedtures and social groups. They can be
relevant or even decisive for the stability of aumwy. Today, national identification is of
major importance within the multi-ethnic state bktPeople’s Republic of China, where
minorities make up approximately 9% of the popolafl® Within the last decades, one
strategy used by the Chinese government to achmatienal unity was the propagation of
national feeling and state-nationalism, which disond expression in the development of
museums (see 1.3.3.). In the current globalizeddatbe approach to global history tends to
downplay the concept of nation and nation-statéh) wome scholars propagating the study of
“post-national-state identity’® Nevertheless, the analysis of national-state itjestill seems
vital and legitimate today. Historic representatiemains closely linked to and dependent on

the political and social identity it should create.

In the field of art history, an analysis of natibmad nation-state identity provided
explanations for the development of a particularomal style and its symbols. It also offered
answers for the emergence of museums and natiomseg¢ums in the context of the nation-
state formation and their role within the civic ®ig.®” Museums can be described as places

for the creation as well as the presentation abnat identity and cultural self-consciousness,

8 Fearon 1999, p. 10.

8 Cf. Qiu, Jin 2004, p. 8.

8 Wikipedia contributors. “Ethnic minorities in Clairi Wikipedia, The Free Encyclopedia,
http://en.wikipedia.org/w/index.php?title=Ethnic_maorities_in_China&oldid=517151204 (accessed Octdder
2012).

8 Macdonald 2003, p. 1.

87 Macdonald 2003, p. 2.
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which provide symbols of cultural identificationthin their collection (see 1.3.%j National
museums even provide a stronger identification $octhe authenticities of the exhibits,
which are considered to be both representatives ragidful possessions of the nation,
provide a powerful prospect of identification fdret visitor®® Besides the display of the
national collection, the architectural representatalso creates a means of identification.
Although the architecture is designed to expressrarete, commonly legible meaning, this
meaning is only decipherable for a group of insdeho can read the culturally specific
axiom, who share this knowledge and can identif§n\iti®® Schemes like national style are
by no means completely distinct and never functiamout explanation. Furthermore, they
are subject to change of fashion (see 2.3.). Camstly, it has to be analyzed how identity
can be expressed and, more importantly, understotbun the architectural form. For the
emergence of museums, the concept of identity sesmsnselevant as ever. This can be
encountered in the Lingang New City project neaarf§finai. In this ideal city, which was
built from the ground up with a capacity for 8000people, the architect Meinhard von
Gerkan planned for one of the biggest maritime moseworldwide, to be installed in the
center of the city. The placement and the outeeagmce of the museum as a symbol and a
means of identification for the new city seemedipto the project, the museum content,

however, seemed only secondary.

Concerning the development of the National MuseunChina, the concept of
identity and the representation of self were higleigvant in influencing the inner structure
as well as the outer design of the museum. As pusly mentioned, concepts of national
identity are culturally bound, so that the musewnmves as an agency of national and public
culture. Identity, however, is never a fixed enbiyt always represents an interpretation of its
own time; it is historically and culturally specifi* Just as it occurs in the concept of
personal identity, states and institutions can B&pee periods of shifts and identity crises.

For the development of a museum, this means reimgeitself. Because museums are

8 This does include artifacts from different culsi@nd nations, which are in the possession of dbetcy and
which were, for example, used for the display dfural differences and the superiority by impesgalations
during the 19 century; cf. Macdonald 2003, p. 3.

89 Macdonald 2003, p. 3.

% Nerdinger, Winfried: Politische Architektur: Bett#tungen zu einem problematischen Begriff, In Fsgg
Stock 1992, p. 14.

1 Macdonald 2003, p. 1.
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closely linked to identity creation, they are sit@bere identity transformations can be

noticed®?

History, memory and identity are three basic pptes which forge the emergence,
development and adaptation of the museum withipexic time frame. They are useful
entities for the analysis in this study. Furtherepyahe National Museum of China has its own
developmental history, which continues to shapentuseum today. In the next step, the
origins of the National Museum of China, which aveted in Western as well as in Eastern
museum traditions, are presented. In addition, bmehdevelopment of national museums in

general and the development of the National Musel@hina in particular are described.

1.3 Origins
1.3.1. Development of Museums in the West

The Term Museum
During Greek antiquity, numerous temples, suchhastémple of Hera in Olympia and the

temple of Apollo in Delphi, were loaded with preasogold and silver objects. These antique
treasuries were closely linked to the origin of teem museum, deriving from the Greek
‘museion’, which originally meant sanctuary of tmeise, a sanctuary for the patrons of arts
and scienc&® The term can be first traced to th8 dentury BC to the most renowned
museum in antiquity, the ‘museion’ of Claudius Btobheus | Soter (ca. 367-283 BC) in
Alexandria. Ptolemaeus, a historian and close dentfi of Alexander the Great, created his
‘museion’ as a scientific research and educationtecewhich included a collection of
artifacts and a famous librafyMany centuries later, in 1546, Paolo Giovio puigis the
first printed catalogueMusais Joviani Descriptiowhich described his impressive art
collection at his villa on Lake Como, which he hatiscalled ‘museo® In early modern
French, the term more often referred to a commuaitygcholars than to a collection of
artifacts. The terminology as it was originally dse defining collections, library and study,
gradually narrowed to the modern meaning of thedwouseum. In Britain, the earliest use
of the term was recorded for libraries and only1683 was it first recorded as meaning a

2 Macdonald 2003, p. 6.

93“Museum,” Online Etymology Dictionary,

http://www.etymonline.com/index.php?term=museuncéssed May 4, 2009).

% Desvallées, André 1996. “Konvergenzen und Divergaram Ursprung der franzésischen Museen.” In Flied
1996, pp. 69 ff.

% Kemp, Wolfgang. Kunst kommt ins Museum. Funkkolkagnst, 1984, p. 41.
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“building to display objects™® Since the end of the $&entury, the term has more often

been applied to buildings that display artifactsthe public. However, since their early
beginnings, Western museums have reverted to thginalr idea of an organized,
comprehensive cultural collection, as expressetdrearly use of the terf.

Beginning Developments
The history of the museum commences when man dtésteollect artifacts for ritual, for

political and for aesthetic purposes and passenl todlections on to future generations.
These collections served similar functions all ower world and were, not least, established
to demonstrate the wealth and power of their sasethi-sacred or secular owners. The
origins of today’s museum, which is defined by eollons open to a greater public, can
mainly be traced to two sources: the art and cityiasibinets of the aristocracy Renaissance
Europe, which built the collections on the one haadd the 18 century ideas of
Enlightenment, which led to the opening of thetfitsaropean museums, on the other. During
the Renaissance, the ‘Kunst-and Wunderkammernhefruling elite, church officials and
even private aristocratic collectors emerged. Mesbgnized for its collections during 5
century was the Medici family, and especially Caside’ Medici (1389-1464) in Florend®.
During the 1&' century, King Francis | of France (1494-1547), gheat Renaissance patron
of the arts, transformed the Louvre from a middiedhfortress to a Renaissance palace with
a splendid art collection. Other European courtkvied these examples, so that August,
Elector of Saxony, eagerly established his Kunstkemin 1560. The display of valuables in
a collector's room served as an efficient demotistmaof power, glory and wealth. During
the following centuries, the aristocratic art coliens have gradually been opened to a slow
but steadily growing, however, by no means genprtadlic.®® During the 18 and 19
centuries, the treasuries of some European ar&towarere turned into an exhibition; however,

the development was irregular and depended onetsopality of the respective ruféf,

% “Museum,” Online Etymology Dictionary,

http://www.etymonline.com/index.php?term=museuncéssed May 4, 2009).

" Li/Luo 2004, p. 3.

% Bjurstrom, Per. “Die Entstehung der Nationalgaerim 18 Jahrhundert. Aspekte der Griindungsgesehich
des Schwedischen Nationalmuseums.” In Plessen pp0234-141.

%For example, the Dresden Green Vault treasury Bas bdmitting guests since 1721. During th® déntury,
August Il the Strong, elector of Saxony and kindg?ofand, gradually opened his treasure chambegdialled
‘Green Vault’ to a qualified public, such as foneigristocracy and local aristocracy, wealthy boaigie and
intellectuals. A required, but unofficial paymeatthe warden limited the visitors to the wealthyn&am, Dirk
2006. “1732 his 1945 — eine MuseumsgeschichteDas Grine Gewdlbe im Schloss zu Dresden. Ruckkehr
eines Barocken Gesamtkunstwerks. Staatliche Kumstdangen Dresden 2006, p. 22.

190 cf. Bredekamp, Horst 1995. The Lure of Antiquitydathe Cult of the Machine: The Kunstkammer and the

Evolution of Nature, Art, and Technology. Princeftd95.
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Fostered by the ideas of the Enlightenment, manleatmns emerged within the
growing bourgeoisie and the establishment of museusreased®* Museums were founded
all over Europe, from a background of aristocrattiections as well as university, church
and private collectors: the Ashmolean Museum inc@kf(1683), Capitoline Museums in
Rome (1734), British Museum in London (1753), Mug&o Clementino in Rome (1772),
the Museum Fridericianum in Kassel (1779), andBkbsedere in Vienna (1781) are some
examples?? On the other side of the Atlantic, in CharlestSouth Carolina, the first public
museum of America was founded in 1773, three ybafsre America’s Declaration of
Independencé® One year after the royal French collection waslated to be national
property in possession of the people in 1792, thes@é¢ de Louvre was opened to the
public!%* This museum carried the idea of moral educatiahemightenment of the public,
which serves as an influential model until todayusdums to date incorporate both an
aristocratic as well as an Enlightenment origin,ickhbecomes apparent in the two
contradictory functions of being “an elite tempfetwe arts and that of a utilitarian instrument
for democratic educatior®> Consequently, “for both the nations of Europe #rel United
States, the establishment of a national public namseum was regarded as a sign of
democratization, a “ritual of citizenship” in whidime people gained authority over that

which earlier had been the purview of only a pegiéd few.*%®

The Structure of Early Museums
The newly established museums were strongly basetieideas of Enlightenment, with a

belief in inevitable progress. The aims of theaders were to cater to the enjoyment of the
arts as well as to the education of the public.c&iits foundation in 1754, The South
Kensington Museum (today’s Victoria and Albert Musg has dedicated itself to public
education, for example, by providing worker-friepndipening hour$®” From the beginning,
museums generally followed the encyclopedic conoepich was well established during

the 18" century. The British Museum, for instance, thestfigovernment-run museum,

101 Ritter, Henning. “Das Altern der Alten Meisterri Graf/M6bius 2006, pp. 23-24.

192 Ritter 20086, p. 24.

193 prgsler, Martin. “Museum and Globalization.” InfBy Gordan and Macdonald, Sharon (eds.). Theorizing
Museums: Representing Identity and Diversity infa@ing World. Cambridge MA 1996, p. 24.

104 Cf. McClellan 1994; Pomian 1988.

1%5Benett 1995, p. 89; for further discussion of theseum and its role as public institution see alago$,
Bénédicte (ed.) 2006. Tempel der Kunst. Die Getlest 6ffentlichen Museums in Deutschland. 1701-18f5,
15-20.

1%Hamlish, Tamara. “Presenting the Palace: museurstten making of nationalism(s) in twentieth-century
China.” In Museum Anthropology, Volume 19, No. 395, pp. 20-21.

197 Benett 1995, p. 71.
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emerged as an encyclopedic museum from the commseigecollection of Hans Sloane.
Collection interest expanded over the borders ef Bnitish Empire, from the numerous
expedition specimens and artifacts, which foundr tvay into the museums. At the turn of
the 19" century, prominent scholars such as Alexander kamboldt, Alois Hirt, Johann
Wolfgang von Goethe and others devoted their timesxamining which audience the
museum should cater to and how the collection shbel arranged within the musedff.
Where for centuries, collections had mainly beearagjed according to aesthetic principles,
thematic and chronological approaches were nowgbdiacussed. In 1780, at the upper
Belvedere in Vienna, for the first time, an aestheetting was rejected in favor of an
arrangement of the objects following historical epa'®® This provided an example for
future development. During neo-classicism, it beeasammon practice to integrate plaster
copies of numerous Greek and Roman antiques, wéeeched as illustrative models for
interested visitors and for the training of artiSt$From the beginning, natural history
collections were an integral part of the early numsg, however, the process of separation
began already at the end of thé"t@ntury. During the Tcentury, the trend to split art and
science collections and display them in separaileibgs continued and different exhibition
concepts emerged. The most prominent representdtonthis development is the
Kunsthistorisches Museum (Museum of Fine Arts) &ne Natur Historisches Museum
(Museum of Natural History) in Vienna, erected ogip@each other between 1872 and 1889,
with almost identical facades by Gottfried Semped Karl Freiherr von Hasenauer. In 1881,
the Museum of Natural History in London emanatexnfrthe British Museum and proudly

displayed its collection in a newly designed buifgft'*

Construction Task
In early museum history, museums were locateddedieated buildings. With the Museum

Fridericianum in Kassel, which was founded underriiiership of the enlightened landgrave
Frederick Il von Hessen-Cassel (1720-1785) in 1&7fyrther step in the development of
public museums was taken. For the first time, aeuos was in possession of a genuine,

purposefully constructed architecture applying sildst forms, which were to become very

198 Korff, Gottfried 2006. “Scheinkappellen u.A. Sieb&ermerkungen zu den diskursiven und visuellen
Strategien des Geschichtsmuseums im Jahrhundeetr getiablierung.” In Graf/Mébius 2006, p. 117.

199\ezel, Elsa van.“Von der Kunstgeschichtlichen Kuturhistorischen Museumskonzeption in der ersten
Halfte des 19. Jahrhunderts: Die Ausstellungsdgthéés Alten und Neuen Museums in Berlin.” In
Graf/Mébius 2006, p. 176.

10 The interest and fashion for classicism was festdry the excavations of Herculaneum (1738) andpeom
(1748) and by the popular display of pieces ofGineek Parthenon temple in the British Museum sii8%6.

1 wilson, David M. “Das British Museum- Ein Univetsauseum.” In Plessen 1992, pp. 108-116.
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influential in museum architecture (see 2.3.). Taetury of museums commenced in the mid
19" century. However, the museum was only one of taeynmew construction tasks which
emerged due to dramatic changes in society andamgase in publicity, taking its position
beside prisons, crematories, libraries and railvesgtions. In addition to monarchical
involvement and state commissions, the newly emgrigourgeoisie in the cities also pushed
through public commissions as a means of illustgatheir growing influence. For example,
the establishment of art galleries within manyesitisuch as Bremen, Frankfurt, Hamburger
and Vienna, were based on very successful inigatof citizens. The Arts and Craft Museum
became a particular construction task of the bauisige because of its clear didactic purpose
and the availability of collections. Furthermonetie course of the T&entury, local history
museums and national museums evolved and wereyclogeed to the search and creation
of cultural and national identity?

National Museums
From its early beginnings, the museum has beemaevef identification and legitimization.

In the course of the ¥9century, a new type of national museum evolvetbfdhg the
requirements of the time. In Europe, the conceptadion-state developed in the aftermath of
the French Revolution and Napoleonic wars, whertrdwditional order of states had been in
disarray and could barely be restored at the Vie@Gpaference in 1815 Nation-states
define political and geographical entities, oftert@npassing some discrepancy within the
concept of a nation as an ethnic-cultural commutiftgubsequently, the triumph of nation-
states experienced the subordination of regiorattity to national identity. For the newly
established nation-states of thé"l@ntury, national heritage and shared memoriearbec
of vital importance and a uniting historical idemthad to be created or even invent&d.
While nations searched for their historic origim&lanyths, history, as a scientific discipline
experienced a significant upturn. Collections begaplay an important role in the creation
of national identity and in promoting national adas, just as public rulers had formerly
employed them for their legitimatidn® The architect of the Altes Museum in Berlin, Karl
Friedrich Schinkel (1781-1841), described the momsas being a contribution “not only for

12 pomian 1988, p. 29.
13 Kaplan 1995, p. 1.
114 Chang, Maria Hsia. Return of the Dragon: ChinasuWed Nationalism. 2001, pp. 15f.

15 Raffler 2007, p. 133.
18 Kaplan 1995, p. 1.

-25 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

the education of the taste, but also for the foimnabf the nation**”. An emergence of
national museums in the ®9century was consequentially derived from the presiy
described development and served as important &sipres of the newly formed nations.
These national museums constituted places wher@abtnd cultural identity were created
and displayed as self-expressions of the newlybskeed nation-state. Through their display,

they articulated national narratives, national édigs and triumphs at the same tittfe.

The concepts of nation and of nationalism itselthboriginated from two major
backgrounds: the political nationalism of the Jagspbon the one hand, and romantic
nationalism on the othét® The opening of the Louvre in 1793 was tied to hivéh of the
new nation:?° During the war of resistance against Napoleonh egional patriotism and
national state movements spread throughout mangtges all over Europe. The theft of
European art by Napoleon’s troops caused an adeltiawareness of national heritdge.
Especially in Germany, the development of romanéittonalism affected the cultural fields
of the arts, literature and history, thereby foggideas of national identity. Museums played
an important role in propagating these ideas; f@angle, the National Gallery in Berlin
(1876) opened to the public in the aftermath of ée@ablishment of the German Empire in
1871. Visitors entered the neo-classical porticdaurihe pediment inscribed ‘To German Art
1871’ and were provided with an image of Germatieg patron of the German arts.

However, from the beginning, this national collentivas focused on international .

In the competitive international setting of the™1@entury, world expositions
displayed achievements of the rapidly emergingonali as well as regional, industry. In
contrast to museums, these popular venues onlydada temporary display and focused on
the most recent technical developments and strengththe nations. Nevertheless, these

expositions played a significant role in the depebent of Western museums in general and

17 Mébius, Hanno.“Konturen des Museums im 19. Jahdedn(1789-1918).” In Graf/M6bius 2006, p. 18.
18 Macdonald 2003, p. 3.

19 Raffler 2007, p. 141.

120 McClellan 1994, p. 9.

121 Raffler 2007, p. 138.

122 The first gifted collection the museum receivereatly contained international art. In 1896, the enus
director bought French impressionists, which refidchis international approach. However, due toiqgtat
reasons this was not accepted by the public. Géridaus Schuster. “National und Universal. ZugBedung
der Staatlichen Museen zu Berlin.” In Graf/ Mob2@06, p. 31.
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for national museums in particuld” In the aftermath of the first World Exposition in
London (1851), the South Kensington Museum emeegethe first arts and crafts museum
worldwide. World Expositions continued to be inffti@l in museum development, for
example for the establishment of the Deutsches Museé Munich (1903), which was
dedicated to a legacy of nature and technologythAtworld expositions, nations present
themselves by means of pavilions decorated ina#ibuted national styles employing, for
example, forms of Gothic Revival and neoclassictéhConsequently, national museums
evolved as permanent displays, emancipating musatahitecture from the dominating
classicism tradition, allowing for more flexibiliip style. Furthermore, the national museums

reinforced the trend of arranging objects in a egibased, encyclopedic setting.

Within the development of the museum, the nationakeum exemplifies a special
concept and plays a distinct role. The term ‘naiomuseum’ can either describe an
institution in which the national artifacts of aucry or region are collected (e.qg.
Germanisches Nationalmuseum Nurnberg, National Musef Finland) or it defines a
collection of artifacts in the possession of thetiama (British Museum, Louvre}®
Throughout the museum development, it has not Been as a contradiction for a national
museum to expand beyond the scope of artifactsnsiegnfrom within the boundaries of the
country and to collect objects from all over therldd?® This viewpoint had been in
prevalence since the “1&entury, when French Revolutionary troops retunwil looted art
from Belgium, the Netherlands, Italy and the Gerr@dinRhine area and when Napoleon had
plans to establish his World Art MuseutfY.During the 18 century, imperialist expansion
served to fill many European museums. National mmnsecontinually attempted to acquire
the best possible collection for the nation-staie at the same time to fulfill the function of
being a memorial of the nation-state and a stogdgee for national monuments. These
museums were employed for national representatiding majority of nation-states; however,
differing to as great an extent as the states tekms differed?®

123 Mobius 2006, p. 17.

124Tibbe, Lieske. “Taxonomie und Didaktik oder Chrasgik und Asthetik: Entwicklungen im
Kunstgewerbemuseum des neunzehnten Jahrhundertraf/Mébius 2006, p. 76.

125 Cf, “Nationalmuseum.In Meyers GroRes Universal Lexikon, 1984.

126 Mobius 2006, p. 13.

127 Ritter 2006, p. 26.

128 Mobius 2006, p. 11.
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In the course of time, the concept of national muse experienced significant
adjustments. The national museum has adopted gafidoons of self-identification, providing
a semi-sacral venue, a venue for legitimizing sgateer, a venue for mass education and
even indoctrination, functioning as a status symant not least as a place of entertainment
and recreation. To date, the roles of self-iderdifion and of national expression unite the
concepts of otherwise very different institutiosach as the Germanisches Nationalmuseum
in NUrnberg, the Washington Smithsonian Institutee, National Museum of Australia and
the National Museum of China, which were establishre different times and in differing

social contexts.

1.3.2.Development of Museums in China

Collecting and Collections
For thousands of years, the Chinese empire contpeseexceptionally long and enduring

tradition of collecting art and cultural relics, ttviroots at least as far back as the Shang
Dynasty (16—11 century BC)*° Early collecting, researching and cataloguing aiftural
heritage formed the backbone for modern museur@hina®*°

Collections were compiled to justify the lines oicsession and the claims to power,
even earlier than in Europe. Artifacts were attidolwith magical powers and fortune-telling
virtues. The ruling elite jealously guarded contmer these implements of divine
communicatioi®’, which served as essential symbols for the legiiom of power*> Over
the centuries, artifacts with symbolic and/or figt&c origins experienced a continuing
secularization; yet, they never completely lostrtispiritual importance. The focus of the
imperial collections slowly changed to artifactshgmed for their aesthetic values. However,
these collections continued to embody a grant feala cultural and political traditiot’
The collection established proof of the legitimatke by a Holy Emperor£ T), and served
as the symbol for the Mandate of Heavéhin the dynastic transition, a new emperor
generally tried to adopt the collection of the mdiog dynasty in order to continue the

Mandate of Heaven, placing himself in the long lrieuling succession referring back to the

129 edderose 1985, p. 41.

130Wang, Hongjun 1990, p. 68.

131 Watson, Rubie. “Palaces, museums, and squaresie&hinational spaces.” In Museum Anthropology,
Volume 19, No. 2, 1995, p. 7.

132 | edderose 1985, pp. 43-45.

133 edderose 1985, p. 45.

134 edderose 1985, p. 41-42, Shih, Shou-Chien 20083 p
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legendary figure of the Yellow Emperor and servinglegitimize his rule. The equation

followed that whoever possessed the collectionrdeted history**

Legends legitimized the rule by focusing on theadsfarence of hierarchical symbols.
One prominent legend tells the story of Emperorcésting nine tripods, representing the
nine provinces of ancient China, which were thermaopassed on to his successors. They
were lost during Zhou Dynasty, but the legend ecw@s when Emperor Qin Shi Huangdi
eventually found them. However, while retrievinge thripods from the river, the rescuers
were disturbed by a dragon and the precious symbete lost once morg® The tripods
were frequently recast throughout Chinese histbmy2006, the National Museum of China
reconstructed the tripods for the display in tlweitection, thereby emphasizing the symbolic

meaning of the collection to dat¥.

Some major characteristics of the development ofn€de collections can be
described as follows: During the Shang Dynasty,n€e nobility collected cultural relics
and mostly kept them in their ancestral templegistering their objects and appointing staff
responsible for their collectiort&® Continuing in the Zhou Dynasty (1045-221 BC), many
bronzes were cast and inscribed with historicaomds. In theRecords of the Grand
Historian, Sima Qian®] i (ca. 135-86 BC) already listed the excavationarafient
tomb sites as one of several ways for a ruler to g&alth and status and named methods of
classification of art objects® Especially Shang bronze vessels and jade objests items
sought after by the Han Dynasty for their collestidlmost from the beginning, collections
were registered and inscribed with historical aoteuThe first major categorization of the
imperial collection included antiquities, jade atige seals, calligraphy, bronzes, paintings
and other cultural relics, starting during the S@masty (960-1279) when the new rulers
had difficulties retrieving the scattered colleatitor their palace$!® Emperor Taizong of

Song R AR SE (r. 976-97) sent commissioners to search for ancialligraphy and paintings

throughout the empire; his inherited collection mupled, adding historical as well as

135 For further references to the relation betweercaliections as bearer of cultural identity andtieation of
the dynasties cf. Ledderose 1985, pp. 43-47.

136 | edderose 1985, pp. 42f.; Wu, Hung. MonumentailityEarly Chinese Art and Architecture. Standford
University Press 1995, p. 5 ff.

1371n 2011, the tripods were not on display.

138 \Wang, Hongjun 1990, p. 68.

139ghih, Shou-Chien 2003, p 14.

140 Cf. Ledderose 1985, p. 45.
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contemporary artifact$’* Not only the Song Imperial family, but also famacholars like
Ouyang XiuRkPH{& (1007-1072) and Zhao Mingcherg {1 (1081-1129) established
excellent collections. The Ming Dynasty directlgumred its collection from its Yuan (1279—
1368) predecessor, which had in turn inheritedSbathern Song collection before that. At
the beginning of the Ming Dynasty (1368—-1644),ratfpainting gallery was documented in
1396*2 During the decline of the Ming Dynasty, numeroteots fell into private hands
and many were |0 The Qing rulers established an Imperial Paintimgdemy, using the
Song Dynasty as a model. During KangkE: (r. 1661-1722), Yongzherd IE (r. 1722—
1735), but especially Qianlong: % reign (r. 1736-1796), collections were organized,
categorized and cataloged in massive projéttsnce again using the Song Dynasty catalogs
as models. Miniature replica of collectors’ itemerev manufactured and arranged in curio
cabinets, which were popular at that time, to baieetl by the emperdf> The collection of
Emperor Qianlong, the most extensive in Chinestotjiswas copied by many aristocrats

and officials who were establishing their own ptévaollections.

Although these collections served political, cudfuand social purposes similar to
those in the West, the concept of collecting andyemg art nevertheless differed from the
Western idea. Chinese artifacts were rarely on peant display and art appreciation took
place on a smaller, more private scale. Treasuesdsi like scroll paintings were carefully
taken out of storage to be viewed by guests amthds of the collector and then put back
after consideration and scholarly discussion. Tieerrial collection especially remained
reserved only for the pleasure of the Emperor,csedeofficials and those guests, who were
granted access to the Forbidden City. The tradiabfitting collector’s seals to artifacts
testifies to the systematic routine establishedebyperor Taizong of Song, and is still
recognizable toda}® These different traditions of handling and peritgjvartifacts have

certainly influenced the later museum display uphtopresent day (see. 3.3.).

41| edderose 1985, p. 43.

142\Wwang, Hongjun 1990, p. 72.

143 Fong/Watt 1996, p. 9.

%4 Such as famous catalogs on bronzes likeXtgng gujian P5i% 4 %, the Xiging xujian Fii%4:% and
registers of painting and calligraphy like tBRiqu baojif: 42 % % were compiled.

145 Fong/Watt 1996, pp. 20-23.

148 edderose 1985, p. 43.
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With their long and enduring tradition of compilingataloging, handling and
worshipping artifacts, imperial collections laidetikonceptual as well as material basis for
many (national) museums worldwide, China being xaeption. From 1911 on, the imperial
collections turned step by step into state propéftin 1914, the Ministry of the Interior
established an ‘Exhibition of Ancient Goods% /7% %1 Ff) in the Hall of Literary Glory &
#6J%) and the Hall of Military Glory £ %% [#), where treasures from the Liaoning and
Chengde palaces of the Qing Dynasty were displaykd.transformation from an imperial
collection to a state museum at the beginning ef 20" century encountered various
challenges, occurring simultaneously with the depelent of new principles of citizenship
and national-identity. During Republican times, teadership of the Guomindang (GMD)
cast itself as protector of the imperial collectifrand followed in the footsteps of the
Chinese emperors, using culture to legitimize theitership over China. With the
establishment of the ‘Preparatory Office of theiblal History Museum’ [l 3777 52 #4718
4% 4b) in Beijing in 1912 and the ‘Preparatory Officetbé National Central Museum/

S YL R 25 45 AL) in Nanjing in 1933, the Republic commenced itsnogollection

legacy.

The Term Museum
Although the tradition of artifact collections wpassed on throughout Chinese history, the

modern concept of museums was, nonetheless, ireddintom the West during the second
half of the 18' century along with various political and philosagth ideas. Several Chinese
terms emerged to describe the newly introduced @henon’*® for example, the term
‘bowuguan’ (#H¥17H) or ‘bowuyuan’ (H#IBt), now commonly used for museums in China,
translates as ‘court or hall of abundant thingsiriBg the Han Dynasty, the characters ‘bo’
and ‘wu’ were used in combination by Huan Kula% (1% century BC) in an essay
describing Sang Dafuk KK as a universal scholar with the knowledge of abaohda
things'*° The term ‘bowuguan’ was applied to modern museatrike beginning of the 20
century, for example, by Sun Yiradtyifiil: (1848-1908) who explained the phenomena of
Western museums to Chinese readers and by Guo Mgtub+r (1892-1978), who

147 edderose 1985, p. 20.

148 \Watson 1995, p. 10.

149Wang, Hongjun 1990, p. 23-24.

150«Bowuguan.” In Baike Quanshu{ £} 4:15),
http://baike.911cha.com/Z3xNg ==.html (accessea Rs 2010).
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described the museums, factories and institutiensdw on his visit to the Soviet Union. At
the same time, the famous author Baldif: (1904-2005) used the term to define museums

he had visited in Frandg' Another source for the origin of the term keenbjidwed by
China can be traced to the more progressive Mapiad, which was eagerly establishing
museums according to Western concepts during tbendehalf of the 19 century*?>The
emergence of the term mirrors the path which thabdishment of modern museums took in
China.

Western Concepts of Museum in China
Traditionally, the introduction of the museum copices traced to two sources of influence.

On the one hand, foreigners introduced their owluel to China and opened the first
museums according to Western ideas. On the othet, l2ghinese delegations interested in
new concepts from the West traveled to Europe,Uhited States and Japan and brought

back innovative ideas.

Until the 1840s, the perception of Western museum<hina was still in its
beginnings. Bit by bit, an awareness of the sdeiattions and the importance of museums
for society in general, prevailed with Europearmpaiese and American museums all serving
as models. Lin Chengf%i# visited museums in the United States and publisivesi of the
earliest accounts about Western museums in 1848.1866, the Qing government sent the
first delegation of officials to Europe to advarbeir knowledge about museum development
in Western society. In their reports, various Ewap museums found recognition. With the
support of the Qing government, academic studeniscreasing numbers have been sent to
the USA since 1872, to Europe since 1875 and tanlamce 1896. After their return, they
became most influential in China’s development, aod least in the cultural sectt¥
Although adaptation to Western ideas varied to eafgextent, in the emerging field of

museums it was strong and almost complete. The(Jatg Dynasty made the establishment

151«Bowu”, “Bowuyuan” and “Bowuguan.” In Hanyudacidi£2006, p. 910.

132«gowuguan.” In Baike Quanshu#l4: 1), (accessed June 24, 2010).

153 Cf. Su, Donghai 2006, p. 279.

134 E g. Cai Yuanpe#% G (1868-1940) was appointed first minister of ediocabf the newly formed
Republic of China in 1912, after returning from ktadies in Germany (1907-1911). Later, Lin Fengnffax

Al (1900-1991) who returned from France in 1926, imecdirector of the newly founded National Acaderfiy o
Art in Hangzhou and Xu Beihorfg: 15719 (1895-1953) was appointed director of the Beijirg Institute after
returning from his studies in Japan and France9i®81 cf. Birnie Danzker, Jo-Anne, Lum, Ken and Zien
Shengtian (eds.). Shanghai Modern 1919-1945. Mim20864. pp. 408 ff.
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of museums a governmental task, mainly under cbofrthe Department of Educatidr,
Especially during the Republican Era, museums wegarded as important sources of

identification and means of public education.

Since the 1870s, a wave of museum foundations,oprgtantly from a colonial
background, have deluged AsSfAlready during the 1860s, the first public musetims
Shanghai were founded by European missionariesf@mign sponsors, the Museum of
Natural History £ H.f#4)1E), established by a French Jesuit in 1868, andvthseum of
Shanghai ¥ 1#47)7H) in 1874, both still depending on a central offisd_ondon®’ In the
following decades, French, English and Americansioigaries founded additional museums
in cities such as Tianjin, Jinan and Chen§fiMuseums also emerged on Taiwan and in the
northeast of China, where Japan created an anearofanent influence. Although there were
ambivalent feelings about Westernization and ameawing Japanese influence in China,
from the mid-18 century on, Japan nevertheless served as an rivesttal shortcut to
Westernization. During the Meiji Reform Period (886912), after centuries of isolation,
Western concepts and techniques fell on fruitfidugid in Japan and reforms commenced
with incredible speed® This development led to the foundation of thetfidgpanese
museum in Tokyo (1872) commissioned by the MinistiEducation®® and designed by the
British architect Josiah Conder (1852—-1928)The Japanese government took a leading role
in promoting Western architecture, inviting foreigrchitects to design public buildings and
to train Japanese students in Western architetftifétie museum opened to the public in
1882 at Ueno Park and later became the Tokyo Naltidnseunt®

1%5Wang, Hongjun 1990, p. 84.

1% Aside from India, the first museums in Asia weoerided in Bangkok (1874), Japan (1871), China (1905
and Korea (1908); Prosler 1996, p. 25.

371 @3, Jimin 2 % K 2004. Zhongguobowuguan shildnE #41 £21& [Theory of Chinese Museum History].
Beijing/ L 5¢: zijin chengchubanshge 2245 i+, 2004, p. 2.

18| {3, Jimin 2004, p. 2

159 Since 1639, Japan was almost entirely closedeatlhier world; cf. Finn, Dallas. Meiji Revisitedhd sites
of Victorian Japan. New York 1995.

180 Syzuki, Hiroyuki. “Japanische Architekten und MeiseAnsétze 2004.” In Greub 2006, p. 15.

'8 |nvited by the Japanese government, the Britishitect Conder taught from 1877 until 1888 at timgpérial
College of Engineering, thereafter working at hisnobusiness in Japan until 1920. Conder’s architect
included bothEuropean and colonial elements. Cf. Finn 1995.

182 Finn 1995, p. 18.

%3 The museum went through several name changesmiperial Museum in 1886 and the Tokyo Imperial
Household Museum in 1900, until it was given itegant title in 1947: Tokyo National Museum. In 198&
museum moved into its present venue (Hokan, aithita Watanabe).

-33-



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

It is claimed that the first modern museum fountigda Chinese was established in
Nantong, Jiangsu Province, in 1905. The found¢heMNantong Museuni{il {4 %5) was
the philanthropic industrialist and progressive @pdianik % (1853—1926), who held the
rank of jinshi (## 1:) and had extensively visited JapHf.Zhang's proposal for the
establishment of a museum reached back to themedér1898. He was convinced that the
first Chinese museum should be established by thg @overnment and located in Beijing.
When his proposal fell on deaf ears at the Minisfrizducation of the Qing court in Beijing,
Zhang Jian decided to build the museum in Nantostead, using his private collection as
the basis for the displdy® The artifacts were presented under the rubriasatdire, history,
arts and education, which included modern industoals and models. A two-volume
museum catalogue followed the international trefidnoseum design, categorizing the
artifacts in sections of nature, history and'&tThe fact that the first museum was founded
as a private enterprise by a Chinese industrisiistvs the important role played by the local
elite in the process of modernization of the copfif It would take a few more years until

the first government-run museums would openedédtiblic in Beijing.

With the partial opening of the Forbidden City ahd establishment of the Museum
of Antiquities within the Outer Palace in 1911, tfwemer imperial collection, which for
centuries had served the imperial legitimation, aoee the quintessence of the Chinese
national culture. Its impact turned from an expi@sf regal power to an expression of
sovereignty of the nation and therefore took thin g@milar to many European aristocratic
collections*®® However, the transformation process of the Impé?&lace to a state owned
museum was postponed until after the abdicated Eongruyi 7#1% (1906-1967) and his
household were expelled from the Inner Quarterthefpalacé® On October 10, 1925, the
Palace Museum was inaugurated and the collectionerted to state property. It became the
main depot of the national cultural heritage andngportant symbol of the newly established
Chinese Republic. Due to the odyssey that the caie experienced both during the Second
World War and the Civil War period and the finahrisportation of the core collection to

%4 The history of Nantong Museum and its founder Zhdian are well documented in Qin Shao 2004.
185 Capon, Joan. Guide to Museums in China. Hong Kaii®, pp. 159-160; Wang, Hongjun1990, pp. 78-83.

186 Qin, Shao 2004, p. 691.
187 Qin, Shao 2004, p. 685.

188 E g. in Berlin or Paris; McClellan 1994, p. 7.
189 Capon 2002, p. 7.
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Taiwan by the GMD, the transformation of the cdilee to a powerful national symbol

gained importanct”

Between 1912 and 1949, several public museums setrep throughout Chirfd®
They were created after Western models, servingyasbols for the newly established
Republic and gaining important recognition througithe Chinese public. Cai Yuanggirt
K% (1868-1940), the first Minister of Education ofetmewly established Republic,
understood the importance of museums primarilyhgirtsocial-educational and aesthetic-
education function$’? The first governmental museums represented cllautnority and

political legitimacy, pursuing the concepts of adem natiort.”®

Chinese Exhibitions at Home and Abroad

National exhibitions and various World Fairs becamportant factors for the development
of museums and the commencement of cultural exehafg early as the f9century,
Imperial China took part in various World Fairs liondon (1851), Paris (1867), Vienna
(1873) and Philadelphia (1876 At the turn of the 2B century, the Qing government
showed more and more willingness to modernize tieéeat civilization and, by means of
national and international exhibitions, to promtite Imperial Chinese image at home and
abroad'’® From the final years of the Qing Dynasty onwaslgibitions were held at both
regional and national levels throughout the couniinyl910, the Qing court organized the
‘Nanyang Exhortation Fair’ in Nanjing, which washe the first national fair sponsored by
the Qing governmenit? The Ministry of Education continued to employ ass$ displays for
the presentation of the achievements of the diatgain public support for their reforms, and
to educate the peopté’ During the Republican Era, art exhibitions becameimportant

element of foreign cultural policy. Major exhibitie of ancient and contemporary Chinese art

10 These objects form the core of the collection tef National Palace Museum in Taipei. However, the
National Palace Museum in Taiwan only opened topthielic in 1965; Cf. Capon 2002, p. 151; Shih, Shou
Chien 2004, p. 13; Hamlish 1995, pp. 20-30.

1 capon 2002, p. 8; Wang, Hongjun 1990, p. 94; H@rew 1937 the growth was slowed down by the Anti-
Japanese War, World War Il and the Civil War whfolowed from 1945-1949; In 1937, an estimated 200
museums existed throughout the Republic of Chima,najority of museums were established after 1949;
Qin, Shao 2004, p. 700.

172 cf. Wang, Hongjun 1990, pp. 85 ff.

13 Hamlish 1995, p. 24.

74 Qin, Shao 2004, p. 688.

5Cf. Godley, Michael R. “China’s World Fair of 191&ssons from a forgotten event.” In Modern Asian
Studies Vol. 12, No. 3, 1978, pp. 503-522.

176 Qin, Shao 2004, p. 688.

7 Qin, Shao 2004, p. 687.
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took place throughout Europe, the United States Japdhn, not least to compete with and
counterbalance Japanese superiority in Western tesii’® In 1924, the ‘Exposition
Chinoise d’ Art Ancien et Modernvas held at the Palais du Rhin in Paris and treareted

to Strasbourg. Cai Yuanpei, Lin FengmigkxiiX (1900-1991), and Xu Beihorig:5 i
(1895-1943) were among the organizers. Within tlet rdecade, various large-scale
exhibitions were hosted in Berlin, Frankfurt, Moscand Leningrad’® Between 1933 and
1935, at least 17 exhibitions of ®@entury Chinese art organized by Liu Hailif3&
(1896-1994) and Xu Beihong were displayed in liéesiand 8 countries in Europ®.In
1935, the Royal Academy in London staged an exbibibased on a central loan of 735
artworks provided by the Chinese government fromdbllection of the Palace Museum in
Beijing.’®! This exhibition, which cast light on 3000 yearsGliinese history, had a great
impact on the West. From 1934 to 1945, more thamxtbitions of The Palace Museum
were on display in Shanghai, Nanjing, Chonggingergidu and other major Chinese
cities!®?In 1937, the ‘Second Exhibition of Chinese Art'Nianjing was held under auspices
of the Ministry of Education. It became clear tmat only through the establishment of
museums, but also through the presentation of é@idnb in China and abroad “the
government, and not just artists, was attemptingswart as a means of nation-building, and
the creation of such public opportunities for tlepthy of art which was attempting to appeal
to its viewers as national citizens was cructéf.However, in the same year, the promising
cultural exchange came to a standstill, causechbySecond Sino-Japanese War of 1937—
1945 and the subsequent Civil War of 1945-1%49.

1.3.3.Development of the National Museum of China

The Foundation (1912-1949)
The origins of the National Museum of Chinese Higtoan be found in the ‘Preparatory

Office of the National History Museum’ set up orlyd8, 1912 after a proposal made by Cai

8 Birnie Danzker/Lum/Zheng 2004, p. 30.

9 Birnie Danzker/Lum/Zheng 2004, p. 31.

80 vainker, Shelagh. “Modern Chinese Painting in Lomd1935.” In Birnie Danzker/Lum/Zheng 2004, p.118.
181Gugong bowuguati = #4718 2007. Zaoguonan yu zhanguob@d® % 5 & [€ 5 [National crisis and the

exhibition of state treasuresf3/2007, pp. 32f.

82The Palace Museum 2007. The Palace Museum Pulgjistonse. Beijing 2007, p. 16.

183 Clarke, David. “Cross-Cultural Dialogue and Aiitisinnovation: Teng Baiye and Mark Tobey.” In Bieni

Danzker/Lum/Zheng 2004, p. 101.

184 Hesemann, Sabine. “China. Der Drache riickt inBlékwinkel Europas. Republik.” In Fahr-Becker 2006
p. 241.
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Yuanpei'® The founding of the museum was closely linked with establishment of the
Republic of China. The museum’s collection wasiafit housed at the site of the former
Imperial College of the Qing Dynasty. In 1917, doghe remote location and to insufficient
space, the museum moved to the Meridian Gétd ) of the Imperial PalaceF[g. 3.

However, the museum only opened to the public itober 19263°

The establishment of the Museum of Chinese Histoag to be understood as
dependent on the influence of Western concepts afenmm museums and the nation-state,
which the newly founded Republic of China implensehtThe adoption of Western ideas at
the turn of the 2B century had a great impact on politics as weltalgure. In particular,
Western concepts of the modern nation turned obetgery influential on the formation of
the Republic of China. Modern nationalism stemmiragm Western thought was already
being adopted in China during the laté"1@entury, mainly among the intelligentsia, and
became a forceful weapon in politics. With the ap#le of ‘Tianxia’ ¢~ ), which had
described the worldview of China as the centehefuniverse for centuri€, the concept of
nation-state gained further recognition and gavéh lib the modern Chinese natitfi.The
spiritual founding father was Sun Yatsen with hasional and social movement based on the
‘Three Principles of the People of Minzu, MinquandaMinsheng’ (= &£ %), often
translated and condensed to the terms nationatlempcracy and welfare of the peopie.
The Republican government adopted these princigigestheir main philosophy and
constituted a top down nation-state. Through thengtt of Yuan Shikaiz 1] (1859-1916)
to establish himself as a new emperor with the egilosnt take-over of the warlords, the first
attempt to establish a republic based on a natiolealogy, a period later described by the
Communist rulers as ‘Old Democratic Revolutionildd. During the May Fourth Movement

of 1919, Chen Duxilsi75 (1879-1942) and others preached science and daoyoand

185 Zhongguo lishi bowuguan 90 nian, p. 140. For dedachronological information, a timeline is progitin
the Appendix (see 6.2).

18 Zhongguo lishi bowuguan 90 nian 2002, pp. 140-141.

87 The term ‘Tianxia’ literally means “under heavearid describes a worldview, based on the centrafipos
of the Chinese emperor, and China as the middlatopuAll other tribes and countries were obligedpay
tribute to the emperor, in order to receive hig@etion. This political idea had been in placedenturies.
18\Wei, C. X George and Liu, Xiaoyuan (eds.), ExplgriMationalism of China: themes and confli@802, p.
121.

189¢Cf. Metzger, Gilbert. Liang Qichao, China und deeséén nach dem ersten Weltkrieg: Ein Viertel der
Menschheit hat gegeniiber der gesamten Menschbeéitatpflichtung fur ein Viertel des Glicks. Triedd5, p.
42.
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attacked Confucianism in the influential magazitew Youth® However, nationalism and
the wish for a unified China remained importanttia 1930s and 1940s, Chinese intellectual
nationalism expanded to a mass movement, desgit&Veestern origins, as reaction to
imperialistic nations such as Japan. At that tithere was an attempt to define the nation by
returning to Chinese traditions: “In all areas df and life, national pride conflicted with
Western, especially Japanese, influences, whichrbeceffective beginning with Japanese
military takeover during the 19 century and the henceforth progressing

internationalization °*

Once the Republic of China was founded in 1912, magr task of the Ministry of
Culture was safeguarding the national treasuregliyecontinuing the dynastic tradition of
legitimizing the empire by means of the collectidm.addition, it was necessary to create
another modus, enabling the population to identifth the new nation-state. Establishing
museums became an important task for the new gment) apparent with the founding of
new museums such as the Museum of Chinese HistorBeijing (1912), The Palace
Museum (1925), and the Nanjing Central Museum (198BRiring the first year of the
Republic of China, parts of the Imperial Palaceeverade accessible to the public for the
first time in history. Moreover, its content wagaeded as public property and essence of the
cultural tradition, the roots of the newly estahéid nation-stat€’? The subsequent opening
of the Palace Museum focused on the enduring oagditof the country. However, with the
establishment of the Museum of Chinese History @ijiBg, the new nation-state created a
different symbol. At that time, the Palace Museuauded the best collection of Chinese
artifacts in the country, while the Museum of Cls@dHistory, with its universal approach,
obtained its collection from nationwide archaeotadjiexcavation starting at the beginning of
the century. The Museum of Chinese History of 1B&2ame the first and most influential
museum of the new Republic of China. However, dnia@ most ambitious programs of the
Republican government was the foundation of thejiNgnCentral Museum in the new
capital, following the suggestions of Cai Yuanpeilasarious academic bodiE§.At that

10 Chang, Maria Hsia 2001, p. 29; The May Fourth Moeatrstarted as a protest movement among students
against the treaty of Versailles, which allocated tormer German territory of Shandong to Japateaus of
returning it to China, also an official winner dfet war. Protest from students spread throughouimiae
country. For a detailed analysis of the May Foldttvement, see Gray 2002, p. 195.

1 Hesemann 2006, p. 241.

192 ghih, Shou-Chien 2003, p. 17.

193 During Republican Era, Nanjing was made capital enaus times. The decade from 1927 to 1937 is known
as Nanjing Decade.
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time, the Nanjing Central Museum, subordinate ® Nhnistry of Education, was to be a
comprehensive large-scale museum following the @kamof the first-class museums of
American and Europe. In April 1933, the Nationah@al Museum Preparatory Department
was constitutednd Fu Siniarf# 4 (1896—1950) was appointed directdtTo create this
universal National Museum in Nanjing, parts of twlection of the Antiques Repository,
The Palace Museum and the Museum of Chinese Histoeijing were transferred to
Nanjing and combined with the collection situatedtiie Jiangsu Provincial Museur.

Institutionally, the Museum of Chinese History irifng"®®

was integrated in the National
Central Museum. In June 1936, construction workth@ new museum building began; it
was interrupted by the invasion of the Japanesg arrAugust 1937. From the original plan
to build three major halls for displaying natutee humanities, the arts and technology, only
one venue was to be executétiBecause of the Japanese threat, the previouslypineoh
collection went on an odyssey throughout Chinay seturning to Nanjing in 19482 The

museum was subsequently opened in 18%0.

In East Asia, the Japanese National Museum haddirevolved in the T0century,
while the predecessor to the National Museum ofeawras established at the beginning of
the 20" century, corresponding almost exactly to the fongaf the ‘Preparatory Office of
the National Museum of History’ in Beijing. Althobghe origins were steeped in Western
concepts, the Korean museums evolved along a eiffgrath. Established under Japanese
occupation (1910-1945) as the Governor General'sddm in Seoul to promote the
ideology of ruling Japan, it was reorganized asidwal Museum of Korea in September

1945. It then played a significant role in the tabishment of the Korean nation and of its

¥4 \wang, Hongjun 1990, p. 438; The Nanjing Museum undat several changes of name: After the
establishment of the People’s Republic of Chinayas renamed as Nanjing State Musel#y{Fg 5t 4755
in March 1950. In August 1950, it was officiallymad Nanjing Museurnigg 5¢ H47755%).

19 Fong/Watt 1996, p. 3; Wang, Jiafedgz R.. “Adventures of the Treasures in National Palaagséim.”

translated by Peter Eberlyd 37 % & 4% /~+4, Guoli gugong bowuyuan liushinian, Taipei 1985, 8.
1% Then called ‘Beiping History Museum’. From 1928 1849 Beijing was called ‘Beipingd(-F: ‘City of
Northern Peace’) just as it was called alreadyrdutihe Ming Dynasty. In this paper, the city isyordferred to
as Beijing to limit confusion.

19"Nanjing Museum Guidebook 5t #4215 5 % F/Jt, Nanjing Bowuguard 5 1% 41H, 51 pages, Nanjing n.
d., p. 4.

19 From December 1948 to February 1949, parts otdfiection were shipped to Taiwan. The journeyha t
collection is well documented in various accounishsas Fong/Watt 1996.

199 Construction work commenced after World War ILBY6, it was halted in 1948 again due to the GMair.
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national and cultural pricd®° In China, the museums in Beijing and Nanjing weeé the

only museums evolving during the first half of t8€" century. The development of
museums reached a peak in the mid 1930s and in ¥88677 museums being countaa.
Along with the museums, regulations for museums @rtural heritage were adopted and
research on museum studies published. In 1935A#seciation of Chinese MuseumsHi(E
HY1E P 2) was founded in Beijing. During the following pedis of the Anti-Japanese War
(1937-1945) and the Civil War (1945-1949), the nemiif museums declined and a large

portion of cultural heritage was lost or destroy&d.1949, the activities surrounding the

museum sector almost came to a halt.

From the Establishment of the PRC to the Cultural Revolution (1949-1978)

The second root of the National Museum of China le the ‘Preparatory Office of the
National Museum of Revolution’H{ 7 arfE{ ) 1E % % 4b) set up in March 1950, which
immediately moved to the premises of the Hall ofitsiy Glory of the Forbidden Cit§?? As
early as in 1933, the central Ministry of Educatltad decided to establish a Revolutionary

Museum and had called for a countrywide gatherinmemorabilia®®®

However, these plans
were only to be carried out in the aftermath of éseablishment of the People’s Republic of

China.

On October 1, 1949, Mao Zedong proclaimed the &shabent of the People’s
Republic of China from Tiananmei®if). 137. High hopes were placed on the strong and
charismatic leader as well as on the newly estaddisnatiorf’* Nationalism, which had
represented an important spiritual concept andimeiging basis for the Republic of China,
was also employed by the CCP in form of the popalidi-Japanese nationalism of the 1930s.
Furthermore, the CCP continued to establish thed Rrinciples of the People of Sun Yatsen,
the founding father of the Nation, but soon turt@tthe utopian futurism of Karl Marx, V.I.
Lenin, and Josef Stalirf*® The adoption of the Communist International Doetrled to a
conflict and a dichotomy with state-nationalismiri@éism, affection for one’s own nation
and its beliefs, on the other hand, was not corajyleteglected but was integrated as a tool

20 National Museum of Korea. “History. Joseon GoveentrGeneral Museum.”
http://www.museum.go.kr/main/publish/view.jsp?mdds002006001002 (accessed August, 6, 2012).
21\Wang, Hongjun 1990, p. 92.

292 penton 2000, p. 208.

23 The idea was developed in 1933 or even earlierHGhg, Chang-tai 2005, p. 915.

204 Chang, Maria Hsia 2001, p. 142.

205 Chang, Maria Hsia 2001, p. 142.
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for increasing loyalty to the new ord® as apparent in Mao’s statement that “patriotism i

applied internationalisnf®’.

Like Chinese state-nationalism before, the root€lnhese socialism lay in the West,
being introduced to China in addition to varioutest Western thoughts. Only after the
Russian Revolution of 1917 and the establishmentthef Communist International
(Comintern) in 1919, did socialist ideas becamaigant in China. In 1921, the CCP was
formally founded by Li Dazhad k%1 (1888-1927), Chen Duxiu and others in Shangffai.
One of the first exhibitions held in 1951 by thewhe established Museum of Chinese
Revolution at the Hall of Military Glory commemoeat the 38 anniversary of the
foundation of the CCPB” From the beginning, Soviet Russia served as a hfodehe
establishment of the People’s Republic of China a®cialist state. The CCP became the
most diligent pupil of Soviet Russia setting upagralogous political, economic and cultural
systen?° The political campaign of the 1950s entitled ‘Lréag from the Soviet Union’ was
supported when Soviet advisors were introducedlifiedds of life.”** For New China, the
successful ideologies of socialist and Communisttridtes took up the new role of

legitimizing the current political and social ordeonce again, an ideology foreign to China.

The newly established state eagerly adapted newegeptations, symbols and
memorials. Arts and architecture were employedldoifg the regime, the country, and the
ideology. The planning of the new governmental eenin Beijing was discussed
controversially. A proposal of the influential aitgltts Liang Sicheng#® & % (1901-
1972f*2and Chen Zhanxiarg: (5 #% (1916-2001), was for the new government centéeto

established in the west of the city, whereas theebadvisors suggested the city center,

stating technical reasorfs®> The Chinese leadership decided for the centralitisot

208 cf, Zhongguo gongchandang da cidian 1991F 3t/ 5% k## 4t [Chinese Communist Party Dictionary],
Beijing/1ba{ 1991, p. 197.

27 Quoted after Hoston 1994, p. 377.

28 Mao Zedong attended the meeting. Cf. Schwartzja®ein. Chinese Communism and the Rise of Mao, New
York 1951, p. 37.

29 Hung, Chang-tai 2005, p. 923.

#0Kirby 1997, p. 879.

21 Fan, K Shizheng.“A Classicist Architecture for pia: The Soviet Contacts.” In Cody 2011, p. 91.

#2| jang Sicheng studied in Pennsylvania and in Patrifie Ecole des Beaux Arts. In the 1930s and 4,94®
researched traditional Chinese architecture anttibated to the theoretical discourse. He is walbwn for his
input to the Beijing city planning after 1949 suahthe construction of the Monument of the Peopisroes;
cf. Charlie Q. Building a Revolution. Chinese Ateleiture Since 1980. Hong Kong University Press 2006

3 Fan, K. Shizheng 2011, p. 102.
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Tiananmen remained the heart while being enhaneedransformed to an important symbol

for New China and its leadership (see 22%).

Immediately after the Communist takeover of Beijinglanuary 1949, the CCP also
took control of educational and cultural institumso such as museums and universities.
Furthermore, a Committee to Control Cultural Affawas established. The Ministry of
Culture took over 21 museums; under the leadershfWWang Yeqiu 5%k (1909-1987),
the reorganization commenced following the new alistiideology?* For the development
of the new state, however, the establishment of meweums, especially the Museum of
Chinese Revolution, was of vital importance. Asrs@s in May 1949, the Committee to
Control Cultural Affairs issued an announcemenbuigh the Museum of Chinese History to
collect revolutionary documents and artifacts, eagming two areas: the Communist Party
and Communist martyrs. Expedited by the establishiofthe Bureau of Cultural Relics(

Y J5) within the Ministry of Culture in late 1949, thgathering of cultural relics gained
momentum. In February 1950, a nationwide collectampaign commenced as announced
by the Bureau of Cultural Relics, focusing on relgtarting with the Opium War of 1839—
1842, but emphasizing the time after the May Fowiibvement when the CCP gained
leadershig*® In order to establish the Museum of Chinese Reigiuthe Soviet museum
model was consulted, supported by Russian advisiestranslation of Russian museum
accounts and field trips to Moscow’s museums. lu@wn 1950, a Chinese delegation led by
Wang Yeqiu traveled to Moscow to visit several numss dedicated to the new regime. The
delegation was especially impressed by the Cehé&min Museum, the Red Army Museum,
and the rich collection of the National Museum loé Revolution on Gorky Street, which
displayed the glorious path of the Bolshevik Retiolu and highlighted the central role of
Lenin and Stalin in the establishment of Soviet S’ If the task of the first museums
emerging in the time of Enlightenment was to edeifagte citizens, the Soviet museums were

established to educate the public in the sociaisblogy?*® Existing museums such as the

24 Fan, K. Shizheng 2011, p. 102.
2 Hung, Chang-tai 2005, p. 917.

%% Hung, Chang-tai 2005, p. 920.

27 cf. Wang YeqiuE 6% 1950. “Sulian guoli geming bowuguai B¢ [F 37 #: #i {47 [The Soviet National
Museum of the Revolution]. In Wenwu cankao ziligd) 2% %t £l No. 10, October 1950, pp. 66-77; Jian
Bozan§i{f1## “Canguan Sulian bowuguan de yinxiang W 7 B4 15 (1 BV 4L [Impressions upon visiting
Soviet Museums], Wenwu cankao ziliaa#) 2% % ¥} No. 4, May 1953, pp. 30-31.

#8 Groys, Boris. “The struggle against the museumsthe display of art in totalitarian space.” IneBman,
Daniel J. and Rogoff, Irit (eds.). Museum Cultutéstory Discourse, Spectacles. 1994, p. 144.
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State Historical Museum of Russia, founded in Mesao 1872 at a time of national self-
identificatiorf*®, were modified and amended in 1917. The museuisfsay aligned itself
with the division of Marxist history in primitiveslavery and feudal culturé$’ In addition, a
strong focus was laid on the history of the workatass and peasant history of thé" Ehd

20" century?®*

Despite his admiration of Soviet achievements taldshing memorial museums of
the revolution, Wang Yeqiu planned for the Museun@binese Revolution to be unique and
devoted to Mao Zedong’s Thoughté When the exhibition was set up in the late 1980k,
ideological divergence between Soviet Russia andisfi&€hina might already have been felt,
though the Mao cult had just started. The displamnihy focused on the illustration of the
inevitable rise of the CCP and Mao Zedong's pivatale in the establishment and
development of the People’s Republic of CHiffaThe strong Soviet influence on museum
display was downplayed, although many themes afectsbsuch as portraits of Marx and
Lenin were included in the exhibition. The musewovpled a platform for the display of the
Chinese Communist master narrative, for forging ematrolling the collective memory and
monopolizing the writing of histor§?* The CCP continued to exercise tight control oher t
museum display, especially via the Propaganda Brepat’?® Therefore, the Museum of the
Chinese Revolution was not primarily a cultural ggabut rather a political institution to
serve the interests of the p&ffyand to display history as a means of legitimizjpagty

leadership.

The newly established Museum of the Chinese Rewolutequired an adequate
building to serve as a memorial and a place oflied@mn for the Chinese people. Along

with the Museum of Chinese History, it was includedhe Ten Great Buildings scheme in

291 evykin, Konstantin. “Russland. Das Staatliche blilstche Museum als Nationalmuseum.” In Plessen 1992
pp. 96-107.

220 evykin 1992, p. 97.

221 The collection was further enhanced through theiatieation of private property, and the integratiof
collections from other museums in Moscow; Levyk&92, pp. 98-100.

222 Hung, Chang-tai 2005, p. 919.

22 Hung, Chang-tai 2005, p. 932.

224 Hung, Chang-tai 2005, p. 914.

2% pceording to Zhang/Zheng 2009, the official Enllisanslation of the previous Propaganda Departnvest
changed to ‘Publicity Department’ in recent ye&iswever, the Chinese term remained unchanged.derdo
avoid confusion, this study continues to apply then ‘Propaganda Department’. Cf. Zhang, Xiaolingl a
Zheng, Yongnian. China's Information and Commuinicest Technology Revolution: Social Changes andeStat
Responses. New York: Routledge 2009, p. 104.

226 7hang/Zheng 2009, p. 104.
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1958. This huge salient construction project wasndhed in celebration of the "10

anniversary of the People’s Republic of China 3&€e1)*’ The agenda contained not only
the architecture but also the interior design, udelg promotions to commission history
paintings for the Hall of People, the History andvBlutionary Museum and the China
People’s Revolution Military Museum (see. 3.4.§§.For this project, the Ministry of

Culture held a conference to consult artists aruthigcts on how to make the buildings
“reflect the spiritual situation of our nation’s ggde and our nation’s ancient cultural and

artistic tradition.??°

In August 1959, construction of the main buildifghe two museums was completed.
On October 1, the Museum of Chinese History opegadHe public in celebration of the 1.0
anniversary of the People’s Republic of China. utyJ1961, the Museum of Chinese
Revolution opened to the public, commemorating4H8 anniversary of the foundation of
the CCP. After 1961, the two museums underwentrabwhanges, periods of renaming,
reshaping, opening and closing. After being shuwvrdauring the heights of the Cultural
Revolution, the two museums were merged in ¥8a&ly to reclaim their original structure

and previous names again in 1983.

Museum Policy after Mao (1978-2003)

In 1976, the signs were pointing to the end of i@ #ne members of the party leadership had
grown old and in January, Zhou Enf&iZ >k (1898-1976) died followed by Zhu Dlef
(1886-1976) at the beginning of July. On July 28nassive earthquake killed more than
250,000 people in Tangshan, only some 140 km frbm dapital in Beijing and was
noticeable in many parts of China. In the Chineadition, it could be read as a precursor of
dynastic changé® On September 9, Mao Zedong died, the Cultural Réiom was
officially ended by his successor Hua Guofdfgt % (1921-2008), who immediately took

action to arrest the Gang of Fduf.For two years, the country fell into confusion otee

#’During the first years of the People’s RepublicGifina mainly hospitals and schools with only lirdite
representative design were erected; cf. Hesemab®, 0 243.

228 Andrews 1994, p. 227.

229 Andrews 1994, p. 228.

#%Hung, Chang-tai 2005, p. 931.

%1 edderose 1988, p. 313.

232 Consisting of Mao’s wife Jiang Qingl7# (1914-1991), Zhang Chungialt & #Hf (1917-2005), Yao
Wenyuan#k3Z st (1931-2005) and Wang Hongwenit 3 (1934-1992), during the Cultural Revolution in
control of the CCP. After the Cultural Revolutidrey were officially charged by the Chinese goveminfer
the ten years terror of the Cultural Revolution. Edirbank/Goldman 2006, p. 387.
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question of succession. In 1978, Deng Xiaop#fig>*f* (1904-1997) assumed command of
China, at that time one of the poorest countrieshm world. Within the same year, he
implemented far-reaching economic reforms, thea®d Four Modernizations in the areas
of agriculture, industry, national defense and rs@éeand technology, with the intention of
copying Western economic successes. At this timagmatism in the Communist Party
leadership had replaced orthoddXy.However, for Deng Xiaoping the stability of the
country was of major importance, leading him tcecgjthe Western idea of democracy.
Deng’s strategy was to develop the country econalhgicthrough reforming the command

economy, introducing an open door policy and imprgvoreign relations in order to retain

socialism?** Special Economic Zones were allocated along thastcand opened for

international investments. The reforms turned aubé very successful, with an average

annual growth rate of 10% lasting from 1979 uthté beginning of the Zcentury?®

Deng Xiaoping's ‘Theory of Socialism with Chinesbatacteristics’ became the core
element of the new developmént.in order to implement institutional and econongforms,
the CCP under Deng Xiaoping needed to depart at |lgatially from Marxism-Leninism
and Mao Zedong’s Thoughts. The question arose wf thodefine the new national identity
so that the public would not be alienated fromstsge and the CCB’ State-nationalism was
employed and promoted during the 1980s and 1¥8(s order to aid in solving the
government's legitimation crises and in filling tigeological vacuuni®® On the outside,
China depicted itself as a strong nation-state. H&iotic Education Campaign launched by
the CCP seemed very successful with the ChinesicgdbHowever, this development lead
to an increasing anti-western emotion in the 1988d fostered the idea of Chinese
victimhood and humiliation by the imperial natiom3uring the last decade, patriotism was
more often replaced by a belief in the progress eswhomic growth of the modernization

theory. Nevertheless, since the initiation of thmoremic reforms, it appears that the

23 gchrecker 2004, p. 231.

234 Chang, Maria Hsia 2001, p. 156.

235 Chang, Maria Hsia 2001, p. 5.

236 Cf, Schubert 2001, p. 65.

27 3chubert 2001, p. 62.

#87hao, Dingxin. “Problems of Nationalism in Contermgy China: Student-Government Conflicts during
Nationalstic Protests.” In Wei/Liu (eds.) 2002104; Schrecker 2004, p. 238.

2% 7Zhao Dingxin makes the point that the governmeot only boosted nationalism, but adapted
countermeasures, fearing the consequences of @atetcheationalism; cf. Zhao 2002, pp. 112 f.

240 Chang, Maria Hsia 2001, p. 195; Zhao, Dingxin 2q02104.
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ideological transformation has not kept pace amdldick of orientation has sometimes been

expressed by even tighter political contrdl.

The emergence of a market economy, globalizatiahthe major societal changes
occurring during the post-Mao era have all inflleshd¢he quantity and quality of Chinese
museums. By 1980, around 365 museums existed ma&Hiwithin the next ten years, 1000
more museums were establisi&tin 2000, 150 million visitors annually attend soBG00
exhibitions held in China’s 2000 museufi§The State Administration of Cultural Heritage
announced that by 2015, 1000 more museums were &stablished nationwidé In the
long run, these efforts were finally yet importgntindertaken in order to compete with
modern nations such as the United States with 880, Germany with over 4500 and Italy
with over 3500 museunté® At the time of the Beijing Olympics in 2008, thapital had
more than 130 museurfi¥.Beijing’s competitor city of Shanghai planned aldiion of 100
new museums alone before the Expo in 28##@esides the establishment and planning of
new museums, many governmental institutions hawn xtended or refurbished. These
museums remained an important part of the disseimmaf state ideology, which required
them to adjust accordingly. However, the existimgdominantly state-run museums were

slow in responding to the new development in celffit

The opening-up policy also affected the developnwnthe National Museum of
China. In 1983, the Museum of Chinese History dr@dMuseum of Chinese Revolution were
separated, regaining their original structure afteyears of operating as a unified institution.
In the late 1980s, exhibition and research collations with international museums,
universities and research institutes, which hadaaly been established during an eight-year
development program set into action in 1978, picken®® Numerous national and
international exhibitions were held in the US (1p9Bermany (1995), Taiwan (1996), Japan
(1996) and Canada (1998) among others. In Febr@ff8, the Museum of Chinese

241 5chrecker 2004, p. 238.

2 Lu, Jimin 2004, 15.

?%% Su, Donghai 2006, p. 25

244 «Experts muse over museums.” China Daily, July, ZI04,
http://www.chinadaily.com.cn/english/doc/2004-07(htent_350575.htm (accessed, September 20, 2012).
245«Experts muse over museums.” (accessed, Septerfh@022).
246 Denton 2005, p. 44.

247 «Experts muse over museums.” (accessed, Septe20h@012).
248 «Experts muse over museums.” (accessed, Septe20h@012).
249 ¢f, Denton 2005, p. 44.

20 7hongguo lishi bowuguan 90 nian, p. 148.
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Revolution and the Museum of Chinese History weeggad to form the National Museum
of China.

1.4. The National Museum in 2011

A Change of Name

After the unification in 2003, the new institutiomas renamed the National Museum of
China. According to the political and historicaltusition, the former museums had
experienced frequent name changes. In 1912, tlepdPatory Office of the National History
Museum’ (E 577 S 1 ¥ 18 % 4 4b) was founded and opened in 1926 under the name
National History Museum[¥ 7. [ S 18 41). 21 In October 1949, it was renamed National
History Museum of Beijing [ 37t 5T 7 82 /{4 1H), and in 1959 Museum of Chinese
History (4 [E 7 2 1#47)78). In 1950, the ‘Preparatory Office of the Natiomduseum of
Revolution’ (E 7.2 iy 41E % % 4b) was founded in Beijing, opening as the Museum of
Chinese Revolution ! [F £ A i#448) in 1960%°2 The museums were merged in 1969 under
the name Chinese Revolutionary History MuseuthH 2% v [ 2 f4)15) and were only
split again in 1983. An apparent change in terntigglwas from use of the term ‘guoliE|

37), which best translates as state-run or natidaaguojia’ (£ Z%), which is often translated
as national. In Republican times, ‘guoli’ used &sctibed all state institutions, the term still
being used in Taiwan (e.g. for the National Paldlcseum in Taipei) today. In the People’s
Republic of China, the term has slowly been exckdog ‘guojia’ in naming governmental
institutions such as museums and the National tybra¥ = E % &8 . In the English
translation of the term to ‘national’, the diffecnbetween ‘guoli’ and ‘guojia’ becomes
indistinguishable. In the staff survey of 2007, ajonity of participants had agreed upon a
change of name to National Museum of Chira¥{ [E X {#41E), identifying it as suitable
or justifiable for the status of the institutione¢s 6.2.2.). On the other hand, several
comments criticized a lack of accuracy in the tiff®r example, one participant (No. 6)
explicitly suggested, that it should be named &tdtiseum of Chinese HistoryE(:7. 7 %]

7 2 #4058, including ‘guoli’ in his proposition. Many pacipants in a visitor survey of

2011 commented positively about the renaming ofntluseum and, for example, found the

new name more representational (see 6.2.4.). éstiidy, in order to avoid confusion, the

#lywang, Hongjun 1990, pp. 85-86.
%2 penton 2000, p. 208.
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museum is only referred to as National Museum ah&lnd the predecessors as Museum of

Chinese History and Museum of Chinese Revolutiespectively.

The Unified Museum

The National Museum of China, unified and newlyabBshed in 2003, constitutes the largest
comprehensive history museum in China and holdsesohthe country’s most significant
historical object$>® Furthermore, it represents one of the most impoxaltural institutions

of the government. The museum is under the directagice of the Ministry of Culture and
the Central Propaganda Department of the CCP. Theeam is operated under dual
leadership of a director-general and a deputy ttireavho is a representative of the
Communist Party>* Several deputy directors assist the director-génigr running the
museum and share different responsibilities anersige various departmerfts.In addition,

an administrative director is responsible for ltigss human resources, controlling and
accounting, as well as safety and security. In ¢berse of the unification process, the
leadership and major parts of the administratioreve®mbined; however, separate curatorial
departments and storage facilities from the formeseums remaift® The first exhibition
department is responsible for historical researod display of Chinese history from
prehistoric times to the end of the Qing Dynastyl#i1. Furthermore, it is in charge of
international cooperation and the display of foneigxhibitions within the museum. It
represents the succession of the former MuseumhofeGe History. The second exhibition
department is responsible for the historical reseabout and the display of recent Chinese
history, from the mid 19 century until today. It represents the successibthe former
Museum of Chinese Revolution. The first and secstodage areas preserve the respective
exhibition artifacts of both departments. The ekloh departments generally work
independently, developing separate presentatiooseMer, in the display of the ¥&entury
artifacts, their responsibilities overlap so thae tlast section of the ‘Ancient China’
exhibition (prehistoric—=1911) had to be developedtually®*’ Besides the curatorial staff,

each exhibition department has its own designesigpansonnel to set up the exhibitions.

23 i/Luo 2004, p. 68.

%4 Correspondence, staff member A, exhibition depantNMC, September 12, 2009.
>Correspondengestaff member A, exhibition department, NMC, Septent®, 2009.
2% Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.
%7 |nterview, Chen, Yu, curator, NMC, Beijing, Ap8lL, 2011.
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Whereas exhibition and storage departments havelivigions, the library, research,
restoration and educational departments as weldasnistration and logistics, are unified.
The library acquires and lends books and mateimatke fields of art history and museum
management. The Restoration and Research Deparimeasponsible for the scientific
preservation and restoration of objects in tradaladChinese and modern Chinese techniques.
The Academic Research Center organizes academidiastand presentations, and releases
the academic journahongguo Lishi Wenwu—Chinese Historical Artifadthe Department
of Archaeological Research is responsible for astdgy and underwater archeology,
conducting its research with the help of aeriapéwions®® The Education Department
organizes tours and is responsible for museum #ggerent, for the audio guide system and
the organization of academic lectures. The Departnoé Foreign Affairs organizes the
communication with the foreign cooperation partngrelcomes foreign visitors and assists
in the planning of foreign exhibitions. The Infortiwen Department offers technical support,
handles logistics, maintains the IT systems and wiebsite. The restructuring of the
departments as well as the relocation to a newe/@navided a challenge for the museum
staff. Furthermore, with the extension of the musea great number of new employees
were hired. In order to insure a speedy integratind an unobstructed working process,
multi-generational staff teams were often establih’ The previously mentioned factors
challenged a smooth operation, especially durireg ibginning of equipping 65,000 m?
gallery space. Nevertheless, the staff worked é&agerfulfill the mission, which the new

National Museum of China set for itself.

Tasks and Perspectives

When the National Museum of China closed for retiomain 2007, it defined the following

future goals:

When the revamping project is completed, the Nafidfuseum of China will be the supreme
hall of culture and art for the Chinese nationhia 2£' century. As a window showcasing the
long history and brilliant culture and art of théi@kese nation, it will be a comprehensive
museum that will feature a more forward-lookingiais a concept better in line with the
development of the era, the latest theory of mugpolthe latest cultural relics collection,
preservation and research means, the most advatisplhy mode and the most reliable
cultural relics security and safeguarding measukadience first, it will stand out as a leisurely
and comfortable place for the public, giving eqatkntion to history and art. Grasping the
revamping project as an opportunity, the Nationaiskum of China will strive to build first-

grade museum buildings, train elite personnel andease the wealth of collections. Efforts

28 Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.
29 nterview, Chen, Yu, curator, NMC, Beijing, Ap8lL, 2011.
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will be made to achieve the leading professionatli@nd high profile academic status both at
home and abroad. By the banniversary of its establishment in 2012, the Nig@xpected
to become the best museum in China and one ofeteibthe world®

With this statement, the National Museum of Chideantifies itself as an important

institution among museums worldwide and expressemtention to maintain pace with the

international museum development. Its future objeatan be summarized as follows:

1) The National Museum of China identifies itself witfie general museum tasks of

2)

acquiring, conserving, researching, communicatingd displaying the cultural
heritage of mankind for education, study and enj@ytnas acknowledged by the
IcCOM.***

It further pursues the goals of enlarging the @i in quality and quantity,
upgrading the facilities, enabling research oppoties and ensuring the

professionalism of the staff in order to serveaiiglience better.

