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ABSTRACT: It did not take long for Chinese cities to embrwefashion of culture-led urban regeneration.
Forerunner is Beijing 798, wherein a semi-abanddaetbry was gradually turns to an artistic produrct
base by spontaneous agglomeration of artists. Th@nghai municipal government showed a more
entrepreneurial mind by announcing the Cultural @dhation of Industrial Buildings plan in 2004 h&
first project initiated by the government is Shaaighculpture Space, which is envisaged as a rotbehfor
heritage rehabilitation and an incubator of creafivdustry. Driven by global city making, both twities
see culture as a key to bolster a new economy@udeédl with decayed urban sites. Meanwhile, diffees
are detectable due to the various roles assignedltare by the two cities respectively. When Bajjihas
long claimed its orthodoxy of Chinese culture, takart production as one pillar industry; Shandiaily
hides its absorptive and sometimes eclectic natareg more on global standard of art consumpfidris
paper attempts to analyze the differences of tleedmiture-led regeneration projects, the spatigbats of
which stem from different cultural circumstances aspond to power relationships of a varietyabis in

the urban regimes.
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1 INTRODUCTION

The era of globalization reinforced the widesprpagimotion of culture-led urban regeneration [1-3].
Culture is suggested to be the solution to allyviegr not only as “a source of prosperity and
cosmopolitanism”, and also “a means of definingch,rshared identity and thus engenders pride aégjl
[4]. Mainly, the mission of cultural policy normglifalls into hosting international hallmark everssd
constructing flagship architectures, developmentcoltural industrial sectors from the perspectiie o
production, and strategic means of city brandingadrease profile and name recognition [3].

Argument in favor of cultural-driven economic grémis a response to the intensification of intey-cit
competitions, for highly mobile investors, professl talents and élites and visitors by many pefiakers.
Advocators suggest the urgent issue is to atttextQreative Class as “capitalist development tduay
moved to a distinctive phase, in which the driviimgce of the economy is no more technological or
organizational, but human” [5]. To achieve this lgdais thus imperative to forging an inclusivedarich
multi-cultural air that is claimed to be valued thy creative class. The idea has gained prominamoag
many entrepreneurial mayors who attempt to acdelereonomic growth and finally project their cities
higher tier in the global city hierarchy. For madggcision makers resort to local culture, traditoml history
to produce a distinctive hybrid identity with a prise to offer a unique living or visiting experienc

Critics mainly approaches two perspectives, thescionis and deliberate manipulation of culture and
tradition in the simplistic and stereotyped hardHaling [2], and the social consequence of creatoley
[6]. Many scholars doubt the motivation behind theh to commodification and exploitation of cultuned
history, after many culture-led urban regenerapovjects might merely “begin with poetry and endthw
real estate” [7, cited by Evans, 2005, p959]. Trmmmwtion of a particular set of values through thdrbuilt
environment and spectacles reflects social dividkunequal relationship [6]. The aestheticizatibarohaic
buildings in the picturesque style of heritage ewwation is often claimed to be a new type of sgaiered
for a creative group. Meanwhile, neglecting undueatlass is sanitized and social inequity is iegied.
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As Bourdieu points out, “art and culture consumptioe predisposed, consciously and deliberatehogrto
fulfill a social function of legitimating social fierences” [8].

In the wave of cultural-led urban regeneration,ioegl practices differ [6]. Beauregards and Haila
commend that, actors are not “simply puppets dantrthe tune of socioeconomic and political logics
rather relatively autonomous agents” [9]. Cities governed by regimes, as put by Stone [10], arnat
coalition of socioeconomic forces pulls the strimyshe urban regime. These influential actors vditect
access to institutional resources hold a significaapact on urban policymaking and management,thisd
often results in the urban landscape’s contingeatial transformation. The spatial outcomes of tpment
and policy spawn continuing social and materialseguences infused with the coalition’s vested éstst.
The power relationships among different agentsiwighgoverning regime vary and are usually dynamnic.
this light, the transformation of urban landscapegds to be explored from the internal structure of
socioeconomic actors and their negotiations irptioeess.

Now, culture-led urban regeneration spreads beybedoriginal circle of advanced cities in North
America and Europe [3, 5]. It did not take long fbe two Chinese megacities of Beijing and Shanghai
embrace the fashion. Forerunner is Beijing 798, resti@rmer semi-abandoned factory compound statsed i
transformation when lecturers form the Central Away of Fine Arts (CAFA) reused one plant as tempora
classrooms. The process never runs smoothly agdhis is planned as high-tech industrial zone aiegr
to the comprehensive plan. During the past yeatistsapetitioned for preserving the factory, claigthat
the preservation is significant in conserving his buildings and sustaining the only and lardadtists’
village'. The cultural group in Shanghai is compimely lucky as the municipal government promptly
announced the plan of cultural rehabilitation odiustrial buildings in 2004. Within 4 years, aroudd
dilapidated industrial sites have been converteduttural infrastructures. The first project inigd by the
government is Shanghai Sculpture Space, whichvisaged as a role model for heritage rehabilitatiod
an incubator of creative industry.