3) The new focus of the museum is placed on its mrlahip with the present and a

4)

display of arts and history on equal terms.

The National Museum of China aims to assume théiposs the leading museum in
China and becoming one of the best museums wortddthe 108 anniversary of
the museum in 2012. This objective was internaliagdhe staff with the museum
slogan “Leading within China and first-class ineianally” (&} 455G, EEr—

), frequently quoted in the staff survey of 2007%(6€2.2.).

In regard to the museum objectives, Deputy DireCtben added in 2011: “We work

with the mutual aim to renovate the museum. Theemmnshas already a history of 100 years,

but the opening of the museum is a lot of worktHe new concept, art and history are

equally important.® The following analysis of the revamping projectiia architectural

appearance and its exhibition concept will seekdemtify how the National Museum of

China pursued these self-imposed goals.

20 National Museum of China, “News.” (accessed, Ap8| 2007).
214 COM Statutes.” Article 3, Section 1 (accessed N2dy 2009).
%2 |nterview, Chen, Liisheng, deputy director, NMCijig, April 22, 2011.
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2. Building Memory: The Architectural Form

2.1. Introduction

The storage and display of objects and their ceasien, as well as providing research,
archival and visitor facilities are important basequirements of a museum building.
However, such functional necessities are seconmatiye architectural form, which forges a
first impression and shapes the observer's membtlieoentire institution. This outer shell
serves as the representative figurehead of the unusk is here that both traditions and
memory are created and national identity finds shdtpis through the architecture that the
client and architect express their fundamentalninb@ for the observer, within specific
intrinsic parameters such as building traditionygats, finance, and the limits posed by their
own creativity. In the case of the redesign of thational Museum of China, budget
limitations seem not have been the greatest conteémpolitical and public expectations had
a more important impact on influencing this pulflisensitive project. However, as concepts
cannot be constructed in architecture péf*sevhat are the factors and architectural features
that can shape and reflect an identity? How canlesa®sign decisions be recognized and
comprehended? How can the development in desiggmblyzed in the context of national

self-image and identity?

In order to analyze the development in form theselmoresearch method centers on
the 2011 architectural design and compares it vidhmer architectural stages and
contemporary examples. To begin with, an outline toé architectural revamping is
introduced through a project chronology accompartgda general description of the
resulting architectural design of 2011. Next folkown analysis of basic conditions and
building requirements such as the museum as aibgilgpe, its setting and style, and the
roles of the architect, the client and the publicese prerequisites, which are important for
every museum building project, influence each o#iret have impact on the final form of the
architecture. An analysis of the significant arebitral features, such as Size and Dimension,
Elevation and Facade, Courtyards and Landscapeges$ie Grand Forum, Exhibition and
Reception Halls, forms the core of the chapter. Twkvidual building sections will be
considered according to a consistent, albeit flexibet of predefined parameters. After a
brief description, each individual building sectiail be compared and contrasted with that

23 Nerdinger 1992, p. 11.
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of the edifice in 1959 within the context of tharswnding buildings of Tiananmen Square,
as well as with examples of the Ten Great Buildjrigswhich the 1959 museum complex
belongs. By means of these comparisons, it is plesgd analyze which structural elements
of the old design were retained and which remimses from local form were added. In
addition, relevant steps in the development of rfhhe&amping project are used as reference
points. Included are the design proposals fromdiesen international architectural firms
which were invited to bid in 2004. This particuladncompasses the finalists’ bids by Kohn,
Pedderson, Fox working with the East China Archited Design & Research Institute
(ECADI), and Norman Foster working with the Beijitigstitute of Architectural Design
(BIAD) %** and most importantly, to the winning design o @rchitectural firm ofgmp
working with the China Academy of Building Reseaf@ABR). The comparison of these
proposals is especially fruitful as all the arctisedeveloped their design from the same
starting point and, in some cases, even came up swhilar solutions. A comparison
between the executed form of 2011 and the 2004 imgndesign, aids in understanding the
search for the perfect form by both the client #raarchitect. Current relevant historical and
contemporary examples and designs of (national)eomas worldwide and especially in
China, Taiwan, Japan and Korea, are consulted. @osgms cannot claim to be
comprehensive, but rather make use of suitable pkemvhich highlight relevant aspects of

the redesign of the National Museum of China.

The development of the architectural design ofNlaional Museum of China can be
described by using parameters of international,n€w® and local origin. International
approaches use museums worldwide as models anthdgegpendent of local forms. The
Chinese features, on the other hand, define bugjldinaracteristics, materials and forms
which are taken from traditional architecture. Toeal features help to anchor the form of
the original building within the context of Tianaem Square. Recognizing the similarities
and differences in style, and applying a diversenlwoation of the three previously
mentioned parameters are helpful in tracing thechefr the most suitable form. By raising
guestions about the museum’s overall design, bypesimg and contrasting the architecture
of 2011 with historic predecessors and contempappyoaches, and by analyzing the search
for the form of the museums, the path which thentltook with the redesign of the museum
will be illuminated and explained. All of these pta will serve to define the changes the

%4t is governmental policy that international atebiure offices have to cooperate with the fewdaBinese
companies, which hold a license in the People’suRkp of China.
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museum has experienced, the client’s intentionwvasidn, the anticipated impression and the

actual impression on the public.

2.2. The Overall Concept

2.2.1 Chronology
The original building housing the National MuseufrChina was erected in only ten months

between 1958 and 1959, following the plans of tiohitect Zhang Kaijok J1-5F (1912—2006)
and the Beijing Institute of Architectural DesigBIAD) [Fig. 4]. At that time, the structure
accommodated two collections: the Museum of Chiréistory with its collection of objects
dating from the prehistoric to the end of the fgiasty in 1911 occupied the south wing; the
Museum of Chinese Revolution, presenting the hystdrChina of the last 150 years, was
accommodated in the north wing of the buildiflge museum was erected as part of the Ten
Great Buildings program, which was implementedof@ihg a decision of the Central Party
Committee of the Chinese government in the couf¢ben 10" anniversary celebrations of
the People’s Republic of China. It went along vilib massive reshaping of the city and the
enlargement of Tiananmen Square (see 2.3.). Iniaddo the two museums, buildings in the
program included the Great Hall of the People, Miditary Museum, the National
Agricultural Exhibition Hall, the Cultural Palacé Wationalities, the Beijing Railway Station,
the Worker's Stadium, the Nationalities Hotel anel ©verseas Chinese Hot&lAll highly
representative governmental buildings, they wereceted in different styles and built for
administration, transportation or cultural purpodaspreparation for the project, the city of
Beijing sent a research and study group to theebd¥mion in 1958, where the participants
viewed construction on the so-called ‘Seven Sistamsject in Moscow (see 2.4.15° The
CCP exercised tight control on all aspect of baddihe museum throughout the construction
process, especially through its Propaganda DepatfitieThe concept foresaw that along
Tiananmen Square and the newly widened public tighfares, monumental buildings

should symbolize “China’s emergence as a modete’§ta(see 2.3.).

255 Andrews 1994, p. 228; Wang, Zhengming 2001, p. 16.

26\Wang, Zhengming 2001, p. 14.

%71n the People’s Republic of China museums are usdgervision of the Ministry of Culture. Howevéne
Propaganda Department and Party Committees have meaitoring the museums until today; cf. Hung,
Chang-tai 2005, p. 923.

28 Andrews 1994, p. 228.
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In the 1980s, the Ministry of Culture made thestfiplans for reconstruction of the
decrepit museum building; however, the CCP CerDaimittee approved them only in
19962% In 1999, restoration and stabilization of the tinigy was necessary to secure the old
structure against the influences of climate andthegaekes; for this reason, steel
reinforcements of the north-west axis were implet@@nThese tasks were conducted by the
China Academy of Building Research (CABR), whiclietabecame the partner of the
architectural practice @yjmpfor the redesign of the museum. By that time ntuseum could
hardly contain the increasing number of collectimms. On March 15, 2003, the State
Council approved the renovation and expansion@htiiseum on the original site, launching
a huge restoration and enlargement project withutiiBed and newly established National
Museum of China, consisting of the former MuseumCbinese History and Museum of
Chinese Revolution. The project resulted from tik¥ing considerations:

The building of the museums has not developed lpatta the daily increasing demand for
culture by the public. Furthermore, the Olympic2608 also stimulate the need for a National
Museum. Therefore, it was decided to rebuild threnBr museum, to extend it in the east and to
superstruct the courtyard. The museum as ‘WorldeSté Art’ National Museum should
correspond with the development of China and theesing cultural demand of the pedfife.

The main task formulated by the National Developtraard Reform Commission in
charge of the project was to enlarge the buildinghe east side, reinforcing the historical
structure while keeping the structure of 1959 effety intact?’* The architects were
supposed to build a museum “which would serve ds@lay window of the 5000 year long
history of China, one that would accommodate onleamiobjects and 20,000 visitors at the
same time — the building should be cautiously aespectfully altered.?’? In order to
maintain the original design while integrating tlaelditional structure in the current
Tiananmen ensemble the following requirements bdsetmet: the main gate situation in the
west had to be kept unchanged and an additionedrez® in the north was to be established
to serve as an alternative access should the sipeactosed for political events? Other

important changes included adding an interior sgcuwsystem, providing user-friendly

29 The National Museum of China, “Project Overvieatcessed, February 2, 2012).

210 «wettbewerbsaufgabe” [Specification of the comiperti], In Gmp wettbewerb aktuell 12/2004. Gmp Pabli
Relations and Communication. Hamburg 2004, p. 29.

271 Cf. Statement of Meinhard von Gerkan, In Beyer,@®ng, Doerry, Martin, Reinhardt, Nora “Weltfremddun

unglaubwirdig.” Interview with Meinhard von Gerk&eBpiegel, 15/2011.

272 Beyer/Doerry/Reinhardt, Spiegel Interview 2011.

23 Gmp 2007, National Museum of China, brochure, 12xh2 ring binder, Gmp Public Relations and
Communication. Hamburg 2007.
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facilities and creating sufficient storage for thigiects (see 6.2.2). The initial goal was to
extend the museum space from 65,000 m2 to more5&000 m2’* The completion of the
extension was scheduled to be before the 2008 Qdwnip Beijing?’® The revamping and
enlargement project experienced public and intesoglport. A majority of 77.7% of the
visitors, who participated in a broad-based andprefmensive visitor survey of the National
Museum of China in 2003, regarded the extensiah®imuseum building as necessaAA
majority of the participants in a staff survey i80Z shared this opinion, considering the
renovation as essential and explaining, for exantpbg “the old outdated architecture of the
former museum did no longer meet the needs of dpwednt in the museum” and that “a

modern building is the material basis for the cargton of a leading museuri’”

From February until September 2004, internationddlip bidding for the new design
of the National Museum of China took place. An ekpeommittee selected eleven
outstanding national and international architectsad the 36 candidates and invited them to
submit their proposal§’® In July 2004, almost 10,000 citizens took the cleato view
displays and architectural models in the museumvanel for their favoritesHig. 5. In the
final round, the experts of the National Developireamd Reform Commission appointed the
China Academy of Building Research (CABR) and thehiectural practice ogmp the
winners on September 1, 2004, although their des@m initially placed only second by the
public?”® Though all three of the selected finalists hadssted the idea of ‘public space’ and
easy accessibility from the square, the Commiskamhchosen the most restrained design of
the three. The winning design was nicknamed ‘TheaGMuseum Squareff{#it X))
[Fig. 6], characterizing its main architectural idea: tiieation of a grand indoor museum
space with 14,000 m? floor space and 20 m ceilieighit [Fig. 7].2%° The gross floor area of
this design by Meinhard von Gerkan and Stephan t3akdéis planned at 170,000 m2 with the

construction period scheduled from 2005 to 2002 dénterpiece of the new museum was a

2747hu, Fenghan, “Le Musée national de Chine (MNCparg'hui et demain.” Paper presented at the Louvre,
France, June 2004.

23 «Experts muse over museums.” (accessed, Septe20h@012).

27® Hao/Huang 2005, p. 51.

21T SR o R A R AR CASE S A LR R I B . (No. 5); SUARK I T & R — R
YA . (No. 27); see 6.3.2.

28 The public bidding was organized by Beijing Gaofensultant Co. in cooperation with Beijing Project
Consultants Company; interview, Stephan Schithitatural designer, gmp, Berlin, January 19, 2006.

29 wWettbewerbsaufgabe” [Specification of the comiieti]. In Gmp 12/2004, p. 29.

280 5econd and third placements: Kohn Pedderson Few, Ybrk; Foster and Partners, London.
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massive bronze roof, covering the entire Grand 6ty stressing the idea of a sheltered,
covered public squaré® In September 2004, a one-year pre-planning pehiedan,

generating the first blueprints in October 2005.

Although the winning design bympwas selected in 2004, serious alterations in the
blueprint were made in the following years. A chaungleadership of the museum in October
2005, on the one hand, helped the progress ofrthegd. On the other hand, the new director,
an architect by training, pursued his own agengathB end of 2005, the original intention of
making a visible distinction between the old andwvnstructures was abandoned. The
architects were urged to synchronize the museuri&sier impression with the surrounding
architecture of Tiananmen even further and to matisgthe new building harmoniously into
the existing context. Hence, the original winnirgsign underwent fundamental changes. In
summer 2006, the architects met the requests fohamged design and a more Chinese
approach by presenting three different drafts te Mational Development and Reform
Commission: 1) The ‘Cascade Proposal’ included nvemumental staircases ascending from
both courtyards; the U-shaped wings would, theegfbe extended either by incorporating
the old facade or by erecting a copy of the nevadac 2) In the ‘Passage Proposal’, the
western facade was kept intact, while in the eaititional building blocks were to be added.
A passageway from north to south would combine dhginal and the modern building
parts®®®3) The ‘Courtyard Proposal’ offered a choice aitbkfour courtyards divided by a
central passageway with an additional building blotthe east, or of keeping the original
two courtyards in diminished size. At the end ofed 2006, an expert panel of 24 scholars
installed by the National Development and Reformm@ussion selected a combination of
the latter two propos&fs, keeping two courtyards in a diminished form antladucing an
additional building block to the east with a passagy connecting the old and new building
parts. Besides the new building block in the ehst, proposal also suggested an elevation of
the building height and an extension of the westagade, in order to balance the building

masses at Tiananmen Square.

%1 The term ‘Grand Forum’ for the main access hal ierged by the German architects during the plagni
process. Officially, it acquired the name West H#llDa Ting) by the National Museum of China.

22 Gmp 2004. “The National Museum of China: Wettbewsbroschiire.” Bidding brochure, design proposal
2004, 66 pages. Gmp Public Relations and Commuorgatiamburg 2004. p. 6.

23 |nterview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.

#4The National Museum of China, “Project Overvievat¢essed, February 2, 2012).
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Due to the change in project outline, there weratdek and emotional discussions
within the National Development and Reform Comnuissin how to proceed® The experts
had different opinions on whether to retain theats; of the building and reinforce the
original structure or to tear down the entire binddand re-erect it in the same design, which
would have been a much more cost-effective proeetfiitAt the beginning, some experts
were in favor of the more economical proposal wbileers wanted to preserve the original
structure, arguing with the political and natiosanificance of the building. It was finally
agreed that not only the prominent entrance sauoabiut also the original facade had to be
retained?®’ In the course of this revision period, the clidatided that the planned extension

of the winning design was not sufficient and deneaha larger museuff®

The western, southern and northern sides of theemmuswill be consolidated, renovated and
repaired while being preserved as an integratedentfonew part will be inset in the middle

and extended eastward, maintaining the same actiigé style as the original. Slightly greater
than the original in architectural volume, it wilok more imposing with different heights.

When completed, the NMC will cover 192,000 squaetars in floor space, the largest of its
kind in the world?®°

The National Development and Reform Commission #rel China International
Engineering Consulting Company confirmed the finoahcept in October 2006. The final
approval for the project was given by Li ChangchBink#, the chief of propaganda and
member of the nine-man Politburo Standing Commitbéethe CCP. It was officially
acknowledged during a State Council executive mgeti November 2008 The project
was originally scheduled for completion before @lgmpics in 2008’*, but was postponed
to 2009. Construction could finally begin: In Fedry 2007, the exhibitions were clos&d
and within two months, the entire building was obebof artifacts and offices-[g. 8]. The
objects were transferred to a storage facility lo@ outskirts of the city and an additional
office building was rented. The foundation stoneen®ny was held on March 17, 200Hd.

9] and the dismantling of the central and easterlding sections started in April of the same

2 Interview, Stephan Schiitz, architectural desigmp gBerlin, January 19, 2006.

288 |nterview, Stephan Schiitz, architectural desigmp gBerlin, January 19, 2006.

27 |nterview, Stephan Schiitz, architectural desigmp gBerlin, January 19, 2006.

288 |nterview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.

289 The National Museum of China. “News.” (accessedlA8, 2007).

29 johnson, lan. “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.

21 The original 2004 plan forecasted the completion2D08. Furthermore, the public seemed to have
considered the 2008 Olympics as a benchmark, wastfor so many projects. In the 2007 public survyo

of the participants believed the museum would redgefore the Beijing Olympics (see 6.3.2.).

292 The National Museum of China. “News.” (accessegtilAL8, 2007).
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year [Fig. 10, Fig. 11. In July 2007, the National Development and RefdCommission
approved the investment budgét.The building process was planned in two stages: th
construction of the north wing was to be finished dSummer 2009, in time for the B0
anniversary of the People’s Republic of China, #redoverall completion was planned for
20107

At a later stage of the project, the National Museaf China commissioned the
landscape architect Till Rehwaldt for the desigrthef courtyards and outdoor faciliti&s.
The construction was carried out by different com@s under one general contractor.
During the construction period, the architecturalgice ofgmpwas in charge of monitoring
the quality and of slowing down the general corttieecwhenever necessary in order to meet
quality standard&’® An example of the accuracy in the building proogas demonstrated by
the hand-sorting of the granite flagstones: whentheworkers finished laying out a stretch,
the architects would judge from above whether thiginal colors matched and if stone slabs

needed to be replaced.

In March 2009, the steel structure for the roof Wiisd with hydraulic pumpsHig.
12]. By the end of May 2009, the steel work was fied [Fig. 13 and in October 2009, the
reinforced north wing of the museum briefly opete@dhe public with the exhibition entitled
‘Road of Rejuvenation’. Only a few weeks later, was closed again for necessary
amendment&”’ From then on, parts of the museum were always &pph, until March 1,

2011, when the entire museum building opened ttiidic 2%

2.2.2.General Description
The museum complex of 2011 is located on the nasth&ide of Tiananmen Square and runs

330 m from north to south fronting the square, 28d m east to west along Chang’an East

Avenue, covering an overall floor space of 191,900 It is positioned along the central

2%3The National Development and Reform Commission @yent the proposed budget of RMB 2,503,160,000
from the state budget; The National Museum of CHiReoject Overview.” (accessed, February 2, 2012).

294 Gmp, The National Museum of China, brochure, 12xh2 ring binder, Gmp Public Relations and
Communication. Hamburg 2009.

2% Here a contract was closed between three paftiem, CABR and Rehwaldt landscape design; Interview,
Till Rehwaldt, Rewaldt Landschaftsarchitekten, Diess November 4, 2010.

2% |n China, no official approval process exists faw buildings and there are no rules for the hagdtf
remaining construction issues. Gmp had to reporectly to the museum director; Interview Matthias
Wiegelmann, project lead Beijing, gmp, Beijing, Adi0, 2009.

297 Interview Matthias Wiegelmann, project lead Bejjigmp, Beijing, April 10, 2009.

29 At the beginning, access was limited to 8000 eisiper day.
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north-south axis of Beijing with the facades adlify cardinal directions. The edifice consists
of a massive, rectangular structure built in monoizle Soviet neoclassic style, ornamented
with Chinese features and crowned with a newly eanmnted staggered roof desidgng]|
14]. The horizontal structure of the complex is deddinto two main building blocks: a
reinforced U-shaped structure from 1959 facing @aranen Square and a new core,
encompassed by the original building from threesidrhe so-called “existing envelop&”

of 1959 underwent considerable restoration andnfereement procedures; however, its
facade apparently remained unchanged. The frotiteohew core is only visible to the east,
protruding beyond the north and south facadesetishaped buildingHig. 15. A central
portico divides the main facade in two symmetrigahgs and additional projections
emphasize each corner. These projections and gestaroofline ascending from 26.5 m at
the eaves of the front facade to 42 m at the caftdre new building, structure the more or
less solid building block. On the outside, lightezed Chinese granite stone, glass and

sparkling steel were used.

The museum extends over two underground and fiegeggyound levelsHig. 16. A
front yard leads from the main gate to the ceritadl in the east and courtyards to the north
and south Fig. 17]. A central hall, the so-called Grand Forum, cesashared access to
different parts of the building via staircases,astors and elevator&ig. 18. The historical
north wing houses the permanent exhibition of tener Museum of Chinese Revolution
(Road of Rejuvenation) on two levels as well as ia@stration units on the first floor and the
basement. The historical south wing accommodatesirggtration, logistics and technical
units, a canteen and a library on five floors. Tovple for more space for administration,
two extra ceilings were inserted in the originabisture of the south wing. To the east, the
new extension contains the majority of the exhdpitispace, including the permanent
exhibition of the former Museum of Chinese HistgAncient China) on over 9450 mz2. It
makes room for a theater, a cinema and a broadgaktll in the basemenFig. 19, a
central reception hall surrounded by three VIP reamChinese style on the main level, a
banquet hall, several individual compartments arevalving roof terrace on the top levét.

The top floor (+34.5 m) can be accessed via elesdteated in the four monumental pillars

29 Interview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.
30Gmp. National Museum of China, Beijing, brochurengGPublic Relations and Communication. Hamburg

2011.
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of the Grand Forum. For the interior, light-color€thinese granite, black cherry wood-

paneling, bronze-colored aluminum siding and p&tishdronze were used.

Entrances are provided on all four main sides ef bhilding. Visitors access the
building from the west, tour groups from the nostihereas the south entrance is reserved for
the staff and the east entrance with its direcesedo the theater for VIP guests. Parking
space is available underneath the Grand Forum¢@nddevel underground accommodates
engineering, supplies and storage facilities. le tiortheast and southeast corners of the
building, loading zones are provided. A logisticpageway leads to storage and workshop
facilities as well as to the exhibition venues amdeparated from the visitor stream. The

entire building is equipped with up-to-date teclahi@nd logistic facilities.

2.3. Preliminary Considerations and Building Requiremens

Construction Type
Museum buildings have different roots of developmérroughout museum history, but

particularly at the beginning, private and publiallections were housed in rededicated
buildings such as palatial structures or in calsirgdt wealthy private owners (e.g. British
Museum 1753, Hermitage 1764, Louvre 1793, The [Ralaseum 1925). These buildings
were seldom modest but generally monumental byreaamd often located in a central
position in the city. However glamorous, as intesautions, they were rarely best fit for the
purpose of a museum, and the development of a gerwilding type seemed only logical.
In addition to the technical inconveniences invdlvéhe use of rededicated edifices at times
presented other difficulties. For example, the catmn of the National Museum of Korea to
the former Joseon General Government building 8618tirred up public controversy. This
building was erected on the premises of the fordmrean imperial palace (Gyeongbokgung
Palace) in 1926 during Japanese occupation andbéas encountered as a symbol of
Japanese suppression ever since. In 1995, theirguildas finally demolished and the
institution moved to a newly designed museum bogdf*

Although it is not possible to define a distinctilding type, even for a national
museum, some general characteristics for large-ggaiuine museums can be distinguished.

Like the numerous rededicated governmental buiklilgusing various collections, a great

301 National Museum of Korea. “History. Joseon GoveentrGeneral Museum,” (accessed August, 6, 2012).
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number of purposefully constructed museums worldwithim a central position in their
respective cities, indicating their central role time cityscape since the L&entury3’?
However, since the second half of théhZ@ntury, more remote museums within recreational
parks have also begun to offer an alternativergeftor new, mostly privately owned museum
buildings (e.g. Getty Center, Los Angeles, 1984719@useum Insel Hombroich, Neuss-
Holzheim, 1987; Villa Ronde, Japan, 2010). Fromlyeheginnings, a discussion was on
about whether museums are a neutral containershwdnty serve the artifacts or whether
they are exhibits in their own right®® Within recent years, the competition between the
actual building and its content has become fieréer.encountered in the Guggenheim
Museum in Bilbao, the building itself is a landmafkarchitectural design while, at the same
time, standing in actual competition with the collens to win the public’s favor’*
Museums are encountered as a prestigious enhancéonesities, often conceived by star
architects. Thus, the previously mentioned, ongaimgseum boom bears the hazard of

disregarding the collection and the content in faafdhe new designed architecture.

Museums are constructed according to the lateBhieal advancements, ensuring the
functionality and safety of the building. Traditally, the architecture of a museum has to
cater to the tasks of collecting, safekeeping, sgiog and presenting artifacts. These tasks
are still valid today; however, the importance oedask over another has shifted over time.
Starting from the Renaissance, the focus has dhiiften being predominantly a collector’'s
task to one of the presentation to a growing puldioce the Enlightenment, museums have
been engaged more and more in educating the pabtievelopment, which has forged the
design of the new museutfT. Presenting increasingly ‘democratic’ and more pedical
displays in museums are ongoing tendencies worklwatid were especially strong during
the 1960s (e.g. Pedro Ramirez Vasquez, NationakNmsof Anthropology, Mexico, 1963—
1964)3°° The Centre Georges Pompidou (1971-1977) withgenacentral hall and flexible
museum architecture counts as a milestone in thidipmuseum developmerft. Besides

this change from an aesthetic to a more educatemal'democratic’ perspective of display,

3923earing, Helen 1996. “Museum, §lI, 1-3 Architectuta Turner, Jane, Dictionary of Art, Volume 22eN
York 1996, pp. 360-369.

303 Cf. Searing 1996, pp. 360-361.

394 Treib 2009, p. 149

305 pehnt 2002, p. 5.

3% pehnt 2002, pp. 9-10.

397 pehnt 2002, pp. 10-11.

-61 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

the major challenge for museum architecture todgyoviding for the permanent growth of

the collection.

The National Museum of China followed the genemledlopment pattern. Before the
museum building at Tiananmen was erected, the d&atpry Office of the National History
Museum’ was housed in various interims locatiorls,of which were of political and
historical importance and monumental in appearaHoavever, through the change of the
political system, these buildings lost their funatiand were open to new use. In 1912, the
museum was situated in the former Imperial Collefyjthe Qing Dynasty and moved to the
Meridian Gate of the Forbidden City by decisiortloé Ministry of Education in 1917. Here
it occupied the Duan Gatéif| ]: storage), the Meridian Gate (display) and theiadimnation
buildings in-between these two gates. The buildiagsing the predecessors of the National
Museum of China in 1959 was prominently plannedgdiag to the fashion of the time and
according to the ideological conception of New @hilh was erected opposite the Great Hall
of the People, in the heart of the Chinese sphtefeaaanmen Square. The 2011 architectural
redesign followed the needs of technical renewalvel as the demands of a changing
society for a new and modern museum building. Wasked about the future style of the
museum in 2007, relating to the recent overheatd@deSe construction boom, a member of
the museum staff uttered the concern “I hope thdbés not give people the impression of a

luxurious hotel .3%8

Building Style

The construction of the first public museum tookad in the age of classicism, which was
eagerly adapted as a suitable style for the newdibgi task (e.g. Fridericianum Kassel,
1779)3°° within classicism, antique architecture was nopied directly, but was rather
converted and implemented in new building taskee®rand Roman colonnade architecture,
vaults and domes ornamented many early museumitgsldDuring the first half of the 19
century, classicism became the most popular bgldigle for museums, which can be seen
in the ideal museum schemes first realized in BegBchinkel, Stiler), Munich and St.

Petersburg (Klenze).

508 Z5 HUR LA N e R = R M ED Rk A (N, 24); see 6.3.2.
%9 Beyme, Klaus von. “Parlament, Demokratie und Offenkeit: Die Visualisierung demokratischer
Grundprinzipien im Parlamentsbaun Flagge/Stock 1992, p. 37.
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Since their emergence, genuine museum buildings sedave mostly adapted to the
style of the time. They were built in all kinds fakhionable designs from the eclectic style
(South Kensington Museum, London 1860-1869), Aruwau (Secession, Vienna, 1898),
modern iron and glass structures (Petit Palaiss R800), Beaux-Arts principles (Museum of
Fine Arts, Boston 1907-1915), modern style (GuggenhNew York, 1943-1959; National
Museum of Western Art, Tokyo, 1956-1959), postmodstyle (Staatsgalerie, Stuttgart,
1977-1984; National Museum of Australia, 2001) e tomputer-generated amorphous
structures of the Guggenheim Museum of Bilbao (34997) by Frank O. Gehi/°Because
of the fact that museum architecture embraced ndiffgrent styles, it is particularly
important to outline major developments in archiieal design, which affected the style

decisions of the National Museum of China.

Classicism prevailed in many countries and periasighe traditional answer to the
museum building** Classicist vocabulary was universally applied asnoolitical boundaries
in the 19" and 26' century and served various governments in thgwression of political
ideology, requiring different codes of interpretati? By the 1920s, classical order had been
established worldwide ahe language of monumental architecture. It experidraeother
heyday during the 1930s, when socialist, fascidtda@mocratic countries alike employed this
style for their official building projects, thoughith different political implementations. It
suited many governments as an expression of ergltnadition, power, grandeur and state
authority. Some countries associated democratia@mablican traditions with this particular
building style (e.g. Capitol in Washington D.G'JAt the Paris World Exposition of 1937,
the Soviet and German pavilions were executed ioclassic forms. They featured
remarkable stylistic similarities, although repretieg disparate political ideologiés! When
modern architecture was at its height in the Uniates during the first half of the "20
century, classicism was still favored for the desid public buildings in Washington D.C.

For many museum buildings, principles of the veph,r classical Beaux-Arts style were

310 5earing 1996, pp. 363-365.

31 Searing 1996, p. 363.

312 5chirmer, Dietmar 2005. “State, Volk, and Monunagitrchitecture in Nazi- Era Berlin.” In Daum/Mauch
2005, p. 129.

313 Cf. Nerdinger 2010, p. 254.

314 Tarchanow/Kawtaradse 1992, p. 9.
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applied®*® However, during its construction, the National I&@l of Art (1943; John Russell

Pope) was highly criticized by the architecturaincounity for being out of fashioft®

At the beginning of the 2Dcentury, Soviet Russia was in search of its owtestn
the 1920s, modernist architecture peaked in Rusgith particular emphasis on
constructivism and functionalism. It existed besi@®eclassicism and provided a path for the
representation of the new political ideology asIw&he decision to dismiss modernism in
favor of Soviet neoclassicism and of the developgnoérso-called ‘Socialist Realismas the
official form of artistic expressioin literature, film, arts, and music and architecturas
made only in 1932 In architecture, this style drew heavily on sirfiptl classical forms
and the antique order of columns, and on the iateynal neoclassicism of 1930s and 1940s,
which seems to link Washington, Paris and Most8\iThe architectural style politically
associated with the Greek democratic tradition Weasrably employed by the socialist
government for the dictatorship of the proletatiagEurthermore, this style had the advantage
of continuing traditional construction methods, heiit need for modern technology and
material>?° In addition, steel reinforced concrete allowed fartain wall architecture.
Socialist Realism prevailed during the Stalinist.eFhe establishment of an academy of the
Soviet architects, where ideas were to be plannedeaecuted in a collective, according to
socialist doctrine, further enhanced the uniformityarchitecture that followed. Building
standards were exported to Soviet satellite stdtesy influenced the architecture of New
China and the design of the building of the Natialaseum of China from 1959. Soviet
neoclassicism as encountered in the museum bujleiag, in fact, introduced to China by
Soviet advisors, supporting local architects uttitd end of the political alliance in the early
1960s%** However, even after the breach between Mao an®tiviet Union, this building

315 Cf. Wagner, Rudolf G. “Rituals, Architecture, Riols, and Publicity During the Republic: EnshriniSgn
Yat-sen.” In Cody, 2011, p. 239.

%1% Nitzan-Shiftan, Alona. “Toward a Modernist Civic ddument: Pei's East Building and the City of
Washington.” In Alofsin 2009, p. 126.

317 Announced by the Central Committee of the CommiuRésty on April 23, 1932; cf. Huber 2007, p 55.
318 Andrews 1994, p. 228.

319 Huber 2007, p. 137; the guidelines of SocialisalRen prevailed in Soviet architecture until 195&hen
Khrushchev announced a reorientation to modermimgjistyle. At the 22nd Party Congress in 1961 Sbeiet
Union officially announced the revival of modernfo In the 1990s, Russia experienced a revivaloziahist
Realism building style alongside Postmodernism.T@fchanow/Kawtaradse 1992, p. 9.

320 Aman 1992, pp. 52-54.

%21 Fan, K. Shizheng 2011, p. 92; Hung, Chang-tai 2p0#69.
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style remained influential for the governmentallthnig practice of the People’s Republic of

China3??

Since the emergence of the national museum in@Redntury, architects and clients
have been dedicated to considering the surrouridoagion, characteristic local features and
the so-called ‘national style’. To build in natidretyle became a common aspiration, not
only for national museums, but also for all kind pafblic institutions, which commenced
their search for national form at the end of"1@entury®® The trend toward building in
national form somehow culminated in the 1900 Perfwld Exposition, where a ‘Street of
Nations’ demonstrated the national style ideashef different countries. In spite of their
efforts, there was no possibility of assigning atge to only one single nation or even to
create an individual style that could pose as @nal heritage. The decision for a particular
style remained a subject of an ongoing discussimmhewven a matter of fashion and change.
For example, searching for their national style, @erman states initially employed Greek

classicism. Later they switched to medieval gostide®**

and thereafter to what they then
identified as thdrue ‘Germanic Renaissance’, only to find their roatsGreek classicism
again®?® The previously mentioned first national museundapan in Tokyo, built in 1872,
was executed in an eclectic mix of neo-gothic fomith Moorish features and a Japanese
roof desigr??® The incorporation of Islamic-style arches probabiyed to the picture of Asia
conveyed by the British architect Joshiah Conddre Bngoing search for a nationally
encoded style with the application of local feasureeems to be an international
phenomenoti’ which is especially applied to national museunmg] & significant for the
presentation of an identity® The National Palace Museum of Taipei (1965), fearaple,
was constructed in reference to the Imperial Pata@eijing [Fig. 20,**° however much of
the internal presentation reverted to modern musgandards. Even in many Soviet satellite

states, different national traditions were as sigait for the construction of new buildings as

322 Hesemann 2006, p. 244.

323 Aman 1992, pp. 95 ff.

324 Hammer-Schenk, Harold. “Architektur und Nationaltsein.” In Busch, Werner and Schmoock (eds.).
Kunst: Die Geschichte ihrer Funktionen. Weinheir874,9p. 502-504.

35 The attempt to attribute specific styles to diierr cultures was particularly common at the enthef19’
century, e.g. discussed by Alois Riegel in 1893N&frdinger 1992, p. 22.

3% Finn 1995, p. 18.

327 5chirmer 2005, p. 129.

328 Raffler 2007, p. 131.

329 Employing, for example, traditional Chinese ronfhitecture, the use of imperial color yellow, gedting of
the building on a rising terrain, the imitationasf imperial garden and many other elements.
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was the direct influence of the Soviet Unidfi.Including national and local forms in
Socialist building context was a practice well bihed in the architectural tradition of
Socialist Realism and was also employed in diffeceuntries, as demonstrated in the in the
application of Polish building traditions and orremtation at the Palace of Culture and
Science (1955}'in Warsaw as well as in Chinese features in th&891Building of the

National Museum of China.

Western architecture has been influential in Cliimaat least three centurié¥ Since
the 1920s, foreign architects working in China haWwectly imported their architectural
traditions. However, a primary influence came frGmnese students returning from Western
countries and Japdf Among various Western building traditions, thessiaal Beaux-Arts
style, introduced from the United States, was daffgcpopular and continued to be
influential for public building tasks on the mainthand in Taiwan even after 19%9.n

general, Beaux-Arts took on monumental charactesisn China*®

Following Western
models, architects were in search of a nationde styr their multi-ethnic state, being
especially conscious of the Han-Chinese buildiagitrons. This revitalization of traditional
Chinese monumental architecture was combined wahuR-Arts features (e.g. Sun Yatsen
Mausoleum, 1926-1929). Referring to Han architegttire architect Liang Sicheng isolated
nine features of Chinese architecture, which carslomemarized by a three-part building
division: podium, main body and pitched roof (1p@th-south axis, symmetrical outline of
the building sections, enclosing a courtyard (2jieber structure (3); thdougongbracket
system as a structural and decorative motive (4)ltilyered beams and short-columns
system determining the slope and curve of the edalof (5); a pitched roof (6); colorful
ornamentation (7); an exposed structural systenaifd) decorative elements being used on

large scale (95°° Social Realism, adopted from the Soviet Unionthierr supported the

330 Aman 1992, p. 95.

B1Eor example, the wall decoration of the Palac€oiture in Warsaw, which was enhanced with masonry
design, copied from polish Renaissance palacegnsn 1992, p. 103.

332 7Zheng, Shiling 2003. “Chinese City and Architeetim Transformation between Yesterday and Tomotrow.
In Gmp 2003, p. 14.

333 Fu, Chao-Ching. “Beaux-Arts Practice and EducabgrChinese Architects in Taiwan.” In Cody 2011, p.
131.

%34 |nfluences can, for example, be seen in Sun Yakdemorial Hall, Nanjing (1926-1929), The National
Palace Museum (1965), the Chiang Kai-shek Cult@ahter Complex (1980-1987), both Taipei. For a
comprehensive analysis of the Beaux-Arts practicghina cf. Fu, Chao-Ching 2011, pp. 127-146.

%% Chang, Yung Ho. “Zhang Vs. Zhang: Symmetry andtSpl Development in Chinese Architecture in the
1950s and 1960s.” In Cody 2011, p. 303.

33¢ Xue, Charlie Q. 2006, p. 13-14.
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direction of constructing after Stalin’s maxim “salist in content and national in form®’
Chinese architects eagerly reinterpreted natiooain ffor socialism: a pitched roof in
concrete and timber became an emblem and a thenmiohal style®® The famous building
project of the Ten Great Buildings illustrates hdyestern and Chinese building styles alike
influenced the public architecture of the PeopR&public of China. These buildings were
erected using different styles, such as the ndti@vival style of the 1920s, the Beaux-Arts
tradition of the West as well as modern architedtforms>*°This building scheme would
introduce China as a modern state, following thengple of its big Communist brother while
commissioning leading artists to contribute to thdactic and ornamental display during

three campaigns from 1958-1968.

Following the opening policy of the People’s Repuldf China at the end of the
1970s, a new wave of influence reached China anst&kfestyle architecture boomed. In the
late 1980s and 1990s, the national form experiermeather heyday. An example of this
phenomenon is provided by the extension of the VRRaslway Station i, 1996) in
Beijing, where a popular national form was credigédding an extremely complex Chinese
style roof to a modern desigff.In museum architecture, national form became appan
the 1991 building of the Shaanxi History MuseunXitan [Fig. 21], which resembled palace
architecture of the Tang Dynasty (618-967)The Shanghai Museum building of 1996
employed the ancient Chinese symbolism of a sgearth and a round heaven into their
somewhat postmodern desighid. 27, illustrating that the search for a national form

museum architecture was still relevant.

Just like the Great Hall of the People, the 19581mg housing the National Museum
of China was architecturally designed in the nessital form of Socialist Realism, indebted
to the Western Beaux-Arts tradition and enhanceth Whinese characteristics. With its
overlong columns and rectangular form, it recalls international neoclassical style of the
1930s and 1940s, though lacking some of the siycefiRussian socialist style. At the end

337 Cf. Fan K. Shizheng 2011, p. 96; Hung, Chang-8&i12 p. 460.

338 _ater, the Chinese roof design was seen as whstetliwas replaced by a more functional desigrhin t
1960s and 1970s; cf. Xue, Charlie Q. L. 2006, p. 17

339 Hesemann 2006, p. 244; The Cultural Palace ofoNalities, the Beijing Railway Station, the NatibAat
Gallery, and the National Agricultural Exhibitiore@ter all evolved to national form; cf. Fan, K. 8téng 2011,
p. 116.

340 Andrews 1994, p. 228.

341 Xue, Charlie Q. L. 2006, p. 22.

342 Built by Zhang Jingiu, a former student of Liarigt&ng; cf. Xue, Charlie Q. L. 2006, p. 23-24.
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of the 1950s, relations between the People’s RepoblChina and the Soviet Union were
increasingly poor, with the People’s Republic ofirighstressing their claim of self-reliance.
In this context, the museum architect, Zhang Kajoudly announced that the museum
building was executed “entirely on Chinese desiga eonstruction, without the help of any
other foreign nation, including the Soviet Unicti® However, the completed museum design
still adhered to Soviet neoclassical style, just gmvernmental buildings in China
predominantly follow the monumental-socialist stglethat time*** For the redesign of the
building at the beginning of the 3tentury, the original combination of styles wasajor
importance and the style-mix was carefully contthuéHowever, to understand the
development of this building, one has to take aaldook at the architectural ensemble it

was created for.

The Setting
Since museums are neither planned to stand alondonserve as objects of beauty in

themselves, but rather to be part of a larger camipa, the museum buildings were adjusted
to fit the greater surrounding® Remarkably often, museums took a central positiithin

the city, like the princely palaces which they ludtén occupied as provisional quarters (see
1.3.1.). Since the 1D century, museums have regularly fulfilled impottastructuring
functions within the cityscape. Especially in cthich were concertedly built from scratch
museums played an important role as part of theath@mposition, as seen in cities such as
Washington, Canberra and Brasilia. In his comparisiothe city outline of Washington and
Beijing, Jeffrey F. Meyer points out: “Capitals leaepresentative and symbolic functions
The capital city tries to convey meaning through spatial signifiers it contains: the form of
the urban plan, the architecture used by governraedtparliament, and the presence of
national memories.®*® In national as well as state capitals, museumseaefithe

representational task of the city.

The 1959 building of the National Museum of Chinaswpart of an overall scheme,
which was implementing representational buildingthiv the capital to manifest the new
political order Fig. 23. However, in the 1950s, both the ideas of ergctimuseum buildings
at Tiananmen Square and its significance for Nem&tvere discussed controversially, with

343 Cited after Hung, Chang-tai 2005, p. 922.

344 Hesemann 2006, p. 244.

345 Cf. Hesse, Michael and Petsch, Joachim. “Stadtiigrzwischen Kunst und Politik.” In Busch, Werneda
Schmoock (eds.). Kunst: Die Geschichte ihrer Fumen. Weinheim 1987, p. 517.

34® Meyer 1991, pp. 16-17.
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final decisions being made by the Capital Planr@ugnmittee®*’ To understand the impact
of the decision in favor of the Tiananmen Squatérgeand its impact for the revamping
today, a closer look has to be taken at the hebrmportance of the site as a symbol of
Chinese identificatioi’® For centuries, Tiananmen, the Gate of Heavenly®eserved as
the primary and exclusive entrance to the Impdrihce’® It is to be found on the same
sacred central axis running through Beijing, on alhthe imperial throne in the Hall of
Supreme Harmony is located. During the Qing Dyn&$644—1911), high court was held
twice a year in front of Tiananmen and imperial @mrcements were read to the officiafs.

It continued to be a “symbolical point of contaetween the emperor and his peopiéand

a site for political announcements by the rulers; later it also served their subjects as a
platform for expressions of political will. Whenetiperiod of imperial China came to a close,
the space in front of Tiananmen had developed amoanti-government protest site. Its
political significance continued during the Repuahh era, when the May-Fourth Movement
(1919), the Patriotic March (1926) and the Antialagse Demonstrations (1935) were held in
front of Tiananmen. The significance of the squfanepolitical expression and collective
memory was also apparent to foreign powers. In 1906 Allied troops marched there
victoriously, establishing diplomatic quarters fretvicinity>>? In addition, the proclamation

of the ‘New East Asian Order’ by imperialist Japari937 took place at Tiananmét.

The newly established Communist government chosdonbreak with the political
heritage but to employ this powerful image of imalerulership and revolutionary tradition,
using the square for their own legitimacy and claompower: On October 1, 1949, Mao
Zedong announced the foundation of the People’suBlgpof China from Tiananmen,
establishing it as memorial site and the birthplat&ew China. Thus, Tiananmen became
the symbol of the newly formed state, an omnipresechitectural emblem to be found on
official documents, stamps and banknot¥sThroughout the years of communist rule,
Tiananmen continued to be carefully employed asmmBunist icorr>" In order to adapt and
recreate this powerful symbol for the purpose & tlew rule, and in order to express one

37 Hung, Chang-tai 2005, p. 920; Wang, Zhengming 2p116-17.

348 \Watson 1995, p. 8.

%9 Restricted to imperial ministers, officials andfas well as the Imperial family.

30 Cf. Wu, Hung 1991, p. 91.

1 Meyer 1991, p. 47.

%2 ocated at the south east of Tiananmen Squarétméxe National Museum of China.
$3\Wu Hung 1991, pp. 84-85.

$4\Wu, Hung 1991, p. 88.

35 Cf. Watson, 1995, p. 12.
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coherent ideology, it was necessary to change adksign the surroundings of
Tiananmer?"®After 1949, the systematic extension of the sqhagan with the intention to
forge a new cultural and political core. Many hausere torn down to build a large square
in the center of the capital. This genuinely Westeoncept of an open square in the city
center®’ blended perfectly into the People’s Republic off@hpropaganda. Just as political
dates were influential for many architectural diecis made in Beijing during the first years
of New China, the approaching "l@nniversary of the People’s Republic of China was
crucial for the design of the squaréBy the order of Chairman Mao, the square wasfinal
enlarged in 1958. The political importance of teguare was further underscored by the
erection of new buildings indicative of the nucleafsNew China, shifting the center of
power away from the Imperial Palace: The Monumerthe People’s Heroes (1958) at the
center, the Great Hall of the People (1959) towest, the Museum of Chinese History and
the Museum of Chinese Revolution (1959) to the, east finally the Mao Mausoleum (1977)
on the southern part of the squate.

This construction of the core of the new natioriestseems to have more or less
followed somewhat universal architectural concefois governmental centers of power.
Scholars have convincingly argued that remarkainidagities exist between the redesigned
center of power in Beijing as the designated ceotédew China and the built-for-purpose
capital of Washington, D.C® Despite the fact that the two capitals emergednfro
fundamentally different ideological concepts, “angar axial structure such as of the
Imperial Palace, the hero’s monument and the Mawsiaum can be found in the ensemble
of the capitol, obelisk and Lincoln memorial in tAenerican capital of Washingtori®* An
ascending district leads the eye to the CapitdMashington and in Beijing to Tiananmen

with a central portrait of Mao. Similarities eveocar between the Lincoln Memorial (1922)

¥8Cf. Wagner, Rudolf G. 1992. “Reading the ChairmamoM/emorial Hall in Peking: The Tribulations of the
Imperial Pilgrim.” Naquin/Yu 1992; Wu, Hung. Remagi Beijing — Tiananmen Square and the Creation of a
Political Space. Chicago 2005.

%7 edderose 1988, p. 321.

%8 Until Republican times the space between Tianariméme North and Zhengyangmett:fH [ 7) in the South
was just a narrow strip, which could only accomnteddout 70,000 people; cf. Ledderose 1988, p. 325.

%9 The last construction period of the Square wasptetad in May 1977: renovation of the Zhengyangrinen
the south, extension of the square to 440,000 3 .exlderose 1988, p. 311; For further discussibithe
monuments in Tiananmen Square see also Wu, Hunty 199

30| edderose 1988; Meyer, Jeffrey F. “The Eagle dmdRragon: Comparing the Design of Washington and
Beijing.” In Washington History, Vol. 8, No. 2, BaVinter, 1996/1997, pp. 4-21; Daum, Andreas W. jitals

in Modern History: Inventing Urban Spaces for thatibin.” In Daum/Mauch 2005, pp. 3-28.

%1 Hesemann 2006, p. 244.

-70 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

and the Chairman Mao Memorial Hall (1977), eachueag strikingly a parallel outline, a
facade with 12 columns, a staircase on the northsanth side as well as seated figure of the
eponym>®? Furthermore, governmental buildings and nationatiiutions such as archives
and museums are established along the central odximth cities, providing centralized
storage facilities for the nation’s history. To elaboth the architectural ensembles of the
Washington Mall and of Tiananmen Square serve agaleepresentations of and to their

nations.

Tiananmen remains the cultural and political hesHrtBeijing, being a place of
pilgrimage and a strong symbol for the Chineseonafifhe National Museum of China is a
vital part of this symbolic ensemble. Its desigud amconstruction are of enormous historical,
political and cultural importance, demanding a Hg\el of sensitivity and consideration for
the given context. The exterior design necessitatsighty decisions; a harmonious
blending-in could preserve and even enhance theaalbvexpression of the square.
Restrictions in construction for the sake of thsrmonious fit' were not only officially
stated in the bidding requirements but also hdmketoarefully met by the architects. Since the
design of the National Grand Theater (Paul And&f{7), had caused fierce nation-wide
criticism and public debal® and even challenged the practice of foreign #ects being
invited to build national landmarks, the governmeertame extremely alert. Besides the
anticipated high building and operational costgellactuals and architects alike had
criticized the design of a huge, translucent glagsble surrounded by an artificial lake and
located just behind the Great Hall of the Peopkebaing an unsuitable contrast to the
rectangular, stone-clad neighboring buildingiy[ 24.3°* Without doubt, the unique location
of the National Museum of China would have an inigacthe design of the new building.
Following the rigorous transformation of the squasbich took place at the beginning of
New China, the focus changed towards conservatespecially since the Chinese
government became more and more aware of the regge®servation of the historical site.

The intention to freeze the status quo and nohéurtlevelop the southern part, becomes

2| edderose 1988, pp. 314-315.

33Edelmann, Frederic. “Das Ei von Peking.” In Bauvs01, 92. Jahrgang, September 2001, p. 39.

34 Construction cost ca. 4 billion RMB (around 50limit US$), annual operational costs of 300 millRKIB;
cf. Xue, Charlie Q. L 2006, pp. 41-42.
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particularly noticeable at the southeast of theasguHere the historical Beijing Legation

Quarters #: %2 &) are protected by the Municipal Artifact Preservat@rder®®

Reconstruction
The restoration and reconstruction of a buildingurees dealing with the given environment,

including the existing structure, the setting ahd teighboring architecture. It has to be
decided how much and precisely what should be keptdeveloped, which necessarily
influences the blueprint, sets limits and createbrection for the new design. The task of
reconstruction is tied to the point in time of é&secution, to the cultural background and to
the existing ideological and political undercurenall of which are closely linked to the
perception of the outcome. After the catastroph&Vokld War II, differing approaches in
reconstructing destroyed city centers could be entsved in a divided Germany and Poland.
The former saw building new city centers as a cletart while the latter considered
reconstruction of the former cityscape a heroicdd8®Key motivators for architectural
reconstruction are the preservation, creation dteaéion of sites of cultural memory and
national identity®’, which are often employed during phases of mamia and political
changes. In the 1990s, the glorification of natidnstory in the former Soviet Union and its
satellite states was responsible for a boom in n&coction. Most prominent was the
rebuilding of the Cathedral of Christ the Savio894-1997) in Moscow, which had fallen
prey to destruction for the sake of Stalin’s Palat¢he Soviets in 193%°®In the 1990s,
Mayor Juri Luschkow exploited this reconstructiaineme for promoting local identity and
for the sake of his political campaigf’ The decision against reconstruction and for
demolition can follow similar political and ideoli@mgl reasoning. A point in case is the Berlin
Residential Palace (1699), which was partially mgstd during World War II, and
demolished and removed by the German DemocratialitiepGDR) in 1950, without being

initially replaced by another building. It was onbfter two decades that the GDR

33 Interview, Matthias Wiegelmann, project lead Bugji gmp, Beijing, April 10, 2009; Cf. Moser, Michak,
and Yeone Wei-chih Moser. Foreigners within thegSaThe Legations at Peking. Hong Kong, New York:
Oxford University Press, 1993.

366 Cf. Bartetzky, Arnold 2010. “Die Rolle der Rekonsition nach dem Wechsel der Systeme in Osteurdpa.”
Nerdinger 2010, pp. 138-147.

37 Speitkamp, Winfried 2010. “Deutschlands ,Superbai® Rekonstruktionen und nationale Identitét.” In
Nerdinger 2010, p. 118.

38 Originally, the Cathedral was erected in 1883 aestroyed by order of Stalin in 1931 to make roontlie
Palace of the Soviets. In 1941, construction ferPalace of the Soviets was halted due to World NV&r the
1950s, the project was finally canceled and thendation of the building turned in the largest swiimgnpool
worldwide in 1960; cf. Huber 2007, p. 70.

39Bartetzky 2010, pp. 145-146.
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government erected the Palace of the Republic @B¥B) on the open space as an
administrative and cultural center. The currentceg for this site is to reconstruct the
facade of the original Hohenzollern palace on thsigkes, and the historical dome of the
courtyard on 50,000 m?, in order to house the &tdumboldt Forum, a cultural meeting
place and forum that will include museums, librand a scientific center by 2024 To
meet this end and to accommodate this new prdjeetPalace of the Republic was itself
completely demolished in 2008. The official just#tion for the destruction was asbestos
contamination. Following Jan Assmann’s statemeat thaditions are always replaced by
other traditions (see 1.2.2.), reconstruction aechaition both appear to be statements of
one system in favor of another. This idea doesfeature continuity of tradition per se, but
rather continuity of a particularly favored tradiican be achieved. Therefore, reconstruction
of traditions stresses both the changes as well as the comsuf political and social
expressions. A decision for reconstruction is ofteade in favor of the architectural symbols
of a community, a city or a nation. These monumets chosen for their outstanding
features. They are fixed subject matter, servirggdbllective cultural recollection, helping
connect shared identities, stressing change awcdfdmuity, and providing cultural identity
or the particular meaning which a society assighemt®* Along these lines, the
reconstruction of the Church of Our Lady in Dresdd@®94-2004), 50 years after its
destruction during World War Il, aided in creatiagity identity and additionally became a
powerful symbol of reconciliation. The reconstroatiof a destroyed, a partially destroyed or
even an existing structure brings many difficulteasd poses formidable questions: which
previously existing version should serve as theehad which cases are alterations in style
and material possible; where can adjustments beentadmeet contemporary building
standards; where are changes inevitable due terduegulations?

Due to its symbolic importance and prominent lamatno substantial alteration in the
outline of the National Museum of China was to Hewsed during reconstruction. Despite
the additional costs and an opportunity to tripile tifetime of the buildind? the officials

responsible decided that the facade had to reméaat| to be supported from the back and

370 Elfenbein, Stefan 2008, “Ein Ein Kénigreich fiiredKultur: Humboltforum.” In Neu-Bau, Lufthansa
Exklusive, 01/2008.

371 Nerdinger 2010, p. 301.

372 Following the city planning regulations in Beijinthe lifetime of a restored building is limited 30 years,
compared to 100 years for newly erected buildihgtgrview, Stephan Schiitz, architectural desigrp,gderlin,
January 19, 2006.

-73 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

visible during the entire construction period. he texperience of the architects gifip it
would have been much cheaper to tear down theeestticture and rebuild it completéfy.
Initially, the architects considered a primarilynadistrational function for the original
structure, in order to avoid the difficult transfaation of the facilities to contemporary
exhibition space, which had to fulfill modern reguments and museums standards. However,
despite these difficulties, the museum finally dedi to install the ‘Road of Rejuvenation’ in
the previous location of the restored north windyichh can be read as a statement for
continuity within the display (see 3.4.3.). Duritige modernization process, 35,000 m? of the
original floor space were retained whereas 156/88Qvere added, making this not only a

project of reconstruction but also of a major addit

Additions
“All architectural typologies, understood primarilg the functional sense, despite their

capacity for permanence as an enduring spatialssggeare subjects to inevitable processes
of change and modernizatioff.* Restoration, reconstruction or even additionsni@xsting
building, whether as an individual building or anoecting building, have been architectural
tasks since building itself commencé&die to the museum’s genuine mission of assembling
artifacts, its collections inevitably expand, tHere requiring that the buildings frequently
undergo phases of regeneration, modernization aargement. The revamping of the
Louvre, with the addition of a main access hallha basement and a centrally located glass
pyramid in the castle courtyard by the famous aechileoh Ming Pei, completed in 1993,
preceded a phase of enlargement projects of maimnahmuseums?>To some extent, the
pre-eminent solution for museum additions is tddain extension at a different location.
leoh Ming Pei’s East Building of the National Gajlen Washington (1978) was designed as
a modern but still monumental extension of the tessical mall on a trapeze-shaped plot of
land3"® The solitaire building was to be connected wite tdational Gallery only by an
underground tunnel. As far as the National Palaaesdim in Taiwan is concerned, the
original building was an imitation of the Imperiaalace in Beijing; however, a cutting-edge
design was chosen for its Southern Branch in Ch@owinty Fig. 25.

373 Interview, Matthias Wiegelmann, project lead Biji gmp, Beijing, April 10, 2009.

$7*Montaner, Joseph M. and Oliveras, Jordi. Die Musshanten der neuen Generation/ The Museums of the
Last Generation. Stuttgart 1987, p. 9.

3™Newhouse 1998, p. 17; Pei Cobb Freed & PartnemariGLouvre — Phase |,”
http://www.pcfandp.com/a/p/8315/s.html (accesseddbwer 3, 2010).

378 Nitzan-Shiftan 2009, p. 128.
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In general, revamping schemes are as diverse asuiltengs themselves and have
continually represented a particular challengettierarchitect, including limiting freedom of
expression, stepping back from the original desigaven sacrificing a distinct signature; but
at the same time, the revamping assignment stigsilateativity. Conceptual designs for
additions to famous museums seem to be very remgtdsks for architects, some of which
appear even better known than the original archite¢c as in case of the Staatsgalerie
Stuttgart (1977-1984). Final results, however, leitha marked distinction between a
harmonious fit with a new addition, labeled thde'st approach’, and an addition which
purposefully contrasts with the former style, wbah be defined as ‘counterpoint desitf’.
The former is demonstrated by the postmodern streicif the Sainsbury Wing (1986-1991)
of the National Gallery of Art in London, where thechitects Venturi, Scott Brown and
Associatesblended the addition to the previous structuFég[ 26. °”® Another ‘silent
approach’ converges in Norman Forster’s rooftopitamd of the British Museum (1994—
2000). An obvious example of the ‘counterpoint apggh’ is the 2011 redesigned
Militarhistorisches Museum in Dresden by Danieldskind Fig. 27]. The original armory
(designated as a museum since 1897) was sliceldeiriddle by means of a translucent
wedge; thereby the collection was opened to diseoabout the difficult topics present&d.
The extension of the National Museum of China elepeed a development within the
overall project scheme, as the 2004 winning prdposa be described as a ‘counterpoint
design’, combining tradition with modernity. The ptamented 2011 design, however,
demonstrated a very harmonious fit, a developmebetfurther examined in the analysis of
the building parts (see 2.4.). The developmenthefdesign raises the question as to what

made the client change their path.

The Client and the Public
The preceding architecture and the setting are wapprtant factors for the redesign and

extension of a building. In principle, the decisfon or against a particular design reflects the
ideas and will of the client. In many national anternational museum projects, the state,
represented by different governmental institutioaghe client. During the revamping of the

National Museum of China, various authorities Haglrtsay. The National Museum of China

377 Treib 2009, p. 152.

378 Calder, Barnabas. “Never so serious: The Sainsling of the National Gallery, London.” In Alofs2009,
p. 183.

3 Militarhistorisches Museum der Bundeswehr. “Introtiien.” http://www.militaerhistorisches-
museum.bundeswehr.de/portal/a/mhm/!ut/p/c4/04_SBBKBIOMSSzPy8xBz9CP3I5EyrpHK94uyk-
NyMXL281NLO1OKSRL3EouSMzJLUbP2CbhEdFAIN4OCE!/ (acsed August 26, 2011
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and its board of directors were directly in chanfjghe project. The museum is subordinate to
the Ministry of Culture and the Propaganda Depantnoé the CCP. Major decisions in the

project development were made by the National Dxprakent and Reform Commission; the

final go-ahead, however, was only given by Li Cldnm, a member of the nine-man

Standing Committee of the Politburo and the chigfropaganda of the CCP (see 2.2.1.).

Projects of this scale are mostly carried out ia torm of architectural bidding
procedures. A committee of specialists is freqyemthpointed to decide on the design
proposals. Furthermore, in many large-scale culfungects, especially in Western countries,
public opinion often plays an important role in digeg for or against a displayed proposal.
In July 2004, the National Museum of China followt&is procedure, first launching a call
for bids on an international scale and then satigithe public opinion by means of a public
vote on the display of the proposed desidfig.[5]. Gao Chonglif=52#E, director of the
National Museum of China from 2003 to 2007, staifeat the opinion of the public was
important and suggestions by the public would b ¥elpful, but would not be pivotal. In
actuality, the decision strictly followed the expsuggestions appointed by the National
Development and Reform Commission, with public apintaking a secondary positidff.
The public vote for the proposals of the Nationalddum of China was influenced by the
different architectural companies and their Chingagner offices, which sent their staff to
vote for their own proposaf¥; this fact also could have contributed to a diistieid rating of
the public opinion for the actual revamping projétbwever, clients in different countries do
not seem to consider it compulsory to follow pubtipinions or even heed to experts
committee views and centralized decisions are nbeard of. While it appears that a client
may pay attention to the public vote about a ptojgcsome cases, this serves more as a
recommendation or a test of public opinion and a®ta move towards relinquishing the
power of decision. As an example, despite the tfaat Aldo Rossi had won the bidding for
the revamping of the Deutsches Historisches MuséL@&98—-2004) in Berlin with his
postmodern design, the museum leadership latedel@dn favor of leoh Ming Pei and

30 The public survey took place at the National Museaf China from July 11-17, 2004. Although the peibl
selected the proposal no. 8 with 968 votes angtbposal of gmp was only placed second (with 88&s)o
however, after several expert hearings the gmpgzapvas selected; cf. CCTV Interview, September2084
(accessed, September 20, 2012).

%1 The selection was influenced, as the entire sthfhie Chinese partner offices were encouragecte for
their proposal. With more than 2000 employees ghesnpanies had great impact on the public voterview,
Stephan Schitz, architectural design gmp, Bertinudry 19, 2006.
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commissioned him direct’§?? In the National Museum of China revamping projebe
importance of approval by influential governmenbalreaucrats becomes apparent in the
following incident: At a late stage of the projeatyisiting high-ranking official found the
glass railings, which had already been installedughout the building, unsuitable and had

them replaced by cast iron substitutesg| 28.¢

During the last decades, the building practice<China have tended to be bold.
Examples of government projects are numerous am iway inferior. The Jin Mao Tower
(1999) and the World Financial Center (2008) inr&fiei, the National Grand Theater (2007)
and the China Central Television Tower (2008) injiBg demonstrate capability and an
eagerness for extravagant expressions. Furthermodey the rapid growths of Chinese cities
during the last decades, many have developed algfatot uniform look®®* However, at the
beginning of the 21 century a change of public opinion seems to hakert place with
Beijing citizens no longer approving of new arcbitee, which would change their cityscape
without recognition of the historical and local text. They felt that foreign architects would
use their city as a playground for fanciful idedbke previously mentioned design of the
National Grand Theater of the French architect Penudreu was especially perceived by
critics as such a ‘negative’ exampl&. The government became more and more sensitive to
the concerns about the architectural legacy, ardatleady approvedmp concept of the
Grand Forum did not escape criticism. The greatlipuiall was seen to jeopardize the
representative character and dignity of the Natitdvhaseum of China; furthermore, an open
hall for public access was no longer desif®dA change in museum leadership in 2005
increased its influence on the actual design pldhg. government intentionally chose LU
Zhangshen, an architect by training, as the newctiir. He attended to this project with
complete dedication and with the intent on leavimsgymark on the project. His goal was to
complete the building during his five-year term dmsl influence on the architectural design

could not be underestimated. To bridge the pa#drccihallenges arising between the ideas of

32|10 1989, Aldo Rossi had won the bidding with a pusiern design. However, his proposed design was not
carried out, in fact, loeh Ming Pei was commissibd@&ectly for the restoration and addition in 1968 “2003

— Deutsches Historisches Museum, Berlin.” Archisdwtp://archiseek.com/2010/2003-deutsches-histoeis-
museum-berlin/#.UKd5uoaADqg (accessed October @B2p

383 |nterview, Stephan Schiitz, architectural desigmp gBerlin, January 12, 2010.

34 Cf. Zheng, Shiling 2003, pp. 11-12.

35 Cf. Xue, Charlie Q. L 2006, pp. 41-42.

3% |nterview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.
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the client and the architectural practice, closemminication between architect and client

was of major importance.

Role of the Architects
Historical, political and social parameters inflaerthe work of architects. At the same time,

they are bound to the will of the client. In 1958¢ building of the National Museum of
China was designed by zZhang K&iji, who was working for the Beijing Institute of
Architectural Design (BIAD). After many years of tern and especially Soviet influence in
building design, the withdrawal of Soviet advisatsthe beginning of the 1960s led to an
isolation of Chinese architects from global arattiteal development¥® Since the 1980s,
the impact on Chinese architects from the outsidedvhas steadily increased, especially
fostered by architects from Hong Kong and Taiwarrkivg in China. One of the most
prominent figures influencing Chinese architectwa&s leoh Ming Pei, who, for example,
was commissioned to build the Suzhou Museum in 2B0th the Olympics in Beijing (2008)
and the Expo in Shanghai (2010) boosted major imgjlgrojects. In Beijing, like in other
key cities, international offices were commissiof@dmajor architectural projects including
the Beijing Capital Airport (Norman Foster), thea@d National Theater (Paul Andreu), the
Capital Museum (Jean Nouvel), the Olympic Stadititargzog & Meuron) and the Chinese
National Library (KSP Engel Zimmermann). Like in myaother areas, officials in charge of
governmental commissions harbored a general belefut the superiority of foreign
architectural discours&’ As required by Chinese regulations, foreign asthi must team
up with Chinese partners. However, only a few \arge and influential Chinese institutions

possess an official license, therefore constitutiogsible partners for foreign compatiy.

Following an international bidding process, to whanly a group of hand-selected
star architects were invited, the architecturalcpca of gmp was commissioned for the
revamping of the National Museum of ChiftaGlobal players with experience in public and

37 Zhang Kaiji had graduated from Nanjing Central \nsity in 1935 and was committed to the Beaux-Arts
principals of architectural design; cf. Chang, Yy 2011, p. 301.

38 Zheng, Shiling 2003, p. 14.

389 Zheng, Shiling 2003, p. 14.

30 Cf. Eduard Kogel 2004. “Zur Lage junger Architektein China.” In Archplus, Hochge-
schwindigkeitsurbanismus, No. 168, February 200Z1p

391 Gmp was founded by Meinhard von Gerkan and Volkiiarg in Hamburg in 1965, conducting important
projects on the national (Berlin Tegel Airport 19&erlin Central Station, 2006) and internationzdle. Since
1998, the company executes small scale (Germano&cBeijing 2000) and large scale projects (Qingdao
Airport 2008, Qingdao Grand Theater 2005-2010) hin@. Furthermore, gmp designed the entire plan of
‘Lingang New City’. Within the last years, the coamy has gained experience in gallery and museum
architecture through various projects (Oriental @einter, Shanghai 2001, first prize; Beijing Art68003).
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cultural building projects, they teamed up with @@kina Academy of Building Research
(CABR)*%, which was predominantly in charge of building nstards, licensing and
execution of construction work. In 1999, CABR haatred out restoration works at the
museum and therefore was already familiar with thalding structure. The main
architectural guidelines as defined by the architet practice ofgmp are for “simplicity,

uniformity in variety, identity with the locatioma structural ordef®®and the avoidance of

expressionist form$* Furthermore, the practice ginpdefines its philosophy as follows:

Our ideal is to design in such a reduced form, thatresults endure content and time. Formal
restriction and uniformity of materials contribute this standpoint because we understand
obviousness as a categorical imperatiVe.

In addition, the importance of openness for diaoustressed:

Society and its complex political and economic naaitims decide what is being built in what
fashion. We architects have not only the obligatlmut the responsibility to lay ourselves open
to this dialogue and take part in the discussioitis a/firm conviction®*

Both statements play a vital role in the understamaf the architectural design,
which the National Museum of China acquired in 2011

A common point of criticism was why, for this expséy national task, international
architects were invited? Would not a Chinese agechibe more capable of designing the
national flagship museum, of recognizing the resmients of the client, of acknowledging
the special setting of the project? Would it notdasier for the government to justify their
decision for a national firm? Governments worldwidepeatedly appear to commission
national firms for state projects, either in supprtheir own economy, for publicity or for
nationalistic reasons. However, in the past andptiesent, it has been common practice to
invite international architects to take part in ity for large-scale building projects and to
employ star architects for their tasks. The Patddbde Soviets, the most prominent building
project of the capital of Soviet Russia, servea geod exampl®uring the first architecture

392CABR was founded in Beijing in 1953. According keir statement, it is the largest and most
comprehensive research institution in the buildimustry in China. The firm has evolved from aetalanning
institution to a technology-based enterprise, iaffid to the State-owned Assets Supervision andididiration
Commission of the State Council (SASAC) in 2000;'‘€hinese Academy of Building Research.”
http://www.cabr.com.cn/engweb/index.htm (accessgdil 6, 2009)

393Gmp. “Philosophy.”

http://www.gmp-architekten.de/en/office/our-philpsy.html (accessed, September 1, 2011).

394Gerkan, Meinhard von. “Dinge so einfach zu gestaltass sie Bestand haben” [Create things so sithate
they endure], Paper presented at Dresdner RedbauSuielhaus Dresden, March 1, 2009

3% Gmp. “Philosophy.” (accessed, September 1, 2011).

39 Gmp. “Philosophy.” (accessed, September 1, 2011).
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competition in 1930-1934, Western architects sucWalter Gropius, Erich Mendelsohn
and Le Corbusier were invitetl’ However, in 1934, Boris lofan won the competitih.
Whether only aspects of design or also lofan’s &ovitizenship influenced the jury’'s
decision seems unretraceable. Currently, it apptaat a few internationally operating,
highly skilled companies dominate the global marketl even seem to be the only ones
capable of carrying out these large-scale projdstg. really true that foreign architectural
firms would not be capable of understanding thedseaf a Chinese client? Do they not
consider Chinese architectural elements? Are thajects faceless and oblivious to local
traditions? The Shanghai Jin Mao Tower, at 421 entéliest building in China in 1999, was
designed by Chicago based Adrian Smith as an gon of Chinese building tradition
and inspired by Chinese pagoddsg[ 29. This tower, however, seems publicly well
accepted as a Chinese expression, most likely bedhe application of national form “does

not equal national identity*>®

The demand for architects with the correct passp@s$ also expressed for the
revamping scheme of the National Museum of Chirghortly after we gmg won the
bidding, the Chinese architects asked at once: Wh§ermans built our National Museum?
The complaints of the Chinese architects were talegiously and elevated to a purportedly
objective level.™The changing atmosphere and resentments agaiestatibnal companies,
in fact, started with the older generation of Ckmearchitect® That attitude soon became
apparent when the Chinese partner office,gmp was in charge of presenting the proposal
during the bidding proces$:Although the planning was executed by the architatt
practice ofgmp it appears that the Chinese partners partialgceseded in eclipsing the
authorship of the architectural design: in the 28Livey, 36% of the visitors stated that
CABR was solely responsible for the design of thewvnmuseum, whereas only 16%
identified gmp as the architects (see 6.2:43)n general, there is a tendency to commission
more Chinese companies instead of internationdtitaxts, a move which seems to be

encouraged by the governmétitDuring the last years, however, companies like CABR

397 Huber 2007, pp. 70 f.

3% Hatje; Lexikon der Architektur des 20. Jahrhunsie®tuttgart 1983.

39 Xue, Charlie Q. L. 2006, p. 28.

00 Beyer/Doerry/Reinhardt, Spiegel Interview 2011.

91 Interview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.

“92|nterview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.

403 389% of the participants stated gmp and CABR batsponsible for the design. Only one participant
identified the architects of the original buildin§1959 (BIAD) and the restoration of 2010 (GMP+CRB

%4 |nterview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.
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internally admitted not yet being capable of pralbeg on their own with such major
projectsi® In the 2011 visitor survey, 49% of the particimahsted skill and 35% publicity
and image as the main reasons for justifying themo@sion of an international firm.
However, 41% of the participants believed that an€e architect alone would have been
more appropriate and only 28% disagré®¥dndividual statements ranged from approval,
“The sea can absorb 100 rivers — be tolerant terdity, we should learn good things from
each other”, to absolute rejection, “It should betdesigned by foreigners; no foreigners can
understand the Chinese culture as the Chinese staddr their own culture®’ The
statement about the style development of the Natibluseum of China project made by Xiu
Long 75 ¢, the director of the Chinese partner architedisnids to bring both positions into

harmony:

The style is a good combination of Chinese and #estDuring the planning process we
experienced phases of development, neglectingiergation and so on, during this process
controversies are indispensable. The Chinese sidiloutes the Chinese positions (also of the
museum) which they know best, the Western sideribanés to the functional aspects (which
we have to learn), the cooperation is a learninggss, both sides complemented one dffier.

One is likely to be reminded of the Chinese sekgjthening movement during the
second half of the 9century when Zhang Zhidongk 2 il (1837-1909) proposed the
formula “Chinese learning for the essential, Westkrarning for the practical us&®.
However, after the international landscape archiféit Rehwaldf'®was commissioned at a
later stage of the project, he himself wonderedutlt@ving been chosen (see 2.4.3.). A
dilemma arose over the commissioner's demand fdaChanese garden design without
abstraction. Furthermore, a conflict of interedisen the wish for international expertise on

the one hand and for localism on the other, beaam®us.

A building project of this scale, with its accomparg cultural and political

significance, imposes a certain level of cautiontlo® planning process. It often results in

“%5 Interview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.

498229 of the participants were indifferent, 4% staté knowing and 5% of the participants stated lagot
opinion. In 2007, 50% stated that a Chinese offillme would have been more suitable for the tasiereas
17% disagreed.

OTHEANE N, IR PR RAR LS, BUCKAME . (No. 93); AR i% HANE A #it, A ANE NSt
EANEDT#HEDK M. (No.97); see 6.3.4.

48 CCTV Interviews, September 13, 2004 (accessedeSuer 20, 2012).

9urnzolgfk, P22 A" cf. Fairbank, John K. and Goldman, Merle 2006ir@ A New History. Second
Enlarged Edition, Harvard 2006, p. 217.

19 Rehwaldt, Till (b. 1965) is based in Dresden, Ganynale opened his Beijing office in 2005.
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time-consuming, decision-making procedures fortdaen of architects and museum planners,
so much so, that even though the proposal of tlehitactural practicegmp won the
competition for the enlargement of the museum P42@he discussions about the new design

seemed, in fact, to have just begun.

2.4. Analysis
2.4.1.Size and Dimension

Description
With a total floor space of 191,900 m?, the newidal Museum of China is currently the

largest museum worldwide. The extended buildingtstres 330 m from north to south
fronting Tiananmen Square and 204 m from east tst wi®ng Chang’an East Avenue and
encompasses a total land area of 70,000't#.semi-basement encircling the symmetrical
building and a massive portico enhance the monuaheharacter of the structurgify. 14.
With an overall height of only 42 meters, the muses of horizontal expansion and fits
harmoniously in the ensemble of the surroundinddimgs of Tiananmen and the Great Hall
of the PeopleHig. 23. By keeping the original U-shaped structure ia thest, the eastern
extension contains the most of the new volume,giteater part of the exhibition space as
well as assembly space in the Grand Forum, thaethele cinema and a broadcasting hall.
Calculations measure that the museum can host 49,690 visitors at once, up to 30,000
per day**? The museum accommodates 49 exhibition galleri@éschwsums up to an overall
exhibition space of around 65,000 2 The museum building is characterized by its

enormous size, monumental nature and its horizexiansion.

Comparison and Analysis
During the entire development process of the nesigde the size of the museum seems to

have been of vital importance for the client. Thigiaal construction of 1959 was orientated
along the central north-south axis of Beijing, rimgn313 m from north to south fronting the
square, and 149 m west to east along Chang’anRgsst, covering and over-all floor space
of 65,152 m2 and a land area of 50,500*iErom the first bidding to the final realization of

the revamping project, the demand for space wadugily revised and increased from

“1 The National Museum of China, “Project Overvieatcessed, February 2, 2012).
“12 The National Museum of China, “Project Overvieatcessed, February 2, 2012).
13 Gmp 2011, “Facts and figures.” n. p.

14 Beijing shida jianzhu sheji 2002, p. 166.

-82 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

150,000 m2 in 2004° and 178,000 m2 in 2007, to 191,900 m2 in 28 Within the lifespan

of the project, the museum almost tripled in sthereby surmounting the Louvre (160,102
m2)*’ and the Metropolitan Museum of Art in New York (1000 m?)*® From the
beginning of the project, it was the declared ainthe client, to create one of the largest, if
not the largest museum building in the world. Dgrihe rescheduling of the project in 2006,
the general director of the State Art Collectioms Dresden was contacted to provide
information about the size of the world’s major musis, such as the Louvre and the British
Museum, to enable their planning to be bigtjdAt a press conference in 2011, general
director LU Zhangshen declared that it was thetipaliwill of the state leadership that “a
country of the dimension of China should have aresponding large museurf® Tian
ShantingH 345, head of the foreign affairs office of the musewemphasizes this point
further with the following statement: “It is not @it being the biggest, but China does have

5000 years of culture so it's not inappropriatdoethe biggest*?

' The simple equation of
architectonical size with political, cultural or lgic grandeur seems to be a universally
accepted consensus. For example, the Palace 8bthets in Moscow was planned to be the
largest and tallest building during Stalinist timeBsplaying worldwide the triumph of
Communisnt?> The National Museum of China took up the intevadi competition for

size, and seems for the time being, to have won@xery other national museum.

However, it is legitimate to ask whether the oVesale or rather the gallery space is
of major importance and a decisive factor in mus@lanning. During the revamping project,
the gallery space was gradually increased abouti®&s from originally 23,457 ff to
58,000 m2 in 2004, and finally up to 65,000 m? e Eexecuted design. In addition to the
amplification of the overall floor size, the change leadership provided a crucial step

towards enlarging the gallery space. In 2005, tke meneral director LU Zhangshen

“157hu, Fenghan, Paper presented at the Louvre, &rdnoe 2004.

“18«Experts muse over museums.” (accessed, Septe20h@012).

4174 e Musée National de Chine deviendra le plus gnane du monde.” Actuchine.com,

http:// www.actuchine.com (accessed June 21, 2007);

Pei Cobb Freed & Partners, “Grand Louvre — Phdgadcessed December 3, 2010).

“Bwikipedia contributors. “Metropolitan Museum of Arwikipedia, The Free Encyclopedia,
http://en.wikipedia.org/w/index.php?title=Metrogal_Museum_of_Art&oldid=520442505 (accessed October
30, 2012).

#19Cf, Johnson, lan, “At China’s New Museum, HistoryeB Party Line.” The New York Times, April 3, 2011
20 Siemons, Mark. “Das Programm heif3t: groR.” FAZyjiffeton, March 26, 2011; p. 33.

21 Johnson, lan, “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.

422 Bartetzky 2010, p. 142.

23 Beijing shida jianzhu sheji 2002, p. 166.
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demanded more than the originally planned exhibispace to allow for displaying a larger
amount of the collection. Bearing in mind that theseum must supply storage facilities for
over one million artifacts, it is a considerablepsto provide exhibition space in one third of
the entire museum as well. The gallery space oN&gonal Museum surpasses the gallery
space of the Louvre by only 5000 fi2However, with its 130,000 m2, the Metropolitan
Museum of Art still by far provides the world’s ¢g@st museum gallery spat®@Despite the
efforts of the new director to increase the gallspace, nevertheless, the total floor space
seems to have been the decisive factor for builthegNational Museum of China.

From the outside, however, the gigantic dimensibthe new building is not visible.

The design adapts rather harmoniously in the go@mext of Tiananmen Square. It even
helps to compensate for the visual imbalance ighteand expansion between the National
Museum of China and the originally much larger Gi¢all of the People, which was erected
with the dimensions of 336 by 174'thand with an overall floor space of 171,800 m2.sThi
discrepancy in size was historically routed andtigally intended: In October 1958, a draft
version for the museum building was presented &mir Zhou Enlai, who ordered that the
museum building could symmetrically oppose the Gkl but should be smalléf’ This
statement ranks the museum second in importaneethé Great Hall of the people. At that
time, size was already a decisive factor in thetexdnof Tiananmen Square, which was
extended from accommodating 70,000 people in 18%800,000 people in 1958 Zhang
Kaiji, one of the chief architects of the CCP amchéect of the National Museum of China
stated: “There are a lot of things | regret. Tianan Square is too big. We wanted to show
how great our country was. At that time, there wdseling that bigger was better, but | think

20

that is wrong, it was just to show off. It wasndaily to serve the peoplé® The square

itself gradually ascends about 3 m from Zhengyamgmehe south to the Hall of Supreme

424 \Wikipedia contributors. “Musée du Louvre.” Wikiged The Free Encyclopedia,
http://en.wikipedia.org/w/index.php?titte=Musee_Hauvre&oldid=409543855 (accessed October 30, 2012).
“2\ikipedia contributors. “Metropolitan Museum of Arwikipedia, The Free Encyclopedia,
http://de.wikipedia.org/wiki/Metropolitan_Museum_drt (accessed October 30, 2012).

426 Beijing shida jianzhu sheji 2002, p. 162.

“2"\Wang, Zhengming 2001, p. 22.

%8 Mao originally planned to accommodate one millipeople. The length of the square of 880 m was
predetermined by Tiananmen in the North and Zhemggyeen in the South; however the expansion of tlathwi
of the square to 350, 400 or 500 m was discussetlaxe@rsially and finally decided on 500 m. Onlyeaf1976,
the square was further expanded to hold 600,00plpedVith an overall size of roughly 440,000 mz,
Tiananmen Square is often referred to as the lagmddic square in the world. Cf. Wu Hung 1991,96;
Ledderose 1988, p. 325.

% im, Louisa. “Beijing building revolution.” BBC Nesy published 2004/03/09,
http://www.new.bbc.co.uk/go/pr/fr/-2/hi/asia-pacif$543419.atm; (accessed, August 10, 2009).
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Harmony in the center of the Imperial Palace. Theending terrain visually emphasizes
Tiananmen, however, creating a difficult opticaliation for the Great Hall of the People and
the museums flanking the square on the sides.Wémsspartially solved by the introduction of
a semi-basement and of a green belt of vegetatitnont of the museum bridging the sights.
In the 1958 design of the museum, the competitelesion of grandeur had to take a step
back in favor of the local context of Tiananmen &guand the Great Hall of the People. In
2011, the largest museum in the world was congdjdhowever, its forms still integrate
harmoniously in the context of the square. The efztae museum becomes only apparent in
the 260 x 30 m dimensions of the Grand Forum ofl2@&e 2.4.5.), surpassing the 3300 m?2
Turbine Hall of the Tate Modern by more than Kaif.

One prevailing feature of major museum architectarenonumentality. The term and the
concept of monumentality emerged from Greek terapdhitecture, taking the human figure
as a basis of scale. In modern discourse, theikeommmonly used to describe an oversized
building or building features, such as pillarsjmgsto encompass more than one register of
the facade. From the very beginning, the appearaficeuseum buildings was seldom
modest, but of monumental dimension and with momiaideatures. Explanation for this
phenomenon is to be found in the frequency of inapgralaces being rededicated for
housing early museums and in the architectural fofitine first genuine museum buildings.
These buildings, which developed parallel to treitation of the museum in the second half
of the 18" century, favored monumentality. Museums shared dhiaracteristic with the
buildings of most public and governmental instdus. During the Stalin era, monumentality
was employed in architecture in combination witk fRussian return to classical form in
order to display the power and the grandeur ofSbeiet state. Though monumental form
suffered some disrepute due to its exploitatiorGleyman and Italian fascist regimes and by
Soviet socialist architectut®, it nevertheless appears to have persisted innthseum
architecture of many countries. Examples of musduwntdings in monumental form are
numerous and traverse place and time (Altes Mudeerin, 1830; Tokyo National Museum,
1938; National Gallery Washington D.C., 1941; NasibMuseum of Anthropology, Mexico

City, 1963). The application of a monumental argtdricizing building style was a method

30 Tate Modern. “Facts and Figures.”
http://www.tate.org.uk/about/projects/constructiate-modern/facts-and-figures (accessed Octobe2(BI(D).

1 Eor example, post World War Il Germany seemedaeehdeveloped a phobia against monumentality in
architecture, because of its abuse during the Beai Many public commissions in post-war Germanyewe
preceded by a discussion about a democratic bygiktiyle; cf. Flagge/Stock 1992.
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well established in the building practice of thepRlglic of China, which developed from the
Western Beaux-Arts tradition and is characterizgdite symmetrical outlines. With the
implementation of the first Five-Years-Plan in Neé®hina, the monumental style was
predominantly applied to public buildifjand introduced through consultation with Soviet
advisors. The 1959 building incorporated the momitaleSoviet design, a symmetrical
outline and was decorated with Chinese ornameritesd features were maintained in the
2004 design proposal @mp and even appear in the newly constructed museug0bi.
With gmp the museum chose an architectural practice caeunib a rationalistic approach
which pursued the tradition of Beaux-Arts acadesmivisible in such symmetrical outlines

and in the monumental forM&

Building height represents another means of exmmessniversally utilized in
governmental as well as private architectural mtsjewhich again can be seen in Soviet
Russia. In the Soviet Socialist ideology, high-tisgldings seem to function as an expression
of capability of the new nation, of its technicattential and as a symbol of a better wéFt.

In Moscow, the most prestigious building projectlud Palace of the Soviets foresaw a Lenin
sculpture as pinnacle of the building, which in tingt design of 1934 already measured 80 m.

In its final blueprint the building height was reded with 415 n{*

During the Stalin Era,
the Seven Sisters building program was plannedsexjaence of high-rise buildings, which
changed the outline of Moscow dramaticéffy.They were constructed in the design of
American skyscraper architecture of the 1920s @804, using steel skeleton construction
jacked with a neoclassicist facade, commonly agdplig architects who had studied in the
United States. From this program, the Moscow Sthateersity (1953) was constructed on
the Sparrow Hills and became a landmark of the fitg. 30.*’ Moscow's building
program influenced its satellite nations. In Warséw example, a series of three high-rise
public buildings in the Soviet Socialist style werkanned. However, only ‘The Palace of
Culture and Science’ (1955) with its 231 m towersvatually built Fig. 31. A gift of

Soviet Russia, the building was executed with tledp hof Russian advisors and 3500

432 Hesemann 2006, p. 243.

%33 | am grateful to Michael Hesse for pointing olistremarkable continuity in the architectural amio of the
museum buildings.

434 Cf. Aman 1992, p. 90.

%35 Construction started in 1937; cf. Huber 2007,(p. 7

“®The scheme originally encompassed eight high-risitdings, marking the eight centuries of the city’s
history; cf. Noever 1994, p. 151.

3" Huber 2007, p. 152.
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construction workers, who had mainly been involved building the Moscow State

University before®®

For many decades, this represented the highetdinmiiin Poland,
providing a signpost of Socialism and the influent¢he Soviet Unioit*® In other satellite
countries, more high-rise building programs werdhair way, for example, at the Marx and
Engels Square in East Berlin, where a high-risédimg of more than 100 m was planned
after the Soviet model. However, with the end @& 8talin Era, architectural policy changed
and due to economic considerations as well asigadlitealignment, high-rise buildings

became the main target of critici$ff.

The Seven Sisters were planned for different pwposuch as governmental
institutions, hotels and residential buildings; itheain function was shaping the new
cityscape so that the logistics and the structumrigthe buildings played basically a
subordinated role. The concept of erecting a séaradmarks within the city seems to have
served as a model for the Ten Great Buildings pmogmwhich was implemented in Beijing.
During the first years after the establishmenthaf People’s Republic of China, it was most
likely that the belief in high-rise buildings as axpression of progress would have
influenced Chinese architecture, not at least thindbioviet advisors. However, it appears that
the equation of high-rise buildings symbolizing th@wer and capability of their Socialist
neighbors was not significant for governmental diagys in Beijing. In fact, a horizontal
outline of the city was kept. One reason for thighhhave been the late realization of the
architectural program, then under the auspiceshefabove-mentioned change in Soviet
architecture after Stalin’'s death coupled with $ieo-Soviet ideological split (1960-1989).
More importantly, Chinese architecture is knowniterlow-rise building tradition. With the
exception of temples, bell and drum towers and csede ceremonial buildings of the
Forbidden City, one or two story courtyard housagehforged the impression of Beijing for
centuries. Among the Ten Great Buildings, the migjaf structures stick to the horizontal
outline, most suitable for the Beijing cityscafyé.The Military Museum represents the
strongest allusion to Soviet forms with its cenpadjection and a vertical finish in a socialist
star; however, still the horizontal outline is domating [Fig. 32. Decorative towers in

Chinese pagoda style are also added on to theombtaizbuilding blocks of the National

38 Aman 1992, pp. 125 ff.

39 Aman 1992, p. 90.

440 At the 20" Party Congress in February 1956, Khrushchev sbveriticized Stalin. In succession, the
abolition of Socialist Realism was announced; a¢hah 1992, pp. 89-90.

“41 Beijing shida jianzhu sheji 2002, pp. 161 ff.
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Agricultural Exhibition CenterHig. 33 and to the Beijing Railway Statioifrig. 34]. Of all

ten buildings, the Cultural Palace of Nationalijpessesses the tallest tower, which is placed
in the center of an apart from that horizontal ctiee [Fig. 35. With 67 m in height, and an
almost 200 m long facatf, it still does not come close to the vertical disien of the
Soviet model. At the time of its construction, theehitecture of the National Museum of
China was executed as a horizontal structure,imglab Tiananmen, the Great Hall of the
People and the Monument of the People’s Heroeshanaonizing with the dimensions of
the square.

Today, the simple equation between high-rise bugslias symbols of power and
demonstration of the capability of their commisgim seems more valid than ever. New
technology and the computer-based calculation cfsem allow for more gigantic buildings
to be constructed. The claim for high-rise buildirtas reached China, which is competing
with young, dynamic nations, primarily in the MiddEast, in establishing the highest
landmarks on the global map. The Shanghai Worldufgial Center {#F¥AER 4 Fld0)
was completed in 2008 with a height of 492 m, at time the tallest building on Mainland
China and the second tallest building in the watfdn Moscow, the Russia Tower was
planned to reach 648 m in 2043 The Nakheel Tower in Dubai (previously called Alr
was planned to reach a height of more than 1000/hen the global financial crisis hit, both
projects came to a standstill in 2009.

For more than two decades, skyscrapers emergedijim@and continually changed
the cityscape. The China Central Television Tow&f08), the state television headquarter
executed by Rem Koolhaas, for example, shapesihiae of the central business district in
the east of the city. It is ‘only’ 234 m high; howves, its grand floor-size of 500,000 m?2
strives for more superlativé® Size combined with an extravagant tilted Z-shagsigh put
this building on the fiercely fought-over map oftamational landmarks. The main
administration building caught fire in February 20Qust before its scheduled completion.

#42 Beijjing shida jianzhu sheji 2002, p. 176.

“3Wikipedia contributors. “Shanghai Financial CeritgVikipedia, The Free Encyclopedia,
http://en.wikipedia.org/w/index.php?title=Shangh&dnancial_Center&oldid=349739315 (accessed Septembe
20, 2012).

44 Due to the global financial crisis, constructionswelted in November 2008. In January 2012, cockmi
commenced on a smaller scale with a building hedgloinly 360 m; cf. Wikipedia contributors. “Russia
Tower.” Wikipedia, The Free Encyclopedia,

http://en.wikipedia.org/w/index.php?title=Russia viles&oldid=508812433 (accessed September 20, 2012).
> Lim, Louisa, “Beijing building revolution.” (acceed, August 10, 2009).
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Since then, it has remained unfinish&ig[ 36. In order to protect the historical center of
Beijing from extinction through fancy new constioas, the city government issued a
‘Conservation Planning of Historical & Cultural €iof Beijing’ in September 2002. From

then on, the building height was restricted wittiia boundaries of the second ring road with
high-rise buildings banned in order to maintain historical look of the city*® The redesign

of the National Museum of China in vertical termasanever considered an option. It was
carried out as low-rise structure and carefully adeel to the dimensions of Tiananmen

Square.

From the initial planning stage until the redesigh the museum in 2011, its
proportions in relation to the square and to theosunding buildings were vital parts of the
consideration. However, how was the general straat@ithe building modified? In 1959, the
axis-symmetrical rectangular building housed twéfedent institutions, the Museum of
Chinese History in the south wing, and the Musefiiltonese Revolution, in the north wing,
each encircling a courtyard on four sides. A cemdgteucture behind the main courtyard
provided access to both parts. The museum buildiaig erected on 40,000 m2 and had the
capacity to accommodate 10,000 people. To gaimeitpgired floor space of initially 150,000
m2, the call for bidding already foresaw an extendio the east of the original building in
2004. The solutions provided by the various profsosaiggested either a more or less
harmonious addition to the east, a roofing of thertyards or an implementation of building
structures within the former courtyards. In mangesa the candidates chose a combination of
these possibilities. Only few of the candidatesdixt to establish an independent addition to
the east, although it was a logically feasible sofuconsidering the available space. The
winning design of 2004 allowed for the completeragefing of the original structure.
Furthermore, three bubble shaped cubes were plaionkeduse the cinema, conference and
reception halls to the east. These independenttstas had been criticized as dispensable by
the former architect of the building Zhang Kaijihavwas convinced that “if you have the
money, you should not spend it on the batkh the implemented design of 2011, however,
the inner structure of the former building and #aestern building block were replaced by a
new core, and the south and the north courtyard® weninished to one third of their

original size, giving the building a denser, statetharacter. In 1959, both museums were

48 yutaka, Hirako and others, “Beijing Huton Conséiova Plan”, The Tibet Heritage Fund,
http://www.tibetheritagefund.org/media/downloadtng_study.pdf (accessed May 25, 25.5.2012); Meyer
1996/1997, p. 13.

4“7 CCTV Interviews, September 13, 2004 (accessedeSuer 20, 2012).
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entered via the main entrance gate from Tianannugmr®, by crossing an inner courtyard,
ascending an outside staircase and entering thy lofdthe main access building. In the 2011
design, four entrances with different functions evenplemented. The central gate entrance
remained in the west with an additional entraneddar groups installed to the north; access
to theatre and cinema and for VIP guests was faigti in the east and the south entrance
remained the staff entrance. This design solvedaairer problem for the museum, providing

an alternative entrance when the square is claseubfitical event$*®

Summary
In conclusion, the analysis of the building struetin regard to its dimensions has brought

forth the following results: through its reconstian, the National Museum of China has
entered the international competition for buildsige. With the initial call for bids, the intent

was not only to create a state-of-the-art functiomaseum, but its size was of major
importance. Although the competition focused maioly the overall floor area and the
National Museum of China won the title as largesseum to-date, a relatively large gallery
space was also created, only outclassed by a feseums worldwide. It became apparent
that the exhibition space gained in importance raurthe project development and
particularly with the change in the museum leadprsfhe monumental form, deriving from

international museum design, Beaux-Arts princigled Socialist building traditions of 1959,

was retained for the outer appearance of the Imgldin addition, monumental features

further enhanced the interior design of the Gramdif.

The competition for size arouses memories of thee®esisters high-rise building
project in Moscow, where the newly established goweent intended to express capability
by the equation of building height. Unlike thestempts, the National Museum of China is
in-tune with the Chinese architectural traditionl@i-rise buildings; it especially blends in
the context of Tiananmen Square and the ensemidarafunding buildings contributing to
the square’s balanced composition. The Great Hathe People and the museums were
executed with symmetrical facade design as an driserand in correspondence with the
dimensions of Tiananmen. The monumental size ofntheeum was not only evocative of
Socialist large-scale building practice; it alscalked the dimensions of Chinese imperial
buildings in the vicinity of Tiananmen. In 2011 etlouter design of the world’'s largest

museum is in harmony with the ensemble of TiananBgumare, only revealing its claim for

4“8 «“Experts muse over museums.” (accessed, Septe20h@012).
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dimension in the interior of the building. It isettGrand Forum, which is designed with the
intention of impressing through its size and monntale forms, while the outer facade

balances the form with the surrounding structures.

2.4.2.Elevation and Facade

Description
The former museum building underwent consideraldstoration and reinforcement

procedures, with the facade remaining almost urgddnas originally required by the client.
The main facade, which faces Tiananmen Squareeowtst, consists of two symmetric
wings that are divided by a grand main porticohi@ tentefFig. 15; Fig. 37] It reflects the
style of Soviet Socialist neoclassicism and is enbhd with Chinese and local features.
Horizontally, three symmetrically arranged rowswohdows structure the facade, with the
windows in the semi-basement being noticeably smallonumental and grooved pilasters
give vertical order. A central staircase leadsafhe main portico, which is characterized by
24 square pillars arranged in two rows and intenected by an entablature. This main
entrance is framed by two immense pillars on eadd, protruding over the front roofline
with an overall height of 33 m in a pyramidal fini¥° They are ornamented with three
torches in relief and the name of the National Museof China in Chinese and English on
each side. The emblem of a five-pointed star eledrby stalks of grains and flanked by
eight red flags on each side, is set above theamr#r The eaves are designed with a
combination of traditional yellow and green glazées. Although the old and new eaves of
the staggered roof seem quite similar from afastead of glazed tiles in imperial yellow the
new building parts are enhanced with slightly cdrbeonze-colored metal plat&¥.The new
eaves are carried by an abstract, minimized appearaf a Chineselougongsystem in

white #?

The three remaining fagades mirror the front elewatalbeit with slight variations,
such as the implementation of a loggia design austd a pilaster order. To the east, the front
of the new core is visible, protruding over thethand south facade of the original structure

[Fig. 38. These new facades are clad with hammer-finigraghite and repeat the former

*Hung, Chang-tai 2005, p. 921.

“0Gmp 2011, n. p.

**1 The Chinesedougong(}#t) architecture describes a unique building techmigfi interlocking wooden
brackets, which join pillars to the frame of theofrolt is one of the most important elements in rigisie
traditional wood architecture.
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design in a simple, unornamented manner. Monumerntalows echo the former double line
of windows of the historical facade. The easteigad® seems to reverse the facade in the
west by a recoiling central entrance and a redmceaber of windows and pillars. A central
staircase divided in three sections lead to a leattance via the revolving platform as well
as to the basement entrance allowing direct adoesge cinema and auditorium. In front of
the north gate a 7.9 m high, 17-ton heavy bronzgpsae of Confucius by the famous
sculptor Wu Weishae A 1l1 (b. 1962) was installed in January 20Fig[ 39.

Comparison and Analysis

The original facade remains the predominating \esfeature of the outer design. In 1959,
the museum was built as part of the ensemble oftjuare, relating to Tiananmen in the
horizontal outline and to the Great Hall of the Bleo[Fig. 40 because of the similar
structure and style, albeit on a smaller sc¢afeBoth buildings share a comparable
distribution of masses, the arrangement in symgatbuilding blocks and a central front
staircasé€”® The main difference in the two facades is provitigda pronounced median
risalit in the Great Hall of the People, in contrmsan inverted center flanked by two corner
projections at the museum. This inverted centerchvbpens up the museum building, helps
to balance the different sizes of the buildingshef squaré>* The design of the museum of
1959 is indebted to Soviet neoclassicism, whiclu@m@nantly features rectangular building
structures, a facade design with monumental oveshg columns, grid-like arranged

windows, flat roofs and an entrance emphasized dntral projectiond>

Furthermore,

motives of the five pointed stars and bundles ddirgrare incorporated on numerous
decorative details of the fagcade, for example ertiiefs, the tile decoration and the emblem
on top of the museum entrance. These motivesrifitesssymbols of bumper harvest and the

Communist Revolutionfig. 41].%%°

In 1959, the introduction of the Soviet neoclassitiat Tiananmen Square helped to
remodel it to become a symbol of New China (se€).2kzeping the fagade, especially the
entrance gate was a requirement made by the digirig the bidding in 2004. The wish for

the continuity in form was overtly met by the comication of the architects’ creativity

*52\Wang, Zhengming 2001, p. 22.

53 Chang, Yung Ho 2011, p. 303.

>4 Chang, Yung Ho 2011, p. 303.

4% Hesemann 2006, p. 244.

**®*Hung, Chang-tai, p. 921; Beijing shida jianzhujis@02, p. 166.
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concerning the center and the eastern parts ofbthieling. Although the core facade
remained unchanged in the implemented design of , 2drtain aspects of the elevation have
altered the appearance of the museum due to theoadaof building parts; these features will
be discussed in detail below. The new staggeredimep which involves several roof
interconnections, is one of the most prominentuiest of the new facadd-ifj. 42. By
breaking up the flat austere single roof strucamd introducing multifaceted roof scenery, a
softer couture line is created, which echoes ti@td forms of Chinese roof shapes.
Furthermore, the elevation of the roofline to 42manged the outline of the museum and the
impression of the square to a considerable exteimelped to lend the building a lighter
appurtenance and to equate the shortcomings diotheer design, in that the discrepancy
between the height of the Great Hall of the Pe¢piem) and the museum was harmonized.
However, the remaining four-meter difference pressrthe original intention of a
‘perspective of importance’. In addition, the el@dhroofline blacks out the sight of the
Ministry of State Security at the rear of the NaibMuseum, which had disturbed the view
from Tiananmen Square for decades. Already in 208 architects ofmphad considered
the necessity of raising the height of the museumrder to compensate for the imbalance of
the various buildings heights at the square, a steigh was taken by the finalist Kohn
Pedderson Fox in his proposal as weig[ 43. In reviewing the 2004 winning design, the
architect of the former Museum of Chinese Histang ghe Museum of Chinese Revolution
of 1959, Zhang Kaiji, admitted that the adjustmiensize would create a more harmonious
look with the ensemble of the Great Hall of the te°’ Being a main decorative motive of
the new design, the staggered roofline structuresrtonumental, more or less solid building

block, while at the same time giving it a somewllgitter appearance.

In the 2004 winning proposal, the architects mdusrtroof design already a core
feature of their exterior look: A bronze-coloredfavas to span the entire expansion of the
original building [Fig. 6]. From the outside, the old and the new structuvese only
connected by a translucent glass front, givingligi® impression of a freely hovering roof.
Inside, the ceiling was to be supported by twelvenomental pillars. Despite the use of

materials purposefully chosen in reminiscence ofn€e building traditions (e.g. gold

ST CCTV Interviews, September 13, 2004 (accessedeSuer 20, 2012).
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glimmering bronze panels, monumental pillars froatural red storfé®), this blueprint can
be described either as an addition, which is pwfudly in contrast with the former style, or
as a combination of tradition with exiting modeynia ‘counterpoint desigf®® One of the
major reasons given for the rejection of the appdodesign in 2005 was the client’s concern
that the new roof structure would devaluate thedacof 1959 It was exchanged for a
much more harmonious fit, a design which retreatdavor of the existing situation, a

somewhat ‘silent approach’.

The eaves on the original facade of 1959 had besmsmtented with an overhanging,
yellow and green tile claddif§* Their structuring in zones, the application ofivas tiles
imitating a coffered ceiling and the use of wooteacket-supports insinuated the traditional
dougong wood architecture Hig. 44]. The yellow tiles, which can be encountered as
resembling yellow glazed roof tiles of the Forbiddgity, were implemented not only for the
museum architecture, but as a unifying band comgitihhe museum with the Great Hall of
the People and later even, the Chairman Mao Meindall. In 2011, the ornamentation of
the old and new rooflines appeared quite similamfrafar. However, instead of the yellow
glazed tiles, which had been originally requestgdhe client for the extension as well, the
new building parts are actually enhanced with bescalored metal plates. The repetition of
former style elements, originally implemented tal &0l the Chinese characteristics as well as
the local form, can be found throughout the rooth& new building sections. As a result of
this repeating yellow color scheme in the modehiteatures, the former gentle allusion to
Chinese forms is strengthendd. 2011, the addition of rooflines not only created
important feature for the museum, but also laidmgirties with the surrounding buildings at

Tiananmen.

The facade design of the newly erected buildingh® east includes architectural
reference to decorative and structuring elememis) fthe previous design. Most prominent
are the main gate situation, carried forward bygitiar structure of the western fagcade of the

new entrance building=jg. 459 and the before-mentioned complex roof with itgesal roof

%8 “peking: Die Hamburger Architekten von Gerkan, Margl Partner bauen Chinas neues Nationalmugeum.
Rheinischer Merkur, Nr. 45. 4.11.2004; www.merkaratchiv/neu/rm_0445/ku/ku_044501-html (accessed
November 30, 2004).

9 Treib 2009, p. 152.

% |nterview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.

%1 Beijing shida jianzhu sheji 2002, p. 166.
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interconnections and yellow glazed tiles being seased by eaves cased in bronze-colored
metal plates. The new roof is in-tune with the ferrfacade and the new building compound
blends in almost indistinguishably from the view Tihnanmen Square. Nevertheless, the
new facade is executed in sober, unornamented ibgiltbrms, giving the building a
somewhat modern appearance, which can be bettervelolsat close quarters. The style mix
applied to the original as well as to the new koddbecomes apparent in the 2011 visitor
survey, in which 24% of the participants stated tha facade looked modern, 21% defined it
as Chinese, 14 % as Socialist and 9% as interrsdt{see. 6.2.4.).

Unlike many Western museums, the facade of theoNatiMuseum of China does
not provide space for advertising current exhibgi@or the permanent museum display. With
the opening of the museum in 2011, the policy adiraloning advertisement on the fagade
was continued, although many visitors have exptes$geir wish for more information in
front of the museum in 2008? Only small, insufficient, moveable signs in fraftthe ticket
booths and entrances inform the visitor about ciiresents and opening hours. In the past,
one major display was provided in the most prontinecation on the stairwell of the main
gate. Here, from the 1990s, a clock showed thetdowm for the transfer of sovereignty of
Hong Kong (1997) and Macao (1999) and towards thigriy Olympics (2008) However, it
was removed for the reopening of the museum in 2011

The erection of the Confucius sculpture in frontled north entrance of the museum
on January 11, 2011, was aimed to fill a void & duiter appearance of the museum. Director
LG Zhangshen stated that “the great museums in éfesbuntries usually have statues in
front of their entrance$®® therefore, a Confucius sculpture was installedramt of the
museum. With its monumental form, static postuiyough finish, imitating the texture of
carved wood or stone, the sculpture meets the nlesithe facade on equal terms. The lively
facial expression of the wise scholar, neverthelsets an energetic ‘counterpoint’ to the
stationary museum. The sculptor, Wu Weishan, wasinoed that his work “blends in well

with the Russian style squar®* Furthermore, he claimed that the statue was desigae

%2 Hao/Huang 2005, p. 52.
463«puthorities tight-lipped over Confucius statue mval.” Global Times Beijing, April 22, 2011,
http://msn.huangiu.com/english/2011-04/1646824 na.faccessed September 20, 2012).

464 “Authorities tight-lipped over Confucius statuerreval.” (accessed September 20, 2012).
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“monument to display the characteristics of tradiél Chinese culture*®® During the

inauguration of the sculpture, director LU Zhangsk&plained the choice for Confucius in
front of the National Museum of China by stressi@pnfucius’ importance as a
representative of traditional Chinese culture, tdging him as “the calling card for Chinese
culture to the world*® Director Lui nourished high hopes that the new ptoué would
become another landmark of the Chinese capital.stéeile was celebrated by Chinese and
foreign media alike as a signal of the revival diir@a’'s most famous philosopher, who in the
past was dismissed and criticized by Mao Zed3hghe trend of reinstalling Confucius as a
symbol of Chinese identity can be encountered imoua fields, most prominently in the
implementation of over 300 governmental so-call€brifucius Institutes’, serving to
promote Chinese culture worldwid® Yet, the erection of this sculpture in front oéthorth
gate of the museum and just a few hundred metens €hairman Mao’s famous portrait at
Tiananmen was a bold move. The over-night remoft@statue, only three months 14%r
and its relocation to the north courtyard of theseum Fig. 47], must be understood as a
result of an ongoing power conflict within the palt¢adership and the enduring controversy
about the approach to the heritage of Confutislthough the official newspaper Beijing
Wanbad’* made haste to state that the moving of Confucias planned from the beginning

and that the sculpture was to be part of a newpsod park of the museum, speculations

%> Since 1994, Wu Weishan has created more thare®@estof Confucius of different sizes and styleg. (lor
the Fitzwilliam Museum, Cambridge, UK); cf. “Confus stands tall near Tian'anmen”, People’s Dailylidn
January 13, 2011, http://english.peopledaily.co®@n01/90776/90882/7259160.html (accessed Septediber
2012).

4%%«Confucius Statue Standing High outside the Natidtaseum of China”, China News, translated andestlit
by Hunan Museum, January 14, 2011,
http://www.hnmuseum.com/hnmuseum/eng/generallmir@Content.jsp?infoid=012d833e34fe402884832d6da
776038e (accessed September 20, 2012).

*7 Confucius thoughts and teaching was dismissed by Eéalong. Rehabilitation of Confucius only began in
the mid 1980s. In the 1990s, the party’s “spiritaadilization campaign” promoted Maoism and Con#urci
ethics in fear of the growing materialism in sogjetf. Zhu, Linyong, “Confucius stands tall neaafiianmen.”
China Daily, January 13, 2011; “Confucius joins Madeijing’s heart.” Asian Pacific News, Januag; 2011,
http://news.monstersandcritics.com/asiapacific/Maxtisle_1611096.php/Confucius-joins-Mao-at-Beijisig
heart, (accessed, September 20, 2012); Tagessiéd®t.2011, “Die Kunst ist unschuldig.” Interviewit
Tilman Spengler, Tagesspiegel, Kultur, April 1, 20f. 25.

%8 «Confucius joins Mao at Beijing’s heart.” Asiandc News, January 12, 2011.

%9 Jacobs, Andrew, “Confucius Statue Vanishes NeanaFimen Square.” April 22, 2011,
http://www.nytimes.com/2011/04/23/world/asia/23aarifis.html?_r=1 (accessed October 30, 2012); Huang,
Sally, “Confucius removed from Tiananmen.” The GhRost, April 23, 2011,
http://www.chinapost.com.tw/china/national-news/2@#/23/299705/Confucius-removed.htm (accessed
October 30, 2012); “Confucius statue removed fraitside Beijing’s National Museum.” Asia-Pacific New
April 22, 2011, http://www.monstersandcritics.comirs/asiapacific/news/article_1634622.php/Confucius-
statue-removed-from-outside-Beijing-s-National-Muse(accessed October 30, 2012).

470«Confucius statue removed from outside Beijingstidnal Museum.” Asia-Pacific News, April 22, 2011
4"lvConfucius statue 'disappears' in Beijing 22.0420Rpril 22, 2011, Beijing Evening News,
http://tert.am/en/news/2011/04/22/confucius/?sveg¢ased October 30, 2012).
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about the reasons for its removal did not ceasengntioe publict’?

On the internet, one
micro-blogger speculated that “maybe Confucius bagn taken away by police for

suspected economic crimé€®, referring to the imprisonment of the artist Ai Weei 34
A (b. 1957) earlier in the same month. However, len dutside, the disappearance of the

Confucius sculpture remained a “mystery of the Camist party”, as one member of the

museum staff remarked during an unofficial meeting.

Summary
The first and most sustaining impression of the enus is its facade. It is here that the

commissioner and architects express themselves sigrgficantly. The outer shell was of
major importance for both the design of the buddin 1959 and in the redesign of the
National Museum of China in 2011. In 1959, the iempéntation of Soviet neoclassical forms
followed the political development of the time. Wdugh a first impression of the building
reveals the strong influence of the Soviet stytespnting hardly any Chinese characteristics,
the building possesses several Chinese featureseamdiscence of local form. For example,
the main gate situation, with its pillars, entabtat and yellow glazed tiles was already seen
as a resemblance of Chinese wood palace archigeatuth the repetition of the scheme in
2011, this impression is even stronger. During iseamping, the building adopted the
original design and met the requirements of thatioa, following the client's demand to
keep the original facade intact. Wherever visilbhes contemporary style of 2011 lent the

impression of a sober, unornamented, universal. look

From the far side of Tiananmen Square, the newgdasi almost indistinguishable,
fitting in very harmoniously in the former structuHowever, as one approaches the museum,
the unornamented new style can be clearly diffeated from the previous architecture of
1959 and even seems to dominate the original formefi@ct both intended by the architects
and considered necessary as an expression of ptases. The key to understanding the
outer design of the building, however, lays in theognition of the building ensemble of
Tiananmen Square. Already in 1959, the museum wesdesl as part of the newly designed

ensemble of the square, and carefully adjustedh¢osituation. The strong demand for

4’2 This can even be encountered in the visitor suofeé3011, where one participant mentioned the reahof/
the Confucius statue; see 6.3.4.

473 “Konfuzius vor Nationalmuseum in Peking entferdipril 22, 2011, Monopol Magazin fiir Kunst und
Leben, http://www.monopol-magazin.de/artikel/20102/Konfuzius-vor-Nationalmuseum-in-Peking-

entfernt.html (accessed October 30, 2012)
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keeping the facade during the revamping project dwes to the concern for the building
ensemble, as pronounced by the deputy directoh@fNational Museum of China, Chen
Lusheng: “The new architecture is important in présand in the future. On the exterior
there are no changes, because due to the histobe tkept for the museum and for

Tiananmen Square, this unity must not be destrdyét.

In 2004, the most sensitive approach to the origstde was selected and further
amended to the requirements of preserving the raigdesign. Although the 2011
implemented design seems to be more restrained ttter2004 approach, it is perfectly
adjusted to the situation of the square. This idess acknowledged by 26% of the
participants of the visitor survey in 2011. Thefloe developed as a major style element
from the ‘contrasting’ approach of the winning @gsin 2004, to a design which is in-tune
with the original building as well as the localusition. The adjustment of building height
even seemed to overcome the shortcomings of timeefodesign. The changes made can be
seen both as an improvement to but also as a catytiof form, creating at once a more

monumental but restrained appearance.

2.4.3.Courtyards and Landscape Design

Description
The National Museum of China encompasses a grelemfoeegetation including pine and

willow trees and three main courtyards with divetaadscape design. A sober front
courtyard paved with granite tiling is located beén the entrance gate and the central
building [Fig. 45. It measures about 120 x 40 m and is encirclethbyillars on four sides.

A flight of three steps and two ramps, respectivédad to the main entrance at the west,
which mirrors the main gate design in a contempofarm (see 2.4.3.). Movable porcelain
pots with evergreen shrubs are placed in fronachepillar of the entrance area. Through the
pillars on the north and south side, two symmeltgieancircled courtyards are visible, which
measure approximately 90 x 27 m each. These slypngaranged courtyards are fitted with
grass, evergreens, old pine trees, and trimmedshhu the center of the south courtyard, an
undulating granite stone rim separates a plantied Wwith shrubs and flowers, which is
surrounded by a pathway, lawn and pine trees on sides. Fig. 46. A flagpole with the
Chinese flag stands in the back. It is framed layitistallation ‘Flesh and Blood Great Wall’

4" Interview, Chen, Liisheng, deputy director, NMCijig, April 22, 2011.
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M A (1989) by Hou YiminfE— [ (b. 1930). The shrubs and pine trees in the north
courtyard are arranged within four elevated grarfi@mes, functioning like a passé
partout’”® They are surrounded by a granite-paved pathwayearzedded in lawrFig. 47-

48]. The sculpture of Confucius, which was originaltgtalled in front of the north gate, is

placed in the back of the north courtyard.

Comparison and Analysis
The original museum of 1959 had a green belt inespondence to the greens of Tiananmen

Square as well as three public courtyards with taigm*’® This green belt was installed
during the redesign of the square and the erectidhe National Museum of China and was
still visible before the revamping of the museun2@®7. Pine trees played a major role in the
planting. In reference to the symbolism at the Mueat to the People’s Heroes, Wu Hung
identified pines and cypresses as symbol of thertiet revolutionary spirif”’. In fact, to the
south of the monument, a pine forest with fortysfonws of trees was planted, existing until
it had to make way for the Chairman Mao Memoriall Hta 1977%’® In the course of the

redesign of the National Museum of China, the gtesihwas carefully kept and restor&d.

In 1959, planting beds with pine trees were locatedhe left and right side of the
front courtyard Fig. 49, which led to the main entrance hall and to tleettn and south
courtyard. In addition, two minor courtyards fladkidne central building on both siddsd.
50]. In 2004, the majority of proposals for the reyang of the museum retained the front
courtyard, however, predominantly abandoning thgetagion. The winning design gimp
opted to replace the courtyard with a wide stagascending from the main gate platform to
the entrance of the new core building. In the 20tifflemented design, the architects and
client agreed to keep the original courtyard imfrof the entranc&° Therefore, the outline
of the courtyard remained unchanged; however, jpees and flowerbeds were discarded. At
present, moveable flowerpots are placed in frorthefaccess hall, to soften the austere look
at the entrance area, which during opening houiked with people Fig. 5.

475 “Kolossale Dimensionen: Dresdner Architekten ansklimsbau in China beteiligt,” Top Magazin Dresden,
Winter 2008.

476 Additionally, two small courtyards were used bg 8iaff e.g. for their lunch breaks.

*"\Wu, Hung 1991, p. 94.

“"8\Wu, Hung 1991, p. 94.

4" Thereby following the visitors wish for maintaigirand extending the greens surrounding the museum,
expressed by a majority of 68.7% of the participaritthe 2003 museum survey; cf. Hao/Huang 20059461.

8% |nterview, Stephan Schiitz, architectural designp.gHamburg, May 19, 2011.
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In the 1959 outline, the courtyards to the nortth south were arranged symmetrically
and encircled by the museum buildings on four sidesircular fountain centered the south
courtyard of the former National Museum of Histosyrrounded by willow trees and
embedded in a rectangular lawn encircled by shribsa rectangular grid, two lines of
flowerbeds planted with evergreen shrubs and pivese divided by paved walkwaygif.

52]. The design of the north courtyards was quiteilaimalso including a central circular
fountain surrounded by planting beds. The typelafts inside the courtyards appears to be
the same as the plants used for the green bdieaquare. In the design proposals of 2004,
the north and south courtyards were eligible fanges. Of the finalists, only Norman Foster
kept the courtyards in original size, however plagntwo symmetrical lines of 6 x 3 trees
divided by an access path from north to south. rblo¢ of Foster’s additional structure was
designed as a lookout point and open-air sculpgdtebition [Fig. 53. Kohn Pedderson &
Fox integrated the two courtyards in glass cubédsclwwere presumably to be planted with
bamboo Fig. 54. Since the winning design of 2004 replaced thethssn and southern
courtyards with a central halFig. 59, the client requested that they would be kepthia
2011 implemented design, albeit diminished to adoomme third of their original size.

The first concept for the new design of these gauds, presented by Till Rehwaldt
and entitled ‘men and nature’, was rejected by mé&3de expert committee, which expected a
more Chinese design approach. In the next stepR€&hwaldt produced a design in which
the two courtyards represented the diversity ofn@hby means of a north and south
landscape. Following the concept of Yin and Yarg horth courtyard was to depict the
topography of the mountains, while the vegetatidnth® south courtyards symbolized
waterscape in a highly abstract design (e.g. bykets of grasses which should symbolize
floating water). Taking the continental climate Béijing with its dry and cold winters and
hot and humid summers into account, the use of wadér was dismissed. However, this
proposal was declined by the client as being tom&b, lacking ‘Chineseness’ and not taking
the differences between the eastern and westedsdapes into account. As the museum
should make a clear and non-ambiguous statemergpiesenting all of China, the client
suggested the creation of a Chinese gaftfefhe next proposal included classical Chinese
garden elements, old pine trees and evergreensuitdble for the Beijing climate, and was
accepted enthusiastically. The pine trees, which been carefully moved and replanted in

81 |nterview, Till Rehwaldt, Rewaldt Landschaftsatekien, Dresden, January 4, 2008.
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2007, would have been very suitable in size for riegv courtyards; their whereabouts,

however, could no longer be detecf&d.

Originally, the landscape architect planned thatghrdens should be accessible to the
visitor from various angles on meandering pathw&ysUnlike in the early European
adaptation for Chinese gardens, which providedidegupath through a scenic landscape and
included a sequence of vistas, Till Rehwaldt’'s emstressed the freedom of choosing one’s

own route?®*

Considerations about the correlation between ttpeaded high number of

visitors and the small greens might have causegpparent last-minute decision prohibiting
visitor access to the greens. The statue of Camdueihich was temporarily placed in the
north courtyards, seems to integrate perfectlwas$ complemented by the installation of the
‘Flesh and Blood Great Wall’ (1989) by Hou Yiminhi§ exhibit had been part of the former
display of the Museum of Chinese Revolution. IniARO11, it was integrated in the south
courtyard, arguably placed here as counterbalamtkeet sculptural display of Confucius. A
further idea in which the garden architecture gagstorrelated to and changed along with
the specific topics of ‘The Art of the Enlightennteaxhibition, as first discussed by the

curators, was not pursued further (see 3.4.3.).

Summary
The comprehensive adjustments in the landscapgrdésim its first proposal to the final

realization in 2011 reflect the development of th&er design of this building project.
During the selection process, an international isecture office, which suggested a strong,
conceptual and abstract approach to the courtyasdya, was chosen. At this phase of the
project, both internationality and the conceptuadign were seen as crucial reasons for the
architect’s succes8> However, in the course of the project developmtr,architects were
required to adjust their approach to the Chineadition, to the local situation and to the
previous design of the courtyards. The earlier psafs were criticized for a lack of Chinese
characteristics, to a point where the architectedshemselves why the client had not
commissioned a Chinese company if their intent teagbtain a traditional Chinese garden

design*®® Director-general Lii Zhangshen, an architect bipitng, contributed to the design

*82 |Interview, Till Rehwaldt, Rewaldt Landschaftsatekien, Dresden, January 4, 2008.
“83 |Interview, Till Rehwaldt, Rewaldt Landschaftsatekien, Dresden, January 4, 2008.
84 Interview, Till Rehwaldt, Rewaldt Landschaftsatekten, Dresden, January 4, 2008.
8 Interview, Till Rehwaldt, Rewaldt Landschaftsatekien, Dresden, January 4, 2008.
8¢ Interview, Till Rehwaldt, Rewaldt Landschaftsatekien, Dresden, January 4, 2008.
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of the courtyards at a late stage of the prof€cAs it was carried out, the final design
reflects a strong resemblance to the original farmd the selection of plants to the vegetation
of Tiananmen Square. The courtyard design changed & proposal of an accessible park to
a framed, evergreen ornament, a living sculptui taerefore an additional exhibit for the

museum.

The outer design of the facade and the courtyaets warefully amended to suit the
previous design and the local situation of the sgjuBor the inner design of the building,
however, different measures applied. On the ond,haconsiderable amount of freedom can
be exerted in the search for an appropriate formthe other hand, functional necessities like
the guidance of visitor streams, the display faesi as well as the safety and security
measures play an important role. In the followittgg Grand Forum, serving as the most
important access and possessing a significanttsting function for the entire museum, will

be analyzed.

2.4.4.Grand Forum

Description
The Grand Forum constitutes the centerpiece oh#wve architecture appearing in a classic,

clear designHig. 5. Its size is monumental, as it stretches 260 emfnorth to south, and
34 m from east to west, resulting in a total flepace of 8840 m2. The hall thus can hold
14,000 people at a tinf€ This new core allows access to different partshef museum.
From the center of the hall, two monumental staesaascend evenly in opposite directions,
leading to a spacious open gallery on the secamat.flAbove the second floor walls, a
revolving zone with windows in steel frames is iempented, illuminating the interior of the
Grand Forum as well as the neighboring buildingsurifrour monumental pillars, located in
each corner of the central entrance area of thedsF@rum, accommodate elevators to the
top floor. To the east of the hall, two corridomuke escalators and staircases, serving as the
main access to the exhibition galleri€sgl 57]. In the central axis of the entrance, a giant 36
m wide relief modeled after the famous paintingeTioolish Old Man Who Removed the
Mountains*®® (A #111) of 1940 by Xu Beihong is the only illustrationtime hall Fig. 5§.

The western wall allows for the illumination of tli&and Forum with natural light; it is

87 On-Site Presentation, Stephan Schiitz, Matthiasg®¥ieann, gmp, NMC museum staff, Beijing, April 9,
20009.
“88 Gmp 2011, “Facts and Figures”, n. p.

89 Eor the translation of the title, the well estabéd English title is used.
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composed of a structure including slender pillatlenumental windowpanes in steel frames
and heavy cast-bronze dooFsd. 59. These doors are cased with perforated bronzegla
which allow sunlight to cast decorative patternglomfloor. Fig. 6. A white, coffered 27

m high ceiling with squareculi completes the structure. Local, light-colored gears used
on the floor, the staircases, the gallery, on tladisnand for the columns. The walls on the
second floor are covered with panels made of cheogd. The main building materials used

for the inside are Chinese granite, wood, glasscastiron-colored steel.

Comparison and Analysis

During the bidding process of 2004, the enlargenaewt substitution of the inner building
sections with a new core was already seen cermrtieg extension: “The current building
offers generosity and dignity by the building’s higolonnades, but at the same time it lacks
openness and transparency inside, because itdkdaldy the central entrance buildirfg*
Furthermore, it was criticized by the architectsl alecision makers alike that the former
entrance hall separated the two U-shaped museuidirgs from each othef®* The
replacement of the former core was therefore aipyidMore than half of the eleven bidding
participants, including all three finalists, todletsame step towards changing the former core

design by incorporating a light glass and stedhiggcture in the new central building.

The main feature of the proposed architecture effitalist Kohn, Pedderson & Fox
and their Chinese partners included three cenlagsgcubes to be integrated into the former
courtyard and to replace the original entrancedmugj, respectivelyfig. 54. To the east, the
building was to be extended by another three dnlittling units, mirroring the glass cubes in
the centerffig. 5]. These cubes were taller than the original bonddand changed the outline
of the museum to a certain extent. By using traigsitiglass as building material, however,
the addition appeared light and the character effdtade was preserved on three sides.
Inside, the cubes served different functions iniclgcin entrance area with trees, a grand hall
and daylight exhibition space. In his proposal, fthalist Norman ForsterHig. 61] replaced
the former entrance building with an ostentatiagrsdually ascending staircase, providing
access to the newly designed additional buildingheneast side. This rectangular block with
the same length as the original museum, enlargedttiacture harmoniously. The staircase
was enclosed by an overhanging roof on slim elégawung pillars and by glass walls,

49 Gmp 2004, n. p.
9 Interview, Stephan Schiitz, architectural desigmp gBerlin, January 19, 2006.
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serving at the same time as an entrance hall dfetygapace for sculptures. The use of glass
and steel as building materials in Kohn, Pedde&drfox and Forster's proposal deviated

from the Chinese building tradition, but conformtedinternational museum design, thus

establishing a contrast to the style of the origmaseums.

From the outside, the winning designgvhp offered the most restrained approach of
the three finalists; it nevertheless provided a tast to the original architecture
predominantly visible in the Grand Foruiifig. 62. The key idea was to integrate a central
hall over the entire core area of the former buadgia hall which would have been even
larger than the design which was actually implemeéntThis design foresaw twelve
monumental red pillars carrying an almost freetflga roof. Light was to be channeled
through the newly designed glass walls and floagnopgs from the second story into the
central hall. The lucid glass and steel structtime giant ceiling hovering above, and the free-
swinging escalators all gave the building a contaragy, modern look. The plan of the
architects with their “human-orientated concepttidé museum®?was to create a forum
which would function as a “public squafé® not only enabling access to the exhibition
galleries, but also inviting people from all waliklife to stay, even after museum opening
hours?®* Like the entrance hall in the Centre Pompidou aris?(1971-1977)Hig. 63,
which at the time of construction was praised fersense of welcoming openn&ssthe
entrance hall was to serve as a central meeting,paffering a cafeteria, adjoining gardens,
ticket and informatiorcounters. Furthermore, it was to allow visitorsratfglance into the
galleries on the upper levels. The visitor couldntiieach the exhibition galleries via steep,
airy, free-spanning escalators and elevators wivigte integrated into the supporting pillars.
However, the approved design of 2004 with the itd@nto create a ‘museum for the nation’
rather than a ‘museum of the nation’ was never @mgnted. Despite the positive feedback
from the jury, which had selected the design in&Qfaising the plausibility of the overall
concept, other experts in the field of architectesgressed criticism. Under the new
leadership in 2005, the idea of an open public hallonger found approval because it was

seen to jeopardize the representative charactedigndy of the National Museum of China.

492 CCTV Interviews, September 13, 2004 (accessedeStyer 20, 2012).

493 CCTV Interviews, September 13, 2004 (accessedeStyer 20, 2012).

9 The intention as described by the architects Wasthe Grand Forum would be accessible to theipaken
after the exhibitions were closed and would offereaue for special events; cf. CCTV Interviews, t8aypper
13, 2004 (accessed, September 20, 2012).

495 Cf. Newhouse, Victoria. “Pei, Painting and Scutptilhe Perception of Art in the East Building.” Atofsin
2009, pp. 65-79.
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Furthermore, an open hall for unrestricted pubticess was no longer desif€8Especially
after the introduction of free admission for Chimesate museums in 2011, there was a fear
of being overrun, not only by the interested or iseterested crowds. This lead to a very
restrictive entrance policy established within thest months after the opening of the
museum (see 3.4.3.). For these reasons, the lighs @rchitecture of 2004 with its ceiling
above one central hall had to give way to a moraptex, solid structure. In comparison to
the design of 2004, the implemented design corredg more closely to the original
appearance of the interior. The enhancement of mental forms, the use of light-colored
stone cladding, and the structuring of the halhvgtlleries, stairs, escalators and railings,
allowed a comparison with the well-known atriumtioé East Wing of the National Gallery
in Washington (leoh Ming Pei, 1978). Although timsiseum court conveys a welcoming
atmosphere to the public, at the time of constomcit was classified as more ‘elitist’ in
contrast to the Pompidou ‘populist’ approath.Other critics compared the sober and
functional style of the Washington atrium to thétam entrance of a shopping mall or a
luxurious transit loungeFig. 64.%°® Despite all criticism, the atrium with its impogin
monumental design still appeared welcoming to tiséors, who apparently flocked to the
new building®®® The interior of the new National Museum of Chireermms to have gained
similarly popularity as witnessed by daily queursfront of the entranc& and by some
visitor's declaration to have primarily come for see the new architectural design (see
6.2.4.).

In the original museum design of 1959, the segntiemtaof building units and the
application of a coffered ceiling as well as thee uf red columns are reminiscent of
traditional Chinese palace architectureg[ 65. The winning design of 2004 applied eye-
catching features, such as 12 red, monumentakpilapporting a cantilevered roof and a
bronze-colored ceiling, in reference to Chinesegmlarchitecturg* Liang Sicheng, in his

accounts about Chinese architecture, identifietiraetpart building outline with podium,

9 Interview, Stephan Schiitz, architectural desigmp gBerlin, January 19, 2006.

497 Newhouse 2009, p. 65.

9% However, criticism possibly arose because theitture at that time leaned towards postmoderrisgh
modernism was already seriously questioned; cthémy Alofsin. “The Opening of the East Building: @aim
and Critique.” In Alofsin 2009, p. 53.

499 Within a few weeks after the opening, the newdini received one million visitors; cf. Alofsin 200p. 51.
% After the opening of the museum, access was lihié8000 visitors a day. At that time, tickets evaiready
gone before noon. The museum then slowly increéisechdmission limit; however, the queues still dat
disappear.

0L CCTV Interviews, September 13, 2004 (accessedeSuer 20, 2012).
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main body and pitched room as being typical Chirmskling characteristics for the outer
design. In 2011, a three-part Chinese buildingcstine with a stone base, wooden center and
coffered ceiling was introduced by the architectsthe inner design of the Grand Fortfth.
Furthermore, the coffered ceiling, with its enormalimensions, evolved as the dominant
feature of the Grand Forum. The application of klelserry wood paneling recalls the use of
traditional building materials. In general, the 20design of the Grand Forum refers to
Chinese building traditions in subtle ways; howevke references seem more sophisticated
than in either the 2004 design or even in the palgbuilding.

The central relief depicts the story of a man arsdslons, who according to legend
worked together to removed two mountains from thaorstep [Fig. 66. This relief
reproduces Xu Beihong’s picture of 1940, which wiaisially painted to encourage the
Chinese people in their resistance against thengapainvasioi In his concluding speech
of the 17" National Congress of the Communist Party of Chimdune 1945, Mao Zedong
also referred to this story, identifying the two untains blocking the path as feudalism and
capitalism, which needed to be removed by the Geimeeoplé® It conveys the timeless
moral for the Chinese people that, with persevesam cooperation, everyone can achieve
the impossible. The director-general chose thewaaif the relief’®, which remains the only
pictorial decoration in the hall, replacing earli@pictions of leading socialist figures namely
Marx and Engels, Lenin, Stalin, and Mao, which wereviously to be found in the entrance
hall as persons of identification for Communist @1°° In contrast to the new design of the
National Museum of China, the Military Museum inijB& in 2007 still presented a

sculpture of Mao Zedongd-[g. 67].

Although the clients could have decided upon aeriot design without considering
the exterior, the 2011 design responds sensititeetre original appearance of the building.

In addition to having a coffered ceiling, red marplllars structured the relatively undersized

*02Gmp 2011, n. p.

%3 The painting is currently located in the centrall hogether with other famous paintings of New i@hiCf.
Kolesnikov-Jessop, Sonia. “Xu Beihong: A Chinesestmaof styles that straddle East and West,” Apti)
2008, New York Times, http://www.nytimes.com/2008/M1/arts/11liht-jessop.1.11901116.html (accessed
October 30, 2012); Andrews, Julia F. 1994, p. 32

%% Mao Zedong, Concluding Speech of thé&' National Congress of the CCP, June 11, 1945, eified
http://www.marxists.org/reference/archive/mao/sedevorks/volume-3/mswv3_26.htm (accessed October 3
2012).

% Interview, Stephan Schiitz, architectural desigmp gBerlin, October 26, 2009

%% Hung, Chang-tai 2005, p. 921.
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hall of 1959 in square sections. This design shewslarities not only to Chinese interior
divisions, but also to the stairwell of the Russfarate Library (former Lenin Library,
completed 1941) in Moscow, as well as to the GHuit of the PeopleHig. 68 and the
Military Museum, which were both erected in 1959past of the ‘Ten Great Buildings’
program. The extensive use of white, the sequenafngguare shapes, marble floors and
columns are characteristic features of the Sowvielding tradition, all of which can be
encountered in the 1959 original design of the moseThe design implemented in 2011
incorporates the original form into the new lookotgh the use of similar materials,
monumental windows and columns, and the color whitkich along with the coffered
ceiling as a main feature, are all integral to design. The western wall with its window

front and slender pillars recalls the main gateagion of 1959

However, the new design incorporates modern, umeenséed forms, which restrain
themselves in favor of the overall appearance ef museum building and are easily
distinguished from the former style. The monumetytakmains a key feature of the Grand
Forum. It was hardly softened by the introductidncberry wood paneling or by the
introduction of sunlight through the steel and glasnstruction of the west wall. This precise,
unpretentious approach leaves a modern, clear abér sSmpression. This assessment is
supported by the results of the visitor survey @12, in which 59% of the participants rated
the Grand Forum as either international or moderrook, whereas 16% stated it was
befitting Tiananmen; 11% rated its look Chinese @#dSocialist (see. 6.2.4.).

Summary
The Grand Forum, which was added to the originalctire and planned for from the

beginning, represents the key feature of the newenmnm. Within the development of the
project, it experienced the most severe change200d, all three finalists had planned a new
core building and suggested incorporating a ligasgand steel architecture; these proposals
seemed quiet independent of the original form ailbcted international museum practice.
However, in the implemented design, the use oéa hovering roof and the idea of an open
square as a public meeting point were rejectedvorfof a more conservative if monumental

approach.

07 CCTV Interviews, September 13, 2004 (accessedeSuer 20, 2012).
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In the original design of the entrance hall, Cheneharacteristics were used in
combination with international socialist buildingatures. The 2004 winning design foresaw
the introduction of Chinese features in the bugdsatructure, as well as in the color scheme
employing red and yellow. Reminiscent of both Chandorm and of the former Socialist
building design, the final architecture of 201lersfto the local situation in many ways, even
incorporating prior features like the coffered wgjlin new dimension. These references,
however, appear more subtle and at the same tinne sophisticated than in either the 2004

design or even the original building of 1959.

In the course of the project, the architects’ oxajiplayful intention of creating a
public square in the entrance hall had to give wag more harmonious but also a more
imposing and authoritative design. Though the dsmars predominantly shape the initial
impression of the Grand Forum, the introductionsober, unornamented building forms,
supplementing glass, steel and wood to the maidibgimaterial of granite also added to the
impact of the contemporary, monumental hall. Howelg assigning the Grand Forum the
task of providing additional exhibition space fbetmuseum, some of the atmosphere of the

original public square idea has returnedy[ 69.

2.4.5.Reception Halls

Description
The National Museum of China stages two kinds oépgion sites within the building. On

the one hand, large-scale venues in the styleeofrtbdern museum are provided for. On the
other hand, special reception halls furnished im€se style offer space for state guests and
VIP visits. The Grand Forum supplies a settinggiand-scale exhibition openings, including
a flight of low stairs flanked by ramps on bothesdeading up to a platform in front of the
entrance to the Central Hall. The previously memdw relief and a title banner of the
particular event frame this stage. The Central iadin almost square-shaped venue of 2000
m?2 [Fig. 70. It can be accessed from the Grand Forum viaethm®nze doors, which
resemble the style of the main entrance doors. Wshpd marble floor, a coffered ceiling
with an inlayed lighting system and a red fabridlvg@neling embedded in granite stone
characterize the elegant environment, making tHe swatable to serve as a temporary
exhibition hall as well as a functional venue, ¥drich it was originally planned. Currently,
the Central Hall houses the oil painting and seaubptexhibition of the former Museum of
Chinese Revolution. The so-called Jade Hall, onugiyeer floor of the museuntrig. 71], is
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accessible through the elevators in the four millairthe Grand Forum. Here the motive of
the coffered ceiling, already implemented in thear@gr Forum and the Central Hall, is
repeated by a grid structure with flat, backlitsgigpanels. The walls are divided in a base
section with granite and red fabric paneling andipper section with a grid structure of eight
glass panes letting light through e.g. from the m@r&orum. On the same floor, small
compartments for the uninterrupted reception of glests open to the roof terrace in full-
length windows Fig. 72-73. The use of stone, glass and wood as buildingenads is
harmoniously repeated in this section. Four snalesreception halls in Chinese style flank
the Central Hall of the main level on both sidegy| 74]. Here traditional Chinese building
materials and motives were applied for the intedecoration. These venues are named VIP

Wood Hall & Z#iA/T), VIP Stone Hall §541/7), VIP Brick Hall (515£%)T) and VIP
Bronze Hall ¢t 5 7#41/7).° In the Bronze Hall, for example, the 291-charactescription
of the famous ‘Da Yu Ding’ K d:4%) bronze vessel of the Zhou Dynasty is partially

mounted to the wallHig. 75.

Comparison and Analysis
For a Chinese governmental institution, the reoeptof official guests represents an

important part of its responsibilities. Consequgnthe provision of reception halls in
sufficient size and quantity has been of major ingee for the redesign of the National
Museum of China. In the original structure of 19%8e main access building already
incorporated a reception hall of 1390 m2, as welhameeting hall with a capacity for 700
people. The museum of 2011 provides reception halldifferent sizes and for various
functions. On the one hand, the Grand Forum, tleatén Fig. 76, the cinema and the
lecture hall and the Central Hall are all usedlidoge scale receptions; on the other hand, the
museum supplies special VIP locations to host theasts. While the VIP venues on the top
floor are designed with high-class building materiand techniques reflecting the design,
which is evident throughout the museum, the VIPuesnneighboring the Central Hall are
executed in high-class Chinese interior design.these venues, special Chinese designers
were contracted. Here, not only the reference tm&3e culture was employed, but the
interior design of the Bronze Hall relates diredtiythe museum’s collection by applying the

bronze inscription of the ‘Da Yu Ding bronze velsse the wall. The 291-character

%8 Cf, Lui, Zhangsher & Hi 2012. Zhongguo bowuguan jianzhu sheji fang’an i j [F 5 #41 g@ 51 i
77 % K4 | Collection of Architectural Design of the NatanMuseum of China. Beijing 1t %{: Zhongguo
jianzhu gongye chubanshie [ 2 3% Tk H i ft, 2012, p. 132.
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inscription records the enfeoffment deed of mimister by King Kang of Zhod® and
represents an important legacy of the Chinesegcafihy tradition. From this 19-line
inscription, only eleven lines were partially quibten the wall installation, stressing the
importance of the calligraphy over the actual cot#teof the inscription. The very same
inscription is also applied as a recurrent covesigieof the museum catalogues, creating a
corporate identity by using the masterpieces of dbkection. In the unornamented inner
design of the museum, the special VIP venues peoai@hinese enclave and seem to be well
received by the official guests. The idea of dasigmooms in a Chinese national style brings
to mind the concept of the Great Hall of the Peopleere for every province a hall was

decorated in its own distinguished style, servieg@aneans of cultural identificatioRif. 77).

Summary
The National Museum of China provides various venfoe receiving guests, predominantly

incorporating the same style implemented in thagtesf the Grand Forum. In addition, a
small number of VIP venues are designed in ricmhamented Chinese style and traditional
building materials such as stone, wood, brick arahze. The interior of the Bronze Hall
relates even specifically to the museum collectibimnese rooms offer a counterpart to the
more international look of the interior of the muse enriching its design and functionality:
with the introduction of the additional VIP venuése reception of guests, which is grounded
deeply in the Chinese society and culture, can fdgee in a Chinese setting within the

modern National Museum of China.

2.4.6.Exhibition Halls

Description
The new museum encompasses a total of 49 exhithitils, which vary from 500 to 2000 m?2

and a ceiling height from 5.25 to 12 # The reconstructed north part of the building was
especially tailored for hosting the permanent digpdf the ‘Road of Rejuvenation’ of the
former Museum of Chinese Revolution on over 6003 rifhe new core building to the east
accommodates the majority of exhibition space, jliag for long-term, theme-oriented and
temporary exhibitions on four levels. Level -6 lsothhe permanent exhibition of ‘Ancient

China’ of the former Museum of Chinese History of60@ m2, encircling the theater, the

%9 Exhibition of Chinese History 1998, p. 46.

*1°Gmp 2011, n. p.

11 On-Site Presentation, Stephan Schiitz, Matthiasg®¥ieann, gmp, NMC museum staff, Beijing, April 9,
20009.
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cinema and the reporting hall from three sides.rFexhibition halls with almost equal
dimension and a clear height of 5.25 m, are estadadi on the north and south part of the
building on the three levels above groykdy. 78]. On level + 6 and +13.5 m?2 they occupy a
floor space of 3312 m2 on each side; on level +21he taken floor space totals 2932 m2 on
each side, respectively. All of the four halls €harcentral access area, which allows using
the exhibition halls independently from each oth&rset of two floor-length windows
provides views into the next gallery or into thdlway, respectively [Fig. 79. Furthermore,
three exhibition halls have floor-to-ceiling windswio the outside, making it possible to
launch natural light exhibitior’é? The galleries are equipped with natural stoneazep,
screed or wooden floors. The ceiling is either guersealed with lamella or gypsum board,
providing the most flexibility among the differeaxhibition halls. Light tracks and venting
are installed in the ceiling. Electric supply sta8 are located in the floor and on the walls.
All galleries are air-conditioned and fulfill thextest security and safety standards. An
additional circular passageway connecting the etxbibhalls with workshops and storage

areas provides a separation between logistics @tdnstreams.

Comparison and Analysis
In the original museum of 1959, the overall exfiitspace added up to 23,472 ¥2Most

of the ground floor was reserved for administratpugposes (office space, logistics and
storage facilities), with the central access bagdieading to the two major exhibitions of the
Museum of Revolution in the north wing and the Museof Chinese History in the south
wing on the first and second floors. In the eyesokeum staff members, one major reason
for the redesign of the museum was the creatioreaf and improved exhibition space, as the
existing gallery space was too small, outdated @ndd not meet the requirements of the
museum today (see 6.2.2.). The location and dedigme exhibition halls were influenced by
the exhibitions they were planned for. In 2004 gatension of the exhibition space to 58,000
m? was targeted’ The client demanded that the new gallery spacedemlly distributed
between the exhibition of the former Museum of @sm History and the Museum of
Chinese Revolution® The majority of the exhibition halls were plannfed the basement
and above the Grand Forum of the new core build&kgreliminary exhibition outline

foresaw theme exhibitions featuring object grouks Jade, bronze and earthenware in the

*120n-Site Presentation, Stephan Schiitz, Matthiasg®¥ieann, gmp, NMC museum staff, Beijing, April 9,
20009.

*13 Beijing shida jianzhu sheji 2002, p. 166.

14 “Experts muse over museums.” (accessed, Septe20h@012).

1% Interview, Stephan Schiitz, architectural desigmp gBerlin, June, 2, 2006.
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basement. For these archaeological objects, aldavsetting was intended as an introverted
space with artificial light in order to allow comteation on the pieces of arfEifj. 87. In
order to achieve the allusion of archaeologicalagation sites, the architects had the
additional idea of presenting some exhibits in steses buried in the flodt® On the level
above the Grand Forum, an exhibition entitled ‘Au@® through Chinese History’ was
planned (see 3.4.). The proposal of whether toeptae important wax figure collection on
the top floor or in the basement was controvessidiscussed’’ In the restored historical
wings, only temporary exhibitions including intetioamal loan exhibitions and Chinese
painting galleries were envisaged. Just as thetGtath of the People dedicates one hall to
representing each province, in an early plannirggest the curators also considered
establishing 33 exhibition halls to represent tHen€se provinces® and their artifacts as
well as a permanent gallery for ‘The Palace Musedimé design, as carried through in 2011,
not only enhanced the exhibition space up to 6530but it also afforded for a more
flexible, universal design of the exhibition gaiésy. The ‘Road of Rejuvenation’ exhibition
was moved back to its original venue in the hisedrnorth wing and the ‘Ancient China’
exhibition was installed in the basement, allowfagflexible use of the other galleries for
theme exhibitions (jade, bronze, painting gallgriesmporary exhibitions (Chinese painting

galleries) and international loan exhibitions.

For the design of exhibition galleries, ceilingdtdiis a decisive factor. In particular,
for the lighting of the exhibition and spotlightisgecific objects using ceiling-mounted light
tracks, high ceilings can represent difficult ceaies. Following the neoclassical building
tradition, the exhibition galleries of the 1959 maus were already high. In 2004, some
scholars criticized the winning design with its Igal heights of up to 20 m as being
unsuitable for the display of petite Chinese act§a'® In the 2011 design, this criticism was
taken into account and the heights were adjustatle@ heights now vary from 12 m to fit
large-scale objects to 5.25 m, installed in theomiy) of the new galleries. Nevertheless, a
ceiling height of 5.25 m along with the gigantienginsions of the exhibition halls themselves,

still presents enough challenge for the curatoragls as exhibition designers to be able to

*1%“peking: Die Hamburger Architekten von Gerkan, Margl Partner bauen Chinas neues Nationalmuseum.”
(accessed November 30, 2011).

" The basement was deemed unsuitable for the immuartaf the collection, however, the top floor with
daylight exhibition space was also not applicabletfie material; cf. Interview, Matthias Wiegelmampnoject
lead Beijing, gmp, Beijing, October 16, 2007.

18| detail, 22 provinces, 4 municipalities, 5 autowus regions, 2 special administrative regions.

*9CCTV Interviews, September 13, 2004 (accessedeSuer 20, 2012).
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present even mid-sized objects and illuminate tfremm above. To solve this problem, the

majority are displayed in showcases which contagir town lighting systems.

The galleries of the 1959 building were structubgdthe alternation of pillars and
monumental windows, common for Soviet style buiggin These windows, however, are
rather unsuitable for the display of art. The expesto too much light can cause severe
damage to the majority of the exhibits; the regatavf light quantity, which is necessary for
reasons of conservation, is extremely difficult whelying on a natural light source. In
addition, the changing light can even inhibit thsiter's view of the objects. As a result, the
curtains in some exhibition halls were permaneakbged, and in front of the lower portion
of some galleries, specially constructed displayetmwere in placeHg. 81]. In the restored
building, the problematic monumental windows aresedd and covered by the exhibition
architecture of the ‘Road of Rejuvenation’ displagnly one window, which faces
Tiananmen Square to the west, remains uncoverdd.Wihdow serves to incorporate the
view of the Square into the exhibition itself, picing an authentic backdrop for the exhibits
and illustrating the proclamation of New China fr@mananmen Square on October 1, 1949
[Fig. 8. Only a limited number of windows make daylighthéitions possible in the
exhibition halls of the new building. However, tegrodern exhibition halls are better suited
for the display of light-sensitive materials usiagificial lighting. Due to the light-sensitive
objects as well as the mix of displays in ‘The aftthe Enlightenment’ exhibition, artificial
lighting was chosen. In order to integrate the windovers into the exhibition design, semi-

translucent blow-up images of some displays werantea on the blindsHg. 83.