It is interesting to see both two cities deploytuté as a key to bolster economic growth and td dea
with decayed urban sites, during which each seiglgtilearns from the other. Outputs in these tw@si
look familiar physically. Meanwhile, differenceseadetectable due to the various natures and mesaning
culture recognized and therefore different roleswfure assigned by the two cities respectivelya lvery
concise sense, the key difference may lie in tiferént attitudes towards culture and marketizatdnen
Beijing has long claimed its orthodoxy in repregseptChinese culture, always attempting to keeptisus
as a source of cultural products, with a visiorptoject Chinese culture to the world market; Shaingh
hardly hides its absorptive and sometimes eclewiare, caring more on economic restructuring thinou
inviting influx of investments, firms and internaial élites with a global standard. By comparing tw
representative cases in the two cities, this pafiempts to analyze the spatial outputs by puttiegn back
into their cultural circumstances and dynamic refeghips of a variety of actors in the urban regnwehich,
again, function in respective urban culture whalso influence the urban culture in return.

2 BENING’'S CULTURAL DEVELOPMENT: UNDERGROUND CULTUR E AND URBAN
SPACE

2.1 The rise of underground culture

In 1271, the most prominent and arguably the nrdkténtial emperor Kublai Khan selected Beijing to
be the capital of his empire. Since then, this tiag retained its status as the political cente€Cloha
through all the dynasties that followed. As capidkijing’s position in the hierarchical adminigive
system makes it the center of cultural institutiabthe top tier [11]. This is also the place whetellectuals
who wanted to become officials must come to att#edfinal stage of the imperial examination system
(keju). The old education system was challengethbytate Qing Reform movement, but to start another
of setting up universities in this capital. Thesfiuniversity in China, the Peking University wésoahen the
highest administrative institution in education J[120 years later, the Imperial Government set g t
Tsinghua Imperial College (later changed to Tsireghmiversity). After 1949, more state-level univies
were set up to uphold education in a wide varidtglisciplines, such as the Central Academy of FAnis,
China University of Geosciences, Central Universityrinance and Economics, and so on. It is thitisrab
to see congregation of renowned scholars in Befgilogng with the forming of cluster of top univeiss,
cultural authorities and institutions at the highes. Although the keju exam was abolished a lbmg ago,
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Beijing has kept its charm as a magnet for talentgllectuals, and artists of all kinds. Thereaidhuge
cultural community whose members struggled to nthk& dreams come true. These individuals constitut
a social group known &eipiao (literally, people floating in Beijing) who come the city from all places
hoping to have their talents discovered and reamghiby authorized institutions or individuals, and
consequently to have a promising future.

As a capital, it is not surprising then the cultofeBeijing has always been stamped with orthodoxy,
classicism, high culture, solemnity, aristocratismathoritativeness, and bureaucracy for the pa@tygars
[11]. The ethos of Confucianism and Chinese impemdue has penetrated into the urban landscape and
everyday lives of the people inhabiting it. Theday of the city is planned in a hierarchical wayene
concentric city-walls demarcate the inner zoneheslbcation of the Forbidden City. Overall, the amb
landscape explicitly sends out an image of orddraredience through the clear demarcation of thesabf
the spaces and the hierarchical power attacheldetn.tThe focus on ideology pulls culture away fribra
modernization of a society characterized by indai&tation and commodification. Nevertheless, dife
genres emerged from the overwhelming power andénfle of classic high culture. It is difficult trpdain
why Beijing, under the nose of the Central Goveminbas become a magnet of various off-mainstream
culture and art. Wu [13] suggests that this maydbe to multiple reasons such as the congregation of
“universities and art schools that attract the hmngedges of Chinese culture”, coupled with theséwo
political atmosphere because the “ministries overgecultural activities are perhaps more preoaipiith
running the country” [13]. Tension between art g@aditics became slack to a certain extent, becairss
the 1980s, a growing openness to Western contemypara especially avant-garde art, has becomerappa
A series of cultural exchanges were carried ootnpfinviting foreign artists to exhibit their works people
actively exploring the Western world to study. Tiee of the art market is also another factor freg¢s
artists from their financial dependence on buredicinstitutions, which keep a tight rein on thature of
arts. Furthermore, an intimate relationship betwasists and embassy members established a platform
promote the Chinese contemporary art world [14Jn&k contemporary art scene soon found its pojtular
amid international arts collectors who sensed thati@ aura from socialist legacies. Contemporary ar
mushroomed but mainly in the form of undergrounitiuca.