Within the new exhibition galleries, the electriapply stations were originally
planned to be imbedded in the floor in a 6 x 3 nd.gbue to cost efficiency measures,
however, they were reduced in number and the distéoetween the supply stations was
extended. Therefore, additional electric, secuaitygl climate control panels were scattered
along the walls. Besides raising questions of adstf) this change creates inconveniences
for the installation of art works: showcase setapslimited to certain positions on the floor,
where electricity is within reach and the wall spawhich is interrupted by supply panels,
cannot be used to a full exteliiqg. 84). A circular pathway connects the exhibition hads
the logistics centers (storage, workshops, delizerye). It is designed like a belt around the
exhibition halls. The separation of logistics amgiter streams is an innovation much desired
by the museum staff. The introduction of flowerpott only in the courtyard and the Grand

-113 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

Forum, but also in the exhibition halls, followed astablished decorative tradition at the
National Museum of China as can be seen in thedpudiisplay of the Museum of Chinese
Revolution Fig. 157.

Summary
The exhibition halls of the National Museum of Ghicorrespond to international museum

standards. In the old structure of the north wiaghibition designs were harmoniously
adjusted to the ‘Road of Rejuvenation’ display, eréweless fulfilling all modern exhibition
criterions. The reduction of ceiling heights, tlplsisticated use of windows and the flexible
structure of most galleries can be seen as an weprent to the original design and of the
planning of 2004. Asked about their first impressiaisitors to the museum in 2011 rated the
new exhibition halls as modern (42%) and intermatio(26%) in look. Only a minority
described the new exhibition halls as Chinese (138a6tialist (5%) or befitting Tiananmen
(5%; see 6.2.4.). The size of the galleries coegidith the size of the museum, creating
many possibilities for the exhibition design. Doetlie large scale, it nevertheless provides a

challenge for the installation of exhibitions.

The design of the Grand Forum as the central aaressallows the visitor to decide
which exhibitions he wants to see. With a pathwagasating logistics units from visitor
streams, a new standard in museum design was Bet.eXhibition galleries satisfy the
functional demands of the modern display of aree Triterior of the museum was built to the
highest standard regarding display technique, wafed security measures. In detail, however,
supply boards, which are scattered along the Imgldvalls, distract from the artwork and

leave a lot to be desired.

2.5. Conclusion

The National Museum of China is a showcase of Glarwailture and identity and its building,
located in the heart of China, at Tiananmen Squaran exhibit in its own right. With the
construction of the Museum of Chinese History amel Museum of Chinese Revolution in
1959, the building took a vital position in presegtthe self-image of the new political order,
manifesting itself as part of the newly establiskbedter at Tiananmen Square. In 2011, the
National Museum of China was redesigned to meetctidemporary requirements of a

memorial to the nation-state. The analysis of tB&12architectural form based on the
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exterior (size, facade, courtyards) and the intedesigns (Grand Forum, reception and

exhibition halls) leads to the following findings:

For the exterior design of 1959, the setting areapplication of the local, Chinese
and international forms all played a major role dedame an integrated part of the newly
shaped Tiananmen Square. This guaranteed a cataftihg of the cultural and political
center from the Imperial Palace to the new corghef People’s Republic of China. The
implemented design of 2011 continuously employedllocChinese and international features.
However, through the development of the projeat, @hinese and local ornaments of the
original design were enhanced, reproduced, andhiiecaore sophisticated. From the far side
of Tiananmen Square, these features seem to damihat building, whereas the sober,
unornamented forms of the new building parts becauberdinate. In addition, the courtyard
design developed from a strong conceptual apprtmatie resemblance of the original form.
All this served to develop an outer facade in-twvith the original design and the local
setting and to eventually resolve the shortcomiofgghe former structure in many ways.
Even the size of the museum, designed to be thgebignuseum in the world, remains
obscured by the harmonious blending in of the extetesign. Only upon close observation

can the new style be clearly distinguished fromaheginal building parts.

The interior design of 1959 incorporated local, ii@se and international forms as
well, which can also be found in the implementedigie of 2011. However, for the new
interior design, the priorities were different. Téehibition halls were designed according to
international standards. VIP reception halls innése style added to the requirements of the
National Museum of China. The grandeur of the mos®as expressed in the design of the
Grand Forum. Although the Forum evolved more indepatly from the original form, the
blueprint nevertheless developed from a ‘counterpapproach’ in 2004, stressing the idea
of a public square within the museum, leading tmwch more restrained and monumental
outcome. The interior and the exterior designs @f12express a clear statement for the

continuity of the original design, yet do not refaid modern architecture.

The process of finding the right design for thdidlaal Museum of China was a long
and continuous struggle of the architect in diatoguith the client. Over many years, the
project evolved to a design in great harmony wistditional forms and the highly symbolic
location of Tiananmen Square, in which represematiaspects and the expression of stately
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power played a vital role. Already with his arcbitgral proposal of 2004, the architect

Meinhard von Gerkan intended to achieve the follmavith the museum:

In this environment the visitor should, on the dwad, find his own identity and on the other
hand, learn about the Chinese history. For usdf igtal importance to combine tradition and
modern architecture. In other words, we take paldiccare to combine history and reality, the
past and the present as well as the old and theéflew

In 2011, the first visitors were asked about tloginion of the new museum design. The
majority of participants to the survey were in fanaf the new design (see 6.2.4.); one
participant considered the following: “Old and nbwildings represent the characteristics of
each period, and they reflect the social envirortnoértheir specific time; therefore 1 like
both.*?*

During a somewhat painful and time-consuming precése different parties involved
have not always spoken with one voice; nor haslieat himself. The development of the
design and especially the fate of the statue off@iuns are graphic illustrations of this
continuing struggle. Furthermore, they reveal tineation the project took until the National
Museum of China found its answer in a new form: Tieseum presents itself as the largest
museum in the world, a continuous harmonious foithaut a break in design. The message
it conveys is the rise of the Chinese nation onadhe hand, stability and continuity, on the

other.

2 Meinhard von Gerkan during the CCTV Interviewsp®enber 13, 2004 (accessed, September 20, 2012)
SPUBHAG SR 7 A KRR, W T R 500 T AL 3858, Br AR B #E & XK. (No. 93);
see 6.3.4.
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3. Shaping History: The Presentation of the Collection

3.1. Introduction

The display of its collections is one of the mus&ugenuine tasks, by which the institution
fulfills its educational mandate and provides a pamication platform for presenting its

perspective to society. Within the museum, thegregion of history is shaped by means of
targeted object selection and arrangement, didatierial and modes of display. Each era
and each society individually phrase their own tjoas about history. Thus, responses to
history change according to how the questions @maudlated. This process not only affects
how history is observed over time, but it also gemthe perception of the history itself.
With this in mind, it is worthwhile analyzing theew presentations of the National Museum
of China. What characterizes the selection for gegtion? Is it possible to recognize
changing viewpoints regarding Chinese history dwdhe developments in presentation,
whether marginal or substantial? Is the new exbibifust another remake, a rejuvenation of
the former display reflecting the current politicegénd, or does it offer a completely new

approach to understanding Chinese history?

The new exhibition design of 2011 serves as pdimteparture for the analysis with
the following method: First, an overview of the geal exhibition outline of 2011 is given. In
the next step, display conditions such as the cidie as the basis for display, the role of
Chinese historiography, educational aspects ofpitesentation, the ephemeral nature of
exhibitions, aesthetics and viewing traditions,usigg and safety requirements are considered.
These basic conditions have a great impact ondima the exhibition finally adopts; they
apply to all museums helping facilitate, shape lmd displays. This paves the way for the
core of the chapter, which constitutes the analystee following three exhibitions: ‘Ancient
China’ and ‘The Road of Rejuvenation’, which are thajor successors in permanent display
of the former Museum of China History and the formkiseum of Chinese Revolution, and
‘The Art of the Enlightenment’, which was the firaternational presentation after reopening
of the museum. The chosen exhibitions will be cd&r®d according to a consistent, albeit
flexible, set of parameters, including exhibitiomstbry, object selection (quality and
guantity), order of display (chronologically, ma&dior context based), exhibition design (use
of color, lighting, showcases and didactic matgr@ald didactic infrastructure (use of texts,
charts, and supportive materials). After a shoscdption, each exhibition will be compared
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and contrasted with previous displays and corredipgnexhibitions of distinct museums

worldwide.

The strategy of analysis will focus on the presiigplay and must be adjusted to the
available sources. For each of the contemporaripiixim, on-site observation, photographic
documentation and staff interviews were obtainableithermore, the 2011 visitor survey
provided first hand information about the receptdrthe exhibition. In some cases, selected
objects and the history of their presentation cdagdanalyzed to demonstrate the curatorial
path taken. The short life span and ephemeral @atithe exhibition poses challenges for
the analysis of display. Especially, for the egshgdecessor exhibitions records are often
scarce, incomplete or unavailable. In the ‘Anci€ttina’ exhibition, mainly text-based
references in form of former exhibition outlinesrv@vailable for the comparison, whereas
for the ‘Road of Rejuvenation’ exhibition photoghap materials, predominantly from the
direct predecessor exhibition in the Military Musguas well as excerpts of work reports of

2007 and 2008 were accessible.

3.2. The Overall Concept

Based on its comprehensive collections of more thraa million objects, the display of the
National Museum of China covers the history of @enese realm from its early beginnings
of the first human settlements of the region apprb® million years ago until the 21
century (see 3.3.). It contains works of art andouss objects of the material culture. Despite
the enormous gain in exhibition space to 65,000whéch takes up approximately one third
of the entire museum building, the large numbercalfection items only allows for the
display of a small proportion of artifacts at a¢inThe restored and newly created exhibition
venues vary in size, design and equipment. Thegrepass the ‘Ancient China’ (3.4.1.) and
the ‘Road of Rejuvenation’ (3.4.2.) exhibition. Biss these two major presentations, theme
exhibitions, temporary displays and loan exhibii@re installed within the new addition to

the east.

The arrangement of objects based on material grtassification® is a practice well
founded in the Chinese collection tradition (s&e2), and can be encountered in other major

museums such as the Nanjing Museum, the Shanghaewu the Capital Museum in

22 The arrangement of the display following matetiaksifications is also applied to European museums
however, often the collections are already divigted painting galleries, porcelain or sculpture swmss.
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Beijing and the National Palace Museum on Taiwame B the limitation of exhibition space,
material-based exhibitions were only displayed ahart-term basis in the National Museum
of China before. In the new exhibition concept, esal/ permanent exhibitions feature
material-based displays of porcelain, bronze, jadeient Chinese money and Buddhist
sculpture, respectively. The ‘Ancient Chinese Beinexhibition is located in the central
exhibition hall on level +21 mHig. 85 and shares its 2000 m2 venue with the exhibitbn
‘Ancient Chinese Buddhist Sculpturdify. 8. A wood paved corridor running from north
to south divides both exhibitions. The bronzesexabited in a mix of older historical and
new showcases. The largest pieces, such as thaled-tHoumuwu Square Cauldron=(EE
%K J7 44), are presented in the center of the hall on patesf various heights. The
exhibition of ‘Ancient Chinese Jade’ features adit from the Neolithic to the Qing
Dynasty?® and the exhibition of ‘Ancient Chinese Money’ mlssys more than 1700 objects
from the Zhou to the Qing Dynasty’ The porcelain gallery encompasses a very modern
exhibition design and generates a treasure chanab@osphere through the direct
illumination of the objects and the relinquishinfy @her light sourcesHig. 87. The
Underwater Archaeological Research Center of théioNal Museum of China, which
depicts the history and development of underwatehnaeology and its findings of the last
two decades, provides a special exhibition. Theothiction of permanent material-based
masterpiece exhibitions was in accordance with wistors’ quest expressed in the
comprehensive survey of 2003. Here, almost 90%hef garticipants voted in favor of
permanent masterpiece displays. Most popular whee displays of coins, porcelain,
calligraphy and painting, followed by bronze andgawhereas the display of biographies of

famous people was rated least poptfar.

The Chinese calligraphy and painting galleries geartheir display regularly,
featuring different themes, artists and periodse Tinst painting exhibitions in the new
premises were dedicated to three significant Cleireesligraphers and painters of theé"20

century: Pan Tianshoil K7 (1897-1971), famous for his traditional landscapénting
[Fig. 88; Li Keran Z=n] 4% (1907-1989), bridging the traditional Chinese &dstern art

*23|n 2010, a collection of 80,000 artifacts of their@se Cultural Heritage Information Centre was cioweth
with the National Museum of China collection; clatidbnal Museum of China. “Jade Exhibition.” http://
www.chnmuseum.cn/english/tabid/520/Default.aspxiitibnLanguagelD=169 (accessed July 21, 2012).
*2*National Museum of China. “Ancient Chinese Monaehttp://www.chnmuseum.cn/english/tabid/520/
Default.aspx?ExhibitionLanguagelD=121 (accesseg J1) 2012).

*2Hao/Huang 2005, p. 41.
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[Fig. 89; and Huang Zhot& & (1925-1997), the J0century master of figure paintingify.
90]. The ‘Classical Paintings of Ancient China’ exitidn, which opened in December 2011,
features, for example, the Qianlong Emperor’'s Senttnspection Tour. At the Central Hall,
a permanent display of the ‘Highlights of Chineseddrn Masterpieces’ is dedicated td"20
century sculptures and paintings. The majorityhafse oil paintings were commissioned by
the museum, for example, in 1951, 1959, 1964 an@ 1@ illustrate historical themé& The
artworks in the Central Hall are well known by gvechoolchild as they are used to illustrate
history in class?’ One of these masterpieces and key work of thedpivtuseum of Chinese
Revolution is the ‘The Founding Ceremony of theidlat J1-[E A # of 1953 by Dong Xiwen

# 75 (1914-1973), which since the opening of 2011 spldiyed in two version&: The
original version on the left side of the hall wasvorked by the artist himself. Before his
death in 1973, he had erased the figures of Liw&h#/> 71 (1898-1969) and Gao Gawg

(<} (1905-1954) due to political tides. A 1972 copythe original work by Jin Shang¥fi i+

i (b. 1934) and others, in which also the figureLof Boqu #{H#E (1886-1960) was
missing, is installed on the right side of the figlh. 91]. This picture was repainted in 1980
to illustrate the original version of the Dong Xiweainting>>® Furthermore, Xu Beihong’s
painting of ‘The Foolish Old Man Removing the Maains’ of 1940 Fig. 66, which was
used as model for the large relief in the Grandifpris on display>° The Central Hall does
not exclusively serve for the display but also feceptions, just like the central hall of the
former building, which displayed the busts of Soweaders and Communist thinkers, Marx

and Engels, Lenin and Stafift

The wax figure display was originally part of thermanent exhibition of the Museum
of Chinese Revolution, featuring famous figuresGifinese history, politics and society.

Having been a crowd puller for decades, this cblecwas not included in the new display

2% For the ornamental fitting of the museums, difféer@rograms were inaugurated and Chinese artists
commissioned. The most influential paintings of twmpaigns initiated by the Ministry of Culture wer
displayed in the Great Hall of the People, the t8lilf Museum, the Museum of Chinese History and the
Museum of Chinese Revolution; cf. Andrews 199438.

27 |nterview, Chen, Liisheng, deputy director, NMCijig, April 22, 2011.

28 Correspondence, Chen Yu, curator, NMC, Decembg2Q1?2.

% The history of this painting is documented in Anas 1994, p. 79-86.

30 This painting exists in three versions: two oiinpags and one version in Chinese style (watencahd ink

on paper). Correspondence, Chen, Yu, curator, NBM&€ember 13, 2012.

31“The Museum of Chinese History and the Museum kifi€se Revolution.”
http://www.china.org.cn/english/features/beijng/82Mhtm (accessed October 20, 2012).
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of 2011, maybe even indicating a changing appradthe museuni-? Though a decision is
pending, in the future, it might be displayed ire thorth wing above of the ‘Road of
Rejuvenation’ exhibitiori*® The displays of the national minorities as welttast of patriotic
education are important to the musetith“The long-standing emphasis on regarding
minority groups as integral elements of the Chinggaulation is reflected in many museums,
which contain sections devoted to local minoritpugs, with an emphasis on the part they
played in the local community and historR/>It seems that there has been a continuing and
even emphasized display of national minority legasypart of Chinese history, which can,
for example, be encountered in the national miresritand folklore art galleries at the
Shanghai and Nanjing Museums. Unlike these two omasethe National Museum of China
has not yet dedicated gallery space exclusivethi®topic, but includes these themes in its
general historic display, thereby stressing théyurfi the historical development.

In order to reach the ambitious goal of becomirgttp national museum and one of
the first internationally, which the National Musewf China had set for itsethe museum
decided to display not only Chinese artifacts, bl#o to present cultures of the entire
world>*® The visitor survey of 2003 revealed that more thaa thirds of the participants
wanted to see international objects in additiotht Chinese display (see. 6.2.1.). However,
the museum collection encompasses hardly any @difrom other continents. This
shortcoming has been met by establishing collalmmst with the major collections
worldwide, such as the Getty, the British Museum] ¢he Louvre. Although the National
Museum of China had already housed many internatiemrhibitions since the opening
policy of the 1980s, having sent its own exhibitiorexchang®’, the new concept bequeaths
the former collaborations: It is intended that ldagn exchange exhibitions in sequence
provide a permanent display of international act§aand serve to claim universality within
the museum display. Tian Shanting, the directorindérnational relations, phrased the

intentions as follows: “China wants to demonstrigeopenness to the entire world, but

*32 puring the Olympics, the wax figure collection waertially displayed at the Chinese InternationzieBce
and Technology Exhibition Center{{([® [E frF} 4% 2x J& th.(»); correspondence, Chen, Yu, curator, NMC,
Beijing, October 15, 2012.

3 |nterview, Chen, Yu, curator, NMC, Beijing, Ap#lL, 2011.

34 Hao/Huang 2005, p. 91.

%35 Capon 2002, p. 10.

%3¢ Magazin fir AuRereuropaische Kunst und Kultur:iker Australien, Asien, Amerika, “Interview mit Her
Dong Qi,” 2/2010, pp. 98-99.

%37 Cf. Zhongguo lishi bowuguan 90 nian 2002, p. 50.
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prefers the path of international cooperatici®’Following the museum’s concept, a
minimum of four galleries are permanently reseryed the display of long-term loan
exhibitions to be equipped in the future by intéioral institutions of all continents?
Initially, it was planned that the four continenéxcluding Asia, which was already
represented by the Chinese collection, be simubtasig represented by loan exhibitions at
the opening of the museum in 2011. Although thifaihplan could not be fulfilled, the
concept of long-term cooperation with museums woidé prevailed, however executed as a
sequence of international exhibitions. To start Hexies, the Berlin State Museums
(Staatliche Museen zu Berlin), the Dresden Statet Agollections (Staatliche
Kunstsammlungen Dresden) and the Bavarian Statenti@i Collections Munich
(Bayerischen Staatsgemaldesammlungen Minchen) ehesen as partners. The first long-
term international loan exhibition opened to thélmuon April 1, 2011. It featured ‘The Art
of the Enlightenment’, corresponding with the schkeaf presenting individual thematic

approaches and content rather than a pure mastemiéibition (see 3.4.3§°

The National Museum of China provides gallery sgacespecial exhibitions, such as
for the ‘100 Years Anniversary of the Tsinghua Wmsity’ [Fig. 92. Furthermore, it leases
its gallery space, for example, to house exhib#tioh Louis Vuitton and BulgariHig. 93,
two companies successfully operating in China. d¢vecept and design of these exhibitions
were developed by the tenants themsel{ealthough the exhibitions were very successful
and high in visitor perception, as documented ke \lsitor survey of 2011, the question
whether a public museum should operate commercey house exhibitions of brands

caused controversy throughout the pubifc.

Since 2011, the National Museum of China has fatldwhe nation-wide guidelines
of free entrance for public museums. In the visgiorvey of the same year, almost 90% of
the visitors welcomed this policy and stated it whae right decision for a public museum.
Only 7% believed that free admission would devaube exhibitions and a small fee would

be better. Among the staff, the new entrance pdiegmed more controversial, because it

>38Cf, Siemons, Mark. “Das Programm heif3t: groR.” FAEuilleton, March 26, 2011; p. 33.

*39 Magazin fiir AuBereuropaische Kunst und Kultur 2qd 98-99.

>4 |nterview, Chen, Yu, curator, NMC, Beijing, Ap#lL, 2011.

> |nterview, Chen, Liisheng, deputy director, NMCijig, April 22, 2011.

42 Dzodin, Harvey, “Name Game.”
http://www.china.org.cn/opinion/2011-06/13/conte2®772582.htm (accessed October 20, 2012)
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meant that people who were not really interestedildvdake the available tickets and

therefore limit the chances of admission for intgd visitors>*?

3.3. Preliminary Considerations and Exhibition Conditions

The Collection
The backbone of every museum is its collection, ciwhdetermines the potentials and

limitations of each display and shapes the focushef museum’s presentation. Before an
exhibition can be set up, it is necessary to kneevrange of available objects of one’s own
collection as well as alternative loans of otheypmration partners. The National Museum of
China, with over one million objects at its dispogp@ssesses one of the most comprehensive
collections from both the Chinese material cultame art from prehistoric times until the21
century. The comprehensive collection includesotariarchaeological finds, oracle bones,
bronzes, jade, Buddhist sculpture, porcelain, baks historical records, paintings, coins,

weapons as well as symbols of the Chinese Revalutio

The collection of the former Museum of Chinese éfigtis famous for its
archeological objects, which were primarily acgdifeom excavation sites. It owns the
country’s most important artifacts such as remaihghe so-called “Yuanmou and Beijing
Men’ from the Paleolithic AgeHig. 98°* the ‘Houmuwu Square Cauldron’ of the late
Shang dynastyHig. 85°*°, with its 832.84 kg the heaviest bronze ware ev@avated, the
‘Da Yu Ding’ inscribed bronze vessel from early Wes Zhou Dynas/® Qin Shi Huangdi
warriors and horsed$-[g. 10]], a jade burial suit with gold ties of the Westétan Dynasty
[Fig. 103, bronze human figure with acupuncture poirkigy[ 109 of the Ming Dynasty and
many more’*’ Serving as the prime museum of the country, foess decades, the National
Museum of China had the first priority on major etis from newly excavated finds within

the country. Although, in some cases, finds werresh between the respective provincial

>3 |nterview, Chen, Yu, curator, NMC, Beijing, Ap#lL, 2011.

44 Li/Luo 2004, p. 69.

*% Previously known as the ‘Simuwu Square Caldrani /% K 77 #); Recent studies discovered that the first
character of the bronze inscription reads ‘hiuinstead of ‘si'®]. This artifact was rated first among the most
valuable collectives identified by the staff in tiieseum survey of 2007 (see 6.3.2.).

%4® Exhibition of Chinese History 1998, p. 46.

¥ Other masterpieces of the collection identifiedtlny staff in 2007 were the Shang Dynasty ‘Squazes¥l
with Four Rams’ f§=£ 77 &) and a gold-inlaid bronze ‘Tiger-Shaped Tallfff ¥ £ 7F) used by Qinshihuang
for military affairs; see 6.3.2.
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museum and Beijimj® masterpieces were often sent to the Museum ofieSki History
while the provincial museum received a replica i tlassified national treasuréThis
was, for example, the case for the ‘Houmuwu SqGaderon’, which was excavated in 1939
near Anyang and integrated into the collection e Museum of Chinese Histoty The
Anyang Municipal Museum was provided with a copy.tihat time, only very few museums
fulfilled the requirements for storing and displayifirst-class national treasures as rated by
the State Cultural Relic Bureau, which demandedrapieed optimum preservation and
maximume-security conditions. The Museum of Chinésstory being first level national
museum was equipped with the highest availabledatan of museum technology. It
therefore provided the most suitable environmentsafeguard objects and fulfilled the
conditions, which identify its predominant role pmeserving, safekeeping and displaying
Chinese masterpieces. After standards in most musetere raised during the last decades,
this policy of the central display of masterpievess dropped>* Serving as a representative
for the nation, the National Museum of China is nfased with the problem of maintaining
its priority for the best objects. The solution, which the museum leadership is working, is

the installation of permanent loats.

During the revamping of the National Museum of Gh{2007-2011), parts of the
museum collection traveled to twelve different pnoes, and were exhibited for the first
time in the museums near their excavation Sitdhe objects returning to the place of their
origin met an interested public and the exhibitiarese well received by visitors and media
alike. The concept of the exhibitions originatedhathe curators from the National Museum
of China, working in consultation with the local sawms, which occasionally even included

objects from their own museum in the displa}.

The collection of the former Museum of Chinese Retiton encompasses artifacts
and objects of material culture from™@nd 28" century China, mainly illustrating CCP
history and containing personal belongings of intguatr political figures. The collection was

acquired primarily when the CCP issued public @mowtions for gathering materials

>48 Besides the Museum of Chinese History, the Sharidhaeum followed a similar policy for excavatioims
the neighbouring provinces; cf. Capon 2002, p. 9.

*49 Capon 2002, p. 8.

%0 Exhibition of Chinese History 1998, p. 36.

! |nterview, Chen, Liisheng, deputy director, NMCijig, April 22, 2011.

2 |nterview, Chen, Liisheng, deputy director, NMCijig, April 22, 2011.

%53 Magazin firr AuRereuropaische Kunst und Kultur 2Qd@ 98-99.

*4Interview, Chen, Yu, curator, NMC, Beijing, April22011.
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necessary to establish this museum. The first blgét¢he collection was the gallows on
which Li Dazhao%* K4l (1899-1927), the cofounder of the CCP, was hahgyetie GMD

in 1927 Fig. 129. In the process of searching for relics showing heroism of the CCP,
Wang Yeqgiu who later became the director of the museum, deschow the Red Army
went straight to the prison to save the gallowsliermuseum after the Communist take-over
of Beijing on January 31, 1949° Furthermore, historical documents, such as the ‘21
Demands’ of the Japanese government against Chswed in May 1915, make up an
important part of the collection. Other highligluisthe collection are objects related to Mao
Zedong and his role in the establishment of Comstunile including a stone inscription
with a calligraphy by his hand “seek truth from t&c>® which was installed to mark the
completion of the auditorium of the Central Pargh&ol in Yan’an in 1943Hig. 13Q; the
shoes he wore when fighting in Northern Shaanxi947; the original microphone, with
which he proclaimed the establishment of New Chiné949; and the spade and basket he
used in construction work at the Ming Tombs resergde [Fig. 13§. Furthermore, the
collection includes a number of sculptures andpaihtings, which were commissioned for
the permanent exhibition in 1959, in the 1960s HitDs as well as for the new exhibition in
2009. The majority of the earlier artworks are nmwdisplay in the Masterpiece Exhibition
at the Central Hall, as they have become iconshai€Se history. The previously mentioned
wax figure collection of important Chinese histatiigures has not returned to display in the
newly designed National Museum of China as a cokeague was still discussed in 2011.

With the unification of the museum in 2003, theledions of the former Museum of
Chinese History and Museum of Chinese Revolutiomewadficially united; however, for
practical reasons the museum kept the collectiorseparate storage facilities maintained by
two separate curatorial divisions (see 2.4.6.).ikénmany Western museums, such as the
British Museum, which pursued the universal appnoat collecting world treasures, the
National Museum of China collection encompasse®siraxclusively artifacts from Chinese
and neighboring countries leading to the previouséscribed exhibition concept’ In
Chinese museum history, collecting and handlinglectbns have generally followed

Western museum traditions defining, the “physicaégrity of an art object as an essential

%% Johnson, lan, “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.
*%The slogan ‘seek truth from factsl(@ K /&) was first mentioned in thdan Shyemployed by Mao Zedong
and later Deng Xiaoping referred to it during tipeeing policy.

5" Magazin firr AuRereuropaische Kunst und Kultur 2qd 98-99.
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value™®®. The Chinese tradition of enhancing an object ugho connoisseur seals and
calligraphy has been abandoned in the contextefithseum collections in the second half
of the 2" century>®® However, the Western ideal of valuing the originbject was not a
priority for the collection in the past. Until thern of the 21 century, it was a widely
accepted practice to work with reproductions in iieseum context’ Within recent years,
visitors’ demands for original objects seem to hgi@vn much strongef* In 2011, the use
of replicas at the National Museum of China wastkoh and they were clearly labeled as
such.

The Role of Historiography
Throughout times, historical writing has servedadggitimizing tool for the ruling elite, in

defining their interpretation of the past (see 1L)2.At least since the emergence of modern
historiography as a legacy of the Enlightenmenhais been clarified that history does not
provide a true presentation of the past, but i®@temporary interpretation from various

standpoints. The display of history in the Natiokiaiseum of China presents the government

standpoint and historical interpretation, and igjsct to official supervision.

The master narrative of the People’s Republic ah&hvas adapted from the Soviet
Union, modified for its own needs and implementedhe museums. It served for many
decades as the true interpretation and periodizaifothe past. Marx’s general theory of
history and society supplied an interpretive badisfining history as an ongoing class
struggle of different social groups fighting foretmeans of productioti” Furthermore, his
description of the exploitive character of capimaliwas applied®® Following this model, the
historical development of China was establisheldaasng five stages: primitive communism,
slave society, feudalism, capitalism and communiféiio squeeze Chinese history in this
rather rigid corset, official interpretation proched that feudalism ended in 1911 with the
abdication of the last emperor. Another difficultgs that this allocation of history neglected

%8| edderose 1985, p. 47.

%9 At the beginning of the 20century, the Ministry of Education of the RepuliiicChina still placed their seal
on the mounting, however, not on the painting fitsdl Ledderose 1985, p. 47.

%50 Cf, Capon 2002, p. 9.

51 Authors experience in the Chinese exhibition cxinte

%52 Shaw/Smith 1996, p. 524.

%53 Shaw/Smith 1996, p. 526.

%4 Ma, Xueping 2005, p. 53.
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the fact that since Qin Shi Huangdi unified therdopin 221 BC, “Chinese society was not

organized in any system that can be called feudal®®

Soviet influence was played down in the exhibitmn1961 due to the divergence
about Marxist ideology between the People’s RepubiliChina and Soviet Russia and the
enhancement of Mao’s central r3f8 The basic Marxist concept was followed within the
historical outline of the exhibition. It divided @lese history in three main periods: primitive
society (first traces of human existence—-4000 BG@very society (2100 BC-475 BC) and
feudal society (ca. 221 BC-1911). In 1954, officides were established for displaying the
‘General Chinese History Exhibitiont{ & 52 [4:41)°®” of the Museum of Chinese History,
restricting the display of history from the primgi era to 1919: The exhibition had to be
arranged according to the Marxist concept, inclgdimwever, the traditional dynasty eras,
too. The exhibition concept described in 1954 aiefd to allow any room for interpretation,
but offered absolute conclusions about the histddgeelopment which described Chinese

history as a succession of revolutionary events 8s¢.2.)°%®

The display of the Museum of Chinese Revolutiontioored the history discourse
from the 18 century, acknowledging Mao’s bisection of modetnin@se history into the
Old Democratic Revolution (1840-1920) and the NewmbDcratic Revolution under
Communist rulership (from 19285 In his workOn New Democracgf 1945, Mao Zedong
had argued that the “the historical characteristithe Chinese revolution lies in its division
into the two stages: democracy and socialidfiMao continued his argument as follows:
“The first step is to change the colonial, semooidl, and semi-feudal form of society into
an independent, democratic society. The secoralaarty the revolution forward and build a
socialist society”* The descriptive approach following this periodi@atwas evident in the
display of the Museum of Chinese Revolution. In 4,98 canon of important episodes of
recent history, originally intended for the Monurh&mthe People’s Heroes, was established
by a team lead by chief Marxist historian Fan Werita Zj# (1893—-1969) and supervised

*% Fairbank/Goldman 2006, p. 102.

*%¢ Hung, Chang-tai 2001, p. 933.

*"The English exhibition title is cited after theiofél English translation from the website of thatlnal
Museum of China. (accessed April 10, 2012).

*%8 Zhongguo lishi bowuguan 90 nian 2002, p. 144.

*9Wu, Hung 1991, p. 99.

*®Mao, Zedong. Selected Works o Mao Tse-Tung, VollimEirst Edition, Foreign Language Press, Beijing
1965, p. 342.

1 Mao Zedong 1965, p. 342.
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by Mao. It included the following milestones: th@i@dm Wars (1839-1842; 1856-1860), the
Taiping Rebellion (1850-1864), the Xinhai Revolatidl911), the May Fourth Movement
(1919), the Anti-lmperialist Movement (1925), thari¢hang Uprising (1927), the War of
Resistance against Japan (1937-1945), and the 2&amgver Crossing of the Red Army
(1949)°"? These major turning points of modern Chinese hjstiefined by the Communists
show the teleological approach of “progressing ages moving forward in an irreversible
direction and leading eventually to the ultimaiartiph of the CCP in 1949 The history
of the People’s Republic of China was conventigndiVided into decades characterized by
the following turning points: the foundation of tReople’s Republic of China (until 1949),
establishment of New China (until 1957/58), the iARightist Campaign, the Great Leap
Forward and the Famine (until 1966), and the CaltiRevolution (until 1976%’* The
official periodization of Chinese history and itsriing points were discernible in the display

of the Museum of Chinese History and the Museui@lihese Revolution, respectively.

The opening policy of the last decades allowedttieremergence of some unofficial
historiography. In this context, it is importantéwamine how the National Museum of China
and its official historiography have responded lie thanges in society, whether they are
tolerant of different viewpoints of the historiaarrative, or even if the master narrative has
changed in its new display. In short, can a devakmal trend away from the norms before
1980s be encountered or are the new exhibitiongéipeepacking old messages in new

buildings™?° This point will be evaluated in the analysis of treav display.

Educational Aspects of Display
Closely linked to the role of historiography withithe exhibition is the museum’s

responsibility of functioning as a place of insttan and public education, which began
during the era of Enlightenment. To date, the nigj@f museums follow a didactic program
most visible in the exhibition content and design.contrast to a pure aesthetic display,
which is a possible approach for art galleriestonismuseums have to engage in ‘telling a
story’. Therefore, since the emergence of histonyseams in the 19 century, object

contextualization has served as a model for thefidsl display’’® Didactical guidelines can

"2 For further information of this topic cf. Hung, &fg-tai 2001, pp. 464-466.

3 Hung, Chang-tai, 2001, p. 466.

74 Cf. Stauss 2006, p. 861.

"> Denton 2005, p. 44.

*® The Neues Museum in Berlin (1841-1859) broke nesumds in the contextualization of the displayed
objects and was long seen as a prototype for arltiat museum; cf. Schuster 2006, pp. 31-40.
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be applied through the focus of the exhibition, sleéection and arrangement of objects, the
design of the display and the additional explanatoaterial including the employment of
new media. One of the main guiding principles tteda the application of text in form of
titles, section and group descriptions, object icagt and quotations. These texts can be
mounted on the exhibition or made available in awgliide or on multi-media devices. In

order to understand pedagogical intentions in geiiieis important to evaluate these media.

Within the time span of a few hours, which a musedsitor has at his disposal, he
has to limit himself and make choices from a langenber of exhibitions on display at the
National Museum of China. Therefore, every displaynpetes for the interest of the visitor,
making good explanations a key objective for theseoun. In the visitor survey of 2003, the
National Museum of China already received over &@yroval for their guided tour program.
The 12% interviewed which were not satisfied, camed about a lack of special knowledge

by the tour guides, followed by criticism of themmmitment and attitud¥’

In general, the education of the public followsaldgical perceptions and official
state narratives in a more or less dominant anibabwvay. At its first congress of museum
workers in Soviet Russia in 1930, guidelines foe t8talinist museum practice were
established putting the Soviet museums “in the iseref constructing socialisn?”® In
correspondence with the political agenda of Staliirst Five-Year Plan, radical changes in
the exhibition design transformed the museums, \&eldpment directed to support the
construction of socialism from the 1930s and tglaig the political agendd’® The aim was
to educate the public on “the cultural goals ofliSist communism™° The museum policy
of the People’s Republic of China also foresaw didaconcepts, visible, for example, in the
historic exhibition outlines of the ‘General Chieellistory Exhibition’. Although already
traceable in the 1958 exhibition outline, the 1®Idline stressed educational values of the
exhibits most clearly, advising, for example, dical division between artifacts supporting
educational purposes and harmful cultural heritagde made by the curatof$. These

sources also reveal that the education and spriepdti@otism was an intrinsic task for the

" Hao/Huang 2005, p. 36-37.

>8 Jolles 2005, p. 430.

"9 For example, the ‘Art of the Capitalist Era’ ag thretyakov Gallery; cf. Jolles 2005, pp. 432-434.

%80 jolles 2005, p. 434.

%81 This distinction is made in the introduction ofetlexhibition outlines of 1972; however, the ‘harthfu
cultural heritage is not defined in detail.
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predecessor museums, still to be encountered in2€iel exhibition text such as the
afterword of the ‘Road of Rejuvenation’ exhibiti(see 3.4.2.).

In the 2011 display of the National Museum of Chitweo different approaches were
pursued. On the one hand, the chronological exbitststill primarily follow educational
intentions to be encountered in the exhibitionge&in the other hand, the museum sees itself
as an art museum, in which aesthetic aspectsrasset and thus made particularly visible in
the displays arranged in material object groupshsas bronze, porcelain or Buddhist
sculpture. Although the display of porcelain folwhe chronological sequencing of
dynasties, the objects are displayed for theirhatisal value and only few explanations are
given. In the bronze and Buddhist sculpture eximbjta mixed form of aesthetic display was
chosen, including large explanation boards.

The Ephemeral Nature of Displays
Compared to the building structure itself, interttwsign and exhibition design have a much

shorter life span. Although so-called permanent@tibns are installed without a temporal
limitation of display, they do undergo substantibhnges according to the requirements of
object safety, the adjustments to technical innomat and the modification of content
following developments in society. Technical innteas include, for example, improvement
of equipment, climate control and lighting. The @ent China’ and the ‘Road of
Rejuvenation’ exhibitions, with their history of ftiple adjustments, can serve as vivid

examples for the constant adaptation of the exbibdisplay (see. 3.4.1; 3.4.2.).

The display of light-sensitive objects, such astgriand textiles, generally does not
extend over a period of more than three monthsgmidipg on the individual material quality.
Loan exhibitions might run up to one year, whend®ss sensitive materials are on display or
when the opportunity to replace sensitive objestgiven. ‘The Art of the Enlightenment’,
the first loan exhibition after the reopening oé tRational Museum of China, was originally
planned with an exceptional duration of 1.5 yeabnost counting as a permanent
installation. It followed the initial intention dhe National Museum of China to integrate the
world culture into the museum (see 3.4.3.). Howgeglge to the delay in the construction, the
exhibition period had to be reduced to only oner.yBaring the exhibition period, some light

sensitive exhibits such as prints and textilestbdae substituted in three, four and six month
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intervals, and replaced from the collections of Berman museums, proving a difficult

challenge for the logistics.

Due to the short life span of an exhibition and fileguent adjustments to its content
and design requirements, exhibition architecture necessarily built with relatively
inexpensive materials. For the analysis of the @kbn development, frequent changes
promise to be effective. However, due to the tramsinature of exhibitions, reference
material can be scarce and insufficient. This fespecially applies to the early stages of
exhibition design, when, for example, photograplkliccumentation was still limited.
Therefore, exhibition outlines cannot be fully restucted. The materials available are used

as comparative reference points for the newly imglleted design, on which the focus lies.

Aesthetics, Object Selection and Viewing Habits

Every culture develops a distinctive code of adsgtheppreciation. Content and exhibition
design, therefore, have to follow specific visualditions and understanding of one culture
for a successful conception, acceptance and ajpigeti Tradition and culture build the
framework, set the limitations and create prospetwisplay. Simple examples such as the
use of color and its cultural connotation as weltraditional walking and reading directions
illustrate the importance of these cultural conhotes for the exhibition design. They gain
even more importance for international collaboratiovhere the exhibits, the context and the
design are perceived and read by an audience mastiyniliar with the cultural context of
its origin. In the exhibition entitled ‘Golden Drawg — White Eagle: Art in the Service of
Power at the Imperial Court of China and at theoBaRolish Court 1644—-1795’ in Dresden
in 2008, a joint display of European and Chinesaric@art was accomplished. The
predominant German audience welcomed this sidadsy-sultural comparisonFg. 94.
This approach of a mixed cultural display, was aabpted for the exhibition ‘The Splendor
of the White Eagle: Art and Power at the SaxondgPolCourt 1670-1763" of 2009 in
Beijing.>®? Here the curators assessed their audience asrrprgfen genuine Western
exhibition to a mixed display of artifacts in a twwe-comparing manner. An interesting
example of a misinterpretation of the cultural eoatis provided by the experience while
installing a European porcelain display wall frane tL8" century. In the hands of a Chinese

curator, this display turned into a modern replataa Chinese collector's cabinet. These

%82 Goldener Drache — WeiRer Adler: Kunst im Dienste Macht am Kaiserhof von China und am sachsisch-
polnischen Hof (164-1795), Staatliche Kunstsamméundpresden, 11.10.08-11.01.2009; Im Zeichen des
Weil3en Adlers, The Palace Museum Beijii§,04—-08.07.2009.
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changes in the exhibition design were explaingoetoecessary due to safety requirements of
the display Fig. 95.

Approaches to the thematic as well as the aesthegiicception of exhibitions
frequently differ and can stem from cultural, ihgional, or personal diversities. Many
Western institutions try to bring new content aedearch into their exhibitions. In contrast,
the Palace Museum in Beijing provides a consisperl of objects for their international
exhibitions, which is only marginally altered andjusted to illustrate the few predefined
themes. The limited selection cannot solely be a@rpd by the nature of their collection
providing only imperial art. Successful exhibitioase also repeated in the West. However,
due to reasons of conservation and exhibition qandbere are often limitations pertaining
to a maximum travel time applying to the artifactsie Palace Museum'’s policy seems to
limit the number and selection of objects, so ttet majority of the collection remains
protected from the stress of traveling. In inteioral collaborations, various factors can
demand additional preparation time for professioral both sides, including the different
cultures and languages, mindsets and not leaatkaof knowledge about the other collection.
Asked for the best strategies in international @vapon, Chen Yu, Chinese curator of ‘The
Art of the Enlightenment’ exhibition, summarizedhdt the most important criteria in

international cooperation is to understand collesgand make oneself understodt”.

Unlike many major collections in the West, the Na#l Museum of China maintains
its own design and exhibition department to impletrtbe design ideas with its own staff.
Therefore, the whole exhibition concept stems fame source, in many cases facilitating a
more harmonious implementation in the museum. éwisitor survey of 2003, more than
70% of the participants stated that they were feadior very satisfied with the exhibition
design, testifying that the designers did a good ijo catering for the needs of their
audience®

Technical Requirements
Requirements for the display change continuouslygwo the technical evolution of climate

and light control and safety instrumented systefs. example, developments in air-
conditioning today allow for temperature and hunyidiontrol and are standard required for

%83 |nterview, Chen, Yu, curator, NMC, Beijing, Ap8lL, 2011.
84 Hao/Huang 2005, p. 18-20.

-132 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

most exhibitions setup®® These standard measurements were not feasible arigw
decades ago. Furthermore, there are many diffenathods for individual application of
object security and safety available today. Theiddal Museum of China was modeled on
the international museum standards and is prowd#dstate-of-the-art technical equipment
such as central air and humidity conditioning aadtmwl. During the revamping process, the
museum consulted different institutions to find best possible solutions. Among them, the
Dresden State Art Collections have shared theireegpces with their own museum
restoration projects of the last decades. Evernghaf the technical framework constitutes a
dangerous period for the safety of the artifactsligplay. In the case of the revamping of the
National Museum of China, these changes were seasnmew technical equipment in a new
venue had to be operated by employees who foundéehra that was almost newly
established. Therefore, some experimentation tirae wmequired before the artifacts were
installed. With this in mind, a three-month triagdrpd for the climate control was agreed
upon before the German partners would bring tleging to the exhibition hall. This period,
however, could not be fully adhered to. Nerve-ragkicircumstances throughout the
exhibition installation sadly proved how necesdéry trial period would have been to get the

system running smoothly.

The National Museum of China expects to host amaaee of 20,000 visitors a day
and eight to ten million visitors per ye&P.The improvement of public accessibility and the
exposure of the exhibits to a permanently increasiomber of visitors, however much
desired, require special safety and security meastihe majority of exhibits are displayed
in showcases. In the bronze gallery, however, lavd &igh display pedestals with
surrounding barriers are employed to protect obj&om direct contactHig. 85.

As was previously mentioned, the exposure to lggint cause a severe damage of the
artifacts in specific object groups such as testilmlligraphy and painting. To regulate the
amount of light exposure most efficiently, artifitilight exhibitions are established
nowadays. The implementation of artificial lighfeadts the design of the exhibition halls and
the handling of existing windows to a great extditite rather dark exhibition halls seem to

be commonly accepted by the visitors. In the visstarvey of 2003, a majority of over 75%

%8> Exceptions are, for example, stone sculpture andgtain exhibitions, which due to their material dot
require any stable climate conditions.
%8¢ Cf. Siemons, Mark. “Das Programm heif3t: groR.” EAZuilleton, March 26, 2011; p. 33.
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agreed that the reduction of lighting in the eximni halls for conservation reasons was
necessary (see 6.2%F.Like many other major collections, the National $dum of China
has issued rules against taking pictures within éRRibition venue for the majority of
exhibition galleries®® These measurements have been implemented forigbpgeasons on
one side, on the other side, they protect numeseusitive exhibits from the exposure to

camera flash light.

International exhibitions become more and more Uesq owing to worldwide
developments in the modes of transportation. Téneeting of the art objects enables a large
number of visitors to see artifacts from differenttures, which, otherwise, they would not
be likely to see in their lifetime. On the othembainternational loan exhibitions put much
stress on the selected objects. Therefore, onlectdbjdecided upon by professional
restoration staff and in accordance with museurnlegign are selected for travels. Facility
reports provide priori information about the coruitof the galleries. However, due to the
lack of experience with a new venue, these remansonly be insufficient. Quality standards
have increased throughout the years and are cobipal@ most international operating
museums, nevertheless, small differences in the@oapp in object handling and climate
definition can cause great logistical difficultiés.'The Art of the Enlightenment’ exhibition,
for example, the three German collections useckwiif§ and non-interchangeable mounting
systems for their paintings, which then had torbadcordance with the National Museum of
China’s newly implemented hanging system. This edusot only logistic difficulties but

also challenged a coherent exhibition design.

These underlying preconditions facilitate and lithig display of artifacts at the same
time, influencing the outline, content and desigrewery exhibition. They played a decisive
role in the establishment of the ‘Ancient Chin&oad of Rejuvenation’ and ‘The Art of the

Enlightenment’ exhibitions, which will be analyzedthe following section.

87 Hao/Huang 2005, p. 21-22.
88 \With the exception of the Road of Rejuvenationilition, taking photos is forbidden in the othehébition
galleries. A special permission may be purchasaoh the museum.
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3.4. Analysis
3.4.1.Ancient China

Chronology
The first exhibition of the Museum of Chinese Higtavas opened to the public on October

10, 1926 at the Meridian Gate of the Imperial Paldénder the Communist leadership, the
museum established the ‘National Capital ExhibitwdrArchaeological Finds’ and presented
Qin and Han Dynasty relics within their premisegte Meridian Gate in 1954. One year
later, displays of the Wei, Jin, Sui and Tang Dyieaswere officially added, laying the
foundations for later presentations. The ‘Ancieftifa’ exhibition is the successor to the
‘General Chinese History Exhibition’ of the formgiuseum of Chinese History, which was
on display from 1959 until 1999 encompassing numen@visions and breaks. The main
steps in the development were the following: Thstfdraft for the ‘General Chinese
History Exhibition’ including the content outline and a display plaaswprepared in
1958°%9 After the collection moved to the newly erectedlding at Tiananmen Square in
September 1959, the' General Chinese History Exhibition opened in a trial period with
public access on October 1, in celebration of #mht anniversary of the People’s Republic
of China. Shortly after, the exhibition closed fecessary adjustmert8.On July 1, 1961,
the ‘General Chinese History Exhibition officially opened to the public and was visited
by the Belgian Queen within the same motthDuring the high time of the Cultural
Revolution, both museums were shut, and in 1968, Rieople’s Liberation Army was
stationed in the building to protect the culturatitage site from vandalisii’In 1970, a
revision period of the exhibition began and thetenhwas amended to further emphasize the
rebellion against imperial rulers, the class stteggs motivation of historical progress and
the working class as pioneers of histdfyThe guidelines of display were adjusted and the
exhibited period extended to include the May Fouvtbvement of 1919. The revision
continued in 1972 and was closely monitored by ZRalai>®* During these years, content
was added, generated under the influence of the@ulRevolution. In 1975, the official

preview of the exhibition began, with the exhibitiinally opening to the public in 1978

*89 Zhongguo lishi bowuguan choujian xiaozu 1958.

% The exhibition was closed on October 9, 1959; Fyoio lishi bowuguan 90 nian 2002, p. 146.
*91 Zhongguo lishi bowuguan 90 nian 2002, p. 146.

%92 7hongguo lishi bowuguan 90 nian 2002, p. 147.

%93 Zhongguo lishi bowuguan 90 nian 2002, p. 147.

*94\Wang, Hongjun 1990, p. 448.
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after major revisions and the omission of some loé ttontent from the Cultural
Revolution®® In 1984, the display of the Tang, Ming and QingnBsty was adjusted and the

596
S

exhibition reduced by 800 m2 to make room for spledisplays:®® The General History

exhibition of 1989 had the following characteristic

19894E RIS 19784 MtL, A AL, 1978 175 K EARMER 1 3 ALK
M A A, (AR — SR PR AR I ] OGRS K i 391D TR B P SR
e A TE G R A RN . 198OMF I S BRI BR 1 X L R s 1K 43 o 7

In 1989, the exhibition scheme had many similegitie the exhibition of 1978. Although the
content, which had been influenced by the CultRaVolution in the exhibition of 1978, had
been omitted, nevertheless the opinions and peocspdf the Mao Era outlasted (not only the
period of the Cultural Revolution). Some of thepmimns in retrospective have been wrong. In
the general history exhibition of 1989, most of Wreng viewpoints were deleted.

By the end of 1992, the exhibition had to be dealited for a brief period to allow for
necessary restoration and enforcement of the Y§oThe ¢ General Chinese History
Exhibition” was finally closed in 1999. In 2000, a CollectoBgpecial exhibition was
launched with the most representative objects @fohmer displays® In February 2007, all
exhibitions closed and the galleries were cleaoeddnovation. Within the next years, parts
of the collection traveled throughout China to présmasterpieces at museums near their
original excavation site. In May 2011, the ‘Ancigdhina’ exhibition opened for a preview
and probation period, followed by the official opgnof the exhibition in June.

Although the revision of long-term exhibitions aadjustment to the necessities of
time seem to be common practice, in analyzing tteomline of development of the
‘General Chinese History Exhibition, the influence of political changes on the display

becomes apparent. Internal museum guidelines amdigan outlines, which illustrate some

major development steps, were made available ferstiudy, namely the 1958 draft outline
of the ‘General Chinese History Exhibitidn ¢ [ i& 58 B 51 5t % 2 55D °%: the
unpublished major revision of the outline of 1971 [l 52 [ %1 K 4¥)°°,, which was com-

piled at the height of the Cultural Revolution; tH@81 revised catalogue booik (& 5 [

% Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.
%% Zhongguo lishi bowuguan chenliebu 1993.

97 Correspondence, staff member A, exhibition depantyNMC, January 27, 2010.
%% Zhongguo lishi bowuguan chenliebu 1993.

% Correspondence, Chen Y4/, curator, NMC, Beijing, October 15, 2012.

6% Zhongguo lishi bowuguan choujian xiaozu 1958.

%91 Zhongguo geming lishi bowuguan geming weiyuanl@mniil
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H v H &3 H1)%%2 and the 1993 catalogue book of the musednhEGE 52 441 f& & ¥
H & #697)°% which documents the status of 1989. These acsawiilitbe effective major

sources of information for the comparisons withlbey implemented design.

Description
The new presentation of the former History Musesnocated in the basement (— 6 m) of the

eastern building compound. It encompasses 11 didnlhalls to the south (hall 15-20) and
north (hall 21-25), connecting on the east sidéhefbuilding with an overall floor space of
9450 m2 Fig. 19. The exhibition commences with an elevated gegugral map of China
[Fig. 96-97 and a ‘Chronology of Ancient Chinese History rimducing the exhibition
sections at the entrance to the first gallerye#itéires Chinese history from prehistoric times,
beginning with the earliest traces of human setl@nin China around two millennia BC
until the end of the last Chinese dynasty in 190He 2520 artifacts on display range from
excavation finds of human remains and of ritual @odal objects to imperial collector’s
items. They are arranged chronologically in eighttisns commencing with ‘Prehistoric
Times’ (Section 1; c. 2 million years ago—c 2%ntury BC) Fig. 98. The second section
entitled ‘Xia, Shang, Western Zhou Dynasties’ (£ 2entury—771 BC)Hig. 99 features the
early forms of state formation in China, the zemthoronze casting, including artifacts and
records about the economy, politics and culturethaft time. Within this section, the
implementation of the hierarchical order of the Was Zhou is highlighted and identified as
a foundation for generations of Chinese societye ffird section presents the ‘Spring and
Autumn & Warring States Periods’ (770-221 B®ig. 104, which was forged by the
collapse of the Western Zhou ritual system, theegjalead use of iron, the flourishing of
academic thoughts as well as the development t@vardnified inter-ethnic nation. The
fourth section is dedicated to the ‘Qin and Han &stres’ (221 BC-220 AD)Hig. 101-103,
depicting the unification of China under Qin Shiafigdi and stressing the invention of new
technology, economic and social development antur@ll exchange. The fifth section is
entitled ‘Three Kingdoms, Jin, and Southern andtiNon Dynasties’ (220-589 ADFIg.
104-107. It features a time which was shaped by frequéainges of political power and by
foreign and Chinese cultural interference. In addjtthe display depicts the political unrest
of the time, which led to significant changes iriablife, culture and ideology. Section 6 is
dedicated to the cultural development during thai,'$ang, and Five Dynasties’ (581-960

€92 Zhongguo lishi bowuguan chenliebu 1981.
893 Zhongguo lishi bowuguan chenliebu 1993.
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AD) [Fig. 108. Section 7 is entitled ‘Liao, Song, Xia, Jin, aidan Dynasties’ (916-1368
AD) [Fig. 109 and features the development towards a unifioatioa multi-ethnic country,
overseas trade, and economical and cultural exehaittp) other countries. The eighth and
final section, entitled ‘Ming and Qing Dynastie€368-1911) Fig. 110, depicts the last
imperial dynasties of China, their prosperity ahélit decline. The exhibition concludes with
an enlarged copy of Mao Zedong’s famous ‘Patio r8p&now’ poemi(:[d% =) of 1936
and the painting ‘The Yellow Riversii) of 1973 by Yao Zhonghug /£ (b. 1939) Fig.
111].

The exhibition is designed with rather simple amdmamented features, displaying
the majority of objects in showcases with a fewgéaobjects on pedestals. The color scheme
throughout the exhibition halls is beige, with fleor and showcases being grey. Similar to
the porcelain gallery, lighting effects on the abgeplay a central role. Each section starts
with a title and an introductory text in Chinesealdnglish, with additional information for
object groups on panels. Every object is providéd & caption; in addition, didactic models
and illustrations are placed throughout the exiuibit

Theme
Since its first opening in 1959 until its final slare in 1999, the main exhibition of the former

Museum of Chinese History has undergone severegelsarrestructuring and periods of
closure. However, throughout the entire period, eélbibition kept its descriptive title of
‘General Chinese History Exhibition’{ [E i 52 [ %1). With the reopening in 2011, the
exhibition of the former Museum of Chinese Histargs renamed to ‘Ancient Chinat{{t
1 [E). The new title, even shorter than the previogadess descriptive. However, it seems
more capable of stimulating the visitor's imagioati An alteration of the title after so many
years exudes the message that the exhibition dongsnbeen adjusted and the presentation
has been changed. The major themes depicted ROthk exhibition are the development in
politics, economy, culture, ethnic religion andeign exchang&”* A comparison with the
former exhibition outlines allows a descriptiontké development in the exhibition themes:
In 1957, the objectives for the‘General Chinese History Exhibitibn were set to

display the nation’s past by means of people’s camahand multi-ethnic history as a part of

804 Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.
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the history of the worldwide labor force and by thgress of historical developméfit.
Furthermore, this exhibition was designed to prapagatriotisnf°® The exhibition followed
the historical outline of Marxism-Leninist (historimaterialism) and Mao’s thoughts
explaining and stressing historical development #ed progress of society as an ongoing
struggle of the different social classes for thenseof production (see 3.3.). In addition, each
development within the dynasties as shown in thoelisision of the exhibition, followed the
pattern of political formation, a blossoming folled by decline, applied in the traditional
Chinese historiograpHy”

The most ideological display was developed durhrgy Cultural Revolution, apparent
in the goals formulated in the 1971 preface to éxhibition outline, which can be
summarized as follow¥?

1. To portray and stress the working class achievesneiithin the class war against
corrupt rulers, as defined in the continuing retiohary traditions.

2. To praise the national heroes and revolutionargideaand stress the contributions of
scientists, thinkers, inventors and artists. Thiénguelite, which contributed to the
development, should be mentioned while the reaaties of the ruling elite should be
criticized.

3. The history of the different ethnic nationalitidosld be stressed in regard to a unified
state, with the Han nation being depicted as tiragry nation of Chinese history. The
reasons behind the unification should be descriagda mutual cooperation and
supported by the different nations.

4. In regard to international relations, the Chinesetibutions to world history and good
foreign relations should be stressed. Foreign aggre since the Opium War should be

emphasized in particul&?®

The content of the section about foreign aggresamezhthe Old Democratic Revolution

(1840-1920) was transferred and integrated intoettigbition of the Museum of Chinese

895 Zhongguo lishi bowuguan 90 nian 2002, p. 144.
6% Zhongguo lishi bowuguan 90 nian 2002, p. 144.
897 Zhongguo lishi bowuguan choujian xiaozu 1958.
6% Zhongguo geming lishi bowuguan geming weiyuant@ill, Preface.
%9 Zhongguo geming lishi bowuguan geming weiyuani@aill, Preface.
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Revolution since 198%° From then on, the ‘General Chinese History Exhibition only
depicted the historical development until the dexiof the last dynasty, defining the end of
feudal society in 1913*! Although many alterations of the exhibition outliwmere made, the
basic themes established in the outlines of 19571871 prevailed throughout decades. The
‘Ancient China’ exhibition of 2011, however, expaiced downsizing of the political theme,
resulting in the change of exhibition title as anember of the staff explained during the

preparatory phase:

PUONBOR SO, DAEIR BRI ME, B LS BOAR AR, 1 R e ) LA
Jith, FEAlRAsr. SUERIscZ, WA R, BRI E R (P EE S
51 IBRETIRILT IR, Bl 7 4. °

Because of only limited artifacts being availaltlestrating the theme of politics, which in the
past had already been seen as a difficult task¢cdh&ent of politics would be simplified. The
focal points therefore are on other aspects, ealbecin economy and culture, where there are
many exposits enabling a rich creation of cont@&dnsequently, there will no longer be an
equal emphasis of aspects like in the ‘General €@rHistory’ and the exhibition was renamed.
One important theme for the exhibition was the foon revolutionary events. Since its
beginnings in 1959, the ‘ General Chinese History Exhibition has stressed the re-
volutionary history of the peasant class rebellaggninst the elite; a development of this
general theme throughout the history of the exioibiand until the new display of 2011 can
be identified in the use of a specific terminolofyy, example, of the terms ‘peasant uprising’

(K2 X) and ‘peasant warfk [X/% 4+) in the descriptions of the display:

In the 1958 outline of the exhibition, the termiogy occurs first in the explanation of
the Daze Village Rebellion initiated by Chen Shéhft (d. 208 BC) against the Qin
Dynasty in 209 BC. In total, three events are dbedras peasant wars and six events
are classified as peasant uprisings, which in taeses were even defined by the

character ‘large’ {2).*"

In the revised exhibition outline of 1971, the léiba of Chen Sheng is also introduced

first, this time with the quotation “cutting wood make a weapon, lifting bamboo to

610 Zhongguo lishi bowuguan chenliebu 1993, Preface.

¢! Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.
®12 Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.
®13 Zhongguo lishi bowuguan choujian xiaozu 1958.
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make a flag” §i R N Ee, HWE AN, which refers to the particular peasant uprising
of 209 BC®"In total, five events were classified as peasantsvemd six events as

peasant uprisings, one case additionally beingacitenized as large. Furthermore, the
1971 description identified the Yellow Turban Rdioel (184 AD) as a peasant

uprising. In this exhibition outline, almost evesgction or even subsection of history
ended with a peasant uprising. In the outline @d113he classification of an event as
peasant war (4) and peasant uprising (5, of whaahdre defined as large uprisings)
started to decline and the Yellow Turban rebelsewsst equated with peasants any

more®®

In 1993, only the Daze Village Rebellion during @& Dynasty was defined as a
peasant war and three events were classified gs paasant uprisingS.Until then, all

of the events defined as uprisings by the variodmb&ion outlines had been placed in
feudal times and started with the rebellion of Clséreng in 209 BC. For events that
occurred at the end of a dynasty (e.g. Tang, Y¥ing), the term uprising was more

frequently employed.

In the 2011 outline, the rebellion of Chen Shemgaias the only reference to a peasant
uprising, however, the term no longer occurs indéetion title but is only included in
the descriptive text. A decline of the revolutionieme can therefore be stated for the

entire exhibition.

In contrast, ethnic unification and the progressso€iety, which were significant

themes of the former display, remain importanthe 2011 exhibition outline and can be

found in the description of almost every sectiaor, €éxample, in the introduction for the

Spring and Autumn Period and Warring State Period:

HEREERI (QATORT 77045-AT0RT 22145) FRKERE N, 7 LR AL 2 25
B AR AR ERANEAAL; BRA M AR EE T A IR TR R R

%14 The quotation originally stems from the ‘Guogim’l(iZi£) of Jia Yi B{i (200-169 BO of the
Western Han Dynasty “#i AN, A, R N=EWMN, RSN, WLRZERIFENT-RIE

®1> Zhongguo geming lishi bowuguan geming weiyuanl@miil, p. 22.
6% Zhongguo lishi bowuguan chenliebu 1981.
®17 Zhongguo lishi bowuguan chenliebu 1993.
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Spring and Autumn Period and Warring States Pefaggprox. 770-221 BC): During the
Spring and Autumn and Warring States Period, tivb@lrsystem inherited by the Western Zhou
disintegrated, and fundamental changes in the Isstcigcture took place; the widespread use of
ironware promoted productivity and socio-econonggaelopment; academic ideas blossomed.
With the mutual ethnic integration the formationtloé Chinese nation started, with the whole
society gradually moving towards reunification tigh the merging campaigns.

Throughout the description of the 2011 exhibitittme unity of the different ethnic
nations is stressed, whereas social conflicts eeenphasize° In general, the presentation
concentrates on the economic and cultural develapnie contrast to the previously strong
political alignment of the exhibition theme, theoeomic and cultural development can be
better supported by the museum’s collection. Appiiye the officials of the Party’s
Department of Propaganda, which had observed tis2umu meetings, even required putting
an emphasis on cultural aspect and the aesthdtie v precious objects themselves, which

was in turn achieved through the object selecfith.

Object Selection
The comprehensive collection of the National MuseafnChina includes an object range

from prehistoric excavation finds up to collecttenis of the 20 century. This enables the
illustration of multiple cultural, social and hisittal themes, and a display in chronological
order along with the possibility of following thetimas well as aesthetical considerations.
However, despite the size of the collection, sdwbemes cannot be illustrated appropriately.
For other themes, a large variety of objects idlake so that choices have to be made and
many interesting artifacts have to remain in sterdg the 2011 exhibition the deemphasizing
of the political theme, which had caused difficulty the presentation before, and the
emphasizing the economic and cultural phenomendmchnthe collection illustrates best,
met this challenge. The artifacts whether stemmiragn above the ground (inherited
collections) or underground sources (archaeologsii@s) mainly represent high art and
illustrate the cultural legacy of a privileged gpoun society. The curatorial selection for the
display of everyday life proves difficult, becaumdy a small fraction of objects stems from
this origin. In addition, the masterpieces of eaploch, and not the everyday objects, draw

the visitor's attention. In many cases the dichotarocurs that “collectives that are of high

618 Ancient China, Section 3: Introduction; Cited aftge exhibition display.
®19 30hnson, lan. “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.
20 30hnson, lan. “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.
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historical value do not possess high artistic valtféas one participant of the staff survey
described it (6.2.2.). The selection of objects tfogir aesthetical value rather than for the
historical focus played a major role in 2011, whislaccounted for by the fact that 2026 of
the 2520 objects on display are classified cultretits, with 521 rated as being first-cl485.

In 1997, the exhibition had already occupied aeggllspace of 7800 m?2, even
containing 5450 exhibit&? This meant for the new display a reduction to thas half of the
objects while, at the same time, extending the l@ttbn space by around 2000 m2. This
development can be explained by the overall exbiiitoncept: Except for some short-term
special exhibition displays, the ‘General Chinesstdy Exhibition’ was the only display of
the Museum of Chinese History in 1959. The situatiad remained unchanged for decades;
however, at the turn of the 2Xkentury there were considerations to divide thesenm
exhibition into an abbreviated chronological digpnd an additional display of national
treasure$?* Therefore, masterpieces were selected from thenological display to be
presented at the new exhibition, resulting in tosiog of the permanent exhibition (1999) in
favor for the ‘masterpiece display’ (2000). The ldaancept resumed in 2011 with the
chronological approach of the ‘Ancient China’ extidmn and masterpiece displays of
different material groups such as bronze, porcetaid jade. However, besides the long
practiced integration of masterpieces into the p@ent display (former concept) and the
design of two individual exhibitions (new concept)hird path would have been possible. At
the National Palace Museum in Taiwan, for example, display is organized consistently
into material groups; however, within the galleyiise object arrangement also follows a
chronological order. Furthermore, displays procé&edn the ancient past (bronze, oracle
bones etc.) on the first floor to decorative assuff bottles, curiosity cabinets) on the top
floor.°° With its dual display practice of a chronologigaith through Chinese history and
the separate display of masterpieces, the Natidigeum of China chose a new approach,

thereby aiming to fulfill its parallel assignmentas a history and art museum.

O2Lu Jry s A e IR 2R RN EAN R, IEAEIZ B RV, 7 (No. 30), see 6.3.2.

622 National Museum of China, “Ancient China.”
http://www.chnmuseum.cn/english/tabid/531/en/tdi2@/Default.aspx?ExhibitionLanguagelD=84 (accessed
April 10, 2012).

623 Exhibition of Chinese History 1998, Preface.

624 Capon 2002, p. 30.

2> Hamlish 1995, p. 29.
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Order of Display

Closely linked to the object selection is the ordérdisplay, which can follow thematic,
chronological or aesthetical considerations. Theciant China’ exhibition primarily follows

a chronological order; the sequencing of the exbibiwas nevertheless altered. Since 1959,
the chronological display of the exhibition has @anpassed the Marxist segmentation of
history with the addition of Maoist thoughts, whigras distinguished by the subsequent
phases: primitive society, slave society, feudaledy, followed by a semi-colonial and semi-
feudal period®® Each of these phases was subdivided further aicgprtb Chinese
dynastie$?’ This periodization continued during the apex of fultural Revolution and

only gradually lost in importancé®

In 2011, traditional chronology phasing of Chinésgtory was applied, which can be
read on the Chronology of Ancient Chinese Histdmgrt at the entrance to the exhibition.
The exhibits were arranged in eight sections grgiphe Chinese dynasties. Each of these
major sections was divided in subsections, feagurihe political and administrative
development, the social situation, economy, cultur@ ethnic minorities of the depicted time
span. With the exception of the first and last ¢epiother subsections were occasionally
combined. Comparing the section titles of the 26%hibition with the previous exhibition
outlines from 1958, 1971, 1981 and 1993, the falhgwindings can be made:

The first section of the ‘Ancient China’ exhibitios entitled Prehistoric Timesz
i} 1) and scheduled from approx. two million years sm@1™ century BC. In all previous
exhibition outlines, the title followed the Marxislassification of Primitive Society&{ 4+t
4%). The time span this section covers remained #mees with the exception of the 1958
Primitive Society Gallery g 45+t 2 [4%11E), which covered only the history from 500,000
to 50,000 years BC.

The second section of the ‘Ancient China’ exhilmtfeatures the Xia, Shang, Western
Zhou Dynasties (c. 21century—771 BC). In 1958, this section was cal#dve Society

% The semi-feudal and semi-colonial phase, also ritest as a period of foreign aggression and Old
Democratic Revolution (1840-1920). It was trangfdrto the display of the Museum of Chinese Revatuin
1984; cf. correspondence, staff member A, exhibitlepartment, NMC, September 12, 2009.

%27 Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.

%28 Zhongguo geming lishi bowuguan geming weiyuant@aill, Preface.
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Gallery (R4 2xB5%1H) and thereafter Slave Societ§i{(f4t<>: 1971, 1981, 1993),
respectively. Although, this heading followed thectalist periodization, from 1958 onwards,
traditional Chinese periodization was includedub seaders (e.g. Xia to Spring and Autumn
period: E £2%%k). The periodization of each section, however,edétl so that the Slave
Society in 1958 was defined from 2033 AD-475 BC and 993, from approximately 1
century—18&' century BC.

The third section of the ‘Ancient China’ exhibitiaepicts the Spring and Autumn
and Warring States Periods (770-221 BC), wherdapraVvious outlines referred to this
period as ‘Feudal Society¥{###2: 475 BC-1840 AD). In 1958, the exhibition outline
defined an early (Spring and Autumn Period-Qin Byna475-221 BC), first middle
(Qin/Han, Northern and Southern Dynasty 221 BC—B&Y, second middle (Sui- Yuan,
589-1368) and a final phase of feudalism (Ming @mp Dynasty, 1368—-1911). In the 1971
and 1981 outline, the display of the Semi-Coloraad Semi-Feudal Society: the Old
Democratic Revolution{-78 R Hb - 35 @ 4t 2 IH R 3 3 L ar iy i) succeeded as a final
section. In 1993, a conclusion followed immediat&fter the three main parts. The ‘Ancient
China’ exhibition of 2011 encompasses five mordises in accordance to the traditional

sectioning of Chinese history.

It becomes apparent by this delineation that tke@s@ng of the exhibition complying
with the Marxist distinction of historical eras primitive, slave and feudal society was
especially problematic for the display of anciertin@se history. Because of the disparate
distribution of exhibits, the permanent displaytlod third section depicting the feudal society,
originally made up three quarters of the whole bitiann, while the two other sections were
quite smalf?® In 1958, the curators managed to get by withahge third section by splitting
the feudal period into four equal partitions andngnaubsections, which then employed the
Chinese historical periodization. However, the Msinsubdivision remained decisive. In
2011, the Marxist theory no longer dominates trstohic periodization and the exhibition

returned to the traditional Chinese periodizatioocoading to dynasties.

% Li/Luo 2004, pp. 70 ff.
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Exhibition Design
Like the majority of galleries at the new museurne tdesign of the ‘Ancient China’

exhibition is rather simple and unornamented. Is\walged by more than one third of the
participants of the 2011 visitor survey as beirzglitional (see 6.2.4.). Throughout the entire
exhibition, a light color scheme evolves from bejg@nt on the walls to much lighter
nuances of white on the cloth-covered pedestadsintierior design of the showcases and on
the boards provided for exhibition texts. In costrdhe floor and the showcases are kept in
dark gray. The visitor's path meanders throughdxkleibition halls intersected by mounted
walls and showcases. Heavy wooden benches welchen@igitor to restfig 107. The
section titles are given in raised characters addb an exhibition wallqig. 104.

The set up with high ceilings appears spaciousilairto the preceding exhibition,
which was on display on two floors of the formeutowing [Fig. 112-113. Spotlights for
the objects are installed in the ceiling lamella am the showcases so that objects are lit
directly and shine as in the masterpiece exhilstiaiith the exception of only a few large
objects and models displayed on pedestals, therityapd exhibits are placed in showcases.
These display cases were especially designed édAticient China’ exhibition in only a few
different sizes. In rare occasions, showcases wexge to serve particular specifications.
Furthermore, display cases have been integratesveral partition wallsHig. 103. The
majority of freestanding showcases are scatteresuginout the center of the exhibition
galleries, following curatorial considerations mththan obeying structural ideas of the
interior designers, such as can be encountereleipérfect alignment of showcases in the
Capital Museum Hig. 114. By the predominant use of freestanding showgasies
exhibition design remains very flexible and capalfiswift alterations. A distinctiveness of
the exhibition, which can be encountered in thdieafion of mixed media showcases along
the walls of the ‘History of Beijing’ exhibition dhe Capital MuseumFjg. 115, however,

was not achieved.

At the first gallery, a sculpture reconstructing tBeijing Man Carrying a Deer’ and
an installation of a caveman’s dwelling represemins of a very limited set of three-
dimensional installations. In Section 4, copiedreéstanding terracotta warriors are framed
by a blow up image of the excavation site in thekb®oth installations serve as prelude for

the new section. Architectural elements and castfseof Tang horses are integrated in
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partition walls Fig. 105, 108 Furthermore, wooden scale models of early masfyinsuch

as the ‘Water Driven Armillary Sphere and Celes@bbe’ from the Northern Song, have
been skillfully designed according to contempordhystrations Fig. 106 109 and are
presented throughout the exhibiti&fi The former ‘General Chinese History Exhibition
incorporated various sculptures and history pagstioriginally made for the display. Already
in the 1990s this approach was cancelled. At the ‘Ancient Chmehibition the Beijing
Man remains the only reference of the former pecaéfi' Except for the rare installations
mentioned, the exhibition abstains from contexuiiadj objects in an artificial setting or from
creating the illusion of an interior setting, whicain be encountered in previous displays and,

for example, in the furniture exhibition of the Sighai MuseumHig. 116.

The unornamented exhibition design combined with type of illumination put the
object itself at the center. After the openinghad £xhibition in 2011, 26% of the participants
of the visitor survey stated that the exhibitionked Chinese, 37% opted for traditional, only

9% opted for modern, 7% for socialist and 6% fdelnational, respectively (see 6.2.4.).

Didactic Infrastructure
Text is one of the main media to transport the ags0f the exhibition. It is provided in

Chinese and in English introducing each sectiorithy, time span and description. In rare
cases, group texts incorporate various objectsrunigie topic. Every artifact holds a caption
giving a descriptive title, the period of productj@nd the date and location of its discovery.
In addition, some multi-media screens throughoetetkhibition halls provide the visitor with
supplementary object and background informationspile all these texts, the on-site
explanations for over 2500 objects, illustratingrenthan 5000 years of Chinese history are
provided on a reduced scale. This becomes espeeipflarent in comparison with other
exhibitions, which chronologically display the st of China. The ‘History of Beijing’
exhibition [Fig. 113 in the Capital Museum introduces not only a greatiety of
explanations for each object displayed, but it alstaposes the showcases with a timeline
depicting important historical events outside Chiira the National Palace Museum on
Taiwan, a similar timeline exists in the introdugtdoom, where images of masterpieces
from the collection have even been included. Irhloatses, the chronological display and the

media-mix provide comprehensive information anddgoce for the visitor, commonly

830 Exhibition of Chinese History 1998, p. 146.
831 Correspondence, Chen, Yu, curator, NMC, BeijingtoBer 15, 2012.
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applied in history exhibitions. It becomes apparagain that within the ‘Ancient China’

exhibition the aesthetic presentation exceedsxpkpation of the historical context.

The use of quotations plays a significant rolehim transportation of didactic messages.
Quotations were applied throughout the developnoérthe ‘Ancient China’ exhibition in
various forms. Therefore, they qualify to servesample for the analysis of change and
continuity of the didactic approach. In 2011, qtiotas were reduced to only two locations,
commencing and concluding the exhibition. The ma@lina in front of the exhibition halls

includes the quotation from Mao Zedorkad. 99:

MAR T AR, AT RIRIASEmM o720 B BHAKR Kt E.

From ancient times, our forefathers have labouieet] and multiplied on this vast territof$?

The exhibition concludes with an enlarged copy ofoviZedong's famous poem
‘Patio Spring Snow’ at the exit of the exhibitionhere a bookshop and a reading area are
located Fig. 117:

AEEXOE, T HRKE, TEREFEH. BRMAS, MHERTESE KM ET, BUREE. 15
Wi, JROEESR, SRR, SUH, BLORRE, oM. Thih 25,
SITBEMETEAT . 152 200K, WRAISCR: FERRIE, Mg, —fUREE,
e RS S ACRE. AR, BORAY, BFESH. °°

North country scene: / A hundred leagues lockeiden/ thousand leagues of whirling snow. /
Both sides of the Great Wall / One single white iemsity. / The Yellow River's swift current /
Is stilled from end to end. / The mountains datike silver shakes / And the highlands charge
like wax-hued elephants, / Vying with heaven intwgt / On a fine day, the land, / Clad in
white, adorned in red, / Grows more enchantinghis Tand so rich in beauty / Has made
countless heroes bow in homage. / But alas! Qimu&inig and Han Wudi / Were lacking in
literary grace, / And Tang Taizong and Song Taizdad little poetry in their souls; / And
Genghis Khan, / Proud Son of Heaven for a day, Koely shooting eagles, bow outstretched.
/ All are past and gone! / For truly great men dkao this age alon&*

Written during the Long March in 1936, Mao Zedorepidts his idea about China,
describes the beauty of the country, and refeis new historic interpretation by criticizing
historical figures and defining the end of feudatisty as the turning point in history. In his

%2 BRAR. BRAIRES %, PEEMMPEILT . —~L=/UFE+ B, cited after Chinese Communist
Party.“Mao Zedong: Selected Works.” http://cpc.deamm.cn/GB/64184/64185/66616/4488919.html
(accessed October 30, 2012); Mao, Zedong 1969)%. 3

833 Ancient China, exit area, ‘Patio Spring Snow’ poeihtvlao Zedong.

%34 Translation cited after Andrews 1994, pp. 230-231.
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view, the new era creates better heroes than tie&h history had brought up so far. This

poem found countless imitations and artistic inetgtions in the following.

The two quotations cited remain the only quotatiasithin the exhibition and frame
the display by Mao’s encounter with history. Fro859, the exhibition had included several
guotations reflecting the historical foundation @ mmunism as formulated by Marx and
Engels, Lenin and Mao Zedong, which is documentedarious exhibition outlines. During
the Cultural Revolution, the use of quotation wagsaheight. In the 1971 exhibition outline,
many quotations of Marx, Engels, Lenin, Stalin &hao introduced every principal section
of the exhibitior®®>> Most numerous were the quotations by Mao Zedony, tRe fewest by
Stalin (2). In the 1981 exhibition outline, quotats were reduced significantly by over 50%,
eliminating all quotations by Stalin. At this timéhe concept foresaw quotations from
Chinese history and the Chinese classics. By 1889 quotations from the classics were
eliminated®® by this time, citations were already reduced taoNZedong’s famous ‘Patio

Spring Snow’ poem and the following statement by bt the end of the exhibition:

AN RIRARTER L, FENR R, GFENF22 0. T, &
s AR E R SE R E AN AR A S B R s S, K
AR B Sz WAL T BIPhR L, RATN B4 LRSS, RN 2 i ™.
TR AR RIIEs), —A EEWF . %

Our national history goes back several thousandsyaad has its own characteristics and
innumerable treasures. But in these matters wenare schoolboys. Contemporary China has
grown out of the China of the past; we are Marixisbur historical approach and must not lop
off our history. We should sum up our history fr@uanfucius to Sun Yat-sen and take over this
valuable legacy. This is important for guiding tireat movement of today”

In summary, within the development of the exhiltchanging approaches in the use

of quotations are noticeable and can be analyzéallaws:

1) An increasing application of quotations includiragmious Socialist leaders from the
first display up to the Cultural Revolution canriiced.

5 n the last section of the exhibition (1840-191®)k quotations are not assembled at the beginhiug,
scattered throughout the exhibition, here only N@)and Lenin (2) quotations were found; Zhonggeming
lishi bowuguan geming weiyuanhui 1971.

3¢ However, in connection with the sculptures of Koind.aozi and Sunzi quotations were directly applie
(1993).

837 Cited after Mao Zedong. Xuanji#:. Di'er juan diyiban®s %% —Jit [Mao Zedong, Selected Works,
Volume II, First Edition] 1948, p. 522.

3% Mao Zedong 1965, p. 209.
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2) A decline in the use of quotations from Socialestiders commenced in the 1980s,
accompanied by the introduction of quotations frGhinese classics, however only
lasting until 1989.

3) A reduction to only two quotations of Mao Zedongwed already in 1989: First, the
‘Patio Spring Snow’ poem evoked patriotic feelingsd presented a strong attitude to
a change in historic interpretation by criticizinigtorical figures and welcoming new
heroes. The second quotation from Mao Zedong'scBaleWorks made a clear
statement for the Marxist approach in the integireh of Chinese history, even
playing on the theme of being “schoolboys” of tlesvrSocialist history writing.

4) The 2011 display includes the ‘Patio Spring Snoeem at the exit of the display and
a new quotation at the beginning of the exhibiti@oth quotations frame the
exhibition and address the visitor in Mao Zedonggdriotic voice. By the exchange
of the first quotation and placing the ‘Patio Sgrnow’ poem last, the attitude of the
address has changed. It does not stress a Martaspiietation of history, but praises
the achievements of the ancestors and the contamypoeroes. Though the order and
partially the content of the quotations have chdngjeey still adhere to the common
practice of Chinese museums to offer a quotatiomfMao as farewelf® At the exit,
the ‘Patio Spring Snow’ poem is accompanied by ghmting ‘The Yellow River’
(1973) by Yao Zhonghua, a further reference andbsynof the Chinese nation.
Remarkably is the instance that the first quotatinrthe map is not even attributed to
Mao Zedong any more. It indicates the popularitytteé quotation, which is still
remembered by the Chinese people. As various stefinbers mentioned, the
introduction of quotations was discussed controallys and not everybody
welcomed the placement of the ‘Patio Spring Snowém at the end of the ‘Ancient
China’ exhibition.

639 Denton 2005, p. 61.
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Summary
The ‘Ancient China’ exhibition emerged from a we#itablished history exhibition, which

started in 1959 and was amended over the yeafsough the overall theme of the display is
to present a chronological path through more tf@005ears of Chinese history, nevertheless,
the opening of 2011 saw not only the title but als® focus of the exhibition experiencing
fundamental changes. The new display presents rpestes of Chinese culture arranged in
chronological order and in thematic subdivisiongalitics, economy, culture, ethnic religion
and foreign exchange. Within these themes, spémtals is on the economic and cultural
development, which the artifacts illustrate best. domparison with the ‘Road of
Rejuvenation’, the ‘Ancient China’ exhibition antbk ipredecessors seem to have always
focused more on the object itself than on ideolaigéxplanations. One of the major reasons
for this approach might be the availability of ppednantly high-class masterpieces, which
were collected for their historical as well as tresthetical value. These artifacts seem less
capable for the illustration of political ideas, @sects specifically collected for this purpose
by the ruling government. The historical perspexti¥ the exhibition has changed as seen in
the use of terminology, the elimination of quotaticof socialist thinkers and leaders, the
relinquishment of history paintings and sculptueesl in the explicit return to traditional
Chinese chronology for the segmentation of thelatibn. The quotation at the entrance and
Mao’s ‘Patio Spring Snow’ poem at the end of thaibiion represent two reminders of the
former display and serve to awaken patriotic feginPAn explicit design, a clear structuring
of the exhibition and a didactic program mainlyyned on limited text explanation altogether
illustrate that the new focus is clearly set onpbeception of the object itself. Furthermore, it
answers the visitor's desire to see an exhibitadnhistory and art, which were both rated
favorites in the comprehensive museum survey of3200The new focus delineates a
development of the self-image of the museum, witiad for many decades stressed the
historic progressiofi*! In the new display of the ‘Ancient China’ exhibiti, the historical

presentation and the appreciation of the artifeet@ath incorporated.

849 Hao/Huang 2005, p. 14-15.
%! |nterview, Chen, Yu, curator, NMC, Beijing, April 21, 2011.
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3.4.2.The Road of Rejuvenation

Chronology
The ‘Road of Rejuvenation’ exhibition is tied to hastory of alterations, closing and

reopening in order to adjust to the official pdnte. Initially, the exhibition was scheduled to
open with the new museum building on October 19196wever, on September 20, Premier
Zhou Enlai criticized that the display would noftffeuently emphasize the ‘Red line’ and
Mao Zedong's Thought¥? The revision took many months and was executeddipus
committees with Deng Xiaoping inspecting the eximini and giving his final approval for
the opening on May 16, 1961. On July 1, 1961, aterost two years of searching for the
right display, the exhibition of the Museum of Cése Revolution formally opened to the
public on the 48 anniversary of the foundation of the CCP depictihg ‘History of the
Chinese Revolution’ ' [E 7 52) from 1840 until 19487 Within the next decades, the
display of the Museum of Chinese Revolution expergel periods of openings and closings
accompanied by various phases of restructuringatt closed in 1966 during the heyday of
the Cultural Revolution and after a series of opgsiand closings it opened again in 1879.
After another revision period starting in 1988was reopened in 1990. In 2001, the display
of the Museum of Chinese Revolution closed for gold February 2007, the unified
museum shut down for renovation followed by theadace of the entire museum. On

October 13, 2007, an interim exhibition called ‘Ba# Rejuvenation’ £ < i) was held

in the Military Museum, for the first time underighname Fig. 117.%*° This exhibition
encompassed 630 (sets of) artifacts and 760 iitistrs®*® The design and content were
altered in February 2008 when 9 artifacts and 184trations were added, some installations
redesigned and some new display cases introdi€&specially Part 2, ‘Search for National
Salvation’, experienced the modification of conteRbr the foreign visitors, English

translations of the introduction, section desaonipsi and captions as well as audio-guide tours

642 Johnson, lan, “At China’s New Museum, History T@&esty Line.” The New York Times, April 3, 2011;.Cf
Andrews 1994 and Hung Chang-tai 2005.

643 Denton 2000, p. 208.

844 Johnson, lan, “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.
#5Fuxing zhi lu 20075 22 %, KA Y T 1E il 20074 10 A 25 H [work report of the large scale ‘Road
of Rejuvenation’ exhibition, October 25, 2007].

4®Euxing zhi lu 2007.

®7Fuxing zhi lu 2/20085 M %, KRE Y T/ERMiH 20084E 2 A 25 H [work report of the large scale
‘Road of Rejuvenation’ exhibition , February 2503

- 152 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

and films were include@?® In 2007, CCTV broadcasted a series of six docuanist
following the outline of the exhibitioff*® In October 2009, the first part of the renovated
museum, the reinforced north wing, opened with tiew display of the ‘Road of
Rejuvenation’ exhibition on the BGanniversary of the People’s Republic of China. ldeer,
only three months later, the exhibition had to besed for necessary amendments to the
architecture and the displdy° The exhibition was changed and only reopenedhie for the

Chinese spring festival in February 261.

For the analysis of the new display, photographocudnentation, exhibition texts,
staff interviews and visitor surveys were availalllae major sources for comparison were
provided by the well-documented exhibition of 20@7he Military Museum and the 2009
exhibition prior to restoration as well as by extsrof the work reports from 2007 and 2008.

Description
The ‘Road of Rejuvenation’ exhibition expands o&&00 m? on two floors within the

premises of the former museum space in the rendvaigh wing. The exhibition picks up
the historical thread from the ‘Ancient China’ elition, featuring Chinese history from
1840 until today. The exhibits are arranged chrogicklly into five main parts, each of
which is subdivided in up to four sections. A teota-colored wall relief depicting ‘Ancient
Civilizations — Brilliant Today' ¢ f3CH 4 H#JE) of 2009 by Tian KuiyuH ZE & (b.
1954) leads to the entrance of the exhibition. Raittustrates how ‘China is reduced to a
semi-colonial and semi-feudal status’ in the milf ¢@ntury. It depicts ‘The world and China
before the Opium War’ (Section 1), ‘The invasionGifina by imperialist powers’ (Section 2)
[Fig. 118-12( on the first floor and ‘The struggle and the aemikg of the Chinese people’
(Section 3) on the second flodfi§. 121. Part Two, entitled ‘Looking for a way to saveeth
nation’, focuses on the ‘Early attempts to find aywout for the country’ (Section 1), ‘The
Revolution of 1911 overthrows the feudal monarc{8géction 2) Fig. 122-127 and ‘The
failure of the Revolution of 1911 and the rise loé tNew Cultural Movement’ (Section 3).
Part 3, labeled as ‘The Communist Party of Chikagaon the historical burden’, features the

Chinese Communist Party’s search for a way to take leading role and the creation of

8 Fuxing zhi lu 3/2008a% % i, KR @Y T/EfE R 20084 2 A 25 H [work report of the large scale
‘Road of Rejuvenation’ exhibition , March 1, 2008].

849 Cf. CCTV, “Fuxingzhilu.”

http://finance.cctv.com/special/C19478/200709285B8¥1shtml (accessed October 30, 2012).

% nterview, Stephan Schiitz, architectural desigmp gBerlin, October 26, 2009.

%! Magazin fir AuRereuropaische Kunst und Kultur 2QdM,98-99.
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China under party rule: ‘An earth-shattering evéBection 1), ‘Searching for a new path for
the Chinese Revolution’ (Section 2), ‘The towestEngth in the people’s War of Resistance
against Japanese aggression’ (Sectiorig) [L28-134]and ‘Struggling to create New China’
(Section 4) Fig. 135] Part 4 features ‘Building a new socialist Chiaad is subdivided into
‘The Chinese people have stood up’ (SectiorFig.[136-139)] ‘Setting up the basic socialist
system’ (Section 2), ‘Setbacks and progress inekgloration of socialist construction’
(Section 3), ‘Enhancement of China’s internatiosédnding and improvement in its
international environment’ (Section 4). Part 5 ispthyed on the first floor and entitled
‘Taking the path of socialism with Chinese charastes’. It features the development of the
People’s Republic of China from the reform and apgrup policy, which started in 1978
until the most recent developments. The displaguisdivided into the following sections:
‘Ushering in a new era of development in the cowfsgocialism’ (Section 1)Hig. 140-141,
‘Opening a new chapter in reform’ (Section 2), ‘@peg up and modernization’ (Section 3)
[Fig. 142-143, ‘Opening a new chapter in building a moderatetgsperous society in all
respects’ (Section 4). The exhibition ends witlelgef entitled ‘Ode to the Motherland’ (2011)
by Tian Kuiyu and others, which depicts differeabple of the Chinese nations similar to the
theme of the entrance relidfif). 144-145%.

Throughout the display, each part and section esiged with an introductory text.
Relics and documents from time witnesses, whictewetlected in association with the CCP
history, the civil war, the foundation of the PemiplRepublic of China and Mao Zedong as
leader, form the core of the exhibition. They acnplemented by history paintings and
sculptures featuring important historical eventhe Tmajority of exhibits are displayed in
showcases along the gallery walls; paintings amé&d and directly applied to the wall, and
sculptures often take a central position within thénibition galleries. In the showcases,
diverse objects are arranged together with blowphptographs and captionEig. 127.
Numerous blowups of contemporary photographs ickoknd white and later in color are
clustered along the walls, providing an illustrgtirame for the memorial exhibits and
serving as a dominant feature throughout the etbibi Several sculptures and paintings
initially produced for this and earlier exhibiti@etups illustrate scenes of Chinese history in
a dramatic gesture and set emotional accents wilten display Fig. 123, 128 An
installation of the Tiananmen on the second flquaces the visitor at the scene of the
foundation of New ChinaHig. 136-137. It allows a view of Tiananmen Square visible
through the only uncovered window of the exhibitiéndaring mix of diverse exhibition
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objects, pared with sculptures, oil paintings, blogvpictures and other didactic material is
applied throughout the exhibition. Furthermore, timmledia screens, illuminated maps, and

interactive media stations introduce the latestlali exhibition technology.

Theme
During the last decades, the ‘Road of Rejuvenatexfiibition was renamed several times.

The first exhibition of the Museum of Chinese Renimn was entitled ‘History of Chinese
Revolution’ (- [E %4y 5). After the Cultural Revolution, the name of thehibition was
changed to ‘History of the Chinese Communist Parfyeriod of Democratic Revolution
Exhibition’ (FF 35 5% 7 SL R 51 R B *°% in 1990 it regained its original
name. From 1996 to 2007, the exhibition was eutitModern China’ {T/t 1 [H) .°>3Since
its interim display at the Military Museum in 200the exhibition has used the current
Chinese title ‘Fuxing zhilu'(& » 2 #), which was officially translated to ‘Road of
Rejuvenation’. The refraining from the referencetlie ‘Revolution’ in the title indicates a
change to a less militant approach of the exhibitidowever, is this development also

reflected in the thematic choice of display?

The ‘Road of Rejuvenation’ in 2011 displays thetdrg of China from the first Opium
War (1839-1842) until today. The coverage of mostent events illustrates a change in the
exhibition outline. When the exhibition initiallypened to the public in 1961, it followed a
partition of recent history into three periods lwhee Mao’s Thoughts: the Old Democratic
Revolution (1840-1919), the New Democratic Revolut{1919-1949) and the socialist
period (since 1949). The focus of the display, hoave was on the New Democratic
Revolution and the rise of the CCP, which was itlted by over 3600 artifacts taking up
three quarters of the total exhibition space of 4b%%* From 1959 to 1997, the focus
remained primarily on depicting the history of tR&CP and events between 1921 and

1949°° Since 1998, artifacts from thé General Chinese History Exhibition enhanced the

period from 1840 to 1926°, however, no reference of the time after 1949 inelsided. For

many decades, official historians have been relidtaapproach events after the foundation

652 Correspondence, Chen, Yu, curator, NMC, BeijingioBer 15, 2012.

653 Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.

54 Hung, Chang-tai 2005, p. 929.

85> Correspondence, staff member A, exhibition depantnNMC, September 12, 2009; interview, Chen, Yu,
curator, NMC, Beijing, October 15, 2012.

85 Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.
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of the People’s Republic of China, as the mastematiae for this period seemed not to have
been decided abodt’ The display and ample inclusion of contemporamgnés in 2011, not
only describe a change of historical focus, it miglso be encountered as a general trend of

more openness starting in the 1980s.

To further analyze the general theme of the 20Xkblay, the English preface and

afterword of the exhibition are quoted in full lehg

[Introduction] The Chinese nation is a great natidrose people are industrious, courageous,
intelligent and peace-loving and have made inctedibntributions to the progress of human
civilization. For generations and generations thin€se people have been pursuing a dream of
national strength and prosperity. “The Road of Refpation” is a permanent exhibition
showcasing the explorations made by the Chinespl@ad all walks of life, who after being
reduced to a semi-colonial, semi-feudal societgestihe Opium War of 1840, rose in resistance
against humiliation and misery and tried in evergywossible to rejuvenate the nation. The
exhibition also highlights the glorious history ©hina under the leadership of the Communist
Party of China (CPC), in which all the ethnic greumined forces to achieve national
independence and liberation and strove buildingtrang and prosperous country for the
wellbeing of the people. The exhibition therefoleacly demonstrates the historical course of
the Chinese people of choosing Marxism, the CPE€, dbcialist road and the reform and
opening up policy, and China’s firm determinatiam building socialism with Chinese
characteristics through adherence to this greahdrarthis special road and this theoretical
system. Today the Chinese nation is standing firithe east, facing a brilliant future of great
rejuvenation. The long cherished dream and aspiraif the Chinese people will surely come
to reality.

[Afterword] Over the last hundred years and moitee Chinese people have written a
magnificent epic of solidarity, struggle, self-impement and resilience. Since the founding of
the Communist Party of China ninety years ago, utlde strong leadership of the CPC, our
great nation has successfully achieved many histdranges: from a semi-colonial and semi-
feudal society to a brand new society of nationdependence and rule of the people; from
new-democratic revolution to socialist revolutiondaconstruction; from highly centralized
planning economy to vibrant socialist market ecoypormmnd from semi-closure to
comprehensive openness. History has proven, tithbutithe CPC, the People’s Republic of
China would never have come into being, nor wowddadism with Chinese characteristics;
socialism is the only way to save China, and refantd opening-up is the only way to develop
China, develop socialism and develop Marxism. Standn this new historic point and facing
the future, one cannot but feel the weight of noigsipon our shoulders. We shall closely unite
around the CPC central leadership with Hu JintaitsaSeneral Secretary, hold high the banner
of socialism with Chinese characteristics, folloke tguidance of Marxism-Leninism, Mao
Zedong Thought, Deng Xiaoping Theory and the InguriThought of “Three Represents”,
carry out the Scientific Outlook on Developmentrthahly, join efforts to forge ahead and
persistently strive for the great goals of impletivanthe 12th Five-Year-Program and building
a moderately prosperous society.

7 Strauss, Julia 2006, “Editor’s Introduction: Ina8eh of PRC History.” In The China Quarterly, 2008).
188, p. 859.
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Besides the awakening of patriotic feeling throtigg glorification of the Chinese people,
the nation and their achievements, these exhibitexts clearly reveal continuity in the
thematic approach following earlier exhibition angls. The main narrative illustrates the
development of Modern China under the guidancehefGCP and based on the theoretical
framework described as Socialism with Chinese aertics®® Following this ideological
frame, Chinese history is portrayed as progresooiety and of a people freed from imperial
suppressions. Furthermore, it takes up the thenmatidnal unity. These findings match the
resolutions of the mid-term revisions in the ‘RaddRejuvenation’ exhibition of March 2008,
which was to build the basis for the display in thaovated museufii® It was determined
that the exhibition should be reconstructed respgcdhe previous exhibition, under the
guidance of the above stated ideological framevamdk remaining the exhibition outline with
five parts, all units and groups. Only those madifions were allowed which would enrich

the new display®® This approach served the following:

DIE 7 E . BEAREE, /NFEIBA AR BN S, RS SL
BHER I, RIE-LIAEH ... BS (X)) SRR, Fesihh R ik, i
SCAE K, BRI AR R, ©%

Under the guidance of Marxism-Leninism, Mao Zeddimgpughts, Deng Xiaoping Theory and
the important thinking of “Three Represents” theestific concept of development has to be
thoroughly implemented. According to the ideasiwf Seventeenth CCP National Congress,
the basic exhibition of ‘Road of Rejuvenation’ slibbe arranged and prepared correctly in
order to contribute to the historical significant®,enrich the cultural variety and to enhance
the sense of the spirit of the time.

In the succeeding work report of September 20@8r¢Bolutions were specified:

(BXNZH) MEAMIINFER TSR, 2AETEIMIATR T EEAL, LRI,
HEZRAZ IR RS, A2 (R R 38R W A7 E AR L, BEXHEY)
TEBRSI AN, JRA T RAE, AT RA R AA R RE KGR . *2

The design proposal of the content of the ‘RoadRefuvenation’ exhibition is under the
instruction of the Central Propaganda Departmeth@{CCP, which dictates no changes in the
motive, in the orientation, and in the frameworktié exhibition. Based on the design and
organization of the Road of Rejuvenation exhibiti@n detailed plan for the alteration is

%8 This includes Marxism, Mao Zedong Thoughts, Derigoling Theory and the important thinking of "Three
Represents”.

®9Fuxing zhi lu 3/2008b M %, KA U5 TRk 20084F 2 H 25 H [work report of the large scale
‘Road of Rejuvenation’ exhibition , March 17, 2008]

8% Fuxing zhi lu 3/2008b.

%1 Fuxing zhi lu 3/2008b.

2 Fuxing zhi lu 9/200858 Y #, KA Wi TAEfi 20084F 2 A 25 H [work report of the large scale
‘Road of Rejuvenation’ exhibition , September 2902].
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executed, which refers to the extension of thelatibh space, the retaining of actual motif, the
shortcomings of the original design and the lordyeation of the renovation.

These statements determine the exhibition in idgodd, thematic and structural
continuity of the former display and only allow iexpansion in scope. This expansion,
however, included the contemporary history sincé9]1@omprising almost two entire parts
of the five main divisions. For this significantlargement, a feasible historical approach had
to be found in the discourse of contemporary hystém his essay “From Revolution to
Modernization: The Paradigmatic Transition in ClsmeHistoriography in the Reform Era”,
Li Huaiyin describes the transformation of the &s@ master narrative from a revolutionary
to a modernization approach, which became strodgeng the reform era of the 1980s and
1990s°® This new narrative tends to either ignore or ddappthe role of Communist
Revolution and class struggle; furthermore, Chirteaditions such as Confucianism play a
new part in the modernization theory and a shiitrfrpeasant history to urban history is
noticeable?® Like the revolutionary approach before, the moitation approach has a
strong teleological alignment, explaining histosy @ successive line of improvemé&htin
his analysis, Li Huaiyin compared the two approached their interpretation of the 19
century Western presence in China: The traditioesablutionary narrative describes Western
imperialism and the humiliating occupation of 1849 the root for the decline of China.
Foreign institutions and investments are intergtetes being obstacles for Chinese
independenc&® It was the revolution, which allowed for moderriaa.®®” In contrast, the
modernization narrative stresses the stimuli obmmefas created by Western imperialism in
China and that the reason for the fall of the Qlimgpire was its own backwardness. This
viewpoint pictures the negative effects in the shan but the positive effects in the long run.
In the Shanghai Municipal History Museum the digplahich is housed at the base of the
oriental Pearl Tower, seems to take the moderoizatieory into account by not offering a
revolutionary line of development, but rather a talggc imitation of Republican Era
Shanghai with miniatures and models, depictinghégday of its commercial and capitalist
past in a positive light. Here the interpretatidrhistory occurs to be developed unimpeded

by the official party lin€® In the 2011 ‘Road of Rejuvenation’ exhibition, tmedernization

€53 i, Huaiyin 2010, p. 348.
€54 i, Huaiyin 2010, p. 355.
€55 i, Huaiyin 2010, p. 350.
8% | i, Huaiyin 2010, p. 350.
87 Li, Huaiyin 2010, p. 351.
%% Denton 2005, p. 59.
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theory is not apparent in ‘The Invasion of Chinalimperialist Powers’ (Part 1 Section 2),
but rather a clear statement for the revolutionapproach is given. This continues
throughout the first part of the display. The explgon to Part 3, ‘The Communist Party of
China takes on the historical burden’, even managesbscure the Western origin of
Marxism as follows: “The imperialist power’s invasi shattered the dreams of learning from
the West. The October Revolution in Russia sentxiar to China and caused progressive
Chinese to turn their attention from the West t® Bast and from bourgeois democracy to
socialism” (Section 1). Like the 1961 dispf&; the first part of the new presentation
continues to explain history as an ongoing revotutnd the struggle of the Chinese people
fighting under the leadership of the Communist Yagainst the warlords, the nationalist
party and the Japanese invaders. It also depietsfthal success with the establishment of
the People’s Republic of China and states the mynod Communist Revolution to modern
Chinese history’® However, the theme of Western colonial suppresg@pium War), with
which the exhibition commences, has been alterndtethe 2007 display at the Military
Museum this thematic approach was depicted compsaredy, even including original ruins
from the Old Summer Pala®&s which had been destroyed by European troops6é0 JEg.

144. In contrast, the new display appears reducestate and in emotionality.

The display featuring ‘Building a New Socialist @ai (Part 4) and ‘Taking the Path
of Socialism with Chinese Characteristics’ (ParteX}ends the exhibition scheme to the
period after the foundation of New China, in whible revolutionary approach seems to have
been applicable only with difficulty. Especiallyettpost-Mao reform period can hardly be
described as a sequence of revolution and revalamtyothoughts and assumingly a new
approach had to be found. Would it be within thesets of the exhibition that the
modernization theory described by Li Hualyin wagliemented? By analyzing the section
texts, it becomes clear that the achievements lamgrogress in societal development under
the leading role of the CCP are central to the ggad narrative. A transition from the
revolutionary to the reform approach can, indeednbticed. However, a reflection on the
historic catastrophes of the 1950s and 1960s hagxists. Although the section entitled

‘Setbacks and progress in the exploration of s@tiatonstruction’ indicates that not

€9 Correspondence, staff member A, exhibition depantmNMC, September 12, 2009.

7% Denton 2005, p. 59.

"1 1n 1860, British and French troops looted and bdrdown the Old Summer Palaces (Yuan Ming Yuan)
during the Second Opium War. Many artifacts weotest and transferred to Europe.
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everything about the past was glorious, the vissearches in vain for events like the great

famine or the Cultural Revolution in the introdugttext of the section:

[Introduction Part IV Section 3] After the estahlisent of the socialist system, New China
entered a period of socialist construction in edpects. The CPC led the people of all China’s
ethnic groups to painstakingly explore the lawsadialist development, and clearly set forth
the great goal of achieving the four modernizatiofsey developed their self-reliance and
overcame hardship in the course of creating anpeéent and relatively comprehensive
industrial system and economical system, which kidrucial foundation of material and

technology for socialist modernization.

The text only praises the progress, just mentiotiieg‘overcoming of hardship”. The
exhibition itself apparently presents one photofraepicting the reviewing of the Red
Guards and the masses at Tiananmen Square duan@uitural Revolution. According to
Kirk Denton, already in 1990, the curators propoaaduch franker look at problems of the
decade from the late 1950s to the 1960s for tha@ladisn preparation, which, however, was
rejected by the authorities. For the 2011 displlag,curators made a similar attempt, arguing
that after so many decades, these events couldbenet threat to the party’s authorfty.
However, their proposal was once more declinedrdéing debates with the Ministry of

Culture®”

The decades after the opening and the introductionarket economy are described
in the 2011 display as a period of successful nefbased on Deng Xiaoping's Theory,
striving to create socialism with Chinese charasties [Fig. 141]. This period is illustrated
by events such as the successful space programettira of Hong Kong and Macao to the
People’s Republic of Chindig. 143, the Wenchuan earthquake measures, the 200 eiji
Olympics [Fig. 143 and the 2010 Shanghai Expo. However, how couldl itteas of
globalization and market economy be implementedha socialist master narrative of an
ongoing struggle and a revolution of the workingssl? In the afterword of the exhibition,
socialism, reform and opening-up policy are defiaedn alliance to save and develop China,
“which would continue its victorious path under thde of the CCP”. The new display

remains to be based on the master narrative onceufated by the CCP and still well

672 Johnson, lan, “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.
673 Johnson, lan, “At China’s New Museum, History T&esty Line.” The New York Times, April 3, 2011.
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established within the official historiography. Hiscal progress is described as a succession
of victories; however, the formerly dominant rewauary element is de-emphasized. What
Kirk Denton stated in 2005 still seems to be vaii@011: “Conventional socialist narratives
of martyrdom and revolutionary liberation have dappeared by any means, but they are
being reshaped to downplay class issues and tonkézg commercial interests, a work ethic

ideology and nationalisnf”

Object Selection
The ‘Road of Rejuvenation’ features the collectiohthe former Museum of Chinese

Revolution including historical documents, natiorsgimbols, weapons, material culture,
personal belongings of political leaders and phaipls, predominantly from the "19
century until today. The current exhibition dis@ay280 (sets of) artifacts and more than 870
documentary photograpf§. Although the majority of the objects that had beesiuded in
the former display have remained, there are majgctsoon display for the first time due to
the extension of the exhibition scoP@In total, 560 (sets of) objects were added to the
previous display, of which more than 140 (sets) fast-rate classical artifacts or cultural
relics from the museurfi’”” Furthermore, over 130 photos and 27 works of arevadded’®
Among the highlights there are relics relating e thistory of the Communist Party, for
example, a copy of the Communist manifesto of Shan(l920), relating to political events
such as the 21 demands of the Japanese of 191dnoeraing revolutionary uprisings and
relating to the lives of political leaders. Seveshjects and photos illustrate Mao Zedong’s
primary role, his work and life. Although still nrous throughout the exhibition, they do
not have the same dominance as in the previousaglisphen, for example, a huge bust of
Mao Zedong welcomed the visitor at the entrancthéodisplay’’® In 2008, a full-size Mao
sculpture still greeted the visitors in the entedall of the Military MuseumHig. 67,
where the temporary display of the ‘Road of Rejatem’ exhibition was presented from
2007 to 2009. The display of 2011 also includeswdpsure of Mao Zedong, however, in a
less prominent position within the exhibition deypl[Fig. 135. The first exhibition was of a

predominantly militaristic nature featuring prolésam weapons such as knives and axes used

674 Denton 2005, p. 43.

675 Correspondence, Chen, Yu, curator, NMC, BeijingioBer 15, 2012.

676 Zhu, Linyong. “The twists and turns of a new raih the past.” China Daily, October 1, 2009,
http://cblog.chinadaily.com.cn/blog-165757-5376%nMhaccessed October 30, 2012).

7" Fuxing zhi lu 9/2008.

78 Euxing zhi lu 9/2008.

6 Hung, Chang-tai, p. 929.
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by workers during urban uprisings and peasants mem&s®® In the exhibition of 2011,
simple weapons are still delineating, for examghe, Nanchang Uprising of 1927. Displays
of weapons are often related to the presentatiospetific rebellion leaders, such as the
sword of the ‘Heavenly Prince’, Li Xiucherg 75 i (1823-1864), a loyal military leader of

the Taiping Uprisings.

In addition to the display of material culture, pbgraphs, oil paintings and sculptures
configurate the new exhibition. Photographs illastrg contemporary events provide the
main structuring feature of the exhibition. Thesages count as a group of exhibits in their
own right. Their importance is revealed by the fawt in 2008 only 9 artifacts but 131
photographs were added during the improvementidartterim exhibition in the Military
Museum. Furthermore, oil paintings and sculptuegture important events and specific
turning points of Chinese history, such as uprisingpmbats, conventions and Chairman
Mao making decisions. These stately commissiongtiogks, some of which have become
the most recognized paintings of modern China, vexecuted by contemporary artists in
preparation of the first display during the 1960d 4970s, as well as for the reopening of the
museum in 2009. Material, themes and schemes ateginin the 19 century French history
painting tradition of revolutionary and heroic styf Jacques Louis David, for example, and
were transmitted via the artistic practice of Soweissia® In the new display, a copy of
‘Lenin Proclaiming the Founding of the Soviet Goweent’ of 1947 by Vladimir Serov
(1910-1968) is included. This oil painting, whichdhalready been on display in 1961, is
mounted in a heavy gilded frame and depicts thebéshment of Communism in Russkg.
124). Material, style and content of this work are fgerations for the Chinese history
paintings, the first series of which was predomilyamimplemented by Chinese artists who
were influenced by Soviet Russia or even trainedeff? These pieces of artwork continued
to be executed in an overdramatic manner and withreative content; however, they often
incorporated some elements of traditional Chinesatimg. This can clearly be seen in the
famous 1953 painting, ‘The Founding Ceremony’, bgn® Xiwen, which apparently

employs elements of Chinese New Year paintiffig. [137.°%

%80 Hung, Chang-tai, p. 930.

%1 Denton 2000, p. 206; Andrews 1994, pp. 236 ff.

82 Andrews 1994, p. 238.

%3 Cf. Feng Linggang, Description of the painting éMRounding Ceremony,’ The National Museum of China,
http://www.chnmuseum.cn/english/tabid/549/Defasfx?AntiqueLanguagelD=2421 (accessed October 20,
2012).
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The oil paintings on display today depict varioheries such as the ‘The Nanchang
Uprising’ &t X of 1957 by Li Binghong® ki (1913-1986 , Mao Zedong as a
leader in ‘For Truly Great Men Look to This Age Al X A& E 4 ) of 1977 by
Jin Shangyi [Fig. 134, or the ‘Capitulation of Japan to China in Nagjian September 9,
1945 (A —TFua -+ HEIA SLH LR of 2003 by Chen Jial#k"% (b. 1951) Fig.
132-133. For many of the early works, Kirk Denton hasladged themes such as the crossing
of rivers and mountains, the movement of the masseswell as the depiction of
intellectuals’® The crossing of the Yellow river seems to be nsystbolic for the Chinese
culture; Denton interprets it as the idea of cmgsirom the past to the futuf& The
paintings of the 21 century are in strong reminiscence of the formerks, in some cases
hardly distinguishable from the paintings of theieaprogram®® The previously mentioned
painting depicting the Japanese Capitulation bynChan, for example, is executed in photo-

realistic style, but the composition follows thenfer history painting tradition.

Excepting a few sculptures, such as ‘Hong Kong Sea8trikers’ of 1959Hig. 124,
or ‘Difficult Tales’ of 1956 both by Pan Hg %3 (b. 1925), the majority of the sculptures
have been designed for the exhibition in 2009, rmoptessive being ‘Flesh and Blood Great
Wall' (ML) by Ye Yushar-#i1ll [Fig. 128. This installation is an interpretation of
the sculpture with the same title by Hou Yimin exted for the Modern China display in
1989. In the 2007 interim exhibition of the MilaMuseum, a lot of original sculptures and
oil paintings were still on display. Having becomkassics illustrating the majority of
Chinese textbooks, many were included in the Mpsees Exhibition at the Central Hall in
2011. If ever an oil painting was indispensabletha ‘Road of Rejuvenation’ display, its

reproduction is presented, for example with “Figbtin Northern Shaanxi# /% Bk]t) of
1959 by Shi Luf7 & (1919-1982).

Order of Display
In the exhibition of 1961, the display of the Olderocratic Revolution (1840-1919)

included seven major events: the Opium War, theimgiRebellion, the Sino-French War,
the First Sino-Japanese War (1894), the Reform kheve (1898), the Boxer Uprising and
the Revolution of 1911. The New Democratic Revoluit{1919-1949) was divided in five

%4 Denton 2000, pp. 211 ff.
%% Denton 2000, pp. 211-212.
686 Andrews 1994, p. 238.
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episodes, beginning with the establishment of t&# €1921), the First Revolutionary Civil
War (1924-1927), the Second Revolutionary Civil ilgd27-1937), the War of Resistance
against the Japanese (1937-1945), and the ThirdlRenary Civil War (1945-1949}’
Furthermore, a display of the Socialist Periodccitee achievements of the new People’s
Republic of Chin&% The focal point of the exhibition was the secomésge depicting the
revolutionary events, which lead to the establishinoé the People’s Republic of China. The
third section was omitted for the display, not tedse to the fact that many of the role
players of this period were still alive and thae tmaster narrative was still a subject of
change. The Revolutionary events followed the casitjpm of the Russian model, which was,
for example, provided in the National Museum of &ation on Gorki Street in Moscow.
Here the Bolshevik revolution was chronologicallyided into four periods: 1. Stage —
Russian society before the October Revolutiont2g&— prelude to the revolution, 3. Stage
— the revolution itself, 4. Stage — constructionso€ialism following the revolution. In the
‘Road of Rejuvenation’ exhibition of 2011, thesejonasteps of periodization can still be

found.

The exhibits are arranged in chronological ordére Fnain parts, up to five sections
and specified groups segment the display of reCéimiese history. The current division of
the ‘Road of Rejuvenation’ exhibition into five paualso reflects the traditional subdivision
in the Old Democratic Revolution and its failureafP1 and 2), the New Democratic
Revolution and its Success (Part 3) and the setigeriod (Part 4 and 5). The Old
Democratic Revolution describes China as fallingp ia “semi-feudal and semi-colonial
status” and the first unsuccessful attempts to faw@ation. Similar to the original display of
1961, Part 3 starts with the focus on Soviet Russaintroduction of Marxism to China and
the formation of the CCP, which is defined as “eamth-shattering event” (Section 1). The
copy of the previously mentioned ‘Lenin Proclaimirtge Founding of the Soviet
Government’ by Vladimir Serov introduces the sattioist as in 1963%° In many instances,
the previous exhibition and order of objects weeinstated. However, the installation
documenting the site of the first party congresSianghai, which was still on display in
2007, is not to be found any more. The historicaéneés continue to be displayed in

chronological order, following the master narratitaking the visitor by the hand and leading

7Hung, Chang-tai 2005, pp. 926-927.
8 ung, Chang-tai 2005, pp. 926-927.
%9 Hung, Chang-tai 2005, p. 930.
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him through a history pathway, as the title of tehibition indicates. However, the

established exhibition also leaves the visitor withchoice but to follow the entire pathway.

Exhibition Design
The exhibition offers a very vibrant and diversespiity including historical artifacts,

sculptures and oil paintings, photographs, mod#isge-dimensional installations, and
multimedia terminals in a mixed setting. The adiféaare mainly presented in showcases,
above which rows of photographs are displayed aloitly intermittent large-scale history
paintings. The basic color scheme of the exhibitsoconstituted by differing shades of gray.
In addition, separate wall elements are paintadous bright background colors in order to
highlight the exhibits and to create a more intiemgssetting.

Photographs are a main structuring feature of thplal. These primarily black and
white images are mounted on boards in innumeralrhadts and measure up to at least one
meter in width Fig. 129. They depict contemporary events and portraitsrofccompanied
by an explanatory text underneath the image. Tliferdnt sizes of the boards and the
scattered display leave a remarkable, occasiomayn chaotic impression. In some cases,
the variation of size is intentional. This can beauntered, for example, in a gallery of
portraits, in which Mao Zedong’s photograph is aoly singled out but is also much larger
than the othersHig. 127. Here, the singling out of Mao’s depiction becarespecially
apparent as it creates a gap in the otherwise aenpbws of portraits. The application of
photographic illustrations for underlining of histothemes is a practice well established by
history museums worldwide. The photographs wereadly shown in the preceding
exhibitions of the National Museum of China for ex#e in the 2001 displayr|g. 147-148]
and in the 2007 interims exhibition in the MilitaMuseum Fig. 149. They do not only
remain an exceptionally dominant feature in the desplay, the ‘Road of Rejuvenation’ also
brings them to a new level by including magnifieal dacklit images as an inventive design
idea [Fig. 129. Through the illumination from the back, the ineagappear very vibrant and
among the various boards with photographs espgciditact the eye of the visitor. They
decorate various gallery walls, often depicting M&edong while writing, reading or
conversing with comrades. In addition, new andlg&sichangeable projection technology is
applied throughout the exhibition. In case of thga Ming Yuan displayHig. 119, the

stage before the destruction of the palaces istiited by projecting a sequence of prints of
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Giuseppe Castiglione (1688-1766) to the exhibitwall, creating a livelier and more
engaging display.

The display is arranged with the use of artifidight. Only at the climax of the
gallery tour does an uncovered window allow thétmigo enjoy the view over Tiananmen
Square. The employment of borrowed scenery forettigbition was already planned for in
the winning design of 20045mp acknowledged the importance of the original sdéshe
Forbidden City and Tiananmen Square to be intedriai® the display of Chinese history.
The architects even suggested that not only windegre to be uncovered to allow the view,
but also through the installation of the exhibitmmthe top level, an observation terrace was
to be accessed during the t8tfiin 2011, the scene of Tiananmen Square revealettheby
uncovered window creates the background for th&liaton of Tiananmen with its chief
exhibit of the microphone used for the public ammmment of the People’s Republic of
China [Fig. 136-137. Furthermore, a blowup copy of the original versiof the famous
‘Founding Ceremony of the Nation’ (1953) by Dongn¥n is on display in the center of the
installation. Already in the 1961 exhibition, thmportant propaganda painting, describing
the final victory of the Communist Revolution wasstalled and formed a climax of the
display®®* The new design of 2011 marks this installatiothasfocal point, shortly after the
tour is led to the ground floor.

The sculptures throughout the exhibition are oftesiuded in scenic installations,
which give the Wuchang Uprising, for example, &ljwand dramatic twistHig. 123. This
installation practice was used in previous exhobigi, and could be encountered in the 2007
display of the Military MuseumHig. 150. The newly designed sculpture ‘Flesh and Blood
Great Wall’ by Ye YushanHig. 129 is backed up by a model of the Great Wall. Corapar
the restrained design of the former installationHigu Yimin (1989) with the same title,
which is now on display in the south courtyardred museumHig. 151, 46] the sculpture of
2009 encompasses much more movement. The reliafseAt Civilizations—Brilliant Today’
(2009) and ‘Ode to the Motherland’ (2011) mark #drd@rance and exit of the exhibition,
respectively. The latter has replaced a colorfustration entitled ‘National Unity’Hig. 145
of 2009. The theme of the illustration and theefeboth show great similarities in content,

99 Gmp 2004, n. p.
91 Hung Chang-tai 2005, p. 930.
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with the depiction the harmonious unity of variaiknic groups of the People’s Republic of
China cheering to the visitor, however, the disgjaglity of the painting had not satisfied the
curatorial staff®® With the employment of the same technique andesag seen in the

entrance relief, the exhibition seems to have ghiae aesthetic frame. Furthermore, the

design takes up the theme of national unity — arreat theme throughout the exhibition.

In comparison to the former display at the MuseudnCbinese Revolution and the
2007 interim exhibition at the Military Museum,seems that not only similar themes with
partially identical objects have been displayed, &lso similar design features have been
employed, albeit further enhanced by new technolddye changes implemented after the
closure of the exhibition in 2009 appear to havdy aoncerned single aspects of the
exhibition design. For example, the visibility dbjects in the group depicting the Japanese
surrender in 1945 was enhanced by bringing thetdf@howcases into vertical position and
raising the oil painting in the backip. 132-133. The relevance of the oil paintings, the
sculptures and photographs of the current dispddlgvis the design concept of the former
display. These observations are confirmed by thgovisurvey of 2011, in which 31% of the
participants voted that the exhibition looked ttadial, 26% that it appeared Chinese, and

14% socialist, with only 17% voting for modern & international (see. 6.2.4.).

In comparison to the ‘Ancient China’ exhibitiongtlobjects appear not central to the
display of the ‘Road of Rejuvenation’, but ratherrecede in a restless series of blow-up
images, installations and text. On the one harid,dén be explained by the lack of artistic
value of the exhibits, which are rather chosentlieir historical and symbolic significance
and by the display strategies of general moderofyiexhibition on the other. In many areas
of the 2011 display, the didactic infrastructurerae more important than the establishment

of an aesthetic exhibition design.

Didactic Infrastructure
The ‘Road of Rejuvenation’ has a strong didacteufowith narrative aspects dominating the

display. The different methods used to convey tlessage of the exhibition are descriptive
texts, models and charts, didactic illustratiomproductions, audio guides, media terminals
and films. In addition, volunteer guides are trained by theseum. The implementation of a

%92 Correspondence, Chen, Yu, curator, NMC, BeijingtaBer 15, 2012.
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sculptural and painting program featuring speafients can be seen as additional guidance

for the visitor.

The major source of explanation throughout the @kbin is text-based media in
various forms. All major texts such as preface afterword, titles, section introductions and
captions are provided in Chinese and English. Sa#alimgs, group texts, inscribed maps and
charts as well as quotations scattered along tihdbigon walls are in Chinese only. The
preceding exhibitions did not offer English tratislas, until in the interims exhibition of
2007 in the Military Museum, English translationere partially included for the first time.
Although not all explanations of the 2011 displag e Chinese and English, yet, the general
availability of English information meets the imational standard for large-scale exhibitions.
This constitutes a significant improvement for fgrevisitors who previously were interested

but could not understand much of the display.

While titles and introductions structure the maimitsi of the display, quotations fulfill
the role of additionally informing the visitor inhihese. These quotations are statements from
political leaders, predominantly stemming from M&exong. They, for example, include the
guote “Let go and mobilize the masses, expandirg pbwer of the people, under the
leadership of my party, defeating the Japanesesaggrs, liberate the whole population, and
establish a new democratic Chifi¥Fig. 131. This statement, which is an encouragement
to build New China, stems from Mao Zedong’s spdesld at the Seventh National Congress
of the Chinese Communist Party (1945). In this spedée drew a parallel between the
struggle of the Chinese people and the story of The Foolish Old Man Removing the
Mountains’. Due to the lack of adequate sourcdarther comparison with the former use of

guotations as executed in the analysis of the ‘AmtcChina’ exhibition is not possible.

Summary
On the 68 anniversary of the People’s Republic of China, fRead of Rejuvenation’

exhibition was the first to open at the newly dasidymuseum. Because it was installed under
great time pressure in order to meet the schedipeding date, it had to close for necessary

amendments shortly after and remained closed feram a half years. This procedure, not

BT RN, HEARARIE, ERENSS T, HTMHARES, MREEAR, @R
FEXMHE. BELR (BAIL) ; Cited after the exhibition display.
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unheard of in museum practiéé recalls the history of the first exhibition ofetiviuseum of
Chinese Revolution of 1959. At that time, the museepresented a “political institution to
serve the interests of the Parfy®and its exhibition was a “political arena where @hinese
Communists narrated and presented their own sf8fyControversial from the start, the
process of agreement and the phrasing of one simgi&ter narrative took time. In the
aftermath of the opening, disagreement about teplali continued among officiafé’ In
2009, it seemed that technical and design probleatiser than ideological concern and

controversies had been responsible for the clasiutee exhibition.

In 2011, the ‘Road of Rejuvenation’ exhibition pets itself with a new name and a
comprehensive scope of display extending from 1§#@ the current time. The content, the
design and the message it conveys, however, seeinlldav the earlier display and the
elaborate official master narrative. In generag, pnesentation encompasses the chronological
outline, the themes, and the order of display ejmus exhibitions. The history of the Old
and New Democratic Revolution is described as @&seanf revolutions leading up the
glorious establishment of the People’s RepublicGifina. Although the revolutionary
struggle does not dominate the historic displagraf949, the newly added content upholds
the historical line explaining modern history asesies of national successes following the
guidance of the CCP and the reform policy of Demgo}ing, thereby mainly neglecting the
historical catastrophes of the past. These findiags supported by the design concept.
Although the design includes modern display tecbgwl the overall impression of the
exhibition, which is created predominantly by thee wf photographs, sculpture and oil
paintings, is that it remains very similar to ance® indistinguishable from the previous
display. Although some of the exhibits are icongsmafdern Chinese history, the majority of
exhibits are nevertheless immersed in the someglitiered exhibition design. The program
of introducing sculpture and oil painting to remets specified important events in history
which started in 1959 display was continued. Whle tommission of additional works
specifically made for the 2009 display, a cleatesteent for the continuity of the former
practice was given. Internationalization took plégeproviding the major texts in Chinese

and English; the text itself, however, supportedgrevious master narrative.

894E.g. in March 2009, the redesigned Neues MuseuBeitin (David Chipperfield Architects) opened twet
public for three days, before it was closed agaéinternal installation.

% Hung, Chang-tai 2005, p. 914.

%9°Hung, Chang-tai 2005, p. 931.

%97 Hung, Chang-tai 2005, p. 928.
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For national museum displays worldwide, the depittof contemporary history remains
highly political, influenced by the governmentsemen dependent on the official view held
by the regime. However, the scope of influenceesmtio a great extent. The ‘Road of
Rejuvenation’ exhibition, has always presented dffecial historical interpretation of the

CCP®®Wwith the new display, this tradition is followeslithough the museum staff actively
suggested changes in the selection of themesédagxhibition setup, the traditional approach
and the guideline forbade “changes in the motivehe orientation, and in the framework of

1699

the exhibition™, which was formulated in the exhibition work refsoby the Propaganda

Department of the CCP and was followed closely.

3.4.3.The Art the of Enlightenment

Chronology of the Exhibition
Since the opening policy of the 1980s, the Musedir@hinese History has systematically

built up its relationships to institutions worldweid In 1982, the museum launched an
exhibition program including international and datie partner institution&° This was the
starting point for establishing many cooperativeech@ange exhibitions, with exhibitions
alternately on display in China and in the partimstitution, for example in Greece, ltaly,
Germany, USA, Hong Kong, Canada and Japan. AftemiReation in 2003, the National
Museum of China hosted at least 2-3 exhibitionbahe and abroad, respectively, until it
shut down for renovation in 200%: At this time, visitors participating in a largease survey
welcomed the museums pursuit of cultural exchamgecaoperation with foreign museums.
Over 90% of the participants stated that not ohlyusd Chinese exhibitions be sent abroad,

but also international exhibitions should be brdughChina’®?

‘The Art of the Enlightenment’ exhibition was indéal as the first international
exhibition after the reopening of the museum ana &éisndamental component of the new
concept of display, which foresaw long-term exlsibof world heritage in newly installed
international exchange galleri&8.In the original planning of the museum, which was
reopen during the 2008 Beijing Olympics, the con@ompassed the display of the entire

world through permanent exhibitions from all coetits. The National Museum of China had

9% Hung, Chang-tai 2005, p. 922.

99 Fuxing zhi lu 9/2008.

% Zhongguo lishi bowuguan 90 nian, p. 50.

Y |nterview, Chen, Yu, curator, NMC, Beijing, Ap8lL, 2011.

92 Hao/Huang 2005, p. 44.

"%Magazin fir AuRereuropaische Kunst und Kultur 2QdM,98-99.
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already begun negotiations with leading internationuseums. In this preliminary concept,
the British Museum was to provide an exhibition @bdlesopotamia, the Louvre an
exhibition on Antiquities, the Metropolitan Museush Art an exhibition featuring the 19
century, and the German museums were scheduleckser an exhibition about European
Baroque Art. These exhibitions were all to be ledaih permanent galleries with a planned

change of content every two yeds.

The decision of inviting the German museums togretheir collections first was of
personal nature, and clearly depended on the gelatdanship, which the German museum
directors and especially Martin Roth from the Dezs@tate Art Collection, had established
with the National Museum of China: Already in 20@2esident Jiang Zemii % [X visited
the Dresden State Art Collections, when Martin Rbétkt expressed the possibility of
cooperation between Chinese and German musé&liRsobably triggered by this visit, a
delegation of German museum directors then touneseoms in Shanghai, Hangzhou, Xi'an
and Beijing on invitation of the Chinese Ministr{ ®@ulture in May 2004°° Following the
delegation’s visit to China, a mutual agreementvben the National Museum of China and
the Dresden State Art Collections was drafted #mesyear’’ A more general agreement of
cultural cooperation between China and Germany sigised in October 2005. This initial
agreement provided for an exhibition at the theéal#shed international exchange galleries
of the National Museum of China during the 2008r@jdycs with a duration of two years. In
preparation for the cooperation, academic semwvarg held in Beijing (2004) and Dresden
(2006) to set the theoretical framework for theikition concept’®In 2005, the German
curators first visited Beijing, at that time examm the idea of featuring the ‘Mutual
Exchange and Influence of Chinese and Europeatizeition between 18 and the 19

century’. The preparations for the exhibition hér@ady advanced, when due to the delay in

04 Staatliche Kunstsammlungen Dresden. “Press rele4£004, November 2004,
www.skd-dresden.de/de/presse/pressearchiv.htmiBiadtessed November 2, 2012).

% Béttcher, Dirk. “Die Kunst des Luftanhaltens.” Brheins 01/2012,
http://www.brandeins.de/magazin/nein-sagen/die-kdas-luftanhaltens.html (accessed October 30, 2012
"% Members of the delegation were Hans-Peter Sch(8taatliche Museen zu Berlin), Martin Roth (Staag
Kunstsammlungen Dresden), Reinhold Baumstark (Bsglee Staatsgeméaldesammlungen, Munich), Udo
Kittelman (Museum fur Moderne Kunst, Frankfurt),rS8kian von Holst (Staatsgalerie, Stuttgart).

"It included an agreement on mutual projects in Geyrand China such as exhibition cooperation, siadf
scholarly exchange programs and collaboration biipation and scientific research; cf. corresporgehen,
Shujie, Director of Foreign Affairs Office, NMC, 26.

"8 Symposium ‘Mutual Exchange and Influence of Chireseé European civilization between™éentury and
the 19" century,’ November 15-21, 2004 in Beijing; Sympmsi ‘China and Europe: Alternating Views,’
September 26-28, 2006 in Dresden.
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construction, the National Museum of China was argér available to host exhibitions in
2008.

With the belated completion of the National MuseafnChina, initial cooperation
ideas had to be altered and the exhibition postghdrer the presentation, which was already
in planning, a new partner was found. The Palaceddm represented an even better match
because the planned exhibition foresaw the displayalace art. This exhibition was
integrated into a larger scheme, as the Dresdde Bta Collections set a goal to present a
China Exhibition Year during the 2008 Beijing Olyitg They launched their program
entitled ‘Dresden in China in Dresden’ presentingrfChinese exhibitions in Dresden and
three German exhibitions in Beijing within that yedaHumanism in China’®, a
contemporary record of Chinese photography, stattedyear off. This was followed by
‘Chinese Garden of Living. lllusion into Realitynd ‘The Transforming Marks of Ink.
Contemporary Chinese Ink Painting’, both exhibifoorganized in cooperation with the
National Museum of Modern Art in Beijing. The sarias concluded with ‘Golden Dragon
— White Eagle: Art in the Service of Power at thgpérial Court of China and at the Saxon-
Polish Court 1644-179%" in cooperation with The Palace Museum. In Beijirige
exhibitions ‘Living Landscapes. A Journey througler@an Art' and ‘Gerhard Richter.
Paintings 1963—2007", both on display in the National Museum of Chinéseand ‘The
Splendor of the White Eagle: Art and Power at thed®-Polish Court 1670-176% at The

Palace Museum were presented in exchange.

In 2007, the directors-general of the three Gerg@liections of Berlin, Dresden and
Munich and the director of the National Museum diir@ signed the first cooperation
agreement at the Great Hall of the People, withatiendance of Federal President Horst
Kohler and President Hu Jintao. Besides mutual exdn in various fields of museum
work, the conception of ‘The Art of the Enlightenmiieexhibition was included. Attended by

Federal Chancellor Angela Merkel and Premier Wababiii. 5 & at the Berlin Chancellery

"9 Originally, this exhibition was only planned forGhinese audience. In 2004, it was on display ianghai
and encountered by the delegation of German musktgators. In May 2006, it opened in Frankfurt,fiast
product of this German-Chinese museum cooperafitiereafter, it toured throughout Germany (Stuttgart
Berlin, Munich and Dresden).

"0 ‘Goldener Drache-WeiRer Adler: Kunst im Dienste kacht am Kaiserhof von China und am séchsisch-
polnischen Hof (1644-1795),” October 11, 2008 touday 11, 2009 in Dresden.

1:Gerhard Richter. Bilder 1963—2007,” and ‘Living idscapes. A Journey Trough German Art,” May 15-July
2, 2008 in Beijing.

"24m Zeichen des WeiRen Adlers,’ April 8-July 8,0in Beijing.
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in 2009, a second contract was signed confirming dgreemenf™ ‘The Art of the
Enlightenment’ exhibition was under the auspicethefChinese President Hu Jintsd 7%

and Germany’s Federal President Christian Wulffvdis mainly sponsored by the German

Ministry of Foreign Affairs along with the ChineMinistry of Culture!**

Work on the exhibition started in 2008 with therf@tion of an international team of
curators from the three German collections andNhgonal Museum of China. The three
collections of Berlin, Dresden and Munich had adse@ooperated in various international
exhibitions, most recently in ‘Views of Europe’, arhibition in the context of the German
EU Council Presidency in Brussels in 2007 and withie Olympics 2008 exhibition scheme
in China. The three German collections representesof the oldest and most important
museum complexes in Germany; in cooperation, thiyoefer to themselves as a substitute
for a comprehensive German national museum. Inpts, the general directors operated
well together, which had been a decisive factottltieir collaboration projects. However, due
to the retirement of Reinhold Baumstark (Munichy ddaus-Peter Schuster (Berlin), the
team had to form anew. As successors, Michael Eisseer (Berlin) and Klaus Schrenk
(Munich) adapted this exhibition collaboration gweagerly, not least as a means for shaping
their profiles. During the conception phase, thern@m curatorial team allocated
responsibilities for different aspects of the pecbjeThey conferred on a monthly basis or
whenever necessary, with additional professionalstributing their various expertise. In
September 2009, the Chinese curatorial team vigitedden, Berlin and Munich to examine
potential loans. In December 2009, a team of Gerouaators returned the visit for on-site
information about the exhibition venue, which atttime was still under construction. The
first object list was finalized in May 2010. Howeydue to further delays in construction, the
opening had to be postponed from September 202piib 2011. The rescheduling led to a
reduction of the exhibition period from original #nths to only 12 months making further

alteration in the object selection necessary.

"3 The final contract including the details of théniaition was only signed in the beginning of 2011.

"4 The German Ministry of Foreign Affairs spent 6.8lion Euro of the total budget of 10 million Euros the
German side. This budget included exhibition casig the supporting program which was established in
cooperation with the Goethe Institute and Stiftivigrcator. Further sponsoring partners were foun@énman
companies. The German and Chinese partner shareg owsts such as for transportation, insurance and
catalog production.
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Throughout the project, organizational and logisticallenges continued. The newly
established galleries were unfamiliar to the lenaemwell as to the Chinese staff. On the
German side, three institutions with more than 3@seum3' worked together on equal
terms and had to mutually agree upon every decigMthough experience of this type of
collaboration between the German museums alreadyjeex nevertheless, the number of
equal partners presented a challenge for the pegfedecision-making. On the Chinese side,
many new colleagues were introduced to the teanhaboresponsibilities were not always
clearly distributed. Only a close cooperation betéhe German collection and the Chinese

National Museum made this project possible.

On April 1, 2011, the German foreign minister, GuiWesterwelle and Chinese State
Councillor Liu Yandongxl|4E <, a member of the Politburo, jointly opened ‘The &f the
Enlightenment’ exhibition to the public. The arrestt Ai Weiwei ¥ &k & (b. 1957),
immediately after the opening, evoked some pratgatnst the exhibition within the German
media and discussion among the government repedsas of culture. During the 12-month
exhibition period, a comprehensive program suppldtie exhibition, including, for example,
scientific forums and salons organized by the emdemt of Stiftung Mercator, thematic
tours and on-site activities by the German Goetiséitute as well as an International Youth

Congress initiated by the museums.

In a joint ceremony on March 25, 2012, the MinistéiState in the Foreign Office,
Cornelia Pieper and Zhao Shaoht#x)#¢, Deputy Minister of Culture for the People’s
Republic of China, concluded the exhibitidAAs a symbol of the friendship and ongoing
cooperation, the German museums presented a ptagigrof the famous ‘Crown Princess
Louise and Princess Frederica of Prussia’ of 149G 6bttfried Schadow (1764-1850) to the
National Museum of China. Within one year, arouradf la million visitors had seen the
exhibition, with the average visit lasting for abdwo hours. Furthermore, 3000 participants
had attended the scientific forums and discussaans, which the initiators promised to
continue after the end of the exhibition. In 201t#& initiative ‘Germany — Land of Ideas’
selected ‘The Art of the Enlightenment’ exhibitiom be one of 365 landmarks for 2012.

"5 The Staatliche Museen zu Berlin (Berlin State @allection) and the Staatliche Kunstsammlungen @eas
(Dresden State Art Collections) are museum compswuinbining numerous museums under one umbrella.
The directors of these individual museums decidtive independently about their own collection eféfore,

the curators had to negotiate about each potdatialwith every museum directly.

"® Siemons, Mark. “Das Programm heiRt: groR.” FAZjifieton, March 26, 2011; p. 33.
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Description

The first loan exhibition in the newly establishediseum featured European Art of thd"18
and early 19 century based on the collections of three majom@e museum complexes.
By displaying art, this exhibition illustrated hawe arts and artists were involved in social
change during the Enlightenment period and howgbkténed thoughts inspired the reception
and production of art itself. Almost 600 artifagtere arranged thematically in nine sections
and in three exhibition halls, encompassing a fitial space of 2700 m? on the south side of
the extended building on level + 13.5'MThe exhibition commenced with a blow-up image
in the central entrance area by Christian GottBehick (1776-1812), a portrait of Heinrike
Dannecker of 1802. This emblem of the exhibitiors\viramed by a series of plaster busts of
famous figures of the Enlightenment: Voltaire, Reeau, Kant, Lessing, Schiller and
Humboldt [Fig. 159.7*® Each bust stand included biographical data as aelh famous
guotation by the depicted person, for example, ImumebdKant's “Have the courage to use
your own understanding!” On the walls, there wemdtgtions by Feng Yingjing M 5%
(1555-1606) and Gottfried Wilhelm Leibniz (1646—&Y,1 which refer to a cultural
comparison of their own nation with the other andHer opened up the topic. In the back of
the entrance hall, maps of China and Europe asagefl combined timeline of events, and
multimedia terminals served as a reference forviségor. The objects arranged in nine
thematic sections featured substantial developméumtsg the Enlightenment period. The
first section entitled ‘Court Life in the Age of Eghtenment’ Fig. 153 introduced the
artistic traditions at the courts of Berlin, Dresdend Munich. Furthermore, it illustrated the
specific roles of these courts in both facilitatinagd hindering enlightened thoughts and
actions. Although caught up in traditions and Baeetiquette, it was at these courts that
enlightened nobility, such as Frederic the Gre@l2:-1786) in Prussia, provided important
impulses for development through patronage and th&n amateur attempts in arts and
sciences. The second section entitled ‘Perspectfégnowledge’ Fig. 154 featured the
birth of modern science and illustrated how thes arontributed in development and
documentation. Electricity, optics, experimentshwwacuums and science in general became
fashionable and worthy of depicting and had an imseenfluence on art. The third section,
called ‘The Birth of History’ Fig. 159 focused on the new historical consciousness ef th

18" century, the genesis of the museum and the esftaidint of history as a scientific

" Due to necessary replacements, a total numberooé than 850 objects were on display during thelevho
exhibition period.
"8 These busts were newly cast after the origindpsates.
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discipline, which was, for example, expressed byeathusiasm for antiquity (Pompeii,
Herculaneum). The fourth section, entitled ‘Far &ehr’ [Fig. 156-157, featured the 18
century interest in world exploration, a fascinatiavith different cultures and its
manifestation in the arts. On numerous voyagesstartaccompanied explorers and
documented new discoveries in biology, geography artural studies. Furthermore, they
also started to explore and depict regional lanussathereby discovering their own country
for tourism. In addition, this section presenteé fimage of 18 century China as an
enlightened nation and a counterpart to Europeedlsas its exotic idealization that inspired
artists, writers and philosophers alike. The fi@ction, called ‘Love and SensibilityFig.
158, illustrated how emotions became accepted inesp@nd how the concept of love as a
basis for a relationship gained in importancerdtspnted how the new approach in marriage,
family and children was reflected in the arts. Rmas’'s famous postulate of ‘Back to
Nature’ [Fig. 159-16(Q designated Section 6. This was the only sectiwet, twith the
exception of one graphic series, solemnly reliedaaselection of famous paintings such as
landscape portraits, Arcadian landscapes and geastaillustrate the new attitudes towards
nature, which had developed in thé"lI&ntury, a new admiration for the sublime natwe a
well as an awareness of its untamable charactes. Séction marked the transition to the
‘The Dark Sides’ of Section F[g. 16]. Predominantly showing black and white drawings
and prints, this division portrayed the fears ardor of the new world of reason, the burdens
of self-reliability without the easing of religioleelief. Section 8, entitled ‘Emancipation and
the Public Sphere’, illustrated the emergence dblipuconsciousness, the formation of
modern society, and the appearance of visual masgnrig. 163. Section 9 featured ‘The
Revolution of Art’ as a bridge to the contemporary/[Fig. 163. It showed how the ideas of
the enlightenment forged the work and the self-ephof modern artists up until today. A
small graphic depicting Voltaire with a lantern arditled ‘I enlighten’ guided the visitor out
of the exhibition hallskig. 164-163.

Theme
‘The Art of the Enlightenment’ exhibition was thardgest theme exhibition featuring

European Enlightenment ever encountered in Asia.géneral directors of the three German
museums involved jointly stated that “the exhibitionveils the visual world of an epoch on
the verge of modernity, whose ideas were of defimmportance for art and remain so even

today: the effective history of those sweeping gdsanow to be made palpable to a Chinese
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audience.™® The German partners provided their comprehengiveaflections as the basis
for the exhibition theme. The focus on the art lu tepoch rather than on a historical or

political display was therefore vital and only logi.

The impulse for the theme of ‘The Art of the Enlighment’ was provided by the
three directors-general, Klaus-Peter Schuster,iM&bth and Reinhold Baumstark. At first,
the project was provisionally titled ‘Me and the ¥do About the History and Art of the
European Enlightenment from the Renaissance tdthsent?°and encompassed a wider
range of European art. During the development & fhnoject, the team of curators
controversially discussed the exhibition title ‘TAg of the Enlightenment’ for its ambiguity
referring not only to the arts of a European epbuahalso to the skill of enlightening the
people. In the Chinese translatidf % [1'1 2 K), however, this ambiguity was lost. Therefore,
it was only significant to a very small fraction wisitors capable of understanding the
English. The Chinese term for enlightenment ‘giniefigi ) is well embedded in the
communist terminology and as a key word of the Mayrth Movement it has continuously
kept a positive connotatioi* The use of this term for the exhibition title tafere ran the
risk of misinterpretation by the Chinese visitos,the European usage was not immediately

evident in the context of the National Museum ofr@hn Beijing.

Although the art historical discourse does not idigm genuine stylistic epoch of the
Enlightenment, the period from the "L80 the early 19 century represents a significant
phase for the development in European art. It ganded as a time of emphasis on the
museum’s educational approach, as well as an ewdbhincreased interest in China — all
criteria ensuring that a display of the topic wagrtiwvhile. The initiators of the project
clearly pushed the thematic limits of what was pmesat this location. However, the main
patron of the project, German ambassador Michabh&er, made the German standpoint

clear: “We do not want political indoctrination, ththe dialogue of society®*The goal was

"9 “The Art of the Enlightenment.” Exhibition brochyre
http://www.kunstderaufklaerung.de/media/kda_broscaypdf (accessed October 31, 2012).

20 ¢Ich und die Welt: zur Geschichte und Kunst derdpéischen Aufklarung von der Renaissance bis zur
Gegenwart’.

2! Siemons, Mark. “Das Programm heil3t: groRR.” FAZjifeton, March 26, 2011; p. 33.

"22Quoted after Landwehr, Andreas. “Aufklarung am Biamen: Deutsche eréffnen groRe Kunstausstellung in
China.” Berliner Zeitung, March 25, 2011.
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not to propose a German social model, as bluefmir@hina, as some critics later claiméd.
When the idea was born, both sides were very opéhet topic, which made the proceeding
possible in the first place. During the entire pis@ig and execution of the project, the
‘enlightenment’ topic per se never caused any cdrdimong the curatorial staff; the theme
was developed professionally and in mutual coopmraturthermore, neither the Chinese
nor the German curators experienced governmertffémence with the subject matter with
one insignificant exception regarding the objedeéc®n process (see below). Although the
work on this topic was not hampered with, the amsathemselves probably applied some
extra care and worked in close cooperation. To rieethallenges of the topic concerning a
non-European audience, specific provisions werernakt soon became apparent that a
comprehensive support program including guidedst@md academic lectures was necessary
to provide the interested public with the basickgaound of the epoch on display. Director
LG Zhangshen acknowledged that “this exhibitionpiefoundly significant for China in
furthering its understanding of the internationarld as well as recognizing and embracing
its own cultural values®®* The theme developed over many years in a mutue-pong

environment among the curating staff.

After the opening of the exhibition, the theme oflightenment was criticized by
German media as inappropriate for the setting ahdnmen Square. Their criticism was
nourished by the fact that the sinologist Tilmaneisger, who was to travel with the
delegation of Guido Westerwelle to the opening meney, was denied a visa. The reason
given by the Chinese authorities was that he wasffiend of the Chinese people”. In 2010,
Spengler had held a laudation for Nobel Prize wirine Xiaobo, who had been imprisoned
as a dissident in the People’s Republic of ChinaesR005. On April 3, the well-established
international artist Ai Weiwei was detained jusfdse leaving for a trip to Germany. For
many weeks, the Chinese government revealed ndithevhereabouts nor a reason for his
arrest. Later, he was accused of economic crinmeshd German media, these incidences
were portrayed as offences against ‘The Art ofEhbghtenment’ exhibition and the German
cultural exchange policy. Furthermore, the initraiseum policy granted free entrance to the
entire museum with the exception of the internaiaxhibition. The lack of advertisement

on the museum facade was unusual for German eimlptactice but not exceptional for the

'2¢f. Landwehr, Andreas. “Die Aufgeklarten kommenrele Presse, Kultur & Services, S. Al, March 26,
2011; “Kunst der Aufklarung soll China beglickehudwigsburger Kreiszeitung, March 25, 2011.
24 Quoted after Szart6, Andras. “China’s new Age olightenment.” The Art Newspaper, No. 223, Aprill20
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National Museum of Chin&° These circumstances, however, did not help theseoof the
German exhibition. Headlines criticized that therr@an government financed a “system

"726 exhibition. Chinese cultural bureaucrats were leldmfor fashioning

sustaining
themselves as liberal-minded while remaining traethte party principles, as well as for
hiding the exhibition within the museum walls. T&rman counterpart was accused of
vanity in wanting to be the first at attempting Iswen exhibition and of instrumentalism in
presenting such a “harmless and boring” displ&y.Various media repeated these
accusations, condemning the directors-generaleoGiarman museums as being ignorant and
vain. In the next step, the topic became a mogmaleswith some media even declaring that
the museum location was “contaminatet]”referring to the 1989 governmental suppression
of protests at Tiananmen Square. The demand te ewisibition as symbol of protest was
repeated by many, who were convinced that thi®aatiould make an impression on China.
In Berlin, the Representative of the Federal Gowemt for Culture, Bernd Neumann,
launched an open discussion about the imprisonroeiti Weiwei and ‘The Art of the
Enlightenment’ exhibition at the end of April, 201He discussed the question, whether the
exhibition should be closed or not inviting the geat-directors to take position. In China,

this debate of closing the exhibition went almastaticed.