2.2 From YuanmingYuan Village to Beijing 798

The “Artists’ Village,” a kind of artist enclavedhhouses artists, has gradually emerged in rearetes
in Beijing since the early 1990s. The nickname dats the isolated situation of the art commuitibth
tangibly and intangibly. Its story can be tracedkoto the mid-1980s when a group of university and
school graduates gave up their officially assigiods and decided to become freelance artists. Weay to
Fuyuanmen village beside the ruins of Yuanmingywant started their “bohemian” life relying merely o
selling their paintings. Choosing Fuyuanmen Villagght be partly linked to the previous artistioétions
held around Yuanmingyuan, and this somewhat reftettie need for low-cost living essential for stylirgg
painters. However, to a larger extent, it mighténbeen its remote location that made these paifgerss if
they have escaped from the city. This bohemianasecivas not welcomed by the government, who saw
these artists as a group of rogues that had ntegtais, led alternative lives, and could startstion 1995,
the local government eventually “persuaded” alldhésts to leave the village with the aid of tlwdige [15].

In the same year, the Central Academy of Fine Mas given 200 acres of land in Huajiadi, then a
patch of less developed suburban land northeaBeijihg, to relocate the whole campus from its ioréd)
site in Wangfujin — the famous commercial core efjidg. Before the new campus opened, an old fgdtor
Huajiadi was used as the temporary base. Howdwermepartment of Sculpture found the temporary base
not proper for teaching and learning sculpture, cwhneeded a large space with a high ceiling. The
Department Head, Sui Jianguo, then had to searatbydor a studio. Eventually, he found an abandone
workshop in Factory No. 798.

Like many state-owned factories in Chinese citt@gtory No. 798 was also close to bankruptcy at tha
time, with many nonfunctional workshops. This ditkgied factory, however, had a unique history.He t
late 1950s, a big project called “Joint Factory NA8” was proposed as a joint project with direct
involvement and assistance from then East Gernmaitg design, construction, and production linel 964,
the giant plant was divided into several factotfes ran independently, namely, Factories No. 798, 706,
707, 797, 751, and the Research Institute No.1iihgathe factories by numbers in the socialist @hin
indicated arad hocmilitary nature of the factory or hidden linksriational defense. This unique history did
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not stop the decaying of this plant, whose emplsyadrepped from over 10,000 at the peak time toratou
1,000. In 2000, except for Factory No. 751, thé ofdghe factories and research institutes weregetkto
form the Seven Star Group, with the goal of reoizjag the industrial resources for a better perfamge.
While The Group worked to keep some workshops ngnbly introducing products like the latest techhica
equipment and military industrial electronic prothydt had to lease out idle workshops owing to dheat
burden that arose from its responsibility to suppswcial welfare input for the huge community of
employers.

The workshop found by Sui used to be the WorkshiopFactory No.798. The building had everything
a sculpture studio needed: vast cathedral-likeesgagh ceiling, and abundant and stable dayligimhfhigh
clerestory windows along with dormers running asrite whole workshop. The department thus rented tw
workshops with an area of 1,000 square meters.r Aftars of working in this plant, Sui was so used t
working in the large workshops that he came backraim 2000 after the new campus was opened because
the “spaces (in the new building) were not as lagé¢hose in Factory No. 798" [16]. This time, bated a
place to open his personal studio. Other artidtevied his move. That same year, designer Lin dind
publisher Hong Huang also moved in. One year ldteg, number of artists occupying the workshop
increased. There were established artists likeeBsofs Yu Fan and Jia Difei from art schools, fasnou
musician Liu Suola, and struggling contemporaristertas well. Followers who joined the bandwagao al
included artistic organizations in different formsnging from art galleries like Season Gallery, to
bookstores like “Timezone 8,” and to complexes likane Space,” which offers an exhibition space and
café. In 2003, around 30 artists and organizatsatisup studios or offices in the area, while 200enweere
reported to be on the waiting list [17].