In the German media, only a few people publiclyparged continuing the exhibition.
In their eyes, culture policy and dialog were intpat for society and throughout history; the
termination of dialog had never been proven helpfakir main argument was that the early
termination of the exhibition would only affect ti@erested public for which the exhibition
initially was meant, nobody else would notice. Rartmore, they criticized a self-righteous,
and know-it-all better mentality within their owrulture, and demanded respect for the
maturity of Chinese society® China and even the CCP was not a monolithic bioehich
all the orthodox power shared one opinion agamsteconomical liberdf° Tilman Spengler
remarked, for example, that the government hadmetviewed the entire populous before
claiming “he was no friend of the Chinese peopleé. believed it was wrong to cancel the

2 Although a common practice for many Western museisimce the museum opening in 1959, the National
Museum of China has never advertised its exhibitiom the facade.

26 Bork, Henrik. “Luftpumpe statt Kant.” FeuilletoSjiddeutsche Zeitung, March 31, 2011.

2T Kockritz, Angela. “Kunst und Kotau.” Die Zeit, Rk, April 14, 2011; Bloch, Werner. “Die Kunst des
Gahnens.” Die Welt, March 31, 2011.

28 Beyer/Doerry/Reinhardt, Spiegel Interview 2011.

"2 «F3ll Ai Weiwei: Das Schwarz-WeiR-Denken muss Eitde haben.” Die Zeit, Kultur, April 26, 2011.

3% Siemons, Mark. “Was Aufklarng in China bedeut&&Z, Feuilleton, April 1, 2011.
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exhibition and the sophisticated scientific progréoeme others stated that by closing the
exhibition, Germany would overestimate its influenim China and look ridiculou§™

Furthermore, to stop and forbid the exhibition webuabt serve the spirit of enlightenment.
Martin Roth, who had been highly criticized in thhedia, countered the following: “We need

the cultural dialog, not a wagging-the-forefingailes of politics”.”*?

The intention of the exhibition organizers was thdtural exchange, with the
development of the project over many years expeingnthe support of both governments.
The theme of this exhibition was mutually agreedrupy the Chinese and German partners
and evolved in a somewhat open atmosphere. Duleatoges in the political situation, some
members of the curatorial team agreed that atinhe of the exhibition opening, the chosen
theme might no longer have been possible. At timag,tthe political situation reflected
nervousness and a tighter censorship of the gowarhdue to the Arabic spring and the so-
called Jasmine protests in China. Aware that theb&ion theme could serve as a potential
trigger for conflict, the museum team prepared thelwes for a demand to prematurely end
the show. However, it never occurred to them thittequest might be raised by the German
side. The 12-month duration of the exhibition sdrtke project and made it possible to
present the ideas of the Enlightenment by meaistoThe exhibition was still on, while the
critics became silent. It encouraged Chinese atainational visitors to use their own wit for
judgments of any kin&*®

Object Selection
The objects selected stemmed exclusively from lineet major German collections, Berlin,

Dresden and Munich, combining more than 30 differeluseums and collections and
encompassing a wide range of objects from the fisman traces to masterpieces of
contemporary art. From these comprehensive souargfgcts were chosen from different
media, including not only painting and sculpture also prints, porcelain, drawings, crafts,
scientific instruments, furniture and garment. Amgdhe masterpieces, there were works of
Pesne, Fissli, Piranesi, Goya, Boucher, Chodowi€eknsborough, Hogarth, Kauffmann,

Watteau, Vernet, Beuys and Warhol. Besides a laigaber of masterpieces, significant

3L Spengler, Tilmann. “Flaschenpost nach China.” ®iitkthe Zeitung, April 14, 2011; Hammerschmidt,
Ulrich. “Sonderzug nach P....” Freie Presse, Ap812011; Schmidt-Glintzer, Helwig. “Die Wissensahadn
China und die Aufklarung.” Frankfurter Allgemeineiing, Geisteswissenschaften, April 13, 2011.

32 Cf, “Die wirtschaftliche Erneuerung hat die sogiéberholt.” DNN, Kultur, March 29, 2011.

33 This had been acknowledged by some journalistshat end of the exhibition; Rauterberg, Hanno.
“Dekoratives Alibi.” Die Zeit, Feuilleton, March 22012.
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objects cast light on various aspects of the drSunopean Enlightenment. These included
garments, costumes and accessories depictingasstlife in the 18 century; instruments
illustrating the development in science; Chinesgoeix art featuring the 18 century
European fashion for everything Chinese; figuriokpublic theaters depicting interest in the
world; diaries and educational literature expregsndifferent approach to friendship and a
tribute to childhood; prints illustrating the despiment and importance of graphic techniques
for the epoch and its influence up to today. Duethte size and diversity of the three
collections with their status as collaboration pars, and due to the considerations of
logistics, the German museums refrained from inolyduitable objects of other collections

and solely relied on their own objects.

The objects were chosen following scientific andsmyvation criteria, the capacity to
be moved and the condition of display. Regardimgdiratorial choice, objects were selected
for their context relation, artistic value, origiitya and their ability to illustrate a particular
aspect of importance from the depicted epoch. Tean@n team prepared a selection and
discussed it with the Chinese partners subsequdfdigh object was mutually agreed upon,
though the length of discussion varied: curatassfboth sides identified Chinese export art,
Western artifacts in a Chinese fashion and thei@mite China had on the ideas of European
Enlightenment as the major points of interest for Chinese audience. The visitor would
encounter a ‘view of China’ digested and amendedEimppean society of the #&entury,
then returned to be presented to a Chinese audi&heeproven popularity of the topic was
documented by the visitor's response throughouettigbition period. The German curators
controversially discussed the curiousness of gedhjects, including Immanuel Kant’'s shoes,
which admittedly lacked any artistic value, whilevertheless illustrating the onset of the cult
of personality during the Enlightenment period. fAslly displayed, they were not only the
object mostly mentioned in the Chinese media cagethe exhibitiof®, but also drew a
notable line of context to the display of Mao’spplers worn when fighting in Northern
Shaanxi in 1947 and as symbols of the ongoing auftersonality. The Chinese organizers
wanted to cater to their audience by presentingg®izable examples from foreign cultures
and found it vitally important to include well-knommasterpieces, a practice well perceived
by any major exhibition project. Furthermore, Cls@eurators expressed the wish to include
impressionist art in the last section of the exiobi because of its popularity among the

34 Erling, Johnny. “Was niitzen Kants Schuhe den Gleing Die Welt, March 26, 2012
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Chinese audience. However, impressionist art wasnetuded due to the deviant exhibition
concept. Despite the claim for internationally éeetl masterpieces, however, the Chinese
side was patrticularly interested in a full spectrafrthe different artistic media including
three-dimensional objects such as scientific ims&muts, furniture and textiles. They were
especially open to the addition of extraordinaryeots and sets, capable of illustrating a

specific exhibition theme.

The uncommonly long twelve-month duration of théibkion presented a challenge
for the external lenders for various reasons inalgidhe selection of objects. The partners
had agreed on the presentation of masterpiecesake mie display most attractive and to
publicize both the hosting and the lending museurhs.lending museums, although eager to
present their collection at such an important git€iananmen Square, were hardly willing to
relinquish a great number of highlights from th@ivn museum display for such an extended
length of time. Even for comprehensive collectiotig absence of major pieces presents a
hazard of annoying regular visitors who expect an#gacts to be on display. In addition,
some masterpieces were already booked for othernational shows. Conservation staff
examined each object in regard of its capabilityravel. If permission was granted, they
were professionally handled and supervised througlioe whole journey. Nevertheless,
every change of location, packing and transpompacking and installation all put stress on
the object. Due to the long exhibition period, atvaumber of light sensitive objects such as
textiles, drawings and graphics had to be exchamgehkree, four and six month intervals.
Therefore, replacement pieces, which matched ititguand in content, had to be found for
the alternation during the exhibition period. By thnd of the exhibition, about one third of
the exhibits had been replaced by thematically gualitatively corresponding substitutes,

resembling a curatorial as well as a logistic muggute.

Throughout preparation and exhibition, the curatirgse the artifacts following the
thematic guideline of ‘The Art of the Enlightenmenbnly led by scientific and
conservational criteria and the limitations of thewn collections. All sides involved
discussed the selection openly. No higher levelcefisorship was executed, with the
exception of one exhibit: The German side suggesteddisplay of the Andy Warhol self-
portrait on wallpaper depicting a counterfeit of dMaedong by the same artist. This
suggestion, which illustrated the artist’s criticaflection about the development of the artist
cult and the cult of personality, was turned dovteradoubts from Chinese officials were
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expressed. For the general theme of the exhibitiawever, this object was of minor

importance and dispensabile.

Order of Display
The nine sections were arranged thematically feajulifferent aspects of the influence of

art during the period of Enlightenment and howitself was influenced by the epoch. The
first and the last sections each presented a clugical framework of the exhibition theme,
depicting the origin of new ideas at the courtemightened and semi-enlightened rulers, and
illustrating the influence of these ideas on modarnup to the present day. Within each
section, a chronological order was dismissed imifaf thematic units, illustrating various
aspects of the epoch. In this theme-based displhgbject categories were mixed, with two
exceptions: Section 2 (Perspective of Knowledgeflipminantly featured three-dimensional
scientific instruments; Section 6 (Back to Natutesplayed only paintings with the exception
of one graphic series, which depicted the earthguztkLisbon (Le Bas). This curatorial
decision aimed to limit quality shifts in a divisiowhich mainly featured masterpieces of
Kobell, Gainsborough, Friedrich, Raeburn and VerlreSection 7, predominantly black and
white graphic works and series of prints by Goyagéatth and Piranesi were on display

helping to illustrate the ‘Dark Sides’ of the Efltgnment.

The thematic display provided an opportunity tospré the relevant content in
context. However, it also harbored the hazard afusing the visitor, particularly because an
entire epoch with its internal developments waglisplay. The curators faced this problem
not only by introducing didactic material, but alspestablishing object sequences in various
sections, which depicted a chronological develogmEar example, in the first section, a
series of four escritoires presented the evolutibthe European writing cabinet from its
aristocratic origins in the early ¥&entury to bourgeois adaptation in the Biedermgégiod.

In addition, a sequence of prints executed in chffe techniques illustrated the important
development of printing techniques. The introduttaf these comprehensive sequences,
which took up a fair amount of exhibition spacesvieited, however, by the availability of

fitting objects as well as by the wish to illus&a wide range of topics within the exhibition.

The thematic order of display in this loan exhibitated an exception within the
exhibition scheme of the National Museum of Chinvehere either a chronological

organization or a material-based display accordm@esthetic criteria (porcelain, bronze

- 183 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

exhibition etc.) predominates. The major exhibitioih‘Ancient China’ and the ‘Road of
Rejuvenation’ follow a chronological outline, adigon well established in history museums.
Even the material-based displays such as bronzeamelain grouped in dynastic periods,
although their arrangement predominantly followsstlaetic criteria. The thematic
organization of ‘The Art of the Enlightenment’ ektiion demanded different approaches in

the exhibition design and the didactic infrastroetaf the exhibition.

Exhibition Design
The exhibition was arranged in three major habblsheencompassing three thematic sections.

Partition walls divided all venues into thematicnqmunds and created space for the
installation of exhibits. Within the halls, the Walvere painted in different pastel colors of
red (hall 1), brownish green (hall 2) and blue (I8l For a more exquisite design, all
freestanding walls were covered with cloth corresjiog to the color of the exhibition hall.
Paintings and prints were grouped thematicallyntd and either attached with wires from
the ceiling (track and slide) or screwed onto tfa .vin addition, a support in the fitting color
was mounted underneath the frames of large patii@ree-dimensional objects were
presented either on pedestals or in showcases dhengvall or in the center of special
exhibition units. The design included didactic miais in the form of text and blow-up
illustrations, technical models as well as medianieals. Texts were presented on room-
colored panels (introductions), directly plotted ttee wall (quotations), on white boards
accompanying each object or object group (captionsyere beamed to the floor of each
section (titles). Black, semi-translucent curtaith blow-up images of artifacts presented in
the exhibition blocked the light from the existingndows [Fig. 83. These illustrated
curtains and the light concept represented the riggtures in the rather neutral exhibition

design.

The continuing challenge of this exhibition coopiera existed in the presentation of
Western art and Western content to a mostly Chireasience in a Chinese museum
environment. Due to the increasing numbers of maional exchange exhibitions, this
phenomenon seems more and more common; howevempaet of viewing habits and the
cultural background of the audience cannot be wsdienated. Furthermore, for most
exhibition collaborations, a mutual developmenableast a joint reconciliation of a thematic
exhibition is quite rare. Frequently, a ready-masahibition travels to different locations in

the world and is only adjusted to a few specifiquieements. In case of ‘The Art of the
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Enlightenment’ exhibition, the German team was harge of the thematic arrangement of
the exhibits whereas the Chinese side made suggsstr the overall exhibition design. The
task was to create a Western context and exotiosghere in the exhibition galleries not
only through the objects but also through the deswgthout neglecting Chinese viewing

traditions.

The implemented design seemed rather minimalistadiogved the objects to speak
for themselves. In some sections, the exhibiticacepeven appeared to be too large for the
presentation of European art of thé"¥hd 18' century. The introduction of installations and
illusionary architecture, common in many interna#ib exhibitions or historic exhibitions
such as the ‘Road of Rejuvenation’ display, wasttaiin favor of the artifacts, which are in
the focus of interest. This is more typical of thesign of an art exhibition and can also be
found in the ‘Ancient China’ display. The basic @oscheme was developed in reference to
the historic color scheme of the™8entury and the taste of the Chinese visitor. Blbev-up
images on the curtains integrated perfectly in® exhibition and set distinct visual focal
points within the galleries. The overall conceptaaf artificial light exhibition attributing a
different light quality to every section and theyetreating a specific atmosphere for each
thematic approach was central to the design ofetfebition. This light concept was, for
example, apparent in the illumination of the ‘Metit Tomb in Snow’ (1807) and ‘View
into the Elbe Valley' (1807) by Casper David Frietir(1774—1840) in cold spherical light
[Fig. 16Q. Section 2, which illustrated the Perspectivekobwledge by means of optical
instruments, was kept rather dark and containddlgghinated historical artifactsHig. 154.
Following an idea of the Chinese curator, the eixibib titles were beamed to the floor at the
entrance to each section. Almost half of the wisitavho participated in the 2011 survey,
stated that the exhibition design looked intermalpone third rated it modern and only 2%
sensed it to look Chinese (6.2.4.). The exotichowdhich this exhibit conveyed, compared to
the other exhibits in the museum, seemed to stamapty from the objects and their
elaborate illumination. Although the design remdiggite reserved, the exhibition contained

a wide-ranging didactic framework.
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Didactic Infrastructure
Since the early planning stage of the project, ¢beatorial team had agreed upon the

necessity of providing a comprehensive didactianfrevork for the introduction of this
challenging exhibition theme to a Chinese audieAceiay had to be found so that, on the
one hand, sufficient descriptions would be avadabherever required, but on the other hand,
the visitor would not be overwhelmed by supplemegntaformation. Therefore, the didactic
infrastructure was designed as an offer which thitgor could use or not and which extended

from inside the exhibition to the periphery.

The exhibition focused on a theme-based display aamarrative approach. Almost
every object of the exhibition illustrated a sirgulimportant phenomenon of the time. In the
foyer of the exhibit, maps of Europe and China antimeline including European and
Chinese events was provided to aid visitor oriemtatReplicas of an electrostatic generator
and a moveabltheatrum mundfigure were placed within the exhibition for thisitor to try
out [Fig. 83, 157. Blow-up illustrations of 18 century manuals were included within the

section to further demonstrate the function ofdbientific instruments.

Throughout the exhibition, section titles, sectiotnoductions, as well as captions for
each object or object group were provided in Chlenasd English as a main means of
background information. The curators took somereffo composing the different levels of
texts, with each caption including up to three arptory sentences to illustrate why the
object was chosen and what thematic idea it st@odwithin the exhibition context. In
comparison to the other exhibitions of the NatioWalseum of China, ‘The Art of the
Enlightenment’ provided the most explanations witthie display. The direct accessibility of
the exhibition text represented a major gain, whi@s proven by the fact that the visitors
frequently read these explanations. In the entranea, quotations by Wilhelm Leibniz and
Feng Yingjing led the visitor into the topic ana@tidea of cultural exchand@ Furthermore,

each bust stand was invested with a quotationefdamous contemporary it carried. Within

"% These quotations were provided in Chinese and &mglLike the Westerners, who have never heard &abou
the teachings of Chinese sages, | have never b&foyen the writings by Western saints. Today we are
illuminating and inspiring each other. As peoplesthie world share one mind, we are not to fail hie t
communication between East and West.” (Feng YingjiRreface to Complete Map of the World, Ming
Dynasty, 31st year of Wanli Era, 1603) and “Who ldoliave believed that there is a nation of eartlickvh
surpasses us, refined as we hold ourselves tamhikeirules of an even more cultivated life? Nehaldss, it is
exactly this which we witness in China since weeéhaeme to know this nation better.” (Gottfried Viilim
Leibniz, 1646-1716).
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every section, a selection of two to three quotatiodfrom representatives of the
Enlightenment was applied to the walls in Chinesaroughout the exhibition, these
guotations provided philosophical ideas, which wdifecult to illustrate solely with artifacts.
Furthermore, they helped to create an atmosphetbeoflisplayed time. A small free-of-
charge booklet featuring the main sections anddhicing a selection of objects for each
topic was planned for a handout. However, due gamizational difficulties it was only
available at the end of the exhibition period. Anguehensive exhibition catalogue was
published in Chinese, English and German featuthmg nine exhibition sections, with
introductory texts by the curators and an objelgcsion of each section, as well as essays by
outstanding scholars from China and Germany. Duigstsize and the price policy of the
National Museum of China, however, the catalogus wray available to a small number of
interested and affluent visitof$®

Curators on all sides welcomed the introductionneiv media technology for
background information such as PDA and computemnitals. On media terminals, the
visitor could gain additional information about thistorical background of the exhibits and
participate in a crash course about the Enlightertirperiod, which could also be accessed
via the website of the exhibition. The general awgliide of the museum provided a one-hour
tour through the exhibition and gave further ingigto a selection of objects. Furthermore,
guided tours were available for groups in Germanglih and Chinese.

To extend the exhibition topic by one important eatp the German curators
suggested designing one of the outer courtyarda Bsiropean Garden of Enlightenment
during the exhibition period. This garden designuldohave featured, for example, plants
from China, which were introduced to Europe dutimg age of Enlightenment. Furthermore,
it would have provided introductions to the exhdit theme of the garden. This plan,

however, was discarded during the preparation gsce

Various additional activities supported the exhint An educational museum
program developed by the German Goethe Institutdeiing in cooperation with the
National Museum of China offered numerous tours awents for diverse groups. It also
initiated the establishment of educational centerthin the museum to be used for

*®Similar to the catalogs of the National MuseumGfina collection, the exhibition catalog was priced
around 900 RMB.
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workshops and events even for further exhibitiomscome Fig. 166. An International
Youth Congress entitled ‘Enlighten my Future’ enyald the exhibition as its thematic
framework. The endowment Stiftung Mercator devetbgiee ‘Enlightenment in Dialogue’
program, staging five scientific forums with padecussions by international experts on the
field and related topics. Furthermore, it realin@ae salons with a more unofficial character,
extending to philosophical, social and artistic ex$p of the Enlightenmert’ The first
forum commenced on April 2, 2011 with a panel dsston by Chinese and German museum
directors about the future development of museunts @ultural exchange projects, a day
after the exhibition opening. Hopes were high dtitbagh this forum had more the character
of a reaffirmation event, it nevertheless pavedwhg for more intensive debate at later panel
discussions. More than 3000 visitors attended tieats and in 2012, the dialogue of culture

was converted to a long-term program continuingobeythe exhibition period.

The efforts to not only make the exhibition attraetout also give explanations about
the theme were hindered by the museum entranceypalithe first month after the opening
of the exhibition. This policy allocated a price @ RMB per ticket for the international
exhibition, while the entrance to the entire museuas free. During this time, only 8000 free
tickets were handed out per day and usually they gene by noon. In the afternoon, many
people bought tickets for ‘The Art of the Enlighte@nt’ in order to access the new museum,
but not primarily to see the German exhibitionsiimmer, the ticket price for the exhibition
dropped to 10 RMB and in autumn, it was free ofrghgust like the rest of the museum. In
many museums worldwide, it is common practice #pacial exhibitions and international
loan exhibitions cost extra. Nevertheless, after gleneral introduction of a free entrance
policy for state-run museums, this approach wasfcdlf to communicate to a Chinese
audience. With its entrance policy in 2011, theidfal Museum of China intended to test
the capacity of the new venue; gradually they odarnethe museum for more visitors. The
fear of being overrun by too many visitors certaiplayed a major role for the restrictive

entrance after the opening of the museum.

" Initiated and with 1.5 million Euros funded by teadowment Stiftung Mercator in cooperation with the
National Museum of China, the Berlin State Art Murses, the Dresden State Art Collections, and theaBawm
State Painting Collections Munich. The program wEatly supported by the German ambassador to Ginida
by the Chinese Minister of Culture.
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Summary
On March 25, 2012, the first international loan ibxion in the newly designed National

Museum of China came to a close. For the firstrir@@onal display after the reopening and
one of the first exhibitions of the entire museutme Chinese and German staff had to
overcome many thematic, logistic, and operatiomallenges with their collaboration. ‘The
Art of the Enlightenment’ itself seems to have baeggood addition to the overall exhibition
concept and enriched the museum by a thematicayigglinternational art. Surprisingly, the
theme, which was conceived positive by museum psid@als from both sides, seems to
have caused more controversy with the German pthdic on the Chinese side. The didactic
infrastructure enabled not only the enjoyment ofte@ieces but also provided necessary
context information for a non-Western audience.hiMitone year, half a million people had
viewed the display. Although not the highest numibeattendance ever seen in a Western
exhibition in China, some of the visitors returnguto five times and stayed in the exhibition
on average more than two hodf8.The initiators were satisfied with the outcome and

stressed the long-term effect and the necessityeofultural dialogue.

‘The Art of the Enlightenment’ exhibition set higstandards in various fields of
international cooperation. It started the new cphoé displaying world culture by means of
long-term international loan exhibitions within tNational Museum of China. However, this
display was just the first in a long line of intational exhibitions, followed by the
‘Ancestors of the Incas’ by the Peruvian Ministdy@ulture or the ‘Passion for Porcelain:
Masterpieces of Ceramic’ by the British Museum #mel Victoria and Albert Museum and

many more.

3.5. Conclusion

The National Museum of China represents the prinuseum for the display of Chinese
history and culture. By analyzing the overall extidm concept of 2011, as well as the three
major displays of the ‘Ancient China’, ‘Road of Regnation’ and ‘The Art of the
Enlightenment’ exhibitions the following findingsuld be made:

With the opening in 2011, the National Museum ofn@ahhas extended its overall

exhibition concept from a primarily historic focus the display of art on equal terms.

738 Information based on an internal visitor surveyo11.
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Besides the display of history, permanent exhilmtsmaterial groups such as bronze,
porcelain and jade were added to the museum. Adfnaihese exhibitions follow the
chronological order of the Chinese dynasties, tfumyis on the aesthetic presentation of
masterpieces themselves. Previously, special dghilaid already featured different themes
and object groups; however, the permanent dispfaypnasterpieces takes the exhibition
concept to a new level. By including long-term migional loan exhibitions, the National
Museum of China strives for new dimensions. Thst fiong-term loan exhibition featuring
‘The Art of the Enlightenment’ added a theme exiobi, in which each artifact or group
seems to illustrate a different aspect and whicliurther explained by various didactic

materials.

The major displays of the ‘Road of Rejuvenationd dAncient China’ experienced
adjustments, reaching from a close continuity afitent and design to an extensive new
interpretation of the displayed collection. The &loof Rejuvenation’ exhibition follows the
former set-up most closely by stressing the nasastoryline and using the exhibits
primarily as supporting statements. The newly addedtent of contemporary history is
integrated continuing similar structures, displ&ghniques and themes. In contrast, the
‘Ancient China’ exhibition experience major changasch as the return to the Chinese
chronology and the deemphasizing of political thenhe the new approach, a strong focus is

laid upon the material and the aesthetic qualitthefobjects.

Seeds of change are to be encountered in the uctexipscenario of the ‘Modern
Masterpiece’ exhibition of the former Museum of @#se Revolution. Here, the iconic work
of Dong Xiwen, ‘The Founding Ceremony of the Nati(i953), is displayed in two versions.
These paintings illustrate the extremely versatitditical development of the People’s
Republic of China and its adding on or erasingrofmpnent figures caused by political tides.
Within the display, there are no explanations, eneh on the website, where Dong Xiwen'’s
painting is described in length, there is no rafeesabout the fascinating history of the oil
painting and its counterpart. However, for the infed visitor, the presentation of both
pictures reveals a changing approach and allowesaaimvolvement in the display of modern

Chinese history and the memory of its people.
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4. Conclusion: Presenting Identity—Past and Present

After many years of planning and reconstructior, Mational Museum of China has risen
like a phoenix from the ashes of a controversiahping process. Hardly any museum is
better qualified than the National Museum of Chimduild memory, to shape history and to
present the identity of the current People’s Rejpulifi China. This study analyzed the most
recent development of the National Museum of Chineevealed continuity and changes in
the architecture as well as in the museum displagrder to further understand the newly
defined self-image of the museum and the messagmiteys: Framing the Subject (Part 1)
defined concepts in relation to the National Museafn€hina and traced the origins of the
museum and its development within the politicatwstances. Furthermore, the National
Museum of China of 2011 and its self-defined gomése presented. In Building Memory
(Part 2), the new architecture of the museum wasyaed, and compared with the previous
stages of development and with relevant national iaternational examples of museum
architecture. Both changes and continuities iratichitectural design were examined in order
to understand the new role of the museum build8igping History (Part 3) focused on the
analysis of the new presentation, taking into antdarmer exhibition setups as well as
worldwide contemporary exhibition practice. Fronstanalysis, the following findings could
be made:

The National Museum of China has achieved its goatvolving into the largest
museum worldwide. However, the comprehensive rgdest the museum carried further
ramifications. “Leading within China and first-ckasmternationally” became a well-quoted
slogan among museum personnel and directors dlike.government’s intentions were to
improve the facilities of the museum in regardtsfhard- and software, to equip the venue
with the latest technical innovations and to inseethe professional museum staff. A more
forward looking, technically updated and supremal‘bf culture’, featuring both Chinese
history and art from prehistoric to present timesswargeted. These improvements were
planned in order to better fulfill the contempor#agks of a national museum and to serve the
audience by offering them a more comprehensive omsexperience. By comparing the
predefined goals with the outcome of the projedbeicomes apparent that the revamping of
the museum presented no easy task, but a diffstrdggle in redefining and reshaping the

institutional identity in the context of a changi@gina.
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In its architecture, the museum expanded in sieattrg generous amounts of space
for display. In the course of the project, and mrtigular, after the change of museum
leadership, the planning for overall size and faltegy space were both continually extended.
Although the competition for size was overtly enga@ the museum’s true dimensions are
only appreciable in the interior of the Grand Foruks in 1959, the client refrained from
equating building significance with merely the heigf the building. The newly established
low-rise museum blends harmoniously into the cantek Tiananmen Square and its
surroundings, an approach very important for thierodesign of the museum. The original
facade of 1959 has made a statement for a newriiagiremploying Socialist building style.
At the same time, it connected with the former eemind the surrounding buildings by the
implementation of Chinese characteristics suchhasise of yellow tiles. In 2011, the design
followed the clients’ demand to keep the origiregdde intact; the project developed from a
‘counterpoint approach’ in 2004 to a facade in twith the original design. Only at close
range are modern forms recognizable. In additibe, layout of the courtyards reflects the
development of the fagade; it evolved from an ahitabstract design to a proposal that
resembles the original composition, resuming the efsvegetation as can be seen on the
square. The outer design of the 2011 museum predadagatement of continuity: the key to
understanding this approach being the integratibrthe museum in the ensemble of
Tiananmen Square. Although this continuity of fogenerally prevails in the interior, more
freedom was applied in the employment of modermelgs and in the design of a state-of-
the-art functional museum building. In additionaio international look the establishment of
reception halls in Chinese style pays tribute ® @hinese culture and can be seen as an
important addition to a national museum. In cortirédse exhibition halls are provided in
international museum standard, with state-of-theftanctionality, as exceptionally flexible
and neutral containers. Still their enormous sizavides challenges for the installation of
exhibitions. The Grand Forum developed from an petelent glass and steel architecture to
a more conservative and monumental approach, whichtune with the former design. The
initial idea of an openly accessible public squaithin the museum had to make way for a
much more restrained design, returning, howevethénassignment of the Grand Forum as
exhibition space. Ultimately, this approach semeeemphasize the character of the building

as a memorial of the People’s Republic of China.

In the display, different approaches extending frmmmtinuity to renewal have been
discovered. The showcasing of masterpieces in peniaxhibitions and the introduction of
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long-term international loan exhibitions expandéx tscope of the museum from the
predominantly historical focus to the display oft an equal terms. The ‘Road of
Rejuvenation’ has developed in scale, now includimgdern history up to the present. A
change in exhibition title from ‘revolution’ to ‘p@venation’ provides for a less militant
approach. Internationalization was achieved byothicing modern display techniques and
providing additional English explanations. Despiliese changes, Chinese history continues
to be described as sequence of revolutionary eventie display of the Old and New
Democratic Revolution (1840-1949). Furthermore, tieavly introduced scope of modern
history (1949-2011) is explained as a series obraptishments under the guidance of the
CCP. Challenges and setbacks of the historicalldereent are partially mentioned in the
introductory text; however, no further details @pkanations are given. The continuity of the
exhibition outline and theme, the consistency ia #xhibition design, the application of
photographs, and even the resumption of the progrbumil paintings and sculptures, all
support the impression of a persevering exhibitqproach. The new exhibition closely
follows the guidelines of the Propaganda Departmesiich forbade changes in motive,
orientation and framework. It continues to serveagsatform for the display of the official
party line with the master narrative of the vicbas path of the Chinese people under the
guidance of the CCP still in place, expressingtiwali stability to the outside world. However,
the exhibition makers thereby missed the chance réw interpretation of a society, which
has undergone fundamental changes.

In contrast, the well-established ‘Ancient Chingplay experienced a change in the
focus. The historic display adapted a downgradmghe importance of political themes, a
return to the traditional Chinese chronology ancearphasis on the objects themselves. This
change in perspective is visible in an alteratibthe employed terminology, the renunciation
of socialist quotations, history paintings and ptudes and in the explicit return to the
traditional Chinese chronology. Due to the avadatwllection of masterpieces the focus on
the objects themselves was always stronger thathenpredecessors of the ‘Road of
Rejuvenation’ exhibition. However, with the new ey, the ‘Ancient China’ exhibition
emphasizes the aesthetic value of the objects ewere, thus revising the former
interpretations without openly opposing it and odigion fulfilling the new governmental
guidelines formulated for the museum. This new $oom the objects seems to be better
suitable for the presentation of the Chinese natimhits treasures. With the opening of ‘The
Art of the Enlightenment’ a further step in the nexhibition concept was taken. The original
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planning foresaw an ambitious display of museunpsesenting all continents at the same
time. With the implementation of long-term interoagl exhibitions in a sequence, the
original idea could be preserved. The German dmution added a thematic exhibition to the
display, which is predominantly arranged accordimghronological and aesthetic criteria.
Being the first international exhibition after treopening, it had to overcome various logistic
and legitimization difficulties. It was, howevergWreceived by the audience. In general, the
new display of the National Museum of China ranfyem close continuity in concept and
design (Road of Rejuvenation), to a new interpiatadf the collection with an emphasis on
its aesthetic value (Ancient China, Masterpiece ikikbns), and to including a thematic
international approach (The Art of the Enlightentheifhe development of the exhibition
design reflects the approach taken in the architatscheme, in that a slow adjustment and a

not entirely new interpretation was pursued.

During the process of reshaping the National MusenfimChina, the client —
composed of various governmental bodies — haslnatya expressed the same opinion. The
project has shifted between a traditional and a approach, an interior revision and an
exterior presentation of the institution. The emttof the statue of Confuciy&ig. 39] in
front of the northern facade of the museum, viewsdsymbol of détente, and its fate,
describe vividly that although reforming forces weital, a traditional approach was, for the
time being, stronger. The installation of the twersions of the famous painting ‘The
Founding Ceremony of the NatiorFify. 91] at prominent positions in the Central Hall on the
other hand, tells the story of a subsequent, bustnmlent, ongoing change. With the display
of both versions, history is presented not onlyoas true line of interpretation, but the
visitors’ eyes are opened to the controlling poweshich the creation of history can
encompass. In the Grand Forum, the giant relieghefThe Foolish Old Man Removing the
Mountains’ [Fig. 58 forms an intermediate between the second and thimension, a bridge
between the museum’s architecture and the dispkawell as a link between the past and the
future: Remodeled after the famous painting of XeihBng of 1940, this ancient legend
served to evoke patriotic feelings in Republicanets. Furthermore, the theme was employed
for the ideological fight against capitalism anddalism of the Communist regime as stated
by Mao Zedong in his speech during thé" National Congress of the Communist Party of
China in 1945. In 2011, it seems that no specifieney is defined and the focus has switched
to propagate a uniting and mutual effort of ther@se people to build their country. The
core message this relief conveys for the Chinesetgoup to this day is that with the right
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set of mind and real cooperation, it is possiblentive mountains and achieve anything. The
current museum intentinally chose this motto oivstg jointly for a better society to greet

their visitors.

The development of the National Museum of Chindhatturn of the 2% century
evolved parallel to the enormous changes the PsoRkepublic of China has experienced
during the last decades, challenging its previqysr@ach in the depicting of history, the
creation of memory and the presentation of idenfitys project reflects the ongoing struggle
to keep up with and provide answers for the changwciety within the presentation of the
National Museum of China. It shows governmentalimghess to modernize this important
memorial of the Chinese nation and its cultural hrsdorical presentation on the one hand;
on the other hand, the development of the projiestiates not only a very protective
approach and hesitant permission of changes bot alstrong attempt to maintain the
established themes and forms. Although the musainvented itself anew; a harmonious
dialogue with the past was pursued and dominatedettolving project. The assertion to
maintain its role in legitimizing the governmentgower explains the careful approach in the
permitting of changes. However, the continuityledrne and form bears the risk of losing the
ability to bridge the gap between real life and egeriences and the official party line. At
the National Museum of China, a complete redebnitof modern Chinese history and social
changes that some Chinese and Westerners wereghfpinhas not yet taken place. The
revamping of the museum is an ongoing processudating the continuous development in
society and among governmental leadership. Thevaksation of the museum stressed the
general trend of deemphasizing the historic apgroadavor of the presentation of an art
museum displaying national treasures. With theinaity of traditional forms in architecture,
the enduring theme of national unity in displayd ahe competitiveness in the size, the
National Museum of China underlined its role as tepresentative museum of a united
Chinese nation. It continues to explain historydwing the official party line, but now it
also celebrates Chinese cultural achievements sopa globalized world and a treasure

chamber of the nation.
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6. Appendix

6.1. Timeline

This timeline is compiled from various sources diktin the references (see 5.). It is
assembled with the intention of providing an ovewiand background information about the
history and development of the museum [M] in geharal the National Museum of China
[NMC] in particular. Furthermore, it lists relevahistorical events of Chinese history [CH]

and the general historical development [GH]. Thmgetine is not comprehensive.

Time| Place | Event
16.-11.c. BG [CH] |Shang Dynasty

1045-221 BG [CH] |Zhou Dynasty
221-206 BG [CH] |Qin Dynasty
206 BC-220 AQ [CH] |Han Dynasty
220-280 [CH] Three Kingdoms
265-420 [CH] Jin Dynasty
420-589 [CH] North and South Dynasties
581-618 [CH] Sui Dynasty
618-907 [CH] Tang Dynasty
907-960 [CH] Five Dynasties
960-1279 [CH] Song Dynasty
1279-1368 [CH] Yuan Dynasty (Mongolian)
1368-1644 [CH] Ming Dynasty
1644| [CH] Qing Dynasty (Manchurian: until 1911)
1750 [M] Palais de Luxemburg, Paris; opening of the paggallery to the public
on Wednesdays and Saturdays.
1753 [M] British Museum, London, established basedf@d¢omprehensive
collection of Sir Hans Sloane and a universal, elopedic approach
(1759: museum opening).

1764 [M] Hermitage, St. Petersburg
1792 [M] National Museum, Stockholm
1793 [M] The Louvre opens as state collection.

1802 [M] National Museum, Budapest
(1837-1847: neo-classicist museum building)
1807 [M] National Museum, Copenhagen

1808 [M] National Gallery, Budapest

1818 [M] National Museum, Prague, (1891: museum buildling
Prado, Madrid

1839-1842 [CH] The First Opium War ended with the TreatyNzfnjing: Shanghai, Ningbo
Xiamen, Fuzhou and Canton were opened for Westade t
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1849

[CH]

Lin Cheng visits American museums and rephbissexperience in a
‘Journey through the Western Seglii{F 20 i &).

1851-1864

[CH]

Taiping uprising: Hong Xiuquan, the leadertioé religious sect declares
himself the younger brother of Jesus Christ andlanms the ‘Heavenly
Kingdom’ (A& [H). In 1864, the occupied Nanjing fell and the r&bal
ended; the total death toll numbered approximaélynillion.

1851

[GH/M]

In the Paxton Crystal Palace, London, thre& World Exposition began.
In the aftermath, The South Kensington Museum @fiat& Albert

Museum) was founded. At that time, the encyclopsgitem of arranging
the artifacts was exceptional.

1852

[M]

Germanisches Nationalmuseum, Niurnberg: dugriteate initiative,
intended as universal museum of the German culfostered by the
romantic national movement and the 1848 Frankfsgembly.

1856-186(

[CH]

The Second Opium War ended in the lootinghef Summer Palaces by
Anglo-French forces. Treaty of Tianjin (1858): oppenof the Yangzi
valley and eleven additional treaty ports for fgretrade, legalizing the
opium trade, granting foreigners the freedom to entbwoughout the
country as well as free and unrestricted propagatfcChristianity.

1861

[CH]

Imperial government.

Establishment of the Zhongli Yamen, the ddffor foreign relations of the

nY

[CH]

The Tongzhi Emperor ascends the throne aigghseuntil 1875.

1862

[M]

National Museum, Warsaw

1866

[CH]

The first Chinese government delegation thedeto Europe (Denmark,
Holland and Germany). Bin Chun, head of the delegatind Zhang Dey
documented their experience including reports atfeui0-20 museums
they had visited.

1868

[GH]

Meiji Reforms in Japan: since 1639, Japan Ibeeh closed to the outer
world. Emperor Meiji (r. 1868—1912) opened up tbardry and initiated
fundamental reforms. Japan went from borrowing &stery of Western
techniques and style. The foundation for the ingistevolution and
future success of Japan was laid.

, 01

[M]

The French missionary Pierre Heude SJ fourtiedMuseum of National
History in Shanghai, which is today’s Shanghai Ejogical Museum
(rebuilt 2002).

1871

[CH]

Chinese students leave to study abroad (USAthe first time. In the
following years, China sent students to the US J&m France and
Germany.

1872

[M]

State Historical Museum of Russia, Moscow

1876

[M]

Alte Nationalgalerie (Old National Gallery),d8lin

1877

[GHICH]

The First Chinese Diplomatic Mission opened in Lamd

1889/1891

[M]

Naturhistorisches Museum (Natural History MusguVienna

Kunsthistorisches Museum (Museum of Art Historyleiha
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1894-1895

[CH]

The Sino-Japanese War ended with the tre8hoamonoseki, in which

China had to surrender Taiwan to Japan (Japankse895-1945). The
defeat by an ‘inferior’ Asian nation created a fieglof great humiliation ir
China and fostered the understanding of necessaryges throughout the
Chinese intelligentsia.

N

D

1897

[CH]

The murder of two German missionaries by Bliig Sword Society, gave
Germany an excuse to complete the long plannedation of Jiaozhou,

Germans succeeded in gaining leasehold of thefar&® years.

Shandong. In the following negotiations with thar@se government, the

1898

[CH]

Hundred Days’ Reform: A comprehensive refgtan including the
restructuring of institutions developed by Kang Weiand Liang Qichao
was approved and launched by the Guanxu Empererr&ibrm was
halted after 100 days, due to the interventionsrmpress Dowager Cixi.
Six reformers were executed and the Guanxu Emp@agpoisoned in the
Summer Palace. Kang Youwei escaped to Japan.

[CH]

Hong Kong leased to Britain for 99 years.

1899-190¢

[GH]

The Boxer Uprising: Xenophobia and anti-Ctids unrest was ended wit
the conquest of Beijing by the Eight-Nation-Allianon August 14, 1900.
The so-called Boxer protocol legalized the presarfidereign troops in
China and forced China to pay high indemnities.

[CH]

Translation of Western literature into Chseeby Liang Qichao, Cai
Yuanpei, Yan Fu, Lin Shu, Ma Junwu and others.

[M]

Discovery of the Dun Huang manuscripts anchaps.

1902

[CH]

In course of the year, the practice of bimgifeet is condemned.

1904-1905

[GH]

Russian-Japanese War: Japan defeated Russia.

1905

[CH]

Traditional Chinese exams were abolished cthat ordered two mission
overseas to study the constitutions of other nation

[GH]

Musée de I' Armée, Paris

[CH]

Tongmenghui (Chinese United League) estabtidhy Sun Yatsen and
others in Tokyo.

[M]

The industrialist Zhang Jian established tingt fChinese Museum in
Nantong, Jiangsu Province.

1908

[CH]

Death of Former Emperor Guanxu and Empressder Cixi; Puyi the
last emperor ascended the throne under the titléuzn Tong.

[CH]

The Imperial Court issued an outline of tlumstitution.

1910, 08

[GH]

Korea under Japanese occupation (until Au@bs 1945). Japanese
influence in this region began already in 1876 @tyef Ganghwa).

1911

[CH]

Revolution of 1911, Wuchang; Sun Yatsen beeg@mesident of the
provisional government in Nanjing; end of Impef@ina.

[M]

The south part of the Forbidden City openedh® public. Emperor Puyi
and his family still occupied the Inner Palacethia north.

1912, 02

[CH]

February 12, foundation of the Republic ofi@hin Nanjing. Emperor
Puyi abdicated. On February 14, Sun Yatsen handedpmwer to genera
Yuan Shikai, who became president of the Republic.

1912, 09

[GHICH]

British troops moved into Tibet.
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)

12}

A

[CH] The Guomindang (GMD) is founded in succesgibBun Yatsen’'s
Tongmenghui.

, 07 [NMC] |On July 9, the ‘Preparatory Office of the tieal History Museum’ was
set up as the predecessor of the Museum of Chitiesary, originally
located at the site of the former Imperial Coll€ygozijian of the Qing
dynasty. Its first director was Hu Y ujiffl £25.

1913| [NMC] |The Wanguo Printing Exhibition including ade carved preface of the 1
classics is presented in Leipzig, Germany.
1914-1919 [GH] World War |, Austria-Hungary declared war 8erbia after the
assassination of the heir to the Austrian thron@uiwy 28, 1914.

1914, 03 [M] Tianjin Natural History Museum was establish®dthe French Priest ang
biologist E. Licent &£ 4£). In 1952, Tianjin Municipal government too
over the museum, which had already assembled 20@€@s.

, 04| [CH] Japanese occupied the German concessiorsindéng.

, 10 [M] The Ministry of Internal Affairs establisheti¢ Exhibition Office of
Ancient Artifacts Institution for Exhibiting the @ural Heritage (1914—
1947) at the Hall of Literary Glory and the HallMflitary Glory, in which
treasures from the collections in Shenyang, ChernthgeSummer Palace
and the Qingyi Garden of the Qing dynasty wereegwesl for public
display.

1915,01 [CH] Japan formally presented 21 Demands, whicrevaecepted with
modifications by Yuan Shikai in May.

,06|  [M] The Institution for the Safekeeping of Cultural @sares i ¥ {517 H7)
was founded at the Imperial Ming Palaces at thgiNguCourt.

, 09| [CH] Foundation of the Journal ‘Youthi¥4F) in Shanghai by Chen Duxiu,
renamed to ‘New Youth’f{i i 4F) in 1916.

, 12| [CH] Yuan Shikai declared himself Emperor of a néymasty.

1916,06 [CH] Death of Yuan Shikai, end of his dictatorship

[CH] Western literature was translated on a laggde and served as influentia
basis for modern Chinese literature.
1916-1926 [CH] Warlords seized power resulting in regionalgmentations and fighting.
1917 [CH] Hu Shi advocated literary reform in vernacular laage (31%) in the
influential magazine ‘New Youth’.

[NMC] |Per decision of the Ministry of Education@Museum of Chinese Histor
was relocated to the Forbidden City, where it ocediphe Wu Gate and
the buildings between Wu and Duan Gate.

, 08| [GH] China entered World War | on the side of Kikes.

1918 [M] Beijing National Institute of Fine Arts founddsy Cai Yuanpei.

1919,05 [CH] May Fourth Movement: The Chinese delegatidnged to sign the
Versailles Peace Treaty of April 28, which awarteslformer German
settlement in China to Japan. Anti-imperialist stoicbrotests grow into &
cultural and political movement with nation-wideysott of Japanese
goods.

1920 [CH] The Ministry of Education accepted vernacudarguage for textbooks.
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[NMC] |Excavation of ancient heritage starts; nelicesfrom excavation sites wefe
collected within the following years.

1921 [CH/M] |Cataloging of and investigation on the imjpkcollection commenced,;
many cases of stolen and lost objects were idedtifi

, 07| [CH] Foundation of the Communist Party of China&@), initially established
by Chen Duxiu und Li Dazhao and others in Shanghai.

, 11|  [GH] Washington Conference: Japan agrees to r&hemdong to China
(December 1922).

1923-27 [CH] First United Front: Alliance between the GMBun Yatsen) and the CCP
(Chen Duxiu) to fight warlordism with support of \Bet Russia.

1924 [CH] November 6, Emperor Puyi is finally expelledr the Forbidden City.

1925 [M] The Committee for the Disposition of the Qihgperial Household
Possession was established to record the cultlies of the collection.

, 03| [CH] March 12, death of Sun Yatsen.

, 04 [M] Exposition Chinoise d’Art Ancien et Modernetae Palais du Rhin,
Straf3bourg

, 07 [M] Exposition of National Education Systed [8 % 5 J& %<) in Nanjing

, 10 [M] October 10, Foundation of the National Paldgseum in Beijing. The
opening ceremony in front of Gate of Heavenly Busis held on the 4
anniversary of the Republic of China.

1925-1927 [CH] Anti-Imperialist Movement: boycott of foreigtbmpanies and goods in the
cities.

1926-1928 [CH] Northern Expedition of Chiang Kai-shek to fynChina and end the reign
of the warlords.

1926, 03 [M] The Palace Museum is under warlord governahténe following two
years, leadership of the museum changed four times.

, 10| [NMC] |October 10, the National History Museum, wainioriginated from the
‘Preparatory Office of the National History Museuyofficially opened to
the public. The museum counted 45,000 visitorsiwithe first month,
including the monarchs of Sweden and Siam.

1927,01 [CH] The GMD moves the capital to Wuhan, the sgeer Chiang Kai-shek
declared Nanijing the capital.

, 04| [CH] April Twelve Incident; purge against Commusisonducted by the GMO
in Shanghai ended the First United Front.

1928, 06 [M] The Republican government takes over The Natid®alace Museum.

, 08| [CH] August 1, foundation of the People's LibesatArmy during the Nancharg
Uprising in Hunan.

, 10| [NMC] | The Central Congress of the GMD Pafif i 3¢ 7 e 6 231 filed an
application to the foundation of the Museum of Retionary History at
the Central Executive Committeg (L4177 i1 ).

1929 [M] The first official National Art Exhibition orgnized by the Ministry of
Education is opened by Cai Yuanpei in Shanghai.

, 01 [M] Large-scale Chinese art exhibition in Berlin.
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[NMC]

Due to university system reforms, the fornhéstory museum was under
the regulation of the Ministry of Education; itsrmawas changed to
Central Research Centre, Beiping Museum of History.

1930

[GH]

The global economic crisis hits Asia.

, 06

[CH/M]

The Republican Government announced thevifer Protection of

Historical ltems’ ¢ ¥ {53"15).

[M]

The sorting and counting of Imperial treasufiesn The Palace Museum
ended.

[NMC]

The museum started replication of historiadifacts, tomb figurines, and
paintings.

1931, 09

[CH]

Mukden Incident: near Shenyang, railway tisiokvned by a Japanese
company were sabotaged. This incident was used agause for Japane
troops to invade Manchuria.

11

[CH]

Mao Zedong declares the Chinese Soviet Repdiilsestablished in
1937).

[NMC]

The museum'’s collection exceeded 215,00Gzuts.

1932

[CH]

Manchuria was completely under Japanese aufmjppet state named
‘Manzhouguo’ {# 1 [E) was established and the abdicated Chinese
emperor Puyi was installed as the nominal rulefl945, after the defeat
Imperial Japan, the Manzhouguo government was siwali

1933, 02

[M]

Due to the threat of a Japanese attack, atdfrom the National Palace
Museum, the Exhibition Office of Ancient Artifacéd the National
University collection were divided into five categgs, packed into 20,00
crates and shipped to Nanjing and further on ton8hai. An odyssey
began, and ended for most artifacts in the NatiBadédhce Museum in
Taipei only in 1965.

[M/NMC]

Cai Yuanpei: Nanjing Museum opened as the firstpretmensive state
museum; the History Museum in Beijing shipped pafti$s cultural relics
south to Nanjing Museum.

‘Preparatory Office of the National Central Museumder the initiative of

1933, 05

[NMC]

Museum of Revolution#. iy [47)1F J5 %) and gave notice to collect
memorable items.

The provisional government of the Chinese&i8bRepublic announced the

1933-34

[M]

Exhibitions of Modern Chinese Painting in Fcan Italy, Germany and th
Soviet Union curated by Xu Beihong.

D

1934

[M]

The first exhibition of woodcuts and paintinfyfem ‘Revolutionary China’

woodcut movement, influenced European artist likgh¢ Kollwitz and
Frans Masereel.

was held in Paris. The writer Lu Xun (1881-1936itjator of the Chinese

1934-35

[CH]

Long March of the Chinese Communists: undherguidance of the
People’s Liberation Army, the Communists escapenhfthe troops of the
Nanjing government.

[CH]

Establishment of a new power center of thenBwnists in Yan’an under
guidance of Mao Zedong.
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1935/ [GH] Soviet advisors influenced the city plannimgChina after the Moscow
model: big street axis, squares at nodal pointswamtuments are their
characteristics.

, 05| [M] The Association of Chinese Museums [ 4 1E 1 2>) was founded in
Beijing. In September, the first volume of its joat was issued.

, 11| [CH] At the Zunyi Conference, Mao Zedong was itiethas the leader of the
Communist Party of China.

, 11 [M] Eight crates of specially chosen artifacts &ehipped from Shanghai to
the Royal Academy in London, where an ExhibitiorCbinese
Masterpieces was held.

1936, 01 [M/ NMC] | The Association of Chinese Museums published arnvies of the
museums in Chinat( [E #4717 — %) The National Museum of China
joined the Association of Chinese Museums.

, 04 [M] The National Central MuseunE(x7. #1 9 fH#41F5%) in Nanjing elected Cai
Yuanpei as chairman of the managing board.

[M] The National Palace Museum crates were movech fShanghai to

Nanjing. A sub-branch of the National Palace Musewas established in
Nanjing in 1937.

, 12| [CH] Second United Front: after Chiang Kai-shelswalnapped by followers
of Zhang Xueliang in Xi'an, the GMD agreed to a ralance with the
Communists.

1937,07 [CH] The Marco Polo Bridge Incident on July 7 medkhe beginning of the
Second Sino-Japanese War: In August, Beijing waguwered by the
Japanese Army. Chongging became Chiang Kai-shet&iggional capital.

, 08 [M] Due to the Japanese threat, the combined cadie of Chinese art (17,00
crates) was moved on three different routes We€htangqing.

1937| [GH] Construction started on the Palace of the &s\vn Moscow.

, 12| [CH] Nanjing Massacre: on December 13, Japanes@srconquered the city
and proceeded against the civilians with extrenogality.

1938, 01 [NMC] |The museum was bombed and looted by therdzggmArmy in Beijing. It
was renamed “Museum of History of the Central Miyi®f Education”
(U 28 1 2 #4)1H) and under control of the puppet regime.

1939,09 [GH] Outbreak of World War 11, due to the invasiohPoland by Hitler
Germany.

1941, 07 [CH] Declaration of war against Germany and ltaly.

, 09| [CH] In Yan’an, Fan Wenlan published ‘A Brief History Ghina’ (+ [E i 5 fij
4w) after receiving instructions for writing a revtnary history from
Mao Zedong.

1942 [CH] Mao’s Yan'an speech about literature and fattpwing the Marxism-
Leninism view on aesthetics.

[CH] The Rectification Campaign was initiated g tCommunist Party of

China as their first ideological mass movemengcking intellectuals,
adopting the party constitution based on Marxigtihesm and Mao
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Zedong's Thoughts as guiding ideologies, consadligatlao’s prime
position.

1943| [GH] Treaty signed with the United States and GBrdain, abolishing the
Boxer protocol, concessions and exterritorial ghtChina.

1945-1949 [CH] Civil War between the National Party (GMD)dathe Communist Party of
China (CCP). Foreign powers support each side ansief material

supply.

1945, 01 [M] The shipment of cultural relics of the Natidialace Museum from
Sizhuan province back to Nanjing started.

, 04 [M] The Guomingdang regime founded the ‘Board aftBcting Cultural
Heritage During War' g% SCI{RA7 2 51 42).

, 05| [NMC] |Foundation of the ‘Preparatory Office of tiuseum of Revolutionary
History’. The administration of the GMD decidedimtegrate the Museum
of History in Beijing into the ‘Preparatory Office# the National Central
Museum’.

, 08| [GH] World War Il ended with the drop of atomicrhbs at Hiroshima and
Nagasaki; Japan surrendered. At the Potsdam Peaderénce, Japan had
to return Taiwan to China.

, 08| [NMC] |After the withdrawal of the Japanese troapg museum was under the
administration of Beijing University.

, 12 [M] The last shipment of cultural relics, which svarepared by the

‘Preparatory Office of the National Central Museuarrived in Nanjing.
Here, a dependence of the National Palace Muselsts@taip and specia
storehouses were built.

1946 [CH] The government officially returned to Nanijiravil war commenced.

1947 [CH] In Nanjing, Chiang Kai-shek was elected pdesit of the Republic of
China.

, 06| [CH] With the crossing of the Yellow River on JuB@, fortunes of war turned
to the Communist People’s Liberation Army.

, Spring [M] The first post-war exhibition in the Nanjing Maum, hence under the
auspices of Beijing University.

, 02| [M/NMC] | Beijing University launched a museum committee. Mers of the
committee were Sun YunzHl =%, Xiang Dalr]iX&, Han Shouxua#f 7
& and others. At the same time, Beijing Universtarts a degree program
of Museum Studies and appoints Han Shouxuan, #uefeof the Nationa
Museum of History, as director.

, 11 [M] When the Communists approached, the Natiohgbisernment selected
objects of the imperial collection and subsequesitipped them from
Nanjing to Taiwan in 4000 crates.

, 12| [GH] December 18, Stalin’s 70s birthday: in the rsguof the following year,
celebrations continued within the nations of thetEBiock; many streets
were renamed in his honor, exhibition galleriesprgéed special displays.

1949, 01 [M/NMC] |On January 31, the People’s Liberation Artopk control over the north
of China. The new government adopted more tharublginstitutions,
including the Palace Museum, the Museum of Histmg the former
National Central Museum.
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vl

ist

, 04| [CH] The Red Army crossed the Yangzi River to ldgerthe south.
, 09| [CH] Mao Zedong was elected Chairman of the Clarfesople’s Republic.
, 10|  [CH] October 1, Foundation of the People’s RepubfiChina.

[NMC] |Upon the founding of the People’s Republfddhina, the museum was
renamed ‘Beijing National Museum of Histony (7. b 5t [ s 4 1H),
and was under the auspices of the Ministry of Caltf the Central
Government i 9 N\ RIBURT SCALER).

[M] Private collectors were encouraged by the goreent to donate to the

Palace Museum collection to cope with the loss@&atwan; artifacts werg
bought back from foreign countries.

, 11| [NMC] |The People’s Revolutionary Pictorial Exhibit attracted North Korean
and Russian VIPs.

, 12| [CH] Chiang Kai-shek fled and established the dlai government on Taiwar
he reigned as president until 1987.

1950-1956 [CH] Land reforms in the People’s Republic of Ghin

1950, 02 [CH] February 14, Sino-Soviet Treaty of Friendstifliance and Mutual
Assistance resolved upon the sending of 20,000eBadvisors from
different professions (engineers, designer, arctsif@nd scholars) to ass
in the establishment of New China.

, 03| [NMC] |‘Preparatory Office of the National MuseumRé&volution’ was set up by
the Ministry of Cultural Heritage.

1950, 06 [GH] Outbreak of the Korean War (ends 1953); Clieads troops.

1951 [CH] Confiscation of foreign businesses began.

[NMC] |The Ministry of Culture issued directives ftre exhibition of relics;
archaeological studies were taken up again.

,end  [CH] Three-Anti Campaign (against corruption, waietl bureaucracy), issued
by Mao Zedong and consolidating his base of power.

1952,01 [CH] Five-Anti Campaign (against bribery, theftsiite property, tax evasion,
cheating on government contracts and stealing stateomic information
was launched to target on the capitalist class.

1953,03 [GH] Death of Stalin, de-Stalinization began.

[CH] First Chinese Five-Year Plan (1953-1957) wasalled based on the
Soviet model (land reform completed, economicaigino and focus on
heavy industry).
[CH] A Central Committee of History Study was edistied by the central
government for the overall control of Chinese histd studies.
1954| [CH] First meeting of the National People’'s CorggieMao Zedong was to
become President of State.

[NMC] | Official exhibition on Qin-Han dynasties et opened at the Meridian

Gate.
1955| [GH] Nikita Khrushchev proclaimed the end of SdistaRealism in architecture.

[NMC] |Wei, Jin, Sui Tang dynasties officially exlited.

1956, 02 [GH] Nikita Khrushchev criticized the worship ofain during 26' Party

Congress. This marks a turning point of Sovietdnisand the beginning

of overcoming Stalin’s dogmatism.
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, 05

[CH]

With the Hundred Flowers Movement, namedrafte famous speech of
Mao Zedong, the CCP encouraged its citizens tolgmpress their
opinions about the Communist rulership. Howeves,dampaign was
halted after harsh criticism in July 1957 and walfved shortly after by
the Anti-Rightist Movement, which resulted in thergecution of
intellectuals and dissidents labeled as ‘rightists’

[GH]

Hungarian Uprising against the government tnelSoviet-imposed
politic. It was suppressed by Soviet forces.

1957

[CH]

Second Chinese Five-Year Plan (1957-62) fedum agricultural reform
and led to the Great Leap Forward (establishmepeople’s communes)

U

[M]

Objectives for museums were set up for the eovation of the cultural
legacy.

1958-1961

[CH]

The Great Leap Forward attempted to speethepndustrialization of
China and fostered agricultural collectivizationed to the so-called
Three Bad Years.

1958, 08

[NMC]

In August, the Conference of the CCP agrepdn the foundation of a
building to contain the Museum of Chinese Histang éhe Museum of
Chinese Revolution. The Ministry of Culture laundl@campaign to
collect artifacts for the museums in all provinces.

, 10

[M]

In October, the foundation stone was laidreg hortheast of Tiananmen
Square. Construction works for the China Peopl&gdRution Military

Museum @ [E A [y £ H 1 A1F) as part of the Ten Great Buildings
program began.

1959-1961

[CH]

The Three Bad Years caused by the Great Leayadrd, defined years of]
catastrophic famines with an estimated death fapproximately 20
million people.

1959, 03

[CH]

The Tibetan Rebellion began; the Dalai Lansalffrom Lhasa.

, 08

[NMC]

The construction of the main building forettwo museums was complet
in only 293 construction days. The Beijing NatioRggtory Museum was
renamed Museum of Chinese HistoHy [ 7 5 f#4)7K). The nameplate
above the entrance of the museum was written byNkario.

, 10

[NMC]

October 1, the two museums opened for atryperiod. The Museum of
Chinese History opened with a preview of its exiobi; it was adjusted
after October 9. The Museum of Chinese Revolu@amthed an internal
try-out exhibition and only opened to the publicd®60; at that time, the
museum changed its name from ‘Preparatory Officdh@National
Museum of Revolution’ to ‘Museum of Chinese Revimlot

, 10

[M]

October 1, The Geological Museum of Chitta/ii I#471), which was
established in 1916, opened to the public in Bgijin

1960

[CH]

The Soviet Union announced the withdrawal oBian technicians
followed in 1963 by the official break with SoviRussia.

1961, 07

[NMC]

July 1, the ‘General History of China ExHilon’ officially opened to
external parties. The Belgian queen attended trearamy.

[M]

Over 200 artifacts from the National Palace I€cdlion, Taiwan, were

exhibited in five cities of the United States of Arta.
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1962

[NMC]

The Ministry of Culture endorsed a task fetto select top paintings. 319
artifacts were identified as ‘first class’ natiomaasures and published i
catalogue. Replication of Shang Dynasty bronzesesta

1a

1964

[GH]

Nikita Khrushchev replaced by Leonid BrezhrasvFirst Secretary.

[NMC]

The Ministry of Culture approved Xinhua News the agent to assist the
museum in collecting foreign artifacts and promgtihe ‘General History
of China Exhibition’.

1965

[M]

The Beijing Palace Museum and the Central Musef Nanjing
established a joint administration office and mdrio The National
Palace Museum.

, 11

[M]

outskirts of Taipei and opened to the public.

The National Palace Museum in Taiwan moveitsgresent venue at the

A

, 11

[CH]

Wu Han'’s play ‘Hai Rui’s Dismissal from Offitevas criticized by Zhao
Chungiao and Yao Wenyuan for being deviationists Bvent marked the
beginning of the Cultural Revolution (until 1976).

1966-197¢

[CH]

The Great Proletarian Cultural Revolution vieasnched to enforce
socialism and to remove capitalist elements. Toeps of the Red Guard
were formed and began to attack the “Four Old Téiirigld custom, old
culture, old habits, and old ideas).

"2

1966

[CH]

Third Chinese Five-Year Plan (1966-1971) famliamong other things q
national defense and economy of self-reliance.

[M]

The Palace Museum was closed by order of Zhplai and guarded by
army troops during the height of Cultural Revolati{@966-1971) in orde
to protect the historical site.

=

[NMC]

In order to protect cultural relics fromeahallies of the Red Guards, the
exhibition on ‘General History of China Exhibitiowas closed (until
1973).

1968, 01

[GH]

The Prague Spring reforms ended with the iorasf Soviet troops in
August.

[NMC]

The Red Army was stationed in the museumrtaigxt the cultural relics g
the height of the Cultural Revolution.

1969, 09

[NMC]

The Museum of Chinese History and Museunthaf Chinese Revolution
merged and was renamed as Chinese Revolution iigteseum (i [E

i 1 SE I TE).

1970

[NMC]

The'General History of China Exhibition’ wahanged with focus on
smashing the monarchial rule, emphasizing the stasggle as motivatio
for progress, and installing the working class iasgers of history.

1971

[CH]

Fourth Chinese Five-Year Plan (1971-1976) saxlion infrastructure. By
1973, all major industrial and economical targetsld be fulfilled or even
exceeded.

1971, 09

[CH]

September 13, Marshall Lin Biao died in a neygius airplane crash. He
was officially accused of having been engageddowp d’'état and of
fleeing the country.
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[0

, 10| [GH] The People’s Republic of China became memibéneUnited Nations
beginning diplomatic relations with Japan and GBzrétin (1972) as well
as the United States of America (1979).

1972,02 [CH] Ping Pong Diplomacy: visit of President RiathdNixon in Beijing.

, 12| [NMC] |Revision of the ‘General History of China kition’ instructed by

Premier Zhou Enlai.
1973, 09 [GH/M] |Britain resumed full diplomatic relation vatChina; an exhibition of 372
artifacts toured London with wide media coverage.
1973, 10 [NMC] |The ‘General History of China Exhibition’ opens, after the peak of the
Cultural Revolution and comprehensive renovation.
1975, 10 [NMC] |Official preview to the ‘General History @hina Exhibition’, attended by
Secretary of State (USA) and Japanese diplomats.
[NMC] |Exhibition in commemoration of the 8@nniversary of the Long March
held at the Museum of Chinese Revolution.
1976| [CH] Fifth Chinese Five-Year Plan (1976—-1980):a@stments in infrastructure
enable increasing steel and petroleum producthift,te economical
reforms in 1978
1976,01 [CH] Premier Zhou Enlai died; Deng Xiaoping heldaammemorative speech.

, 04| [CH] During the Qingming Festival, many peopletgatd at the Monument tg
the People’s Heroes to mourn the deceased Preimier Znlai, thereby
entering a protest against radical Communist leader

, 07|  [CH] On July 28, the Great Tangshan Earthquakartkilled an estimated
number of 650,000 people; a further one milliort tbeir homes. The
earthquake was seen as an omen and the changetdéavenly Mandate
was discussed in public.

, 09| [CH] On September 9, Mao Zedong died: the CultR&lolution formally
ended, the People’s Republic of China re-estaldlisioatacts to the
outside world.

, 10| [CH] October 6, the ‘Gang of Four’ was arrested aanvicted in 1981.

, 11| [CH] November 29, the foundation stone to the Ghaimn Mao Memorial Hall
was laid at Tiananmen Square by Hua Guofeng, msmaied
predecessor. Due to the erection of the buildinthimonly six months,
the Square was extended to the south.

1977,01 [NMC] |Exhibition in memory of Premier Zhou Enlai the Museum of Chinese
History. The official preview was attended by thecttary of the United
States and the United Nations.

, 07|  [CH] Deng Xiaoping rehabilitated and regained fpcdil posts; in 1978, his
reform and opening-up policy started.

, 09/ [CH] Inauguration of the Chairman Mao Memorial H&lua Guofeng held the
commemorative speech.

1978, 01 [NMC] |The renovated ‘General History of China Baition’ opened to the public|

, 06 [M] East Wing Building of National Gallery in Waistgton D.C. was opened
by Jimmy Carter.

, 08| [CH] Peace treaty with Japan.
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, 12

[CH]

for socialist modernization, reforms and the puretian opening policy.

1979, 01

[GH]

Full diplomatic relations with the United $a of America; joint venture
law; Deng Xiaoping visited the US, followed by ‘Teat Bronze Age if
China’ exhibition in April 1980.

[CH]

Deng proposed the ‘Four Cardinal Principlesicialist road, dictatorship
of the proletariat, leadership of the CCP, and igghg Marxism-Leninism
and Mao Zedong'’s Thoughts.

[NMC]

Inauguration of National History Museum Joal; ‘Hubei Tomb
Archaeological Finds Exhibition’.

1980

[NMC]

Cooperation with external bodies from JagaKorean. The Central
Committee did not want to split the museums, howensféicial outward
announcements still divided the Museum of Chines¢oy Museum and
the Museum of Chinese Revolution.

, 03

[M]

Chinese Society of Museumd (& {# 4 1F %% <%) is founded in Beijing.

1981

[CH]

Sixth Chinese Five-Year Plan (1981-1985): refe of the economic and
fiscal situation.

1983, 01

[NMC]

On April 1, The Museum of Chinese History atf Museum of Chinese
Revolution were separated and retained their algitructure.

, 07

[M]

The Chinese Society of Museums became memb#reointernational
Council of Museums.

1983-1984

L

[M]

Exhibition Cooperation between the Shanghai Blus and the Asian Art
Museum of San Francisco.

1984

[CH]

14 coastal cities open for foreign investment.

, 09

[NMC]

‘Ancient Chinese Civilization Exhibition’ waheld in Yugoslavia. The
‘General History of China Exhibition’ was condengedillow for more
short term-special exhibitions display.

1986

[CH]

Seventh Chinese Five-Year Plan (1986-1990)}r@und plan for social
and economical development, reforms were put onahef the agenda.

[M]

The Heritage Board and museum co-organizeNational Heritage
Conservation Scientific Results Exhibition’, whialas attended by the
Italian singer Luciano Pavarotti.The ‘Ancient Chi@wilization
Exhibition’ opened in Venice.

1987

[M]

The Forbidden City was one of six places in i@&hto become a Unesco
World Heritage Site.

[NMC]

First meeting of the Underwater ArchaeolaiStudies Coordination
Group.

1988

[NMC]

Re-editing the ‘General History of China Ehsltion’ guidelines. The
museum received 276 pieces of smuggled goods tierBtitish
Government in Hong Kong.

1989, 04

[CH]

On April 15, Hu YaobangH## 3 died: public mourning turned into a
movement with demands of economical and demoareficms. The
protests on Tiananmen were halted thoroughly aa&tuare was cleare
through military force.

[NMC]

The Third Plenary Session of the CCP Centi@indittee made decisions

]

N

Spain and China cooperated for a ‘Gaudi Atettural Exhibition’.
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, 08| [GH] Communism in Poland collapsed.
, 10-11] [GH] Fall of the Berlin Wall (Iron Curtain): thegbman Democratic Republic

(GDR) collapsed.

1990 [NMC] |Graduation ceremony for Training for UndetaaArchaeological Study.
Reopening of the ‘General History of China Exhilmti Opening of
‘Ancient China Technology Exhibition’ which recetveepresentatives
from Taiwan Heritage Relic Society.

1991| [CH] Eighth Chinese Five-Year Plan (1991-1995):ibeimg of a phase of
renewed economical reforms under Deng Xiaoping.

[NMC] |Porcelain Exhibition held in Hong Kong; mosenuggled artifacts
received.

1992,01 [CH] Deng Xiaoping Southern Speech called for ernical reforms and
restoration.

,08/ [CH] Diplomatic relations established with Soutbria.

, 10| [CH] The 14" National Congress of the CCP established Dengidgp
theories of building socialism with Chinese chagsastics as guiding
policy for China.

[NMC] |Renovation works put the ‘General History@ifiina Exhibition’ to a halt;
beginning of short-term exhibition program includetérnational and
domestic organizations as well as private indivislua

1993,03 [CH] The National People’s Congress conceded amentsio the constitution
of 1982: development of a market economy; refornts@ening politic
are goals of the state politics. Jiang Zemin becarasident.

[CH] Three Gorges Project began.
[NMC] | Opening of the ‘South China Sea Shipwrechid®RExhibition’.
1994| [CH] ‘Patriotic Education Campaign’ established floe education system.
1995/ [NMC] |Chinese Imperial Tombs Exhibition (US), ‘Amcit China Human and
Gods Exhibition (Germany).
1996/ [CH] Ninth Chinese Five-Year Plan (1996-2000): ¢auwing to build the
socialist market economy system.

[NMC] |‘Hongxi Exhibition’ (Taiwan), ‘Porcelain an@ivilization Exhibition’
(Japan).

[NMC] |Touch screen computers were introduced ferfitst time in the
Introduction Hall of the ‘General History of Chilhibition’:

‘Dun Huang Art Exhibition’.

1997,02 [CH] Death of Deng Xiaoping.

, 07| [CH] July 1, Great Britain handed over Hong Koonghe Peoples Republic of
China: one country, two systems policy commenced.

[NMC] |Exhibition of Relics from the Three Gorgestruction Site, Exhibition
of new archaeological findings, Revision and Adiuitio the ‘General
History of China Exhibition’

1998| [CH] Jiang Zemin reasserted Deng’s ‘Four Cardirahciples’.

1999, 05 [GH] May 8, NATO Bombing in Belgrade destroyed theinese Embassy and
caused a national uprising in China.

[NMC] |Approval for official National Museum of Chinwebsite was obtained af

nd

it was launched in December; sound-directed gwd&eneral History of
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China Exhibition’ commenced.

, 12| [CH] December 20, Portugal handed over MacaoddPople’s Republic of
China: one country, two systems policy commenced.
2000| [CH] Tenth Chinese Five-Year Plan (2000-2004): &bjectives were the
improvement of medical care, the increase of fazeserage, and the
increase of population income.
[NMC] |‘Treasures of the National Museum of Chinahibition’; alongside many
other exhibitions, the decision for the establishivtd a National History
Museum Research Centre was made.
2001, 01 [CH] Beijing was elected to host the Olympic SummGames in 2008.
, 12| [GH/CH] | China officially joins the World Trade Organizatias 148 member.
2002,04 [CH] Jiang Zemin visited Dresden; suggestions aboaperation with German
museums.
, 11| [CH] Hu Jintao replaced Jiang Zemin as head of Canigt Party.
2003,02 [NMC] [February 28, Unification and Renaming: The $dum of Chinese History|
and the Museum of Chinese Revolution unified toobse the National
Museum of China.
, 12| [CH] German Chancellor Gerhard Schréder visitech@hi
2004, 08 [NMC] |[The National Museum of China invited arclitérms in bidding for the
revamping of the museum building.

, 09| [NMC] |September 1, The National Development andoRefCommission
appointed the China Academy of Building ResearchBR) andgmp
winners of the architecture bidding.

, 11| [NMC] |November 15-21, academic seminar ‘Mutual Exege and Influence of

Chinese and European civilization betweeli déntury and the 19
century’ held in the museum.

2005, autumri1 [NMC]

Revision of the architecture proposal commenced.

2N

, 11 [M] German and Chinese governments signed areagret about cultural
cooperation.
2006| [CH] Eleventh Chinese Five-Year Plan (2006—-201thf®d, for example, on
the further opening of science and technology.
[M] ‘Humanism in China. A Contemporary Record dfd®ography’, toured
Germany (2006—-2008), after being on display in Gahou, Shanghai ar
Beijing (2003-2004).

[NMC] |Friendship contract established with Germauseums: Staatliche Musee
zu Berlin, Staatlichen Kunstsammlungen DresdenBayetrischen
Staatsgemaldesammlungen Miinchen.

2007,02 [NMC] [The exhibitions were closed and the museuxigared off; artifacts move
to storage in the outskirts of the city and offitesin external office
building.

, 03| [NMC] |On March 17, construction started with tl@ifidation stone ceremony.
, 07| [NMC] |On July 21, in the presence of Presidentef State Hu Jintao and Feder

President Horst Kohler, the National Museum of @rand Staatliche
Museen zu Berlin, the Staatlichen Kunstsammlungess@en and the
Bayerischen Staatsgeméaldesammlungen Miinchen sagnagreement at
the Great Hall of the People: establishing a l@rgatstrategic partnershij

al
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and mutual cooperation including an exhibition ¢odisplayed for the
opening of the museum (The Art of the Enlightenent

[NMC]

On July 23, the National Development and &ef Commission issued tf
preliminary design and approved the investment btidg

, 10

[NMC]

On October 13, the interims exhibition ‘RoafiRejuvenation’ was opene
at the China People’s Revolution Military Museum.

2008

[M]

The Staatliche Kunstsammlungen Dresden irgtlatheir ‘China in
Dresden in China’ program including four exhibitsoin Dresden
(Humanism in China: Ein fotographisches Portraigddrne Chinesische
Tusche-Malerei; Chinesische Gartenarchitektur; €oéd Drache-Weil3er
Adler. Kunst im Dienste der Macht am Kaiserhof ¥@imna und am
sachsisch-polnischen Hof) and two exhibitions ifjiBg (Gerhard
Richter; Living Landscapes. A Journey through Gerg). The mutual
exhibition contract with The Palace Museum waslfatf with the
‘Splendor of the White Eagle: Arts and Power at$lagon-Polish Court’
in 2009.

2009, 10

[NMC]

At the 60" anniversary of China, the north section of théanis building
was reopened with the display of the ‘Road of Refpation’ Exhibition. In
November, it closed for revision.

2009, 12

[NMC]

The shell construction of the new buildingneplex was completed.
Offices moved into the south wing of the historiballding.

N

2010, 05

[GH/ M]

May 1, The World Exposition opened in Skhai (until October 31).

, 09

[NMC]

First visit of the Chinese curatorial team@grmany (Dresden, Berlin,
Munich) in preparation for ‘The Art of the Enligmieent Exhibition’. In
December, a team of German curators visited Beijitng Scientific
Exchange program between Beijing, Berlin, DresdahMunich
commenced.

2011, 01

[NMC]

A statue to Confucius was erected in frohthee north gate of the Nationg
Museum of China and removed only three months.later

A

, 02

[NMC]

The ‘Road of Rejuvenation’ reopened to thiblic after amendments.

, 03

[NMC]

On March 1, the museum opened to the publiban access limitation o
8000 people per day; free ticket policy was insthllThe National
Museum Collection ‘Highlights of Chinese Modern N&apieces’ was
opened to the public. On March 25, the ‘Ancientr@se Buddhist
Sculpture’ and ‘Ancient Chinese Bronze Art’ exhiidits were opened to
the public. On March 26, ‘The Art of Pan Tianshdtihe Art Of Li
Keran’, ‘The Art of Huang Zhou’ and the ‘Ancient i@lhse Porcelain Art’
exhibitions were opened to the public.

f

, 04

[NMC]

On April 1, the ‘The Art of the Enlightenm&non April 25, the ‘100
Years Anniversary of the Tsinghua University’, andApril 28, the
‘Ancestors of the Incas’ exhibitions were openeth® public.

, 05

[NMC]

The ‘Ancient China’ exhibition opened forpgobation period; in June, it
was fully opened to the public. On May 31, the ‘IoMuitton Voyages’
exhibition opened to the public.

, 09

[NMC]

On September 4, the ‘BVLGARI: 125 Years ddllan Magnificence’ and
on September 28, the ‘Ren: Good Design’ exhibitiopsned.

2012

[NMC]

100" anniversary of the National Museum of China.
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6.2. Surveys

6.2.1. Visitor Survey (2003/2004)

At the end of 2003, the National Museum of Chimacdoperation with the Beijing Normal
University, conducted a large-scale survey amaggigiitors. Since 2000, the annual number
of museum visitors has steadily increased. In 2082, million visitors came to the museum
and in 2004, the number had already doubled. Thes®y numbers made considerations
about technical innovations and the enlargemenh®fmuseum necessdry.The initiators
stated that the purpose of the survey was to saelpublic opinion in order to help the
museum in making future decisions. Among othergsijrthe results were expected to help
the museum to improve its exhibitions, supportatiministration, to increase the competitive
strength of the museum by means of creativity, foraase visitor attention through
renovation, to increase the educational value ef ékhibition and to enhance the staffs
working moral’*° Following the procedures of the Natural Sciencesélum in London in the
1990s, the initiators wanted to use the results miiblic survey as a solid base to find out and

implement necessary changes in the mus&um.

To achieve the identified goals, a set of 33 quoestiwere raised focusing on the
satisfaction of the visitor, the exhibition faddi$, the exhibition contents, the entertainment
and services provided by the museum. The questi@nmantained an even number of
multiple-choice answers in order to avoid that thealdle answer was chosen without
consideration. In addition, each question providpdce for comments. The participants had
the opportunity to answer the questionnaire inegitbhinese or English. From a total number
of 10,000 distributed questionnaires, a turnout®0 could finally be evaluated. Visitors
were chosen randomly originating from differentiabbackgrounds and from 33 different
Chinese provinces; in addition, a limited numbefooéigners participated, precisely five US
and one Pakistani citizen. Although the surveyuded visitors of all age groups, the
majority of participants of up to 77.4% were betwd® and 35 years of age and 51.7% were
students*? Considering the time of implementation, the sansite and the questions raised,

this survey is an ideal source of information iregaration for the reconstruction of the

3% Hao/Huang 2005, pp. 1-2.
"% Hao/Huang 2005, p. 2.
"1 Hao/Huang 2005, p. 2.
42 Hao/Huang 2005, p. 7-8.
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museum as well as for the dissertation project.tRisrpurpose, some of the key results are

summarized below:

- The participants stated the following topics oknesst: history and culture (2472), science
(1098), art (923), military (536), astronomy (50@gography and oceanography (384).
When they were asked which kind of exhibition tkeyuld be particularly be interested in,

history and art exhibitions were rated as the tumfites’*?

- The participants used television (1599), print ragdil49) and internet (1007) as principle

sources of information about the museum and itsbitidns.”**

- A majority of 53.3% of the participants (2320) sthtbeing very satisfied with the key
exhibitions, 41.8% (1819) stated being satisfi?l7% (551) of the participants were very
satisfied with the exhibition design, 58.9% (256@jted being satisfied with the design.

- The majority of the participants were satisfied hwthe reduction of lighting in the
exhibition halls for conservation reasons: 11.8%3[5stated to be very satisfied: 64.7%
(2813) were satisfief®

- A large majority of over 90% of the participantsrgathized with the measures taken to
secure the museum: 65.8% (2864) judged that thariseaneasures were extremely

necessary, 25.1% (1090) encountered them as negé¥sa

- A large majority of over 86% of the participants revesatisfied with the services the
museum provide&*® They especially were in agreement with the guitieds, but also
liked the services, which the cloakroom and infarorastaff provided. Around 12% of the

participants were not satisfied with the servicegstly criticizing that the tour guides

"3 Hao/Huang 2005, pp. 14-15.
"4 Hao/Huang 2005, p. 15.

"> Hao/Huang 2005, pp. 18-20.
%® Hao/Huang 2005, pp. 21-22.
" Hao/Huang 2005, p. 31-33.
48 Hao/Huang 2005, p. 34-35.
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should improve their specialized knowledge (222B6gir commitment (1208), and their
attitude (936

A majority of 87.2% of the participants was inteegsin special exhibitions with artifacts
from the collection of the National Museum of Chiffhe different object categories were
rated from 1 (not interesting) to 7 (extremely re&ting) in the following order: coins
(5.12), porcelain (4.88), calligraphy and paint(ddg81), bronze ware (4.36), jade (4.29) and
biographies of famous people (3.3%.

A majority of 84.6% of the participants rated cudluexchange and cooperation with
foreign institutions importaft’, whereas 90.2% of the participants stated thatomby
Chinese exhibitions should be on display abroatdnimre international exhibitions should
be brought to Chin&?

A majority of 77.7% of the participants regarded #xtension of the museum building as
necessary; 82.7% opted for the introduction of eadamic lecture hall and 77.7% stated

that a didactic multimedia room for visitor actie& would be necessafy’

A majority of 82.2% of the participants would like be informed about special exhibitions
and events by a big screen display in front ofrtseunt>*

46.6% of the participants stated that they woul#enase of a reading room, which related

to the exhibitions, and 48% stated that they wguiibably make use of it>

Only 23.6% of the participants regarded the prodsmlection in the souvenir shop
sufficient; 22.8% rated it not sufficient. About.8% of the participants did not care for the

products the souvenir shop had to offér.

"9 Hao/Huang, p. 36-37.

0 Hao/Huang 2005, p. 41.
1 Hao/Huang 2005, p. 43.
2 Hao/Huang 2005, p. 44.
*3¥Hao/Huang 2005, p. 51.
>*Hao/Huang 2005, p. 52.
> Hao/Huang 2005, p. 53.
%% Hao/Huang 2005, p. 56.
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- For a majority of 59.5% of the participants, a aesant within the museum compound was
not regarded as absolutely necessary but 38.7%dstato be essenti&l’10.6% of the
participants would often visit a cafeteria withmtmuseum compound, 24.6% sometimes
and 47.5% only if it was not too expensive.

- A majority of 68.7% of the participants stated thatextension of the green area around the
museum was necessary and voted for an extensitreajrass area more than for bushes

and trees; 23% of the participants were indiffefdht

- Only 33.5% of the participants considered parkinguegent matter. Of these participants,
33.8% declared bicycle stands and 33.3% car parkacdities of major importance;
46.3 % of the participants were indifferent and¥dr6%, parking space did not matt&t.

The survey stated that around five million peogévisited the over 100 exhibitions of the
National Museum of China between 2000 and 26®)5Admission was free for children,
senior citizens and disabled. Guided tours were o& charge; however, they were only
provided by volunteer tour guides. The museum safiplied guided tour services for VIP
guests and was also responsible for developingtéte of the tour and training the

volunteers'®? Audio guides were available in Chinese, Englistt d@panese.

*"Hao/Huang 2005, p. 57.
8 Hao/Huang 2005, p. 58.
"9 Hao/Huang 2005, pp. 59-61.
%% Hao/Huang 2005, pp. 61-62.
*! Hao/Huang 2005, pp. 91-92.
%2 Hao/Huang 2005, p. 92.
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6.2.2. Museum Staff Survey (2007)
In April 2007, a survey among 32 staff members @ National Museum of China was

conducted. The majority of the participants steomfithe staff of the former National History
Museum. With a limited distribution and a sampleonfy 32 participants, answers cannot be
considered representative; however, the individstatements and contributions of the
participants were nevertheless a useful sourcefofmation since members of the staff have
a great knowledge about the museum and presennhsaghi view About 65% of the
guestions followed the open question format, carsid a greater staff willingness to
answer questions related to their work and reggrthe individual statements as a primary
source of information. As expected, not every pgréint answered the questions raised in
open question forma; however, the average turnb@6% answers per question as well as
the quality of individual answers given, proved wemrluable for further research. Other
guestions followed the multiple-choice (23%) aslaslthe half-open question format (12%).
To allow comparison, the structure of the questarenbares similarities to the questions
raised in the surveys conducted among the intetgsiblic in 2007. However, the focus of
this survey was on the exhibition concept and mkmuseum processes, calling forth the

staff's knowledge in particular.

The questionnaire is divided into four parts: aegahenquiry about the participant
and his background (1.), questions about the Naltiduseum of China in general (2.), the
museum’s architecture (3.) the museum’s exhibitaomd collection (4.). Multiple-choice
guestions were asked in section 1, 3 and 4 (1.3.; 1.4; 1.5.; 3.3.; 4.6.). Occasional
multiple answers were permitted. In a few casesag possible to add individual comments

to multiple-choice questions (2.4.; 2.5.; 3.2.).

The open-question format applied to the followingestions: Describe your position
at the museum: (1.1.); what were the reasons ®utiification of the two museums? (2.1.);
what special focus does the museum now have? ;(fh2aghat manner are the two former
museums represented in the unified institution3.Y2how is the new museum structured
internally? Describe the changes (2.6.); unificaemd renaming was just a first step and the
museum will soon be a “House of the Cultures of Werld”. Which idea is behind this?
(2.7.); why was the extension of the museum ess@n(B.1.); what impression should the

new museum architecture evoke with the viewer?.X3id which tradition do you see your
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collection? what was and is the main focus? Howalo meet these tasks? (4.1.); unification
of the two collections, which problems did you fads the process of unification already
completed? (4.2.); what was the exhibition desige before? (4.3.); what are the most
valuable/ sought after items of your collection2 (¥ how do you plan to present them in the
exhibition? (4.5.); what role does the wax figuodlection play? How will it be presented in
the exhibition? (4.7.); do you plan an extensiorthef exhibition? In what way? (4.8.); what
is the idea behind presenting an exhibition of wek? (4.9.); in your opinion, which
impression should the new exhibition design evokh the visitor? (4.10.).

Due to an inaccuracy in the translation (insteadfathipin & & for replica,
‘yanpin [i& i fake was applied), the results of question 4.@ $§ou use reproductions in the
exhibition?” are not taken into account. Wherevesgible, similar answers were grouped
thematically under generated head&fss to the rest the individual statements weredist

Unanswered questions were counted for statistazans.

Evaluation

Background Information
1.1.-1.3. When asked about their position at theeum, 14 participants (44%) stated being

members of the academic staff, 4 participants (18%sked for the exhibition department, 3
(9%) for the design and technical department rasmdyg, 1 participant each for the foreign
affairs, marketing and administration departmeaspectively; 5 participants (16%) did not
answer the question. 56% of the participants (E&gHeen working in the museum for over
ten years. 13% (4) have been working for the museuer 5 years. 28% (9) have been
working for 1-5 years and only one participant reebegan working for the NMC. 14
participants (44%) have been working in their posifor more than 10 years, 3 participants
(9%) for more than 5 years, 13 participants (4166)1t5 years, 1 participant less than a year
and 1 participant did not answer the question. &hesults show quite a stable working
situation with 53% of the participants working imetsame position for at least more than 5
years. Four participants (13%) stated to have wbrkReanother museum before, whereas 26
participants (81%) have not worked for another muasédefore; two participants (6%) did

not answer the question.

%3 Meuser/Nagel 2005, pp. 71-94.
- 239 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

1.4. Do you feel honoured to work in an institutiorlike
this?

@ 18; 56% m/;22%

:19%
01; 3%

O yes, very much so B yes, a little bit [ no, | am indifferent [ no opinion

1.4. For this multiple-choice question, four answetions were given: 1) Yes, very much so;
2) Yes, a little bit; 3) No, | am indifferent; 4)d\bpinion.

1.5. How do you feel about working in the unified Mtional Museum of
China?

o1
o8

m1l7

O yes, | am proud to work here, because the museuamore famous now
@ no change

O | experienced that the new museum faces differeaitenges

O no answer

1.5. In this multiple-choice question, four ansvegrtions were given. Some participants

opted for more than one answer.
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Museum

2.1. What were the reasons for the unification ofte two
museums?

O economical reasons

B to make Chinese history

more attractive worldwide

09: 29% O to unify the Chinese
History '

O to achive better quality
standards

B changing attitude towards
history _

O better to advertise

B7;22%

o2;6%

. B | do not know, not clear
m2: 6% @6;19%

02;6% 0O2,6% B2,6%

O no answer

2.1. For this open question format similar answeese grouped, all answers were counted.

2.2. What special focus does the museum now hav

06;19%

0 8; 25% O 14; 43%

m4;13%

B museum slogan@ | do not know no answer O other

2.2. For this open question format, similar answeese grouped. Almost half of the staff
stated the museum slogan “Leading within China farst-class internationally”( [E py 43
S, EBFR—) , which is also officially stated on the museumsbsite. Other individual

statements (6) are listed below.
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Individual answers:

No. | Statement Translation

06 | I NEM—LE P EESEE | |thinkitis the unique “Exhibition of Chinese
o History”.

08 | N RKAHRS To serve the people

12 | $EEhfr To improve the status

18 | [EFrtk Internationality

30 | TiEH A —ma EYE. Building a world-class museum.

32 | EEHWEANSE., ZE MY | The goal is to build the leading museum in

TEAEM L, BEERZ

China. This comprehensive museum should
not only be about history, but also to an equ

al

extent about art.

2.3. In what manner are the two former museumsesgmted in the unified institution? For

this question, the open question format was appliédindividual answers (35%) are listed

below, 17 participants (55%) did not answer thestjoa and 3 participants (10%) stated that

they did not know.

Individual answers:

No. | Statement Translation

02 | LG i A, They are based on the traditional culture.

07 | K¥EEESEITER . It emphasizes the functions of each museum

08 | k&K ILTFALS - They maintain parts of the excellent tradition.

15 | REJFLHEAIHEDER RS The museum emphasizes the special exhibitions
=N of the former two museums.

18 | =R FE Academics are in charge.

23 | BIE T dE . They are still separated.

24 | BEEET AN ASTE K The exhibits have not changed and the special
KARAY, character will not change much.

28 | IR EE PR, o R It is difficult for the two museums to maintain
iy RS E O A A | their own character. The key is whether the
AR Revolutionary Museum will change its
” ” v exhibition to a display of contemporary history.

A @ﬁ%{f,ﬁﬂ{%ﬁﬁ?f, The “Revolution” (F;)anybe kept, orpbecozne !
(AT AR AR el < integrated part of the contemporary history.

29 | B EEASE, T AR AEE The themes of the exhibitions are not the same;
WA the target audience is also not similar.

30 | BEAE AR SRR EMKR IH LA | The design of the galleries and the collections

SHbESREVIE

still retain their individual characteristics.
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ter

31 | NEEAXYMERTK | The new museum should retain the original charac
1) 7 T AR B e in the exhibition as well as in the collection.
2.4. Do you think the unification was ...
15+
10 -
5 ]
0 [ [ ]
essential necessary useful unneccess straJnge Nno opiniamswer
coun 8 1 4 4 2 1C 3

2.4. The question format was half-open with sixtiplé-choice options. 8 participants (25%)

thought the unification was essential, 1 (3%) ngsags 4 participants (13%) useful, whereas

4 participants (13%) found it unnecessary and 2igyaants (6%) even strange and

inappropriate. 10 participants (31%) had no opimdrle 3 participants (9%) did not answer

the question. Some participants used the oppoyttmitomment on their standpoint. These

individual statements are given below.

Individual answers:

es/

52

IS

of

No. | Statement Translation

02 | KiZgi—%. They belong together anyway.

14 | AEEF 0 KAES H L The museums cannot fully show their superiorit
. strengths.

15 | $##Ftsz 4, To enhance the strength of the museum.

18 | = EIIE K. To improve the level of the museum.

24 | HELACNIIIE T SN There is no reason why the history should artifigi
P4 be divided into two parts.

28 | BRIy However, it seems that it will part with i

revolutionary character.

29 | HEMIERMALER S The publicity of the museum has increased.

30 | A KEPEEAARI 2 It is one of the most important representatives
— Chinese culture.

31 | BFTF HINR AT A, Useful for the scientific research of the objeatsl

W ) 3 B the continuity of the exhibitions.

DD
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2.5. What do you think about the renaming to Natioal Museum?

14 -
12 -

10

8 4

6 4

4 i

2 4

0 d

justified/correct profitable unneccessary . strange a.m I am indifferent no answer
inappropriate
‘count 12 6 2 3 6 3

2.5. The question format was half-open with six tiplé-choice options. 12 participants
(38%) stated that the renaming was justified/casrécparticipants (19%) stated it was

profitable, 2 participants (6%) judged it unnecegs8& participants (9%) judged it strange

and inappropriate. 6 participants (19%) had no iopinwhile 3 participants (9%) did not

answer the question. Some participants used thertyppty to comment on their standpoint.

These individual statements are given below.

Individual answers:

No. | Statement Translation
02 | ik ANTTEE INEAR . It obtains more importance and attention by the
people.
06 | WiZ: [E P E G e EE It should be: State Museum of Chinese History
15 | & EOK E A . It corresponds with China’s status as a great
power.
23 | AXFEEENZE S RIEYIE. The nation needs a prime museum.
26 | Aaen DARER A EIEE T Only this name can represent the appearance of
e the Chinese Museum.
27 | FAETSEhr B R s R E It had already been the “National Museum”
SV . before renaming.
28 | IEA AR, ANESEASC, i | The museum title is not accurate. It is not clear
R ERI: AR RS E 5 whether it is a science or cultural museum.
B R ST T E R Furthermore, it does not display the “country”;
v sk B e | It does notindicate being a state institutions it
ﬁ?;?ﬁﬁ{ﬁz’a RTRIMT | aid to be national, but it is not clearly stated.
KRHZH- This is a statement of an amateur official.
29 \mEEST, WE T, The publicity and the status of the museum have
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increased.
30 | EZEN AL FTH I EAR It shows national importance and attention of
culture.
31 | BFT YRS, EZxRF | Itis profitable for the collection of cultural
A relics, an investment of the state.
32 | - MEZENA - NMCEEANE | A country should be represented by its own

[C S RIE e R L7/ R

comprehensive museum of the highest level.

2.6. The question about the internal structurehefrhuseum and its changes was phrased in

open-question format and similar answers were grdupive participants (16%) stated that

there was hardly any change in the museum struafteereunification. 15 participants (46%)

did not answer the question, whereas four partitgp§l3%) stated that they do not know.

Individual answers (8) and supplement supportiategsients (2: No. 07, 14) are listed below.

Individual answers:

e

[ the

No. | Statement Translation

04 | #R¥E TA/EM R, WS A4 T | Set according to the nature of the work and th
WE . different business.

06 | 53 HEEEATEGERT, M5 | After unification, logistics and administration
AR TFET, Ko #kse | are unified, but other areas remained separate,
TRy TR because research and exhibition work are no

same.

07 | &HiEmEDEHR B 51T The forms of organization of the unified
FWAERNKIIAR, HEAR | museum are not much different from before.
00T R SR T 3 — A Only some departments of the two museums
. merged into one department.

14 | 5 EHLEERFF R EKEMRA | After unification the structure of the museum
A4y, HE—wpimgEskE S | has not changed fundamentally; in case of tw
301 a 31—, EFWE similar departments, they were merged, but a
T R SR TG other areas remained in the original form.

27 | AT AR TR The unification has not been completed.

28 | MBS, WA —FE, 40 | The exterior and interior are not united, the
SUREFRET, TR way | work area is not the same. The structure is st
LR 5 divided; it seems the museums could be

separated any time.

29 | ITEUSEIERT1E IR, FEEIE] Administration and logistics are unified. The

ML, UONEIRMIEEIF, 2
TSI E R K

main departments are still separated. Althoug
the museums have been unified, their work

areas are quite different.
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e

\"2)

30 | ATEUARIEELS, S AN It unifies the administrative resources, but the
S, SRS EIARR R | are separate working areas. Before unificatio
T B IEREE, &5 S AR the structure of each museum served its own
ST, I | oo e e b e

=) RE A B A VR ’
PERONHRIE IR & BEIR - resources to the greatest extent.

31 | & EEREE I IAAT ST — | After unification, administration and technical
NS =R, (B ys | support were unified, but not the storage units
B 3] S0 40 FF T A and the exhibition departments.

32 | TEGTIIE LR e s The administration is already unified and

iBAE, AENE ST R R
TAENEAR, MELISEIHIE
BXEMEI, Xfng.

working together; but it is very difficult to
completely unify the working units, because t
work is different. It is difficult to achieve a rea

unification, this has to be improved.

2.7. For the question about the ‘House of the Cedtof the World’, 9 participants (28%)

gave individual statements. One participant stétatdthey did not know and 22 participants

(72%) did not answer the question. The individtalesnents are listed below.

Individual answers:

Df

rse

in

je.

No. | Statement Translation
07 | ¥ 44 5y v [F FE K e A After renaming, it is called National Museum
B R Ar b China and not House of the Cultures of the
World.
14 | R TIe B 48t e . It does not seem to be renamed Museum of t
Cultures of the World.
18 | ARERBEE - N—, TH Not simply combined, but powerful
FIRIREE A combination.
21 | BRI AR E i, Aim to display cultures of different countries.
22 | RSO R b The museum will be the center where Chines
culture is displayed.
23 | AW, HegEs, BEE Greater, more comprehensive and more dive
24 | MPAINNEREFR AR | believe that an exhibition of world culture wi
B SR R R R L not be the focus of the museum development
future.
30 | EZEESZ IR, EZEK It represents the expertise of the country; it is
4 B Es i 2 g | the cultural name card of the country. It is the
S exhibition centre of the country's cultural imag
31 | GFFTE LR T Bod IR E The unification and renaming reflect that our

BURFRE ST A ol F) e 2 EE A,

party and our government attach great

importance to culture; it is beneficial for the
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AT [ G SR, AR
Trp E SRR AL .

historical tradition and for the spread of the
Chinese culture in the world.

Architecture
3.1. Why was the extension of the museum esseri@ithis open question, 18 participants

(56%) gave an individual statement, 12 participa(®4%) did not answer and two
participants stated that they did not know the sraghe individual statements are listed

below.

Individual answers:

No. | Statement Translation
04 | P EILTER S | To show the wide range of 5000 years of Chingse
k. history and culture.
05 | EiEyiE L&, MRS | The old outdated architecture of the former
A& N R R museum did no longer meet the needs of
7 development in the museum.
06 | FEMNZKGEEIHES AP kPt | The main points were improving the old
A B kT AR giENRE | buildings regarding fire and earthquake
T protection etc. Furthermore, to install a constant
climate control.
07 | IHEMGRE ., Bt AEE | For the custody of the old building. The
. exhibition area was not sufficient and outdated.
09 | JLHFriZam Mm% 5E | The building is a few decades old and therefore
s T TSRS 24 Ay | does not satisfy the needs for the equipment of
g today’'s museum.
13 | BT MR AFHEAEESEYE | Exhibition area and the equipment were not
() e suitable for the development of museum.
14 | ¥ @&HEIELEHAREE, The extension might not have been so important.
15 | hEAk % JEEE . T4k | Chinese culture is rich in resources to establish a
o cultural trademark.
18 | U kE The development in time
21 | ESRBIERERA RN, %% | The former exhibition space was too small,
th, Ed Y. equipment was too old, and it was necessary to
extend the museum.
22 | |HIEEAGEMNES., The old building is not suitable for exhibition.
23 | MBI RS a3k, N | After the extension, the exhibition space will be
RELZ, Wit FE AL, enlarged, there will be more themes and facilitjes
that are more modern.
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D

b0s.
nt

24 | FERNAEMIEFEEE, %3E | Most important aspects were the security in th
TR, KA, A | inner parts of the building (security system), to
MEAV VS, T S e improve and extend the exhibition space, to
provide user-friendly facilities and to create a
storage for new objects.
27 | MM E A R i — i EY) | A modern building is the material basis for the
W TR R T construction of a leading museum.
29 | JFIEMIEREIEIH. BN, The equipment of the former museum was old
and the gallery space too small.
30 | @MNEHKRE To adapt to the development of the time
31 | RLAEAE S & L H4E4R 1 | The current architecture is a product of the 191
P R ETEAGET, | The size of the galleries as well as its equipme
5 T 4R B T 12 PLTE (1 are not sufficient for the present demands. To
. - fulfill the demands of the National Museum a
R, B E SR R Y | !
IjT_Ez i a%;:iizggfggjs renewal of the old architectural structure is
@M’ CALES Rk Rl needed.
o
32 | i EE g A EMN museuntk | The equipment was not sufficient to fulfill the

JRFRE. VAP KRR
PEEERORPR, B AR 3RATT ) e
iR AR . TR
China governmenitf 3 1k & g
FHARH— PRI

demands fothe development of the museum.
The extension will support the further
development and improve the presentation of
exhibits for the visitor. The extension expresseg
the attention the Chinese government is payin

S
g to

the development of culture.
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3.2. Why were intemational architects - not only @Ginese -

commissioned for the exhibition?

16
14 4
12

10 A

internationality

selection of bidding other | do natow

no answer

count

14

4 6 4

4

3.2. The question format was half-open with fourltiple-choice options. The categories

“prestige, all important architecture today is fromernational offices” and “because it is

Western style architecture, foreign knowledge waeded” were not opted for. 14

participants (43%) believed that the commissiorawfinternational architecture office was

due to a more international approach whereas l@cipants (31%) stated individual

opinions. Of these individual statements 4 paréinis stress that the commission of

international architects followed the “selectionbadiding”, these answers were grouped in a

new category. 4 participants (13%) did not answestated that they did not know the reason

for the selection, respectively. Individual statemsg6) are given below.

Individual answers:

No. | Statement Translation

06 | AE#E, YN IZAEEA | | am not sure, | believe the new structure should
R, FT DL EAL B 1T be harmonious with the Imperial Palace; this

would intensify the national characteristics.

08 | gkttt E AR, To introduce new design concept and techniques

13 | BN E A E EA e 2 5 DL A B Because the concepts design of museum
TR YR A F2eE, #5 | architecture and facilities are advanced abroad,
SR and they have practical experience.

22 | ANEEFINEEIBER... ... Foreign architects have not built it new...

27 | AMEH =EA, In other countries, the moon is more round.

32 | AR—EHANE IR A It is not necessary that foreign designers instead

T A, bR R HE Y 1

of China are employed, to determine the desi
criteria is to see who's concept is better and

gn
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T EEL, HENIFIRS T more appropriate for the development of the
MuseumX J& . museum.
3.3. In which style will the museum be redesigned?
18
16
14
12
10
8
6
4
2 |
0
international continous style g \,Nit_h Chinese | do not know no answer
the former | building elements
count 2 17 4 8 3

3.3. For this multiple-choice question five optiom&re given. In some cases, multiple
answers were chosen. The answer that the museuitd Wweuuilt in the style of ‘traditional
museum buildings e.g. Nanjing Museum’ was not voted One participant (No. 8)
additionally stated the following: “To secure theacacter of the old design and improve the

inner modes of operation and technical equipmentfizrJFiA Z 5K, $m N EThEE

R AR%M) 3 participants did not answer and 8 participardtestthat they did not know.
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12

3.4. Which impression should the new museum architture evocate with the viewer

10

11

5
4 4
3 3 3
2
to keep the to suit to improve for a fresh it should catermagnificence other I do not know no answer
original Tiananmen the facilities new for the needs
character of Square and modes of impression  of visitors
the museum operation (comfort,

(outside)

educational)

3.4. For this open question format multiple answeese given. Similar answers were

grouped; 2 individual statements are listed below:

Individual answers:

No. | Statement Translation

24 | FHEAESL N ESFEEREIR | hope that it does not give people the
R impression of a luxurious hotel.

32 | HszH, HHL, FEEMNEY | More practical, more modern, more adapted to
v, IR SS TEE R the museum, to serve the museum development

J&.

better.

Exhibition and Collection

4.1. This open question format about the traditadnthe collection and its focus was

answered by 10 individual statements listed belB@df4). 17 participants (53%) did not

answer and 5 participants (6%) did state that theyot know.

Individual answers:

No. | Statement Translation
07 | JE RSl 5 AR TR [ sy Originally, the museum kept objects to show the
. FIE R EE A NI RE importance of history. The focus today should
be the same. However, the number of art objects

{ERE SN AR

may be increased.
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ient

k of

re,

IS

d art

15 | ¥R EG —EfriE. Of course, there are certain standards.

18 | =, ¥, ¥ More, new, refined

21 | EMAE R R E ST 2 Before, the historical significance was more
THEAME., SEHRLFR | important than the artistic value. In the future
SCHINE . historical objects are still in the focus.

22 |, P EAE LS Yes, the historical value and the modern

meaning.

23 | RS A o, AR AN Before objects were carefully selected, in futy
LS v 2ot it should be the same.

28 | H. EAEDH. Yes, the focus did not change.

29 | HSRE R S S bR, Ht Of course, we do have a special history of the
AR S, EroRs, | collection and standards. Concerning the ang
15— g je i 4 5 o 5L history in the former collections there were
(ETITE B S 3 R . TR some valuable objects, but now there is a lac
;Eﬁ‘ﬁé ey new findings. Concerning the more
7 m o AR o contemporary history the collection should be

enlarged.

30 | A&, URARENTE, TEDIK Yes, the focus is on class-based history. Befa
ML AN I AR [ A P 5 B Ay the main aspect was to use representative
S, ULEIE S A S objects to illustrate each period. Now the foct
. R has slowly changed to art, which demands a
X"ﬁf’EEE‘ 7 \AE!S\E , 1] .
;Zifiﬂ%fﬁk BHCEAR change in the approach and experts of art an
‘ JBIe history are needed.

31 | P NN NIE R — NI | myself believe/ think that there is a standard.

(K)o i 25 WS A R] e 25T
S, AR AT
58, Hodn, SEINZARTT )

o A
nu%’£

=

=i

o

Before the focus laid on history, now it is a
broader approach, for example the museum i
also exhibits art etc.

now

4.2. Unification of the two collections, which ptems did you face? Is the process of

unification already completed? For this open qoestimilar answers were grouped: 3

participants stated that the unified museum wasndacfinancial challenges” (9%),

furthermore, 7 individual statements are listecbte(22%). 17 participants did not answer
(53%) and 5 participants stated that they did moik (16%).

Individual answers:

No.

Statement

Translation

07

I LR P A A R A
RARRATFRATE, FATHA
k.

After the merger the collections of the museu
are still in separate storages, they have not y
merged.

m

et
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09 | WA M, F S5 | There is no problem, because the objects stil
BT, belong to the former departments.

14 | WiEEH EWOESE I, 2 After the merger of the two museums, the
P JE 3k % 1 A5 3 T T O R collections were unified. However, The objects

were still kept in the original department.

28 | R ERHA., Every collection has its own character.

29 | HACH AR S D R PR In the ancient history collection new objects are
iy ARG s S R R A B missing, in the contemporary collection not only
WO b . e E AT A revolutionary themes but also objects of all day
. life should be paid attention to. These two
~ ] N
gjgzj}%ﬁ XR AR R problems are both not solved yet.

t':

30 | HEArEM ISR Z TTIEEN Many collectives of the revolution theme cannot
Hﬂtk@ﬁ’]*ﬂl—‘fﬁﬂl&%ﬁ s serve as good examples for the development of
WM T (R 2 AR O R times, collectives that are of high historical

value do not posses high artistic value, this
=] IE /1 { o
" ERDHB problem is gradually being solved.

31 B HB T EARAE. & The main problem is that the methods of

VA 1S3 i e cataloguing differ. It has not been solved yet.

4.3. For this open question about the former ekbiidesign, 8 individual statements are
listed below (25%). 20 participants did not ansy®2%) and 4 stated that they did not know
(13%).

Individual answers:

LS,

No. | Statement Translation

05 | RAI X sen NE. MELLE The exhibits were mostly three-dimensional
B, RERAS N DL B A objects. With pictures and models, etc. for

supporting explanation.

07 | ETH B FE kG E A | The former exhibition mainly followed the

IR R Y. thg—ukE£ i | chronological timeline of Chinese history; therg
W were also some theme exhibitions.
09 | 5HETLX . There are no differences.
14 Wl o8 E, &M | The exhibition showed three-dimensional obje
Hic DL Hr o accompanied by suitable photographs.

15 | Jedkeit R, First, an outline was designed.

18 | mflE] N %k, Following the timeline

22 | LR+ A B+ Form + content + style

29 | PEERGESCLRYE, W | There was a series of exhibitions of the culture

WraE, WEE, mF, TH,

former Chinese border areas such as Xinjiang

of
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PHEREE . A e 2% Inner Mongolia, Yunnan, Ningxia, Tibet, etc.
B, s, #ps, w1, | Alsothere was a series of exhibitions about

HAZE S ) ancient civilization such as ancient Egypt,
Greece, the Roman Empire and Japan.

4.4. What are the most valuable/ sought after itefryour collection? For the open question
format similar answers were grouped. 11 participadentified the ‘Houmuwu Square

Caldron’ as most valuable item of the collectionp&ticipants acknowledged the ‘Square
Vessel With Four Rams(UJU=£ 7 %) and the bronze collection, respectively as most
important, whereas 1 participant stated the ‘Ti§baped Tally’ ( FH FX FE4F) as most

valuable and sought after object. 3 participantdest that there were too many famous
objects to list them. 16 participants did not ansamed 5 participants stated that they did not

know.

4.5. How do you plan to present them in the eximb® For this open question similar
answers were grouped, 9 individual statementsisterd|below (28%). 19 participants (59%)

did not answer the question and 4 participants (188éed that they did not know.

Individual answers:

No. | Statement Translation

06, 23 | WAEREH A E . Placed in (most) prominent positions

07 IR FE B R Use modern means to display.

09 PLE R N R 2. To present the main ideas by theme exhibitions.

14 R EARR RS, &24%]H. | Depending on the exhibition, fitting objects ar
used.

()

18 WS 5B WAL S . | To combine the ‘Exhibition of Chinese History’
and special exhibitions.

29 PO REME . FEERIT Independent Showcases. Special lighting.
30 KH L2 BAFE, 7785 | To inform about the exhibition objects
R L2 A S B comprehensively with the help of multimedia
technique.
31 WA F B By means of digital methods

4.6. Not evaluated.
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4.7. For this open question about the role of thex viigure collection and its planned

presentation in the exhibition 10 individual stagens are listed below (31%). 17 participants
(53%) did not answer and 5 participants (16%) dtdtat they did not know.

Individual answers:

n

ry,

No. | Statement Translation

01 | FlFRE =42 AR, F| It is better to display a three-dimensional
i, 6, Bk, g | simulation of art, by using sound, light, and

electronic devices in the museum.

02 | 47 ZZEFEXHE, It widens the education in patriotism and,

I FLEE A tE sk — gl | moreover, it brings some benefits for the museum.
2. TR 545 It could lead to an economical and social win-wi

& L situation.

Tl [ ML o

08 | HRERZVT, AR 5 To attract the eyes and gain people’s attention.

14 | BaRAW ANY), FREAMAIW | To display prominent figures and recognize their
TRk contributions.

15 | Az g E R4 ANRE, To present the prominent figures combined with
yEAT G LR their real accessories and props life-like.

18 | pEI 538, SigttHEC & . Kept up to date, compatible with the site.

21 | BonhE e EREE AN To present the important figure of Chinese histo
Y, iRk — e ieny | to follow the practice of some European museur
%

22 | @4 Memorial

28 AR s ik, ANEBGE | The wax figures are popular culture and not
TN suitable for the museum.

30 | g ZAR, WBIEAFEE | Presenting the art of wax figures according to

AEATIRS o

different topics on display.

4.8. Do you plan an extension of the exhibition2Mmat way? For this open question 10

individual statements (31%) are listed below. 1tipgants (53%) did not answer and 5

(16%) stated that they did not know.

Individual answers:

be

No. | Statement Translation

06 | By @ iasl, Bans|dEsr | In addition to permanent exhibitions, there will
WA temporary exhibitions on display.

07 | 1HkIF KER, HA Y KIH | Itis planned to extend the exhibition, however,

—AN R, TRt

but not to extend the exhibition space but to
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nd

D

TR, present more theme exhibitions.
09 | BITHE, k. BYWH | Extend the number of exhibition halls and the
Ko, MBI, exhibition area. The number and scale of
exhibitions should be increased.
14 | By, @y Kb asi, 3¢ | Yes, through expansion of foreign exchange, g
e well as display of archaeological results in a
timely manner.
18 | 2, BT, RBITEMAY Yes, increase the numbers of exhibition halls g
X the exhibition area.
23 | f7, Ryt BvERIEE R Yes, more theme exhibitions and changing
W exhibitions.
29 |/, MENLEREGZBEYE | Yes, we will cooperate with famous museums
EAE . A B I national and international scale. We will choos
impressive topics.
30 | A&, EdAy & TR, Yes, with an improvement and enlargement
project.
31 | Bitkl, KE. Yes, but it is not decided yet.
32 | RIAANRIERESSHEY KA, 8 || believe our exhibition will be extended; the

SLRRBIA TR,
WRER AT AT
R BRACTRET RIS
SRR
S, RS K
FHELN.

reopening of the general history exhibition will
very important. There will be international
exhibition rooms, we will loan objects from
international museums and change them
periodically. | believe this will enrich the conten
of the exhibition to a great extent.

4.9 What is the idea behind presenting an exhibitibcultures? For this open question 10

individual statements (31%) are listed below. 1&ipgants (56%) did not answer and 4

participants (13%) stated that they did not know.

Individual answers:

No. | Statement Translation

04 | RS KA AERE AL To serve the people and broadcast culture

06 | HAERIAZ IS HE). Exchange of ideas and interaction.

07 | Box e BI& A 5, To display the long history of Chinese
civilization.

14 | TR 5k, For understanding of history and culture.

18 | HEFFE Chinese characteristics

22 | AFES KA To serve the people

23 | EaPhEEK, FE, WEm To show the enduring, rich and glorious Chin

history and culture.

eSe
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i}

3 SRR AL

29 | WA A E AR E ) | We will introduce the history and culture of
5 58 K Ak China and the countries of the worlds to the

visitors.

30 | Mt A SR E WS | To offer the visiting public comprehensive
ENII4 TR %8, #ERik4 | resources including exhibits, to promote sociz
B SRR, development and progress.

31 |22 ase, 590tk AN | Memory of the history, presentation of the

R AR F B SO AR
SRR 2RSS

culture. To fulfill the growing interest of the
citizens concerning culture, to serve the creat

ion

of a harmonious society.

4.10. In your opinion, which impression should tiemwv exhibition design evoke with the

visitor? For this open question about the extensidthe exhibition, 12 individual statements

(38%) are listed below. 17 participants (53%) dad answer and 3 participants (9%) stated

that they did not know.

Individual answers:

d

—

No. | Statement Translation
05 | RZITMHMESHIEN S . Deep and unforgettable impressions.
06 | HANEREGANASEIR, Some will like it, some will not like it.
07 | HEWMNIZEHNAFESE, A | The new exhibition should be rich in content,
=1, and hold innovative ideas.
14 | xS F — PN EMERGAL | To gain emotional understanding of history ai
P culture.
15 | 23T — IR AL E R To immerse into culture.
18 | = Satisfying
21 | B RS L, H R Compared to before the design will be newer
H@[ﬁiﬂ@&i}zﬁﬁﬂ:jﬁ however, the quality and number of objects h
not changed much.
23 | N N H T RS IR T Y To admire the profound thoughts of the
ancestors.
29 | FEFHHR, BB TEREE. To enrich your knowledge, to cultivate the
character.
30 | ERMANBESG—1FER<H | A new exhibition in which the exterior and the
PN B B RO AR T 3R interior design harmonize will gain public and
press recognition.
31 | &=WREWRHKNEER, B, Leaving a deep impression in form, content,

[illegible characterffl k55 &
BIREIR ., FEILZRER

exhibits, [illegible character] and service. Mos
important is whether the content shows what

~—~+

the
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\

AT ] R TA
H
I o

theme of the exhibition is.

32

AR, EWRGIN, ETI
AR, EARTSEHS, N
T SRAT B 22 RAR AR S B
fift o

More vividly, more attractive, more closed to
real life, so that the visitor will be more willing
to participate, and gains more knowledge anc
understanding of history.
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Questionnaire 2007 (museum staff)

l. General
This guestionnaire builds an essential basis fer ghientific research for my PhI¥%7, 4

0B T BeHIIE 116 X o T IR A7 B R 520 1] !

.1 Please describe your position at the museuni ], % 7E EYIE K TERA 42

1.2 For how long have you been working in the instition? &1, &7 X/AMEWIE T/E
ZAT?

o less than one yeap T —4F
o 1-5 years/T— 2| fL. 4

o more than 5 year§id 714
0 more than 10 year it 4
Have you been working in a museum beffdgr & # 415 T 1E i 2
ono?d  oyess, atfEMRE, WEANEL]

1.3 For how long have you been working in this pasdn? i&H, XA TES
AT?

o less than one yedr T-—4F
o 1-5 years'r T— 2| H.4F

o more than 5 yearid 7i4F
o more than 10 yeai&id 14

4. Do you feel honored to work in an institutionlike this? i &, %X} ZEXAMEMIIE T
YE R S iig

o Yes, very much s, 1R

o No | am indifferent to my employeds &, 5450 H TVEH—FE
o No opinion 7 i] % 4

1.5 How do you feel about working in the unified Néional Museum of China?

i, XS IR KT TR T ?

o Yes, | am proud to work here, because the museumpie famous novik %} 7& & 3 5 i
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1A TR AR IR B 7

o no change% s 1k,

o | experienced that the new museum faces differeallenges & I-& 3 5 (1 A1 1
Il 55 ST PR AR,  1E%551 30 B

Il. Museum unification and renaming (2003){& 478

I1.1 What were the reasons for the unification of he two museums3& 4B & HXHEA

BYIEREERR?

1.2 What special focus does the Museum now havei& ], &3 /5 EYEK Bir2H
A?

1.3 In what manner are the two former museums repesented in the unified

institution? &, FEYIE T RE EBA B EYTE KR E?

1.4 Do you think the unification was %X} Y118 & H-HKIE 2%

o essential, in which was) 2 H#EE . 15 H

0 necessary, in which wath % . % i I3 i

o useful, in which wayf 756 ). & i B #E i

0 unnecessaryi ) E
o strange & inappropriaté~id 24, i Ui B F i

0 no opinion¥& A = I

1.5 What do you think about the renaming to Natioral Museum?i% ], & XHEY)EE
4R E E R EYE iR a0 e

o justified/correct, whyEffif . & 156 B BE

o profitable, in which wayf F(#). 1% 15 B 2 i

0 unnecessary~ 4
o0 strange & inappropriatd~iE 2. i U F

o | am indifferent/% A = .

[1.6 How is the new museum internally structured? [@scribe the changes
B, A&FEEMENAREALERR? BN BHHEEFEIAE? FiEwE N
& AT & 2

- 260 -




ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

[I.7 Unification and renaming was just a first step and the museum will soon be 3
“House of the Cultures of the World”. Which idea isbehind this? &} FfIE 42 R &% —

B AAKRATEOVEFUEDETAR T EHEXENE? TENMHE T _EFHX
7 UA K2 38 44 7 O3 3L 2

lIl. Architecture Z#

l1.1 Why was the extension of the museum essentiF 1], A ¥ BIEYIEREE?

ll.2 Why were international architect - not only Chinese- commissioned for the

extensioni& i, N4 EMSNEBFIE, WA R EEFIT RS EWIE?

174

o prestige: all important architecture today is frowernational officess #2: B 44 (1)
FUVER &K H Ah E 25U

0 more internationalf [ x4k,

0 because it is Western style architecture, foréigowledge was needesl /& /G /7 & 41
K, BT DL RS A E R SR

o otherH &, 1% UiHA

111.3 In which style will the museum be redesigned3& 8], 1E4¥ME < LH 2 FERI XA E
Fikit?

o traditional museum buildings e.g. the History Museof Nanjing {4t ¥ TEE 3R, T
A 3t 7 SR A e

o international styleE] x X%

o continuous style of the former buildifg A JiR ) TE XUk

o including Chinese building elemer#$ 5 1 [ 7 50 XU

o | don’t know AN 13

[11.4 What impression should the new museum architeture evoke with the viewer?

HHE, BAAFEDENERBES TR SWEH ARRENRIE?

IV. Exhibition and Collection BRI E

IV.1 In which tradition do you see your collection?What was and is the main focus?

How do you meet these tasks¥ i, 75 5 WU 5 B Rk 0 7 58l — 5 B bm 4 23t 25 A0
PAEE SRR 42 WAl b BiX — A8 TAE?

IV.2 Unification of the two collections: which prodems did you face? Is the process (¢

unification already completed?i& [a], & 3B AMEYITE IO 58 2 7 HR L B 5 5 1) 757

f
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RECOARRIRR?

IV.3 What was the exhibition design like beforeqphotographs, exhibition catalogueg
etc.)?iFiE, PARTHIRERAABTHE (Flank R, RYEHEFRSE)

Where can | get documentation/ information about i? i% 5], MR B 7] L3R 2)/48 24
IS R EL?

IV.4 What are the most valued/ sought after items foyour collection/ exhibition? i&

], EYITE A A Y A B YOl R R — 12

IV.5 How do you plan to present them in the exhibibn? &, %R0 fERix gk
5L it W 2

IV.6 Do you use reproductions in the exhibition %7€ & 41 F & &1 ?

o yesH o no A H

IV.7 What role does the wax figure collection playHow will it be presented in the new,
exhibition? Where will it be presented?i&a], BEGUCE & 1EF A2 18N & HixX
L5 ? TTH RO B 12

IV.8 Do you plan an extension of the exhibition? Irwhat way?i& i, iER EH +RIT

KREW? anfar K2

IV.9 What is the idea behind presenting an exhibitin of the cultures?i ja], {478 231
SCAL FR N B B R IR SR ?

V.10 In your opinion, which impression should thenew exhibition design evoke with

the visitor? W A— KRS WL H R W5 =H EFAEIR?

JeH BRHE R FE Bh A £ S A E] ! Many thanks for your help!
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6.2.3. Public Survey (2007)
In March 2007, the National Museum of China closmdrenovation. A public survey was

conducted mainly in April (31 of 44 samples), Jand July 2007. Due to limited distribution
and a sample of only 44 participants, answers dabeoconsidered representative for
statistical analysis. However, individual staterseby the participants and diagrams of
distribution can serve as a source of informatibaua how these citizens in Beijing judge
this significant public project: The major aim bkt2007 survey was to open up the field of
research, to get an overview of important issued help to frame the focus of this
dissertation. The questionnaire was divided intar fparts and is closely related to the
structure the museums survey took: a general enqainout the participant and his
background (1.), questions about the National Moseof China in general (2), its
architecture (3.) and its exhibition and collecti@n). Multiple-choice questions were asked
in all four parts of the survey (1.1.; 1.2.; 1.B4; 2.4.; 3.3.; 4.3; 4.4). Occasionally multiple
answers were permitted. In several cases, it wasilgle to add individual comments on
multiple-choice questions (2.5.; 2.7.; 3.4.; 3.Blnost half of the questionnaire followed the
open question format: What is your profession?.J1Wwhat do you think is inside this
museum/ what is the collection like? (2.1.); whyydw think the museum is closed? (2.2.);
when will it open again? (2.3.); what will the fotuname be (2.6.); when was this museum
built? (3.1); what do you know/think about the @afor extension? (3.2.); what do you
expect of the new exhibition? (4.2.). Open questioarry the risk of not being answered.
However, if open questions are answered, they mgctthe opinion much more
comprehensively. This was the intention of askipgroquestions in the first place. Wherever
possible, similar answers were grouped (1.5.; 22;; 2.3.) and the individual statements

were listed. Unanswered questions were countestéistical reasons.

Evaluation

Background Information
1.1.-1.5.: All of the participants were Chinesédzeihs (44). Additionally, 29 participants

stated to be from the Han majority, whereas only participant identified himself stemming
from an ethnic minority. 41 participants stated tie@y were living in Beijing, some naming
their home province (7); two stated that they hadrbin Beijing many times and one did not
answer the question. None considered themselvbsiag tourists. The sample represents a

young age group, with no participant over 50 yedrage and only 5% of the participants (2)
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over 35. University students (32) and teachingf ¥ make up 76% of the occupation,
whereas engineering (2), tourism (2), service fignce (1) and art (1) are the remaining
professions listed. The question about the pradessvas answered by 100% of the
participants with 34 women and 8 men having pardited, whereas 2 did not reveal their sex.

Museum

2.1. What do you think is inside this museum/ wikahe collection like? The enquiry about
the content of the National Museum of China sem®@ warm-up question. Similar answers
were grouped in the following categories: Histdricaultural artifacts and memorials (31),

artifacts representing Chinese history (18), doausiébooks (12), painting and calligraphy
(10), treasures / valuables (8), artifacts fromeottountries (5), sculpture (4) and porcelain

(2). Furthermore, 8 individual statements listegl fitilowing: “symbolic objects”, “cameras”,

“exhibitions”, “documentation material”, “wax figas”, “experts and scholars working in the

museum”, “scientific display” and “jade objects”.

2.2. Why do you think the museum is closed?

30 28
25
20 -
15

. 4 4 A

0 T T T T T 1

renovation and decreasing increasing costs  other | do not know no answer
enlargement visitor numbers and financial
problems

2.2. For this enquiry, multiple answers were gt similar answers were grouped: 28
participants stated that the museum was closed tdueenovation and enlargement, 6
participants believed the reason to be decreagsitpvnumbers and 4 participants stated
financial problems causing the closing of the museburthermore, 4 individual statements

are listed below.
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Individual answers:

No. | Statement Translation
04 | K A/DbE NEBIAREE R HFEEF | Because only few people come to visit or
HORE FR474 . because it is not possible to display new,

interesting and useful objects.

14 | Many Chinese do not care for Chinese culture.

21 | #EARE, KOAHMRE, A% Poor management, the public does not
. understand and does not support the museum.

41 | IUFFASEM The government does not pay attention.

2.3. Do you know when the museum will reopen? s multiple-choice question, five
answering options were given: 16 participants (3&#jeved that the museum would open
in 2008, the year the Summer Olympics were to lbe ineBeijing; 2 participants (5%) stated
that the museum would open in 2007 and 2009, réspbc Only one participant (2%)
stated that the museum would open in 2010; 7 paaits (16%) did not answer the question
16 participants (36%) stated that they did not ktlegvzanswer.

2.4. What is the official name of the institutiofRis multiple-choice question referred to the
official name of the museum. A choice of six namess given; however, Chinese State
Museum [E [E 37 #4)1% was not chosen. The diagram shows that the majofif0% of
the participants (31) knows the current name of20@3 unified National Museum of China
o [ [H 2 Y18 . Nevertheless, the former names of the two sepdretitutions, The
National History Museum of Chirigd [5 [/ 82 1#4)1F (6: 14%) and the National Museum of
Chinese Revolution [EF Ay E411H (2: 5%) seem not to be forgotten. 1 participaio)2
opted for the name Comprehensive Museum of ChiGestire and History # F & A
AT gAY EYTE and Museum of the Cultures of the Wolth 7 SC AL 4 1H,
respectively, with 3 participants (7%) not answgrihe question. The official name was
already given at the introduction of the questioren@o that the answers can only be

evaluated with restrictions.
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2.5. In your opinion, does the museum gain from thanification and renaming?

30

25 4

20

154

10

| —

no, not from

yes, from unification .
unification

yes, from renaming

no, not from renaming no answer

‘count

26 8

12 15 1

2.5. This multiple-choice question allowed addigbaxplanatory statements. In some cases,

multiple answers were given. A majority of 26 pagants believe that the museum has

gained from unification of the two museums withyo8lparticipants denying this. However,

the renaming did not seem so rewarding to the qypaints: 15 disagreed that the renaming

was beneficial to the museum whereas only 12 ag@éd One participant did not answer

the question. Some participants used the oppoytuithe half-open question and backed

their standpoint with individual statements.

Individual answers: Unification

No. | Statement Translation

01 | Es besitzt jetzt zwar die besten Although it has the best treasures now,
Schatze, leider zu wenig, und die | however, there are too few and the exhibition
Ausstellung ist schlecht organisiert.is badly organized.

04 | B HEWIEGIHELEA . The unified National Museum is more

comprehensive.

08 | /b &E4 Reduce costs

09 | It can be enlarged.

10 | 1EGEAE, The collections are more focused.

13 | ARG H AT B, HIFH It can be managed more systematically and
Tie ) i 8 resources can be used better.

15 | oAb EZ N T, T2 -7 0] So that more people can understand and more
PLE . objects can be seen.

16 | nf AP 5| BE Z I ARZM . More visitors can be attracted.

17, | "OMHEFE. [ BEERIF. To use the resources efficiently. / To unify
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42

resources.

19

A DABR £ H B 58 B ) 1 52
o

Because of the unification one can present
historical display more comprehensively.

the

21 | o DA A A TR It could help to evoke more public support.

22 | BENL ST W . New objects can be acquired.

23 | To receive better reservation.

27 WNEEEELE. The exhibition will be more comprehensive
and richer.

28 | BN S M AT E L, There will be more objects to see in the

exhibition.

31 | Revolutionary museum is so political.
39 | It can attract more people.
40 | Ffy [ R A E s — The revolutionary history is also part of

97

Chinese history.

Individual answers: Renaming

No.

Statement

Translation

01.

Wenn ich mich nicht irre, hiel3 e
friher das Historische Museum
Chinas, das aber falsch definiert
war. Sein jetziger Name ist gut.

51f | am not mistaken, it was named the Chines

History Museum before; however, this was a
wrong definition. Its current name is good.

5

04. | LT BFr, The renaming brings out the special
characteristics of the museum.
14 | It will be more fascinating
16 | ik NG MIR—F R . T RE The new name createdeand new feeling
IR A among the people. It provokes a new
atmosphere of the time.
27 | ENEEHIENE . The new name fits better to the content of the
museum.
31 | China needs a cultural symbol.
38 | W LA[FII Z M AN TR One can visit two museums at the same time
40 | EAEESMOETF R E:SR, A More in line with the requirements of reform
FREFY, i, and opening up, it will help to display the
history and culture.
42 | FEE W E LY, The new name is broader and more appropri

ate.

2.6. What will the future name of the museum bel3 Ghestion lost its relevance during the

enquiry and due to its insignificance was droppediune 2007. Therefore, the results will not

be evaluated in the survey.
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2.7. Do you know when the first National Museum vVi@snded in China? 35 participants
(79%) stated not knowing the founding year of thetibhal museum, 3 participants (7%)
stated knowing the answer and 6 participants (1dib)not answer the question. From the
three answers given, only one participant placedfouinding year of the National Museum
of China before 1950.

Architecture

3.1. When was this museum built

1920- | 1949/ 1958/ Ido no
1900 1930s | 1950 1950s 1959 1970 | 1980s| 1990  200¢ no answer
‘ count| 1 1 15 6 4 1 2 1 1 2 1 2 7

3.1. The open question format caused a wide rahgédferent answers spanning over more
than one century. Wherever possible, answers werggd in reasonable periods. However
versatile the result looks, 15 participants (34%a}exl that the museum was constructed in
1949/50, the foundation year of the PRC. Only 4igigants (9%) knew the actual year of
construction in 1958/1959 and 6 participants (14#ced the construction period in the
1950s. Therefore, a majority of 57% placed the tangon of the museum within the first
10 years after the PRC was established. The questidhe construction of the museum did
not take any restoration and reconstruction dat@saccount; however, 4 participants (9%)
placed the construction of the museum in 2000 &edetifter. Two participants stated that

they did not know, whereas 7 participants (16%)raitlanswer the question.

3.2. What do you know/think about the plans foreesion? For this open question format,
similar answers were grouped. Multiple answers wgven 10 participants approved the
extension plans as very good, 6 participants stdtat they were necessary and useful,

whereas 2 participants believed that the extengians were unnecessary. Other individual
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statement (6) and further supporting comments igtedl below. 10 participants did not

answer the question or stated that they did nowkihe answer, respectively.

Individual answers:

No. | Statement \ Translation
05 | It will attract more tourists and let more peoghow more about China and its
history.
08 | AvE, LEZHNT S It is necessary; more people can understand the
(R s history of China's development.
13 | 1RlF, MizEPE 4. | Very good, the own objects should be protected.
14 | I do not know. In my opinion, it is more impartdo let more people know the
importance of culture.
15 | NiZzy . WEFZ LK. It should be extended. More objects should be
collected.
20 | ANEERR, HEWEAMNE HR | do not agree, the museum should not blindly
Ko Mi%& B, follow “big”, it should remain something special.
21 | goREE, MinsnsE, The size of the collection should be enlarged and
the knowledge about the collection improved.
22 | o E RS . One can learn from the international architectyre.
23 | MiZEEET . It should become quite good.
31 It is not necessary to take up such a large argaeat museum is not defined by the
acreage it takes.
38 | AN ME N ZI %2 —LE | | think the museum should collect more historical
H L A SE R SRR Chinese documents from the"1€entury until
today.
40 | JRfEHEM, 5EEINEE. Expanding the floor space and improve

functionality.
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3.3. Who do you think are the architects’
14
12
10
8
6 -
4 -
2 -
0 ] ]
CABR GC'\:E;‘ BIAD F‘E’;TAt‘g & Ecapi *E‘g‘A”Dgl‘ no answer
count 13 13 4 4 1 1 8

3.3. Who do you think are the architects? 13 padits (30%) identified the cooperation
betweengmpand China Academy of Building Research (GMP+CABR}le&e architects of
the museum. The same number of participants (E8itiiicd CABR alone responsible for the
architecture of the building. Four participants {9%iated that Beijing Institute of
Architectural Design (BIAD) were the architects tife museum, whereas another 4
participants 9% opted for the cooperation betwdemtand Norman Foster (Foster +BIAD),
which were among the finalists of the bidding. 8tipgpants (18%) did not answer the
guestion. In fact, BIAD was in charge of the orgimuseum architecture in 1958/1959; the
cooperation of BIAD and Norman Forster were amortgst finalists for the enlargement
project in 2003. CABR had already been commissiowétl a renovation project of the
museum in the 1990s, whereas CABR in cooperatidh gimnp was commissioned for the

2003 enlargement of the museum.

Where did you get your information? For this hgbea question format, multiple
answers were given: 11 participants stated thay tiened their knowledge about the
museum from the internet and the museum pressectgely; 8 participants stated to have
consulted the local press. “Museum press” and flpcass” were multiple-choice options
given, whereas all other answers were individuailesbents, similar answers were grouped.

Multiple answers were given with 13 participants answering the question.
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3.4. Why do you think an international architecture office (in
cooperation with a Chinese office) was commissioned

30
25
20
15
10
5

0 ' | : !

skill pl.Jb"C'ty/ money other | do not no answer
image know
count 25 11 6 2 1 8

3.4. The question format was half-open with mud#tiphoice options for the following

categories: publicity/image, skill, money, otherulliple answers were given. The option to
specify any other reason given was dismissed: 26cgants named skill, 11 participants
named publicity/image, 6 participants named mongyeason for the commission of an
international architecture office; 2 participantated other reasons without specifying them,

8 participants did not answer and one patrticiptated that they did not know the answer.

3.5. Do you think a Chinese office alone would havieeen
more appropriate to redesign the national museum?
25
20
15
10
5 -
0 yes no indifferent other no answer
count 23 8 4 5 6
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3.5. The question format was half-open with mud#tiphoice options for the following
categories: yes, no, indifferent, other: 23 pagpaaits (50%) stated that a Chinese office alone
would have been more suitable for the task, 8 ppents (17%) disagreed, 4 participants
(9%) were indifferent and 5 of the participants Ydlopted for other. Two participants
specified the category other by the following staet “I do not know” and 6 participants

(13%) did not answer the question.

Exhibition and Collection
4.1. Are you familiar with the former exhibitionfd this question two answer options were

given: yes and no. 19 participants (43%) were famwith the former exhibition which was
closed just a month before the survey and 18 mpaaints (41%) stated that they did not know
the former exhibition. 7 participants (16%) did moswer the question (16%).

4.2. What do you expect of the new exhibitior

4 +— -
2 i |
0 t Chi +
histoical newar Chinese new . |ne§e | do not
. treasures/ ) excellency . international other no answer
objects objects attractions . know
newly objects
‘count 9 6 4 3 3 3 10 3 11

4.2. For this open-question format, multiple answverere given. Similar answers were
grouped. Individual statements (10) are listed Wwelél participants did not answer the

guestion and 3 participants stated that they dicknow.

Individual results:

No. | Statement Translation

01 | Es ware schon, wenn die Ausstellungeit would be nice if the exhibitions of the
des Nationalmuseums sich in Athen ejrNational Museum of China would be

Vorbild nehmen wirden. modeled on the museum of Athens.
08 | “{R I E R =5 Contemporary high-tech equipment
18 | Bild, Foto usw. Pictures, photographs etc.
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19 | 0] LLi%iE E AMEY) (LA B s —2k | One could invite the foreign museums to
TEAEAME TR E S . exhibit Chinese objects from abroad together.
20 | HAERM, RTEL. It should become more distinct and give a
lively impression.
21 | B+, FEHAINM. Archaeological excavations, objects of the
material universe.
22 | ZEE YA More historical artifacts from Hong Kong!
32 | i /\EBEE G E M E I T EE | Chinese objects, which were looted by the
TR d g A it b [E e e v e s | Eight Allied Forces or which are abroad for
o L other reasons, should be on display in the
l:”:] ° - .-
new exhibition.
37 | AEEHERELN, WAFEEHHE | There is no need for other exhibits or
BITT. exhibition space.
40 | uraEsk A E A IR E S . | The exhibits should reflect the development
of China in recent years.
4.3. What kind of objects do you want to see?
25
20
15
10
5 .
® Tinternational artifact p t
Intertialtonal arbitacts | - 1 artifacts from Chinese and  pertnanen
g;;}:t?ilgéﬁf ’ China international objects 12;1%?;2211 fo answer
|count 20 11 10 4 9

4.3. For this multiple-choice question, four opsowere given: only artifacts from China,
Chinese and international objects, permanent latemmal exhibition, and international
artifacts in changing exhibitions. Multiple answesgre chosen with 9 participants not

answering the question.
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Questionnaire 2007 (public)
DATE/ HEj:

This questionnaire is for a dissertation projectoabthe History and Development of the
National Museum of China in Beijing. For my resdatd&indly ask you to take a few minutes
of your precious time to answer these questionar #pswers will be handled anonymously
and with considerationfTHANK YOU VERY MUCH!

3, Mepr R E MR ST FCAE T, T B AT SR A Rt b [ [ R U 0 I S R Re,
EAE Loy Bl K (B35 3R B LA P16 . AEH RS RI B, SRR AL AP

|. General

1.1. Gender: 5l o male /o female %

1.2. Nationality [F £&

o Chinese (from China) o Japanesé] A<
T (A [ A )

o Chinese (other country)

i (EEEHEEX)
o Chinese (Han) [E (X \)

o Korean#gf;
o Asian (other)H & ¥ i [E 5%
o Europear¥i i

BN
o Chinese (other) 0 USA I
W E (L ERE) o other H'&
1.3. Age % o under 20 years20 % LA~

o 20-35 years /1T 20 #| 35 %
0 36-50 years /T~ 36 £ 50 %
o 50-65 years /1T 50 F 65 %
0 65+ years65 % DL I

1.4. You aref /& o tourist in Beijing 4t 52 (17 %%
o resident in Beijinglt 51 17 F o first visit 25— FIdL
O o second visit 25 R F b5
o already been to Beijing many times
REIPUS|PTERY

1.5. What is your profession?

TR HTHRNE?
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2.1. What do you think is inside this museum/wisathie collection likeZ& I\ N H41E /&
TS S

2.2. Why do you think the museum is closé@®l, &\ N A4 S P TE?

2.3. Do you know when the museum will reopefil, 1 KiiE 18470 75 (T B [ X A A 5
TEi 2

o this year 4-4F

o in 2008 (Beijing OlympicsP008 4F b 5t Biz £x i

o in 2009 (68 anniversary of the PR China)09 41 [F 60 J& 440 &
oin 2010 2010

oin 20112011 4F

o | do not knowAN1iE

2.4 What is the official name of this institutiofi@], X MU K IE R 74 2

o National History Museum of Chind [E 77 5 14715
o National Museum of Chinese RevolutignE & iy #4718
o Museum of the Cultures of the Worlld 5 S 4k 418

N

o Comprehensive Museum of Chinese Culture and Histoft B & A SOk i S 48 &
YEALE

o Chinese State Museurd [E [E 37 #4718
o Museum of Chinese History [E [Jj 52 #4118
o The National Museum of Ching" [¥ [E &4 1g

2.5. In your opinion, does the museum gain fromuthiication and renaming?

1 S5 9 SR 4 R R A 22

o Yes, from the unification, in which way@ ), A A G I EYEE 2. TH U

o Yes, from the renaming; in which way? 2, AN E L X 1EDH &6 . 15 W
i

o No, not from the unification~, T\ N & FHXTEDIE KA w5 4b
o Not from the renaming~, I\ N 2 5 A TE B A 254k
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2.6. What will the future name bé# 1, Sk 1R I i e] iy 44 2

2.7. Do you know when the first National Museum vi@mded in China®s &3 [ 55—
AN EF E TR T A A BHEA 2

o no ANKITE
o yes, infiE

3. Architecture &

3.1. When was this museum built? Can you guess?
TR A 3X AT AT M) ? G SR AN ENTE, W] DA

3.2. What do you know/think about the plans foreesion?i# 1, % 7 f HEYEY 24
(RS £8T7 T/ A Y R v il ey 2

3.3. Who do you think are the architect&H, &I\ AT TE 1) 3 50 A 4 2

o BIAD Beijing Institute of Architectura] o CABR China Academy of Building Resear
Designt 5% i @ 3w v 7T b Hh ] g8 SR 7T e

o ECADI East China Architectural Desigmm Kohn Pederson Fox, New York & ECAL

& Research Institute Co. LtdE % & 511 | East China Architectural Design & Resea
A B Institute Co. Ltd.

Kohn Pederson Fox, New Yokl #4251 %

o Gmp International GmbH architects and-# 7t i
engineers & CABR China Academy pof

Building Research o Foster and Partners & BIAD Beijing Institu
1 E gmp [ bR SLIETHA FR A FAIT[E | of Architectural Design
TR 2L 5 b Foster + Partner®! b 5 @ 5L 1H0T 7T B

DI
rch

te

Where did you get your information® i, %2 | o museum pres8iYI1E #H < H iR
PNEREEVEPSEN YN o local pressih J7 i Tl
o other &, &1t H]

3.4. Why do you think an International Architectw#ice (in cooperation with a Chinese

office) was commissioned® i, & w3 it 4 —FKER@EF AR (ShIiafE)
Wtk i TN H ?

o publicity/ image# /5 /E1 %
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o skill #iA
O moneyw 4

o otherd &

3.5. Do you think a Chinese architectural officera& would have been more appropriate
redesign the national museunnl, 545 B KR F TR A R AE, SRS T
SE R B T B ST A 55 7

2 to

m| yes%El‘J
ono A2
o indifferent¥&Z 4 A A

o other &, 1 )i

4. Exhibition and Collection B Y51 &4

4.1. Are you familiar with the former exhibition v, 2 %13 [H ) i % g9

o yes &, FliE
o no AFIIE

4.2. What do you expect of the new exhibitioF ], 145 7 BT 1 & W 5 A9

4.3. What kind of objects do you want to s&&f], &4 S M—3SR i i ?

o only artifacts from Chinale [ 1 E # 2 A §
o international artifacts in changing exhibitidfn 2 A 556 i e H
o Chinese and international objects (50%/ SO A1 41 E &2 e 5

o permanent international exhibitidfi {1 FE bri: & b

Thank you very much for your kind suppottl i Bt 4 i & 1F !
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6.2.4. Visitor Survey (2011)
After the opening of the National Museum of Chin&2D11, a survey was conducted among

museum visitors from September™& October 2%, 2011. A random sample of 112
Chinese and foreign visitors was taken on diffeats of the week, at different times and
different locations within the museum. The questaire was based on the 2007 public
survey and developed according to the experiencthefproject. Some of the questions
remained similar, and therefore, can be compardu twe public statements of 2007 possible.
The questionnaire is divided into three parts: aegal enquiry about the participant, his
background and his general knowledge of the musgum questions about the museum
architecture (2.) and its exhibition and collecti¢®.). Multiple-choice questions are
especially used for the participant’'s backgrourfdrmation (1.1-1.4; 1.6.), occur however in
all parts of the survey (2.3.-2.8.; 3.2.; 3.4.;.871.). For the questions about architecture
style and exhibition style, standardized multipteice answers provided better prospects for
evaluation. In many cases, multiple answers wermitted. Occasionally, it was possible to
add individual comments on multiple-choice questi¢h7.; 1.8; 2.9.-2.11.; 3.5.; 3.6.; 3.14.).
Other questions followed the open question foridéiiat is your profession? (1.5.); when
was this museum originally built? Can you guess?.2what do you know about the
extension of the museum? (2.2.); what do you thswknside the museum/what is the
collection like? (3.1); what do you expect from ti@wv exhibition? (3.3.); what did you like
most about the new presentation? (3.12.); whayalidlike least about the new presentation?
(3.13). whenever possible, similar answers wereggd and the individual statements were

listed. Unanswered questions were counted forssitzdl reasons.

Evaluations

Background Information
1.1-1.5. 59 (53%) female and 47 (42%) male pawicip took part in the survey, whereas 6

participants (5%) did not reveal their gender.dgard to nationality, multiple answers of a
total count of 131 were given: From these answegsparticipants (15%) stated to be
foreigners: 13 came from Europe (10%), 3 from tIf®AU2%), and two from Australia and
Canada respectively (other: 4, 3%). Notably, nadape or Korean took part in the survey.
This questionnaire allowed Chinese citizens to answ multiple fields as to whether they
were Chinese from China (79), Chinese from anotbentry (5), or Chinese from the Han

majority (24) or from a minority group (2). Five fDlbse participants (4%) stated to be
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citizens of another country. Only one participab®%] did not answer the question. The
sample represents a young age group with 66% fMhegarticipants under 36 years of age
and 82% under 51; only 18% of the participants wewer 50 years of age. 11 participants
(10%) stated to be under 20 years, 63 participgi@%o) were between 20 and 35 years old,
18 participants (16%) were between 36 and 50 yelhege, 14 participants (13%) between
51 and 65 years of age and 6 participants (5%) wieler than 65 years. Everyone answered

the question.

In regard to their place of residence, 37 partieipd33%) stated to living in Beijing
and 8 patrticipants (7%) did not answer the questidhere 60% were identified as tourists,
31 participants (28%) identified this as theirtfivssit to Beijing, 9 participants (8%) stated it
their second visit and 27 participants (24%) haeaaly been to Beijing many times. 25
participants additionally specified their home pnmes, autonomous regions and cities
within China: Shandong (3), Anhui (3), Fujian (Bgbei (2), Shanxi (2), Hubei (2), Liaoning
(2), Shanghai (2), Guandong (2), Heilongjiang (@ignjin (1), Ningxia (1), Qinghai (1),
Hunan (1), Hainan (1). Asked about their professioatching the young age of the majority
of participants, 35 participants (30%) stated taub#ersity students, 12 participants (11%)
worked in education and research, 8 participan¥) (Worked in IT, 7 participants stated
being employed (6%), and 6 participants (5%) weagesofficials. Five participants (4%)
were retirees or worked in arts and music, respagti four participants (4%) worked in
health care or stated to be workers, respectitbhge participants (3%) worked in industry
and engineering. Two participants (2%) were arckster worked in journalism and one (1%)

participant stated being a farmer. 13 particip&h?86) did not answer the question.

Museum
1.6. What is the official name of the museum? 96%he participants (107) stated “National

Museum of China” as the current name of the museuny 2% of the participants (2) voted
for “National History Museum”, the name of the peedssor museum. 2 participants (2%)
did not answer the question. The question was ddise&omparison to the survey of 2007,

where only 70% of the participants stated the eumame of the institution correctly (2.4.).
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1.7. In your opinion, does the museum gain from itsinification and
renaming?
70
60
50
40
30
20
10 A
0
Yes, from no, not from Yes, from no, not from oo
o o . . indifferent no answer
unification unification renamng renaming
count 66 1 32 4 23 11

1.7. The question followed the half-open questiormfat, multiple answers were given,

individual answers are listed below, and the totalnt is 137. A majority of 66 participants

think that the museum gained from the unificatibrih@ two museums; only one participant

doubted that the unification was helpful; 32 paptnts stated that the renaming of the

museum was profitable; 4 participants disagreetl Wie renaming. 23 participants stated to

being indifferent, while 11 participants did not sarer.

Several participants used

the

possibility of the half-open question to commentthwindividual statements on their

standpoint.

Individual answers: Unification

and

No. Statement Translation
12 LA MEEE, oA, The museum is now more comprehensive 4
on a larger scale.
18 PR E A . Unification can improve the overall strength
of the museum.
21 IR L7 very good
24,36 | T convenient
28, 38 | #AHHE integration of resources
29 KT it IS more impressive
44 PRIt a2 EH {5 | To share resources and to provide a better
TF'O protection for the cultural heritage.
45 FIRAE R TS, Seiriix | The integration of resources will be more
PLTLH ., beneficial for the protection of the cultural

heritage.
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\*2)

eum

)l

U)

[72)

|

2S.

nic

46 BRI AR B E S HE: | Integration and connectivity of various type
M of arts and culture.
48 SR SV X N Resources are shared; the scale of the mug
is expanded.
49 B NGB REmT s, 4=, It shows the spiritual wealth, creativity,
B A A S, w2k | ingenuity and history of mankind; it is
HETRAT 75 meaningful for the passing on of culture ang
art.
50 Hingcth, 5E3E, BN It is more diversified and improved; it make
M. the exhibitions more complete.
51 {8 T2 W0 W o It is better for visitors browsing through.
56 A M, 06, HEER | Unification reinforced the museum and mag
e 6 (9 5 7 T T it more comprehensive; it now better reflect
the various aspects of China.
57 EEYE T LS 9N 2 1 2R The museum can now accommodate more
[ objects.
58 WA EZ R, There are more resources now.
59 B AMSE T E R | The capacity to show better exhibition has
. improved.
60 wREL T AR TH#EZ | Integration of resources, which will help
s, citizens understand the country's history.
61 PRI PR RIS Sharing resources and expanding scale an
strength.
68 FRE A, The scale is larger now.
70 TS B ERE. The cultural atmosphere is condensed.
72 RAEEXMER . Enhance the country's image.
74 ENEAC K BT, It correlates with the needs of the time.
75 R KTk, The advantages outweigh the disadvantage
82 LR Saving resources
83 i ZE Ak Y G 2 | More cultural objects are presented to the
PAE BEATHI AT - masses in more detail.
86 BETK:, 5T &6 It joins the advantages of each collection.
i
88 FEZclh, EEZE, B | Rich and comprehensive, integration of
2 A information, more attractive
90 A H g More integrated
92 DSZITIEE, bR, Z25F N | Less buying of tickets, less running, econor
=, and efficient.
93 HY KRR R —ERsR | The development of things always has cert

AiN
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e inevitability.

94 LA EZ R SER 1Y) | Itis possible to have more exhibits in the
TEREH . same museum.

102 fFEFKEEER 785, GFA | The national resources are adequate and
RIS, Y484, #k |reasonably used and distributed, cost savin
W is expanded effect.

103 HF2 5T DR EEA WA % | After the merger more exhibits can be
B P o provided for the audience.

104, 107| N&EEMZ 7cik. INZHE 4 | The content is (much) more comprehensive.

[P
105 HINRS 4T More systematic and comprehensive.
108 i 5 ERHE. History and art have the same importance.

Individual answers: Renaming

gs

re

and

No. | Answer Translation
12 | FEEREEEYE, It is China's landmark museum
18 | [ EMERINEE N 2. The content of the museum will be more
comprehensive.
25 | EFXREYIERER 4, 4 )\ | With the renaming of the National Museum of
— A [ B [ T China, it gives a much more connected feeling.
36 | B IEM More appropriate
A4 | T T I S N It makes the museum more attractive.
52 | BT Z 1Ak, More culture is on display.
57 | EERML, ZIcib. More international and more diversified.
68 | IR B The new name gives a high-end impression.
69 | JFHiCME. Easy to remember
70 | f[FABENEEINFEE . It makes the people feel that the content is mo
substantial.
73 | W EEFE4SE—NEMIENR4 | It sounds more like a name for a museum.
Fo
75 | FKT-Bk, The advantages outweigh the disadvantages.
88 | &z IRFEEKRE, £, & | The new name feels to be great, professional i
B A N IR excellent; it makes one believe that the exhibit
are good.
90 | REMEEZEMI ., It represents the national civilization.
98 | fHjHH concise
103 | if LA —MEM ARSI E 2 | A national museum can be provided for the
9 iR visitor.
107 | R EZ, WEE, It highlights the country, more imposing.
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108 | H i BA RN The National Museum of China holds a
representative function.

1.8. Do you know when the first National Museum wasnded in China? 91% of the
participants (102) stated that they did not know tbunding year of the first National
Museum in China. Only 6 participants (5%) state@driow the answer: before 1949 (No. 21),
1949 (No. 43), 1950s (No. 23), 1958 (No. 83), 2@Nb. 106). One participant did not
specify a year (No. 41). The answers are wide rapygppearing that the participants who
answered either did not know the year of foundatiothey did not understand the question.

Four participants (4%) did not answer the question.

Architecture

2.1. When was this museum originally built? Can yoguess”
18 16
16 -
14 12 |

12
9
19 LA S— 7 u
815 B — 5 5 B
e doecllffal
2 4
O \I:l\l:l\ T T T T T \D\I:l\ T T \D\
N o ) S © o o CIIPC- R X
VPN R NS O « R U A GRS S RN NS R RN &
) S &) N QO N Q O
PR R R VR M N N ey
Q) o S &) & ©
Y Y Y N ® <

2.1. The open-question format caused a wide rariganswers; nevertheless, wherever
possible, the answers were grouped (e.g. in degaflesavoid double counting, a precise
year (e.g. 1949) showing in the statistic is ndegnated in the decade (e.g. 1940s). 16
participants (14%) guessed that the museum was letilveen 1949 and 1950, when New
China was established. 9 participants (8%) knewaitteal years of construction between
1958 and 1959 and 12 participants (11%) placecctmstruction period in the 1950s. One
third of 37 participants (33%) placed the buildioigthe museum within the first 10 years
after the PRC was established. 22 participants J20%ieved that the museum was
constructed between 1990 and 2008. 17 participdii®) did not answer the question, 3
participants (3%) stated that they did not knowahswer.
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2.2. What do you know about the extension of thesenm? 35 participants did not answer

this open-question format and 56 participants dtdteat they did not know about the

extension of the museum. Unlike the answers oR0G¥ survey, it was not possible to group

the individual statements of the participants. Tdsalts are listed below.

Individual answers: Extension

een

a

d by

2d.

No. | Statement | Translation

06 German

07 Nice

23 |+ THEENSEW T H. Architecture and construction design

32 | WK Thorough

40 | AP, IhAeRn, B The area is expanded, the functionality is
. increased, and the exhibits are increased in

number.

42 | khE Choose a location

43 gmp

48 | AR A Scale, progress, etc.

69 H 4R Natural

70 | ANKRIEE, KIIaTgecant. | am not quite sure; the main gate might have b

changed.

73 | ETIEBA, 37 —BEFLTF | The expansion took a long time, first there was
B, ERYHT. statue of Confucius erected, but later removed.

76 | 2010

86 | BLE W EE IS4 The supporting facilities are more complete.

87 | Wy, REWEHIEEL, f#E{ | Cultural objects, the exhibition scale, equipment.

90 |19 5Pk 190.000 m2

92 | ¥R L A e, Expansion plans were decided by particular
Hx % n, m@si T A | people, were funded by the state and conducte
. construction workers.

99 | THE. | know about it.

101 | |y K, WA . The area is extended, the equipment is upgradé

104 | NBEHEFEE, The content is more comprehensive.

107 | | Area

110 | HiEsy K Extended scale
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2.3. Are you familiar with the former design? Do ya like the new design’

60

50

40

30

20

10

) =

! kr?ew the 9|d | ke the new | | do not like thg . .
yes no design and liked . ) indifferent no answer
it better design better| new design

‘Count 20 47 19 49 6 6 53

2.3. For this multiple-choice question, multiplesaers were given (total count 210): Some
stated that they were familiar with the old desigowever, they still liked the new design
better. It can be assumed that these participares khe old design of the famous building
from the media, if not personally, and judged adowy to this knowledge. 53 participants did
not answer this question and 6 participants weddferent. Only 20 participants knew the
old design, whereas 47 stated not to have knowwlthdesign. 19 participants liked the old
design better, whereas 49 like the new design m&tearticipants stated not to like the new

design. Some participants gave additional comments.

Individual answers:

No. | Statement | Translation
33 | rigid
49 | &5 (NEEESREY) JFHEA —% | Building (internal is more suitable for
HIBLARHE - exhibitions) and has certain modern
characteristics.

93 | HIHEFR T I IS, & | Old and new buildings represent the

T 4 R L R S s, fp | Characteristics of each period, and they
DL 35 | 4T 550 reflect the social environment of their

specific time, therefore | like both.
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2.4.-2.7. How does the architecture look
60
40
o = I
. . . Befitting o -
Chinese modern internationa) . socialist no opinion|  no answer
iananmen

@ architecture 26 50 28 22 15 4
W facade 30 35 13 20 37 8
O Grand Forum 15 52 30 12 16 13 7
O exhibition halk 15 55 34 6 6 13 5

2.4.-2.7. Multiple answers were permitted. From Xhéwers given, 34% (50) rated the
architecture as modern, 19% (28) stated the anthre would look international, 18% (26)
stated it would look Chinese. 15% (22) rated thehiéecture befitting Tiananmen and 10%

(15) rated it as socialist. 4% (6) did not haveopimion.

From 144 answers given, 26% (37) rated the facadefitting Tiananmen, 24% (35)
stated the architecture looked modern and 21%g8feived the facade as Chinese in look.
14% (20) rated the architecture as socialist arlgd @ (13) as international; 6% (9) stated

not to have an opinion.

From 138 answers given, 37% (52) rated the mairaece hall, the so-called Grand
Forum, modern and 22% (30) stated it looked int&wnal; 12% (16) stated it was befitting
Tiananmen; 11% (15) rated its look Chinese and B2} gocialist. 9% (13) stated not to have
an opinion about the Grand Forum.

From 129 answers given, 42% rated the exhibitidls fa& modern in look, 26% (34)
stated that they looked international and 12% (&) they looked Chinese. 5% (6) rated the
exhibition halls as socialist in look and befittifgananmen, respectively. 10% (13) stated
not to have an opinion about the exhibition halls.
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40

2.8. Who do you think were the architects

35

30

25

20

15

10

5
0

/7

GMP + CABR

CABR

BIAD

KPF + ECADI

Foster + BIAD

ECADI

nanswer

‘count

36

35

15

5

3

17

2.8. The architects of the original building of 898BIAD) and the restoration of 2010
(GMP+CABR) differed, therefore multiple answers e/g@ossible. Only one participant (No.
88) checked both options and both answers wereteduftotal count 113). From the
participants who answered the question, 38% (38gdtGMP + CABR, whereas 36% (35)
guessed only CABR as the architects commission&#y (15) participants stated that the
BIAD, which were in charge of the original buildings the architects; 5% (5) of the
participants stated KPF + ECADI as architects afel (3) Forster + BIAD and 2% (2)

ECADI alone.

2.9. Where do you get your information? For thif-bpen question, multiple answers were
possible. Museum press, local press and other gieem categories, while TV, internet and
word of mouth were extracted from other answersntthe total of 102 answers given
internet, local press and museum press with 20svoide up around 20% of the statements;
15% (15) stated word-of-mouth and 5% (5) repor&delvision as their source of information.
Among other sources of information (22; 21%) weredgbooks, maps, and educational

material. Two participants stated they were gugssinereas 15 participants did not answer.
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2.10. Why do you think an international architecture office
(in cooperation with a Chinese office) was commissied?

60

50 -
40

30 -

20
10
0

[ 1]

/T

publicity / image skill

money other no answer

‘ count|

37 51

6 11 22

2.10. The question was raised in half-open quegtionat. Multiple answers were possible.
From the total of 105 answers given, 51 (49%) dtaddll, 37 (35%) stated publicity and
image, 6 (6%) stated money and 11 (10%) other nsafw the decision for an international

architecture office. Other additional commentsadetl accounts and individual statements

are listed below with a total of 22 participants answering the question.

Individual answers:

No.

Statement

Translation

18

A 1R A7 v S T ] B o

It makes the museum more international.

ly

25 | Ry EG @3S B H [E 1 X, | Because the architectural design feels not on
¥ b B AT A ) K Chinese but also foreign.
29 | Bt Feeling
43 | A EHIN. | am an architect.
46 | RILHHE SR E AR It reflects the characteristics of Chinese culture
and the arts.
48 | Ry E RS Z AR KRS 21E | Because the Chinese architecture was not

UPHOAER, B A S
GYNED

passed on completely, and the advanced for¢
concepts were not studied sufficiently.

2ign

58, 107

Wt HE&

Design idea

79

Hh R B A [ B

Chinese architecture experiences
internationalization.

89 | FEH 4%, Nothing is absolute.
90 | ATk | do not know.
93 | BN E N, HHIEVEENAEE S | “The sea can absorb 100 rivers”™: Be tolerant

21, BKAME.

diversity, we should learn good things from
each other.

to

97

ANLZ AN E AN BT, B A
ANZEHEANE S TR E SRS
.

It should not be designed by foreigners; no
foreigners can understand the Chinese cultur
the Chinese understand their own culture.

e as
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2.11. Do you think a Chinese architecture office ahe would have been more appropriat
to redesign the national museum?

50
40

30 -
20

10 1

0 —
yes no indifferent other no answer
‘coum 45 31 24 9 6

2.11. For this question, multiple answers were givkeree participants stated ‘yes’ as well as
indifferent (No. 41, 75, 105); 6 participants didtranswer the question. From the total
answers given (109), 41% (45) believed a Chineslitacture office alone would have been
more suitable for the task, 28% (31) disagreed, 224% of the participants were indifferent,
4 (4%) participants state not knowing and 5 (5%ijtiggants stated another opinion.
Additional comments and detailed accounts werergivem various sides. The individual

statements are listed below:

Individual answers:

38 | EAYFEE®, It would have more Chinese characteristics.

43 | FRE AT RE, Everything is possible.

59 | H5RIEZEKIESr—icd | If one works with other countries, one will gain|a
Ve 245 AR AL different perspective.

79 | 1A S H A The cooperation helps to mutually supplement

102 | £ /) %, Collecting opinions is of wide benefit.

103 | HfE#, SETK. Designing jointly, to gain their respective merits.
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Exhibition and Collection
3.1. What do you think is inside this museum/wisathie collection like? The inquiry about

the content of the museum served as a warm-up ignest open up the new topic of
exhibition and collection. 63 participants (56%)yaered the question and 19 participants
(17%) stated that they did not know the answer, rede 30 participants (27%) did not
answer the question. The statements given are &hapsive and diverse; however,

wherever possible, similar answers were grouped:

Individual answers:

No. | Statement Translation

01 | Good collection, but more alternative art wookdgood to see.

02 Good collection of different arts

03 | Impressive collection

04 | Interesting objects

05 | Like it - more English

06 Excellent

09 | | expect to see traditional arts, | just camand have not seen the exhibition now

10 Good collection of socialist art

11 | Very good

12 | ks R EH T EZFE Y BN | Antiques and exhibition of other nation’s

heritage
15,27 | 51 Antiques
18 | j58H BT “Along the River during the Qingming Festival’
21 | SRy History and revolution
22 | 44 H, IR#% Famous paintings, musical instruments

23 | fEHFEwE, FE SR | Chinese revolutionary history, Chinese ancient
W, NAZEE X HE KK | history and culture, and pictures for teaching

s patriotism
24 | 1 EIHRAE S China’s cultural legacy
25 | BRI A, | feel very satisfied.
26 | EZEII LY The country’s heritage
28 | FEEACRE Ancient Chinese exhibits
29 | FEXEIETY Objects with Chinese characteristics
31 | = THEE About China

32 Chinese Art

33,34 | China

36 | EEA, TEAR Old and new China

37 | W, &HEs, HH#s%, h[F | Cultural relics, porcelain, bronze, etc. Chinese
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ary

d

ct

2S€e
e

s, history
38 | HUA P E A E Exhibitions about the successes of contempor
China
42 | AR H R Modern objects
43 | B BN R, Bk YEE Exhibitions like ,The Road of Rejuvenation” ar
& M “Louis Vuitton”
44 | ZEOEAR, EERBE AR National artifacts of different times
45 | WRIER, AN E R E Ancient porcelain, valuable paintings
48 | FE A VEZ —L, {HE4ME | More Chinese objects, but not so many foreigr
AHTEFIAZ, mAak | objects from different countries, by far not like
W, oA M the British Museum or the Metropolitan
Museum.
49 | \E—VUIRHMHE 47658 | Important spiritual objects of civilization
AT DA 8, R . regardless of nationality, with international
character.
50 | &2y, Hiles, SR Porcelain, bronze, artifacts
52 | BEK S Historical relics of different countries
53 | REFEEZEL Representations of the nation
54 | dEERBBAL, EAMEIL | Chinese exhibitions from antiquity to modern
W B ARAE times, modern foreign exhibitions on the subje
of art.
55 | ¥ Various things
56 |RAEEESERIHEF T4 || believe that certainly the 5000 years of Chineg
Fs, R, gk, #Ewk4 | history, science and technology, agriculture, th
LA everyday life of the people will be presented.
58 | WE, B HE, i | Exhibition of antiques, modern design
L exhibitions, collections of physical objects.
60 | AT T4 7 S ER gE Imprints of 5000 years of Chinese history
61 | PEMLEFZAMN Artifacts from China and other countries
63 | Chinese stuff, but there is also things fronfedént countries
65 | HAREWAE. Ancient bronzes
66 | PEEHA S, T China's ancient civilization, ancient Western
e, civilization.
68 | T HEEMAR LK, AR | Exhibitions about ancient Chinese culture, folk
WAL Ry, AR 2E A | traditions around the world, the world's cuttingr
HAR Y S, edge exhibition of artistic ideas.
69 | hERRESME Stages of historical development
70 | ppsREAE, BAE, FLZMWM historical scripts, paintings, handicrafts
71 | KA shER 540 Models of extinct animals and explanations
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72 | B EREEO L, B Exhibitions of the special culture and excellent
W R4k, EARERg | artifacts of the Chinese peoples and about the
WAk, AL, outstanding world culture, but not commercial
tacky.
74 | DLRTG S L ILLE [ E & | Before, the museum was much more structure
45, FEVEYH. and detailed.
75 | HACHITEAC I S Contemporary and antique artifacts
78 | s History
79 | FEAL, o E NS Chinese culture, Chinese artifacts etc.
80 | iRl History, culture and science
82 | EHPrity, AR, #4, 2 | International, worldwide, famous and precious
aid] objects
83 |z E&Ehiklj ikl ¢ | Contains unearthed relics of Chinese history 3
Yy, SR SRR 24 2 A | culture, as well as famous international artifact.
M o
85 | 4, &, K&, £2m}E, 7@ |Bronze, porcelain, wooden artifacts, as well ag
| painting and calligraphy exhibitions
86 | M\iH &Sk IR 2 Collectable items originating from ancient time
My, EER until today, porcelain
87 | HFE AR S e Wist i The cultural heritage of the ancient Chinese
history
88 | FEKEE, &EBREXEKE | Objects with Chinese characteristics and exotic
" exhibitions of other countries
90 | LM ZEARE, X Classical works of art and artifacts
92 | HIARHY, HEm Contemporary, Chinese objects
93 | BXREFEHYER Objects concerning the country’s history
94 | FERFEH AR NME Z K The rising path of Chinese science and
technology
95 | AR HLEZ There are a lot of antiquities
96 | A\ fRRIEAE N AN E A= | National and foreign, influential collectives fror
ValioE the ancient to the modern times.
97 | WS, FLEZ2HK Intangible heritage, handicraft and the like.
98 | &9y, H, 1% Porcelain, bronze and Buddhist sculpture.
99 | LRFEEs, Eis, HEM K Ancient ceramics, jade, the exhibition “Road of
Rejuvenation”.
101 | S EHPFE R Exhibition about the history and culture of all
nations
102 | EF[ARE R 2 XFAER | China's ancient treasures of historical

/nn, TZ.&[‘ ﬂ:b/nn

significance and value, which relate to every
period of Chinese history, whereas some foreign
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treasures are not lacking.

103 | &P SR SE ARAE T A variety of artifacts and art works
104 | 4 H Famous paintings
105 | 41, H53E Comprehensive, fine

107 | sk, EBAL, HiCZE4LY5 | Historical, famous objects of the ancient, modern
and contemporary phase

108 | F[H R E A Ancient Chinese porcelain

109 | &%, 24, 2w porcelain, silk, painting

110 | R KxEm$e:, 2mH, & | Ancient masterly calligraphy, painting, and
[] i B At Chinese porcelain, etc.

111 | historical national artifacts, art

3.2. Are you familiar with the former exhibition® Participants (68%) stated not to have
known the former exhibitions, 34 participants (30kilew the former exhibitions and 2

participants (2%) did not answer the question.

3.3. What do you expect from the new exhibition? #os open-question format, similar
answers were grouped, wherever possible. 38 paatits (34%) did not answer the question
and 74 participants (66%) used the opportunity ifatividual statements; of these, three
participants (No. 10, 42, 111) stated that theyrditthave any expectations. The statements

given are comprehensive and diverse, so that gngupas not possible:

Individual answers: Expectations

No. | Statement Translation

01 | To see how national art is presented

02 | To get a feeling for traditional Chinese art

03 To see Chinese art

06 | Informative, well designed and presented

07 | Modern interpretation

12 | A E MEHEY Renaissance

15 | T HEHESFEEERE B Exhibitions of national treasures or exhibits af th
5% National Palace Museum in Taiwan

18 | FH 2 FF L5t 2 78 [EH A | want to see the pictures which were lost to
. foreign countries.

19 | i xte Western culture

20 | he Rl H History and science

21 | B&g4e7T Everything is there already

24 | P Chinese and Western artifacts
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Ise

25 | E&m Coins
26 | fHjER BB R Simple and clear themes
27 | HERHEEEZF T Antiquity exhibitions of other countries
civilizations
28 | 3EH Equipment
29 | NEIRRE, &1, RefEsEE) | Small scale, but thematic comprehensive
EEESEa) exhibitions which can be visited in short time
31 | A Western exhibits
32 | #HR Classical and contemporary
36 | ZARE Art exhibitions
37 | ZF AWy Different kind of relics of ancient culture
40 | FANF SR AL R R New discoveries in Chinese and foreign history
and culture
43 | W EE bR Special exhibitions of ancient civilization
44 | HZ[EHF IR Exhibits from several nations
45 | BAR A ECR M 2R 5 1 AR Modern paintings or masterpieces
48 | HXTIIMACE TR, MAJEY | Concerning the audience there are limitations,
Ye(NZ, ZHEN, 5 N). | there should be structures (for children, the
elderly, young people).
49 | I EIR S, HRRR Chinese and international masterpieces
50 | HIn®R%, EEMGEXIT It is more systematic; exhibitions are more dive
T, and more creative.
54 | ZRE, JLER Art exhibitions and educational classes
56 | FRATEZFAE Ak EUAE 1) Our country's achievements in various fields
58 | Wi LR Exhibitions of ancient Egypt
59 | kA HEERML, BAVED | hope more international, exhibitions about
R L E Rl objects we have little contact with.
60 | P [EPERER Exhibitions about Chinese painting and
calligraphy
61 | LEmm, WME2ERHIARD | Van Gogh's pictures, “Girl with a pearl earring”
7 BEREMN, SkETE | more precious exhibits from China and other
FHE E % countries
65 | AR HE, A Ancient calligraphy, painting and poetry
66 | o T HFAEEHE AL Objects illustrating new world technology
68 | ZLZRE More art exhibitions
69, 80 | ERHY High-tech
71 | Sedt R AR Z 2K Advanced technologies and alike
73 | =T E SR &7 RS Objective information about the history of China
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ot
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75 | P EMAE AT Antiquities from China and other countries

76 | imAC s Modern history

78 | ERUE More sovereign

79 | ZARESEHEWK, BIER, M The artistic atmosphere will be enhanced, but n
ARAEMGE R, A7, % everything should be pictures, but also audio af
IRIF. musical objects.

82 | BHEYW Interesting things

83 | g, ELHIER More classical and famous Chinese historical
sy, BSEREIE A relics, as well as contemporary works of art.
il o

85 | I ZIAR M Folk art

87 | SAEPIE AR Foreign art and design

88 | ‘Rk&E N, BTEREAR Musical instruments, music and art

89 | mn, Ei, Hm Fashion, retro, extreme

90 | £ Z ARt Classical art and design

91 | ayisiAY Models of the building

92 | &N, HrEny, PR Comprehensive, fashionable, and connected tg
L world

93 | LT RAER: BHisEM S | Close to people's all day life: real estate preved

other hot issues

94 | EPr LERZAR M International art

95 | T HAWEZF —LZ AR Some works of art of other countries

96 | EPrMbER International exhibitions

97 | MiZBEHEZ A, There should be more interactive sessions.

98 | 78 Weapons

99 | ZARM Artistic quality

101 | E 2 Hh b 2 &% 1E g 2 ehk, More exhibitions about the history and culture @
R, ZARE all nations, jewelry and art exhibitions

102 | HfrEMN, mFREINERE International exhibits, preferably foreign treasur
o art

103 | Z @ —L 42 W More exhibitions about famous paintings

104 | gyt Cutting-edge design

105 | EAFEAR M Foreign artifacts

106 | Z[BAREAR Contemporary art

107 | PLAEIRW = . At the moment | am very satisfied.

108 | BN E ) 44 ) Famous paintings of different countries

109 | &% s 5| Aspects of architecture and history
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110 | 56T 5T R 8 AR AN s 2% Costumes, masks and other paraphernalia from the
Beijing opera.
112 | | was open to the experience
3.4. What kind of objects do you want to see

50
45
40
35
30
25
20
15
10

5 -

00— , : | |

international . Chinese and permanent
. only Chinese ) . . .
changing artefacts international international no answer
exhibitions objects (50-50) exhibition
count 47 40 34 10 4

3.4. For this multiple-choice question, multiplesaners were given. From the total number of
131 answers given, 35% (47) wanted to see intematichanging exhibitions, 31% (40)

wanted to see only Chinese artifacts, 26% (34edt&d prefer Chinese and international
objects on a 50-50 basis and 8% (10) wanted pembanirnational exhibitions installed.

One participant (No. 23) additionally stated tha Wwanted to see: “pictures evoking
patriotism, including these pictures showing theigibn of the country” % [E = X # & K

F, @S2 E KK F). 4 participants did not answer the question.
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3.5. What exhibition did you come for? 3.6. What xhibition did you see”

60

50

40

30 —

20

N Lljljl

0 The Art of the Ancient China bronze / Road of other only for the | I did not know no answer
Enlightenment porcelain Rejuvenation architecture | what to expect

Ocome a7 43 41 34 8 8 8 3
Bsec 46 55 46 36 5 4 4 6

3.5. What exhibition did you come for? For this tiplé-choice question, multiple answers
were given. From a total of 199 answers given, 48%) came for the German exhibition
“The Art of the Enlightenment”, 22% (43) for the f8ient China” exhibition, 21% (41) for
the theme exhibitions of bronze and porcelain; 1349 stated to have come for the “Road of
Rejuvenation” exhibition, 4% (8) stated to have edior the architecture alone; 4% (8) came
for other exhibitions, in particular the Bulgarihezition (No. 34, 53, 58, 59, 83, 101) and the
jade exhibition (No. 40). One participant stateat the wanted to see all (No. 1GB4EZ ).
9% (18) admitted not to have known what to expect & participants did not answer the

guestion.

3.6. What exhibition did you see? For this multipl®ice question, multiple answers were
given. From the total number of 216 answers giv@6% (55) stated to have visited the
“Ancient China” exhibition, 21% (46) have visiteldet “Art of the Enlightenment” exhibition
and the porcelain and bronze exhibition, respelgtivd7% (36) have seen the “Road of
Rejuvenation” exhibition, whereas 6% (14) statethdge just come for the architecture. 7%
(15) did state to have visited other exhibitiond &anues, in particular the Bulgari exhibition
(No. 2, 3, 10, 34, 53, 58, 59, 82, 88, 95,101),@nand Forum (No. 35), the Inca exhibition
(No. 88) and 2% (4) still did not know what to egpe6 participants did not answer the
guestion. Although some participants came withogieetation, in general it seems that they
have visited more exhibitions than they had planteed’he “Ancient China” as well as the
bronze and porcelain exhibitions were visited lgnsicantly more people who did not plan a
visit, whereas almost the same number visited Are ¢f the Enlightenment” and the “Road

of Rejuvenation” exhibitions as planned.
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3.7.-3.11. How do the exhibitions look

Chinese

traditional

modern

la

IRl

internationd

socialist

ngmp n

no answer

O RoadofRejuvenation
@ Ancient China

22
24

19
35

9
8

3
6

9

14
14

42
34

OBronze and Tibetan Art
OThe Artofthe Enlightenmen|
mPorcelain

t

26
4
23

35
7
22

6
21
12

0
31
5

= N RN

7

35
38
40

3.7. How does the ‘Road of Rejuvenation’ exhibitioak? For this multiple-choice question,
multiple answers were given. From the total nundfer6 answers given, 29% (22) stated
that it looked Chinese, 25% (19) opted for tradiéip 12% (9) opted for modern and socialist,
respectively; 4% answered that the look was intenal and 18% (14) did not have an
opinion. 42 participants did not answer the questiBlowever, previously, only 36
participants have stated to have seen the “Ro&kepfvenation” exhibition. If only the total
42 answers are counted, 26% (11) opted for Chirgk¥, (13) for traditional, 17% (7) for
modern, 14% (6) socialist, 5% (2) international &@6l (3) no opinion.

3.8. How does the ‘Ancient China’ exhibition loolbr this multiple-choice question,
multiple answers were given. From the total numife®4 answers given, 26% (24) stated
that it looked Chinese, 37% (35) opted for tradiéilh 9% (8) opted for modern, 7% (7) for
socialist and 6% (6) for international; 15% (14Yl diot have an opinion. 34 participants did
not answer the question. However, previously, d8yparticipants stated to have seen the
“Ancient China” exhibition. If only the total 66 awers are counted, 27% (18) opted for
Chinese, 40% (27) for traditional, 9% (6) for madeand 8% (5) for socialist, for

international or had no opinion, respectively.

3.9. How does the ‘Bronze and Tibetan Art’ exhinitilook? For this multiple-choice

guestion, multiple answers were given. From thal teamber of 87 answers given, 30% (26)
stated that it looked Chinese, 40% (35) opted rfaxditional, 7% (6) for modern and 1% (1)
for socialist. 22% (19) did not have an opinion &l participants did not answer the

guestion. However, previously, only 46 participastated to have seen the “Bronze and
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Tibetan Art” exhibition. If only the total 54 ansrgeare counted, 35% (19) opted for Chinese,
43% (23) for traditional, 7% (4) for modern, 2% {@) socialist and 13% (7) had no opinion.

3.10. How does the ‘Art of the Enlightenment’ extidn look? For this multiple-choice
guestion, multiple answers were given. From thel toumber of 81 answers given, 5% (4)
stated that it looked Chinese, 9% (7) opted faditi@nal, 26% (21) for modern, 2% (2) for
socialist, 38% (31) for international and 20% (&) not to have an opinion. 38 participants
did not answer the question. However, previoustyy 60 participants stated to have seen the
“Art of the Enlightenment” exhibition. If only thesanswers are counted, 2% (1) opted for
Chinese, 8% (4) for traditional, 28% (14) for made2% (1) for socialist, 48% (24) for
international and 12% (6) had no opinion.

3.11. How does the porcelain exhibition look? Huas tmultiple-choice question, multiple
answers were given. From the total number of 8Qvars given, 29% (23) stated that it
looked Chinese, 28% (22) opted for traditional, 18%) for modern, 1% (1) for socialist and
6% (5) for international and 21% (17) did not haweopinion. 40 participants did not answer
the question. However, previously, only 46 paréifs stated to have seen the porcelain
exhibition. If only the total 51 answers are couint89% (20) chose Chinese, 27% (14)
traditional, 18% (9) modern, and 2% (1) socialg¥ international (3) and 8% (4) had no

opinion.

3.12. What did you like most about the new pregema 62 participants (55%) used this
open-question format to state their opinion andpaticipants (45%) did not answer the

guestion. Similar answers were grouped.

Individual answers:

No. \ Statement Translation

01,02 | The collection

03 The pictures

04 | did not know the old- but I like the big roahAncient China.
05 Clean, well organized

06 Divided into three rooms

07 Exponats, concept, quality

08 | do not know the old.

10 | did not know the old presentation but liked #xponats.

11 Volume of items, good range
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12 FRANEE Everything is good.

15 HIXFUH, AR There are captions, but it takes too much time
EIP read.

18 NEEE, | am not sure.

19 HiUtEH . There are captions.

24 IR XK, | like everything very much.

25,103, 105 | & ¥ % The Road of Rejuvenation exhibition

26,31, 101 | iRy It is all ok.

27 X 5 %) 438 a] LA, The sequencing of the exhibition was all right.

28 WG B2k i & 3, The guidance of the tour is logical.

33 | liked the combination of topics /themes.

34 nothing

35 nice

41 RS, | did not see the exhibition yet.

42 TR, It is dynamic.

43,90 |54 Lighting

44 BRI E There are simple explanations.

45 HEW®, GMNE. There are structure and explanation.

50 e = HER Gratuitously designed.

56 WRED, HIRAERE= | have not seen it yet, but | think I will like all
Ko

60 TR Close intervals

65 PR R Porcelain exhibition

68 RS A, The lighting effects are not bad.

69 1 2 Free of charge

70 B2 T, RWRIT, Atk | Hall of senses, hall of communication,
T experimental hall

74 & S Ty 2 A little bit brief

75 FRIR XK, | like everything.

77 yes

78 B AR RS More spacious than before.

79 BIRERA, R FRY. Porcelain, Buddhist sculpture

80 | ®H, #h. Music and video

82 BEET 1 Neat and clean

83 Bulgari, ‘Ancient China’ exhibition

85 W Open

86 B, T Porcelain, bronze

87,98 | &8 Porcelain
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88 BT, (65, Exhibition design and lightening

92 [ 51+ 1A Display + explanation

94 e BAR The descriptions are precise.

95 e AL Guided tours

97 WELOY), B2 ME A One has to be interactive, there are more
iR, professional explanations.

99 =R High-tech

102 | B E. WIgEA KT | | have not seen it yet; as soon as | entered the
TR, A Ewk HiEpgge | door, | was interested and | am particularly fofid o

SR A the architecture and the display.
107 | s The atmosphere etc.
108 | &L 2y A clear classification of the exhibits
109 | Xt& Style
110 | N T —HEBEREE. National characteristics are incorporated.

3.13. What did you like least about the new pred@m? 62 participants used this open
guestion format to state their opinion: 17 paréafs (15%) stated that there was nothing
they did not like and 45 participants (40%) gavetbfer individual statements. Similar

answers were grouped. 50 participants (45%) dicanstver the question,

Individual answers:

No. Statement | Translation

01 The glass cases looked dirty.

02 Too many people taking photos.

05 All'in Chinese

06 No information at the exponents

10 No idea

11 Dark

15 ST SRRAE VEG R, Mi% | There are no detailed explanations of the
MRS R RN, iR | exhibits; they should be introduced by audio
BT guides instead of captions.

18 LA, - Everything is very modern.

19,79 | ibANERE | am not quite sure.

20 YL B KR 28 The captions are not clear enough.

24,25 | #FIREXK . | like everything very much.

26 1t EAL., The exhibition layout is a bit chaotic.

27 HEHEANE. | did not understand some things.

28 2R K . Air-conditioning is too cold.
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34 15 T IR Cleaning/ wall

35 No

41 BRI, No comments

42 A Bt There is no inter-action.

43 ZRN The captions are too small.

44 A BARTH A . There is no detailed outline.

45 AT D The captions are to scarce.

50 AMEEE, Not comprehensive enough.

68 FE T N A i e 81, There could be some benches in the galleries.

69 o R v SR i= ey S/ The classification is too complex.

70 gl There are admission fees.

72 B9 R WA R TS 1. The bronze exhibition is not the best.

78 ¥ CARTR A o Not as well structured as previously.

82 G E A K, HEAASE It is a large area, which is a not arranged

K, SMHELEEm ., orderly, leading to confusion and

disorientation.

85 PN EERE R Background music could be added.

87 AR A A7) ‘Ancient China’ exhibition

90 [lllegible statement]

92 B A Even if everything is great, there are always
peoplefinding fault.

93 S RH &R, AMETE4HS/ | There are only object titles, but no detailed

98, VYEFIEA ., explanations or functional descriptions.

94 Je it B No explanations

97 FREC S B AN TR, . The text description is not detailed enough.

98 AN d International art

102 W E | have not seen it yet.

108 &R X PR b At The distance between the exhibition halls is
very large.

110 Eb =0, There is too much space.
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3.14. What do you think about the new governmentapolicy of free entrance to the museum

70
60

50

40

30

20

10

1

| —

/T

great, | will vist more
often

it is the right decision,
the collection belongs
to the public

a small fee would be|
better

other

I do not know

no answer

couni

60

51

8

2

6

3.14. In this multiple-choice question, multiplesarers were given. From the total number of

123 answers, 48% (60) welcomed the policy and vaatdevisit more often. Furthermore,

41% (51) stated that this was the right decisiatabee the collection belonged to the public;
7% (8) believed that a small fee would be bettéf, ) did not know nor had another

opinion. Six participants did not answer the questiSome participants used the opportunity

for an individual statement:

Individual answers:

=S
1

No. Statement Translation

23 W 1. 2 o ANFELf, | Afee of 1 - 2 Yuan per visit per person would |be
IR better.

41 SRR N E B & | This has a great advantage for the majority of loy
b income groups.

49 ZR, Z2F, HEIRES, | More exhibitions, more to see, widen the horizon,
BRI ARER. develop the people’s qualifications.

77 No

99 J/as Good
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Questionnaire 2011

DATE/ H &1:

This questionnaire is for a dissertation projectoab the history and development of the

museum. For my research | kindly ask you to takewaminutes of your precious time to
answer these questions. Your answers will be hdrait®nymously and with consideration.

Multiple answers are possible. THANK YOU VERY MUCH!
BAF, M0 T E e T, Y286 KR E R LR RE, 5 L)
BRI T 7H T T AL 17 1] 5o FE TR ST R, JE5 1 1] B e 15 18T

|. General

1.1.Gendet%: 51 1.1.10 male % /1.1.2 female %«

1.2. Nationality [F £&

1.2.1o Chinese (from China)
o (E e E )

1.2.2o Chinese (other country)
i (EEERERE )

1.2.30 Chinese (Han) [# Uik

1.2.40 Chinese (other)
TE e KK

1.2.50 Japanesed A<

1.2.60 Korean #[F

1.2.70 Asian (other)H: & Wi E 5%
1.2.80 Europear#k il

1.2.90 USA EH

1.2.10.0 otheri &

1.3. Age it

1.3.10 under 20 years20 % LL R
1.3.20 20-35 years /T 20 #) 35 ¥
1.3.30 36-50 years /T 36 £ 50 %
1.3.40 50-65 years /T 50 #| 65 %
1.3.50 65+ years65 % L I

1.4. You are &2

1.4.1o resident in Beijinglt 5 17 %
O

1.4.20 tourist in Beijing At 5T (17 %%

1.4.3. ofirstvisit FH—XFILHE
1.4.4. o second visit 55— %3k
1.4.5. o already been to Beijing mar

times REUEIS=E)¢

1.5. What is your professiordf@ [k ?

1.6. What is the official name of the museum nd#?l, XM FIER L 742

1.6.10 National History Museurn [ [ 5 #4715 1.6.5.0 The National Museum
1.6.20 National Revolutionary Museufly [E 2 #ir #4115

of China  [# [& X 1# Y15
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1.6.30 M. of the Cultures of the Worltlt 5 cib i1 | 1.6.6 o Museum of Chines

1.6.4.0 Chinese National Museurty E [z gy | istory P

D

1.7. In 2003, the museum was unified and renanmeglolir opinion, does the museum ¢
from its unification and renaming2003 4, X/AMEMIEEAT T &35, HEHML. 1H
10, RNy AT i 440 A T AT R e 2

Ain

1.7.1o0 Yes, from the unification, in which way2 [t], I\ N & HXITHEDTEA 78, HEH

H. .
rE .

1.7.20 Yes, from the renaming; in which way? #& 1], I\ Ny 2 X HP1E A 26, 2 H

H. .
rE .

1.7.3o No, not from the unificationf~, IR\ NS I AT TE R A 3540
1.7.40 No, not from the renaming~, T\ 5 5 iy 44 SHEY TH R A 264k
1.7.50 | am indifferent& {4 AN A

1.8. Do you know when the first National Museum vi@sded in China® %011 1 [F % 5
1) 1 K A v T A A s ?

1.8.1.0 no ANFniE
1.8.2.0 yes, inkliE

2. Architecture 2

2.1. When was this museum originally built? Can gaess?
T I XA TR R T 6 ) 2 an SRANEIE,  A] DA

2.2. What do you know about the extension of theenm?i& 1], % 1 Y iEY 2 itk
[ ke 7 T 2

2.3. Are you familiar with the former design? Dawiike the new designf& 1 i |H i 542
TR R ? 145 3 UCHT OB v 2

2.3.1.0 Yes, | knew the old 2.3.3.0 | knew the old design and liked it bettét 7 fi#H
design/&, & VARIHIVES | ks, s sRIH &M

2.3.2.0 No, | did not know 2 3.4.0 | like the new design bettédk H. %5 5 X 1) 22 54
the old designts, A T## | 2 35 41 do not like the new desigh A 5 X7 ) 2 51
|H )25 2.3.6.0 | am indifferent /4 A [A]
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2.4. Does the new architecture loolChineses Moderno Internationabh Socialist
o Befitting Tiananmem no opinion (13 E Ko EH ol oE froth & E Xo5 K
Z IR o= W2

2.5. Does the facade loak Chineseo Modern o Internationalo Socialisto Befitting
Tiananmeno no opinion#MEE g Ko E o Aol frott & 3 o5 RZ [T TR E
YN

2.6. Does the entrance hall (Grand Forum) leokChineseo Modern o International
oSocialisto Befitting Tiananmem no opinion\ I KT &K off oM Qo bfrott 2
F o5 RZ [ TR LE N2

2.7. Do the exhibition halls loak Chinesex Moderno InternationalbbSocialisto Befitting
Tiananmeno no opinionf& Wi T & & koH Eodl o E roth < Xo5 R %Pk
E L2

2.8. Who do you think were the architect&®], %A EA1HE 122 3T A& 2

2.8.1 o BIAD Beijing Institute of| 2.8.4 0 CABR China Academy of Buildin
Architectural Designit 5 i @ S 1T | Researchi [ 2 SR 4 78

7t b
2.8.5. o Kohn Pederson Fox, New York
2.8.2 0 ECADI East China ArchitecturalECADI East China Architectural Design

Design & Research Institute Co. Lti:%: | Research Institute Co. Ltd. Kohn Pederson Fox,

283 o Gmp International GmbH 2.8.6.0 Foster and Partners & BIAD Beijing

architects and engineers & CABR Chinkpstitute of Architectural Design Foster
Academy of Building Researdf [ Gmp Partnersfl bt i @ S i i 7t e

b 2 HLBCTH A B2 =) A @ R
WrFeki

2.9. Where do you get your information?| 2.9.10 museum pres&415 55 iR
T ), SR AR B B AH DS B ? 2.9.2.0 local pressf it 1 1)
2.9.3.0 otherl L&, 15Ut

2.10. Why do you think an International Architeeoffice (in cooperation with a Chine
office) was commissionedi® iv], 51 A4 —FKEbr@ER &t AR (55757
WeZAE R TIRATH ?

172
(¢

2.10.10 publicity/ imagefa 7 /B0 % 2.10.20 skill AR 2.10.30 money#t 4
2.10.40 otherH:'&

2.11. Do you think a Chinese architectural offit@ha would have been more appropriat¢
redesign the National Museum#[al, %8I\ A [ (1) 3 BT = 55 S o7 T A 2 50 44l
B K A 2

2 10

2.11.1oyesiZH) | 2.11.30 indifferent %4 AN
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2.11.20 no AN & 2.11.40 other e, &

3. Exhibition and Collection & %A1 &5

3.1. What do you think is inside this museum/wBahi collection like Z& I\ XA HEY1E
BT 226 A F 2R 1) Jg Y A8 i 2

3.2. Are you familiar with the former exhibition# [, #& T fif DAAE ) J2 B2

3.2.1oyess&f, %iE  3.2.20no AHIE

3.3. What did you expect of the new exhibitiah®], 77 BA H 4 kK37 RE 52

3.4. What kind of objects do you want to s&&f], 4 S M—ISR i 2

W

3.4.1o only artifacts from Chinafe E H [ (1) 25 & f

3.4.20 International artifacts in changing exhibitiolfns 2 A 5 4S 7 e H
3.4.30 Chinese and international objects (50%/ SOPEF A1 41 & 8- 2 i Wik s
3.4.40 permanent international exhibitidf ] 17 [ b 1 e b

3.5. What exhibition did you come fof® 23X MEXIE & S MRS (R ) fe b ?

3.5.10 only for the architecture of the new buildiftzs W #1135 23 40

3.5.20 Road of Rejuvenatioff 2 2 %

3.5.30 Ancient China’Exhibition 1€ 7 FE 4471

3.5.40 Foreign Exhibition: The Art of the Enlightenmdﬁﬁi‘?fﬁ@: JEZIZAR
3.5.50 Bronze, Porcelain Exhibition etéfi#s . % 845 i

3.5.60 otherHiAth, 1% i

3.5.7o | did not know, what to expect and what was opldig beforehandf It 57 3 ¥ 4F
JE I H

3.6. What exhibition did you seef& 7L b S0 1WA (HREL) bR 2

3.6.10 only for the architecture of the new buildiRgZ: WL IEA 18 1357 8 51

3.6.20 Road of Rejuvenatioff 3% 2 %

3.6.30 Ancient China Exhibitionty 18 [ B 51

3.6.40 Foreign Exhibition: The Art of the EnlightenmdRr 32 i fE: BZMEA
3.6.50 Bronze, Porcelain Exhibition et il 25, & as4% 2 i

3.6.60 otherd &, 11

3.6.70o | did not know, what to expect / what was on digpbeforehandf It /i 3155 45 €
1 H 1

3.7. Does the exhibition design of the Road of Repation Exhibition looka Chinesen
Traditional Moderno Internationabh Socialisto no opinion

N RGBT EER oFE o5 o S ollbr olk2E X okER
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3.8. Does the exhibition design of the Ancient @hitxhibition looka Chinesea Traditional
o Moderno Internationab Socialisto no opinion

w AT E RS R SRR ERER o E o8 o BN oflbr ot EX oBER

3.9. Does the exhibition design of the Bronze armkfBn Art Exhibition looka Chinesen
Traditionalo Moderno Internationab Socialisto no opinion

FHE, BIRSAEEHBOTERER o E o 44 o 3 oflbr ott2EX okE
i

3.10. Does the exhibition design of the German “Aneof the Enlightenment” Exhibitior
look o Chinesen Traditionalo Moderno Internationabh Socialisto no opinion

TEE P EEMZAR R A RER ohE o %4 o K oflfs ott2E X okE

U

3.11. Does the exhibition design of the Porcelathikition look o Chinesex Traditionalo
Moderno Internationab Socialisto no opinion

B WA K oP E o8 o N oFbr ott2E X oBEL

3.12. What did you like most about the new presimta X 1) & 1 4 41 7 R B = X
AT A2

3.13. What did you like least about the new prestent? X 1 1 & U 4 41 7 25 B AN 23K
PSSy

3.14 What do you think about the new governmersbty of free entrance to the museum

B A E T ST BB ?

3.14.1o great, | will come more often to the museum nf 7, FoE 2 S W HYTE
3.14.20 it is the right decision, the collection belongsthe public and shall therefore
accessible for everyone for fre&/NEURIRGT, JEin & T4k, B DA NEBRL1Z 0] LA
RIS EA].

3.14.3o | think a small fee would express more the valtithe object and would be mo
suitable. Otherwise one could think, something feealso not worth anything&i\ ~/b ¥
e B e b S0 AF AR IR L, RS B . AT R, S A2 BT,
3.14.40 otherH e, 1% UiEH

re

3.14.50 | do not know/41iE

Thank you very much for your kind supportk i & 4 it &1 !
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6.3. List of lllustrations

6.3.1. List
Figure 1: National Museum of China, main facadeytasy of Christian Gahl 2011 315
Figure 2: Road of Rejuvenation, flags and emblefitéenv China, April 2011 315
Figure 3: Museum of Chinese History, exhibitionl ladlthe Meridian Gate in 1925,

from Zhongguo lishi bowuguan 90 nian 20@2 41. 316
Figure 4: National Museum of China, the originalimfacade (1959),

from Beijing shida jianzhu sheji 200p. 166. 316
Figure 5: Visitors in front of the architectural ded (KPF) during the public vote in 2004,

from “Experts muse over museums” 20@accessed, September 20, 2012) 317
Figure 6: Main fagade, winning design of 2004, ey, from Gmp 12/2004 317
Figure 7: Grand Forum, winning design of 2004, eimdy, courtesy of gmp 318

Figure 8: Clearance of the National Museum of Chiaaurtesy of Wang Yi, February 2007 318
Figure 9: National Museum of China, foundation steeremony, courtesy of Dong Qing,

March 2007 319
Figure 10: National Museum of China, deconstructibthe eastern building section,

April 2007 319
Figure 11: National Museum of China, constructie Bom the east, courtesy of Dong Qing,

February 2008 320
Figure 12: National Museum of China, Grand Foruaising of the bearing structure,

March 2009 320
Figure 13: National Museum of China, Grand Forurmearrconstruction,

courtesy of Dong Qing, June 2009 321

Figure 14: National Museum of China, photomontaigd® new design, courtesy of gmp 2006 321
Figure 15: National Museum of China, west elevatioain entrance),

east (new building), and north elevation, couriaisgmp 2011 322
Figure 16: National Museum of China, Grand Forumgitudinal section,

courtesy of gmp 2011 322
Figure 17: National Museum of China, top view, t¢esy of gmp 2011 322
Figure 18: National Museum of China, floor plamudin level, courtesy of gmp 2011 323
Figure 19: National Museum of China, floor plareatrance level, courtesy of gmp 2011 323
Figure 20: The National Palace Museum, Taipei,

from Guoli gugong bowuyuan liushinian 198%ver page. 324
Figure 21: Shaanxi History Museum in Xi'an (1991),

from “Shaanxi History Museum.{accessed December 4, 2012) 324
Figure 22: Shanghai Museum, fagade, October 2007 325
Figure 23: Tiananmen Square, National Museum oh&hiith new design, rendering,

courtesy of gmp 2004 325

Figure 24: National Grand Theater, view from thaldull, courtesy of Michael Wagner 2009 326
Figure 25: National Palace Museum, Southern Bram€thaoyi county, Taiwan,

from “National Palace Museum, Southern Branclidccessed December 4, 2012) 326
Figure 26: National Gallery London (right), SaingbWing (left),

from “National Gallery London, Sainsbury Wing(accessed December 4, 2012) 327
Figure 27: Museum of Military History in DresdenctOber 2011 327
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Figure 28: National Museum of China, cast ironimgil April 2011 328
Figure 29: Shanghai Jin Mao Tower (center), coyrtéslieying Shen, October 2012 328
Figure 30: University of Moscow, fromMtoscow State University.”

(accessed December 4, 2012) 329
Figure 31: The Palace of Culture and Science insdlay from*Palace of Culture and

Science,Warsaw.(accessed December 4, 2012) 329
Figure 32: Military Museum of the Chinese PeopRé&syolution in Beijing, April 2007 330
Figure 33: National Agricultural Exhibition CenterBeijing, April 2007 330
Figure 34: Beijing Railway Station, April 2007 331
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Figure 62: National Museum of China, Grand Foru6@£2winning design,

courtesy of gmp 2004 345
Figure 63: Centre Pompidou, main entrance hall,
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Figure 94: Golden Dragon—-White Eagle Exhibitionjitesy of Anke Schenk, January 2009 361
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courtesy of Cheng Qin, June 2011 365
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Figure 104: Ancient China, Section 5: Three Kingdpthn, and Southern

and Northern Dynasties, section Title, courtes€léng Qin, September 2011 366
Figure 105: Ancient China, Section 5: Three Kingdpthn, and Southern

and Northern Dynasties, gallery impression, coyred<Cheng Qin, September 2011 366
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Dynasties, visitor in front of a model, courtesyQifeng Qin, September 2011 367
Figure 107: Ancient China, Section 5: Three Kingdpdin, and Southern and Northern

Dynasties, wooden benches in the gallery, couté§heng Qin, September 2011 367
Figure 108: Ancient China, Section 6: Sui, Tangl Bive Dynasties,

courtesy of Cheng Qin, September 2011 368
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courtesy of Cheng Qin, September 2011 368
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courtesy of Cheng Qin, September 2011 369

Figure 111: Ancient China, exit with a copy of M&edong’s ‘Patio Spring Snow’
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Figure 112: National Museum of China, General Cééndistory Display,

from Zhongguo lishi bowuguan 90 nian 20@R2 40 370
Figure 113: National Museum of China, General Cééndistory Display,
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Figure 119: Road of Rejuvenation, Part 1, SectidAr@jection of Yuan Ming Yuan
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copper prints, April 2011 373
Figure 120: Road of Rejuvenation, Part 1, Sectiam&p of China’s division, April 2011 374
Figure 121: Road of Rejuvenation, Part 1, SectiogaBery impression, April 2011 374
Figure 122: Part 2, Section 2: showcase with mixedia display, April 2011 375
Figure 123: Part 2, Section 2: ‘The Wu Chang Upgsi

by Lian Nanning and Sun Wei (2009), detail, Apoila 375
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courtesy of Manuela Haufe, December 2009 376
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depicting Mao Zedong, April 2011 378
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‘Seek Truth from Facts’, April 2011 379

Figure 131: Road of Rejuvenation, Part 3, SectidiuBninated photographs
with Mao Zedong and speakers at the Seventh Nat@magress of the

Chinese Communist Party (1945), April 2011 379
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Japanese surrender (1945), April 2011 380
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of the announcement of the People’s Republic oh&hApril 2011 382
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Figure 139: Road of Rejuvenation, Part 4, Sectiogallery impression with different

didactic media, April 2011 383
Figure 140: Road of Rejuvenation, Part 5, Sectiagallery impression, April 2011 384
Figure 141: Road of Rejuvenation, Part 5, Secticéng Xiaoping's Inspection

Tour of Southern China’ by Chen Jiwu (2003), Agai11 384

Figure 142: Road of Rejuvenation, Part 5, SectidAddhg Kong returns to China, April 2011 385
Figure 143: Road of Rejuvenation, Part 5, Sectiariel/ instrument used during the Beijing

Olympics’ opening ceremony (2008), April 2011 385
Figure 144: Road of Rejuvenation, exit area: ‘Guithe Motherland’ by Tian Kuiyu

and others, April 2011 386
Figure 145: Road of Rejuvenation, Exit area: pamgntitled ‘National Unity’,

courtesy of Manuela Haufe, December 2009 386
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Figure 146: Military Museum, Road of Rejuvenati®uins of Yuan Ming Yuan, January 2008 387

Figure 147: Museum of Chinese Revolution, exhibitjallery,
from Zhongguo Gemin Bowuguan 50 nign 38
Figure 148: Museum of Chinese Revolution, exhibitiallery,
from Zhongguo Gemin Bowuguan 50 njgn 32
Figure 149 Military Museum, Road of Rejuvenatioxhibition gallery, January 2008
Figure 150: Military Museum, Display of The Red Army Climbing the Snow Covered
Mountains by Liu Lin, backdrop painting by Sun Hao and Shao Yachuan alpr2008
Figure 151: Museum of Chinese Revolution, exhibitjallery,
from Zhongguo Gemin Bowuguan 50 nign 32
Figure 152: The Art of the Enlightenment, Introdaist April 2011
Figure 153: The Art of the Enlightenment, SectioiCurt Life, April 2011
Figure 154: The Art of the Enlightenment, SectiofP@rspectives of Knowledge,
courtesy of Cordula Bischoff, April 2011
Figure 155: The Art of the Enlightenment, SectioBiBth of History, April 2011
Figure 156: The Art of the Enlightenment, SectioiNdar and Far, April 2011
Figure 157: The Art of the Enlightenment, Sectiomédel of giraffe, April 2011
Figure 158: The Art of the Enlightenment, Sectiolh&@e and Sensibility, April 2011
Figure 159: The Art of the Enlightenment, SectioB&ck to Nature, April 2011
Figure 160: The Art of the Enlightenment, SectioBplay of paintings
by Casper David Friedrich, April 2011
Figure 161: The Art of the Enlightenment, Sectiofi@e Dark Sides, April 2011
Figure 162: The Art of the Enlightenment, Sectiofancipation and the Public Sphere,
April 2011
Figure 163: The Art of the Enlightenment, SectioifBe Revolution of Art, April 2011
Figure 164: The Art of the Enlightenment, Sectiod&ef Beuys: ‘Modern Art
Agency Napoli, November 13, 1971’, ‘Capri-Batteftenter) and
Johann Heinrich Lips, attributed, ‘Portrait of Vaite’ (right), April 2011
Figure 165: The Art of the Enlightenment, Sectiod&ann Heinrich Lips,
attributed, ‘Portrait of Voltaire’ (detail), Apr2011
Figure 166: The Art of the Enlightenment, educadlarenters,
courtesy of Cordula Bischoff, September 2011
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Figures without any specific identification arerfréhe author. For the full details of the illusioats,

also see References (5.)
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6.3.2. lllustrations
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Figure 1: National Museum of China, main facade, aartesy of Christian Gahl 2011

Figure 2: Road of Rejuvenation, flags and emblems &New China, April 2011
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Figure 3: Museum of Chinese History, exhibition hdlat the Meridian Gate in 1925, fromZhongguo lishi
bowuguan 90 nian 2002p. 41.

Figure 4: National Museum of China, the original man facade (1959), fromBeijing shida jianzhu sheji
2002 p. 166.
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Figure 5: Visitors in front of the architectural model (KPF) during the public vote in 2004, from“Experts
muse over museums” 2004accessed, September 20, 2012)

Figure 6: Main facade, winning design of 2004, rergting, from Gmp 12/2004
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Figure 7: Grand Forum, winning design of 2004, rendring, courtesy of gmp

Figure 8: Clearance of the National Museum of Chinacourtesy of Wang Yi, February 2007
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Figure 9: National Museum of China, foundation stoe ceremony, courtesy of Dong Qing, March 2007

Figure 10: National Museum of China, deconstructiorof the eastern building section, April 2007
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Figure 12: National Museum of China, Grand Forum, mising of the bearing structure, March 2009
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Figure 13: National Museum of China, Grand Forum urder construction, courtesy of Dong Qing, June
2009
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Figure 14: National Museum of China, photomontage fathe new design, courtesy of gmp 2006
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Figure 15: National Museum of China, west elevatiofimain entrance), east (new building), and north
elevation, courtesy of gmp 2011
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Figure 16: National Museum of China, Grand Forum: bngitudinal section, courtesy of gmp 2011
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Figure 17: National Museum of China, top view, couesy of gmp 2011
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Figure 18: National Museum of China, floor plan ofmain level, courtesy of gmp 2011

Figure 19: National Museum of China, floor plan ofentrance level, courtesy of gmp 2011
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Figure 20: The National Palace Museum, Taipei, fronGuoli gugong bowuyuan liushinian 1985over
page.

Figure 21: Shaanxi History Museum in Xi'an (1991)from “Shaanxi History Museum.” (accessed
December 4, 2012)
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Figure 22: Shanghai Museum, facade, October 2007

Figure 23: Tiananmen Square, National Museum of Cliia with new design, rendering, courtesy of gmp
2004
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Figure 24: National Grand Theater, view from the cal hill, courtesy of Michael Wagner 2009

Figure 25: National Palace Museum, Southern Brancin Chaoyi county, Taiwan, from“National Palace
Museum, Southern Branch.(accessed December 4, 2012)
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Figure 26: National Gallery London (right), Sainsbuy Wing (left), from “National
Gallery London, Sainsbury Wing.{accessed December 4, 2012)

Figure 27: Museum of Military History in Dresden, October 2011
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Figure 29: Shanghai Jin Mao Tower (center), courtgsof Jieying Shen, October 2012
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Figure 30: University of Moscow, from “Moscow StateUniversity.” (accessed December 4, 2012)

Figure 31: The Palace of Culture and Science in Waaw, from “Palace of Culture and Science,Warsaw.”
(accessed December 4, 2012)

- 329 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

4 I
Figure 32: Military Museum of the Chinese People’kevolution in Beijing, April 2007

Figure 33: National Agricultural Exhibition Center in Beijing, April 2007
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Figure 34: Beijing Railway Station, April 2007

Figure 35: Cultural Palace of Nationalities in Beijng, April 2007
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Figure 36: China Central Television Tower after thefire, April 2009

Figure 37: National Museum of China, staggered roofcourtesy of Dong Qing, September 2010
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Figure 38: National Museum of China, new (left) anchistorical (right) facade, November 2010

Figure 39: National Museum of China, north facadestatue of Confucius, February 2011
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Figure 40: Great Hall of the People, Tiananmen, catesy of Inka Gressel, August 2010

Figure 41: National Museum of China, emblem on topf the main entrance, April 2007
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Figure 42: National Museum of China, roofscape, catesy of Dong Qing, September 2010

Figure 43: National Museum of China, rendering of Kohn, Pedderson Fox 2004, fron&mp 12/2004p. 32
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Figure 45: National Museum of China, front courtyard with fagade of the new building, courtesy of Ben
McMillan 2011
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Figure 46: National Museum of China, south courtyad with flagpole, courtesey of Li Yichun, Sept. 2012

T

Figure 47: National Museum of China, north courtyad with sculpture of Confucius, courtesy of Li
Yichun, September 2012
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Figure 48: National Museum of China, north courtyad, courtesy of Li Yichun, September 2012

Figure 49: National Museum of China, central courtyard with planting bed, courtesy of Dong Qing, June
2006
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Figure 50: National Museum of China, original strucure, viewed from the east, courtesy of gmp 2004

Figure 51: National Museum of China, central courtyard during opening hours, April 2011
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Figure 52: National Museum of China, south courtyad with planting beds, courtesy of Dong Qing, June
2006

Figure 53: National Museum of China, rendering of Bster and Partners, London 2004, from Gmp
12/2004, p. 34

- 340 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

4
-

|
|

T L

£

=)
11
-
-
i
b

b

&

o
2
4
F

1

AIPTTI

V7.

v ¥

L S

v/ 14,
Ny 7 mmm

4 V) VW4 VAV

Ty
} r g

42
7

& VDL VWS T VP4 Vi

S

¢ A
12

b
¥
g

Figure 54: National Museum of China, rendering of kohn, Pedderson Fox 2004rom Gmp 12/2004p. 33

Figure 55: National Museum of China, architecturalmodel with roofed courtyards, viewed from the

southeast, courtesy of gmp 2004
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Figure 57: National Museum of China, access corrido courtesy of Dong Qing, February 2011
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Figure 58: National Museum of China, central relief courtesy of Cheng Qin, April 2011
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Figure 59: National Museum of China, west wall withwindows and bronze doors, courtesy of Christian
Gahl 2011
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Figure 60: National Museum of China, bronze doorsgourtesy of Ben McMillan 2011

rendering of Bster and Partners, London 2004from Gmp

Figure 61: National Museum of China

p. 34

12/2004
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Figure 62: National Museum of China, Grand Forum, D04 winning design, courtesy of gmp 2004

Figure 63: Centre Pompidou, main entrance hall, fron Centre Pompidou Foundation. “Introduction.
(accessed December 4, 2012)

- 345 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

B r

MR WY AR R WP

N

N

Figure 64: National Gallery Washington, East Wing Atrium, from Alofsin 2009,p. 73

Figure 65: National Museum of China, entrance halbf 1959, courtesy of Wang Yi 2007

- 346 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

Figure 66: Xu Beihong, The Foolish Old Man (1940)yatercolor and ink on paperon paper, courtesy of
National Museum of China

Figure 67: China People’s Revolution Military Museum, entrance hall with sculpture of Mao Zedong,
April 2007
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Figure 68: Great Hall of the People, entrance hallApril 2007
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Figure 69: National Museum of China, Grand Forum, Hrst Beijing International Design Triennial,
courtesy of Cordula Bischoff, September 2011
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Figure 70: National Museum of China, Central Hall,courtesy of Christian Gahl 2011
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Figure 71: National Museum of China, Jade Hall, cotesy of Christian Gahl 2011
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Figure 73: National Museum of China, roof terrace January 2011
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Figure 74: National Museum of China, reception halin Chinese style, courtesy of Dong Qing, February
2011

Figure 75: National Museum of China, reception hallvith bronze inscription, picture taken during the
reception of the German Minister of Foreign Affairs, Guido Westerwelle, courtesy of Dong Qing, April
2011
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Figure 77: Great Hall of the People, Hunan Hall, Apil 2007
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Figure 78: National Museum of China, Floor plan ofgallery level +21 m, courtesy of gmp 2011

Figure 79: The Art of the Enlightenment, gallery with wall-length windows, courtesy of Keumhwa Kim,
April 2011

- 353 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

Figure 80: National Museum of China, gallery propoal, courtesy of gmp 2004

Figure 81: National Museum of China, exhibition gdery with covered windows, fromzZhongguo lishi
bowuguan 90 nian 2002p. 45
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Figure 82: Road of Rejuvenation, Tiananmen Gate irtallation with uncovered window, April 2011

Figure 83: The Art of the Enlightenment, windows ceered with translucent blinds, courtesy of Cordula
Bischoff, April 2011
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Figure 85: Ancient Chinese Bronze Exhibition with he Houmuwu Square Cauldron on the pedestal (back
left), April 2011
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Figure 86: Ancient Chinese Buddhist Sculpture Exhikliion, gallery impression, April 2011

Figure 87: Porcelain Gallery with illuminated showases, April 2011
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Figure 88: Pan Tianshou Exhibition, gallery impresgn, April 2011

Figure 89: Li Keran Exhibition, gallery impression, April 2011
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Figure 91: National Museum Collection Highlights ofChinese Modern Masterpieces at the Central Hall,
courtesy of Cheng Qin, June 2011
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Figure 92: 100 Years Anniversary of the Tsinghua Unersity, gallery impression, April 2004

| 254
BxRZagit S nO0R]

125 YEARS OF ITALIAN MAGNIFIC""‘.

Figure 93: Bulgari Exhibition, entrance area, couresy of Cheng Qin, June 2011
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Figure 94:

Figure 95: The Palace Museum, The Splendor of the kite Eagle Exhibition, March 2009
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Figure 96: Ancient China, foyer, map of China, coutesy of Cheng Qin, September 2011

‘
Figure 97: Ancient China, foyer, installing the mapof China, courtesy of Shao Xiaomeng, May 2011
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Figure 98: Ancient China, Section 1: Prehistoric Tines, courtesy of Cheng Qin, September 2011

Figure 99: Ancient China, Section IlI: Xia, Shang, WZhou Dynasties, courtesy of Cheng Qin, Sept. 2011
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Figure 100: Ancient China, Section 3: Spring and Atumn & Warring States Periods, courtesy of Cheng
Qin, September 2011

Figure 101: Ancient China, Section 4: Qin and Han Pnasties, courtesy of Cheng Qin, September 2011
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Figure 103: Ancient China, Section 4: Qin and Han Bnasties, free standing and integrated showcases,
courtesy of Cheng Qin, September 2011
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Figure 104: Ancient China, Section 5: Three Kingdors, Jin, and Southern and Northern Dynasties,
section Title, courtesy of Cheng Qin, September 201

Figure 105: Ancient China, Section 5: Three Kingdors, Jin, and Southern and Northern Dynasties,
gallery impression, courtesy of Cheng Qin, Septemb2011
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Figure 106: Ancient China, Section 5: Three Kingdors, Jin, and Southern and Northern Dynasties,
visitor in front of a model, courtesy of Cheng QinSeptember 2011

Figure 107: Ancient China, Section 5: Three Kingdors, Jin, and Southern and Northern Dynasties,
wooden benches in the gallery, courtesy of Cheng QiSeptember 2011
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Figure 108: Ancient China, Section 6: Sui, Tang, ahFive Dynasties, courtesy of Cheng Qin, Sept. 2011

® - e

Figure 109: Ancient China, Section 7: Liao, Song, i4, Jin, and Yuan Dynasties, model of ‘Water-driven
armillary sphere and celestial globe’ (back), courtsy of Cheng Qin, September 2011
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Figure 110: Ancient China, Section 8: Ming and QindDynasties, courtesy of Cheng Qin, September 2011

Figure 111: Ancient China, exit with a copy of MaaZedong’s ‘Patio Spring Snow’ poem and the painting
‘The Yellow River’ by Yao Zhonghua, courtesy of Chag Qin, September 2011
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Figure 112: National Museum of China, General Chinge History Display, fromZhongguo lishi bowuguan

Figure 113: National Museum of China, General Chinge History Display, fromExhibition of Chinese
History 1998 p. 189
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Figure 115: Capital Museum, History of Beijing, exlibition gallery, courtesy of Fredéric Bussmann,
August 2010
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Figure 116: Shanghai Museum, furniture exhibition,installation, October 2007

Figure 117: Military Museum, Road of Rejuvenation,exhibition gallery, January 2008
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Figure 118: Road of Rejuvenation, Part 1, Section: Zculpture by Li Xiangqun (2009), April 2011

Figure 119: Road of Rejuvenation, Part 1, Section: 2rojection of Yuan Ming Yuan copper prints, April
2011
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Figure 120: Road of Rejuvenation, Part 1, Section:2nap of China’s division, April 2011
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Figure 121: Road of Rejuvenation, Part 1, Section: 3jallery impression, April 2011
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Figure 123: Part 2, Section 2: ‘The Wu Chang Uprisig’ by Lian Nanning and Sun Wei (2009), detail,
April 2011
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Figure 124: Road of Revolution, Part 2, Section Zallery impression with ‘Lenin Proclaiming the
Founding of the Soviet Government’ by Vladimir Sera, April 2011

Figure 125: Road of Revolution, Part 2, Section Zjallows where Li Dazhao was hanged, courtesy of
Manuela Haufe, December 2009
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Figure 126: Road of Revolution, Part 2, Section Zculpture ‘Hong Kong Seamen Strikers’ by Pan He,
April 2011

Figure 127: Road of Rejuvenation, Part 2, Section: Dortraits gallery with larger image of Mao Zedong
April 2011
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Figure 128: Road of Rejuvenation, Part 3, Section:3Flesh and Blood Great Wall' by Ye Yushan, April
2011

Figure 129: Road of Rejuvenation, Part 3, Section: 3luminated photograph depicting Mao Zedong,
April 2011
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Figure 130: Road of Rejuvenation, Part 3, Section:31ao Zedong'’s Calligraphy ‘Seek Truth from Facts’,
April 2011
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Figure 131: Road of Rejuvenation, Part 3, Section: 3luminated photographs with Mao Zedong and
speakers at the Seventh National Congress of the bese Communist Party (1945), April 2011
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Figure 132: Road of Rejuvenation, Part 3, Section: 3nstallation of the Japanese surrender (1945), Aj
2011

Figure 133: Road of Rejuvenation, Part 3, Section: 3nstallation of the Japanese surrender (1945),
courtesy of Manuela Haufe, December 2009
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Figure 134: Road of Rejuvenation, Part 3, Section:3For Truly Great Man Look to This Age Alone’ by
Jin Shangyi, April 2011

Figure 135: Road of Rejuvenation, Part 3, Section:4Devise Strategies in a Tent’ by Zhang Songhe
(1959), April 2011
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Figure 136: Road of Rejuvenation, Part 4, Section: Dallery impression, April 2011

Figure 137: Part 4, Section 1: installation of Tiamanmen with the original microphone of the
announcement of the People’s Republic of China, Agr2011
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Figure 138: Road of Rejuvenation, Part 4, Section: 5pade and basket used by Mao Zedong in
construction works at the Ming Tombs Reservoir siteApril 2011

Figure 139: Road of Rejuvenation, Part 4, Section: Dallery impression with different didactic media,
April 2011
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Figure 140: Road of Rejuvenation, Part 5, Section: Dallery impression, April 2011

Figure 141: Road of Rejuvenation, Part 5, Section: 1Deng Xiaoping’s Inspection Tour of Southern
China’ by Chen Jiwu (2003), April 2011
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Figure 143: Road of Rejuvenation, Part 5, Section: Zlay instrument used during the Beijing Olympics’
opening ceremony (2008), April 2011
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Figure 144: Road of Rejuvenation, exit area: ‘Oded the Motherland’ by Tian Kuiyu and others, April
2011

Figure 145: Road of Rejuvenation, Exit area: paintig entitled ‘National Unity’, courtesy of Manuela
Haufe, December 2009
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Figure 147: Museum of Chinese Revolution, exhibitio gallery, from Zhongguo Gemin Bowuguan 50 nian
p. 38

- 387 -



ANNE HENNINGS*= THE NATIONAL MUSEUM OF CHINA

Figure 148: Museum of Chinese Revolution, exhibitio gallery, from Zhongguo Gemin Bowuguan 50 nign
p. 32

Figure 149 Military Museum, Road of Rejuvenation, hibition gallery, January 2008
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Figure 150: Military Museum, Display of ‘The Red Army Climbing the Snow Covered Mountains’ by Liu
Lin, backdrop painting by Sun Hao and Shao Yachuan, Jarary 2008
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Figure 151: Museum of Chinese Revolution, exhibitio gallery, from Zhongguo Gemin Bowuguan 50 nign
p. 32
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Figure 153: The Art of the Enlightenment, Section 1Court Life, April 2011
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Figure 154: The Art of the Enlightenment, Section 2Perspectives of Knowledge, courtesy of Cordula
Bischoff, April 2011

Figure 155: The Art of the Enlightenment, Section 3Birth of History, April 2011
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Figure 156: The Art of the Enlightenment, Section 4Near and Far, April 2011

Figure 157: The Art of the Enlightenment, Section 4model of giraffe, April 2011
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Figure 158: The Art of the Enlightenment, Section 5Love and Sensibility, April 2011

Figure 159: The Art of the Enlightenment, Section 6Back to Nature, April 2011
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Figure 160: The Art of the Enlightenment, Section 6Display of paintings by Casper David Friedrich,
April 2011

Figure 161: The Art of the Enlightenment, Section 7The Dark Sides, April 2011
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Figure 163: The Art of the Enlightenment, Section 9The Revolution of Art, April 2011
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Figure 164: The Art of the Enlightenment, Section 9Josef Beuys: ‘Modern Art Agency Napoli,
November 13, 1971, ‘Capri-Batterie (center) and Joann Heinrich Lips, attributed, ‘Portrait of Voltai re’
(right), April 2011
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Figure 165: The Art of the Enlightenment, Section 9Johann Heinrich Lips, attributed, ‘Portrait of
Voltaire’ (detail), April 2011

Figure 166: The Art of the Enlightenment, educatioal centers, courtesy of Cordula Bischoff, Sept. 201
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