Just like their predecessors in the Yuanmingyudlagé, artists, mostly in the genre of contemporary
art or avant-garde art, were frowned upon by theegament. The community thus followed the traditton
seek places in the fringes of the city, expectmggtablish an enclosed colony of their own. Howete
artists in this era developed more mature skiliétworking, not only within their own art realm kalso far
beyond. They were quite active in organizing exfobs of all kinds. At the same time, they alsovgbd
their talent in managing and expanding their saw#ivorks. In 2003 alone, five exhibitions weredhéhe
“Trans-border Language” in March, the “Reconstructijof] 798" in April, “Blue Skies Exposure -
Anti-SAS Exhibition” in May, and the “First 798 Bieale” in September together with the “Left Hang/Ri
Hand.” Aside from the efforts targeting the artiatgl their peers, almost equal endeavors wererpsbacal
events targeting foreign politicians, celebritiagd royal members. From 2003 to 2004 alone, basguet
tours, and exchanges were offered to French Musitdan-Michel Jarre and then French minister ofu@ail
Jean-Jacques Aillagon, European Union CommissiofeCulture and Education Ms. Vivienne Reding,
French Minister of Culture Renaud Donnedieu de ¥spand former German Chancellor Gerhard Fritz Kurt
Schréder. Factory No. 798 became the focus of nmsatidight, and stories about it were featured amyn
influential newspapers like China Youth Daily ancke the so-called party mouthpieces China Daily and
China’s Central TV (CCTV). Eventually, news aboui87traveled abroad and appeared on overseas
newspapers like the New York Times and South CHRiast in 2003 [18]. Its frequent appearances in the
media was also a sign of the transformation ofatftists themselves, from “escaping from the citybeing
proactive, while having selective exposure to thklig, particularly those with international influee.

The instant creation of a popular art zone wortieel property owner of the Seven Star Group who
started to take action to drive out these artistatdeast get them under control. Beginning Jud@32the
Group froze the rental of new spaces and prohitaledenewals, as the compound had been planned to
become a high-tech industrial base in 1993. Thneatdy the fact that their safe haven would be distrax,
artists petitioned repeatedly to preserve the factxploiting every element to make a compellinggmsal.
Half a year later, the artistic community “consigh&nant sculptor Li Xiangqun, professor at th&é&d of
Fine Arts at Tsinghua University and deputy of BegjjMunicipal People's Congress, to submit a bilthe
annual congress on 14 February 2004 [19]. Thewilich called for “a re-evaluation of the area'septial
worth as a cultural centre instead of a copied ggoancun electronic zone on the basis of extensive
investigations” [20], listed the value of the compd from five perspectives, namely, scientific ttiigal,
cultural, economic, and the potential impact onfarthcoming Olympic Games. The bill was approvee o
month later. Further, a special committee was gdbicarry out the investigation [19]. The followimonth
happened to be the time for the artist communitiydst the first month-long Beijing Dashanzi Interoaal
Art Festival. Just three days before the openingmeny, the Seven Star Group posted a public natice
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announce that the festival would be banned. Thstartought back quickly. They sought help from the
Chaoyang District Government and sent out a puélter three days later. In the letter, the artistainded
the Seven Star Group that the forthcoming festinaal been “widely known and was paid close atterttion
by global mainstream media, government, NGOs, tastisnd the populace”. In this light, they further
qguestioned whether the Seven Star Group was caphbiak[ing] the responsibility for [any negative]
international impactof their sudden measures”[18]. It was a polititatk to deploy the term of
“international impact,” which is an umbrella termnemonly used by China’s bureaucratic system thaksvo
almost every time. As such, the festival was heldathly.

After several rounds of similar confrontations betw the two sides, The Group eventually gave up
after official voice was released through the repgrthe Beijing Municipal Tourism Bureau, who segted
a solution called “Cultural Tourism and Consumptome.” In September of the same year, the Sevan St
Group signed a contract with Ullens Art Foundatioraking the largest deal of renting out a 5,000asgu
meter space to a single tenant. This deal waspirgerd as a compromise made by the property owrtner,
realized that how to treat the compound was alrdsjypnd their control. They had to accept the ¢dcin
established art district and more important, theatgr power possessed by the determined campagn th
made good use of the local and international meaid, of the accessibility to higher level of goweant
organizations. Factory No. 798 became more and moglar; thus, people began to refer to it as
encompassing all the six factories inside the camgdo

2.3 From practicality to heritage conservation wih a BoBo style

Although it is easy and fairly natural to connetisés’ actions with appreciation for industrialrhiage,
the transformation of these spaces may have bedivatenl by practicality. These decrepit buildings
command a small price for such a large space, wisicmperative for struggling artists needing flagi
space in an expensive city. In his book, Huang Wa$ introduced as the first person who paid serious
attention to the visual beauty of the physical dtites and also as the first person who classifieth into
the architectural genre of “Bauhaus” [19]. The vehabmpound was planned and designed by German
architects in the late 1950s; Germany was wher8gudhaus architecture originated, and it was then@es
who popularized the Bauhaus style worldwide. Thellatuck by Huang seems natural. In line withkég
concepts of Bauhaus architecture, the design ofmibikshops was characterized by radically simplifie
forms, rational functionality, and the promotion sthndardized forms by mass-production [21]; bes¢h
key concepts had already been partly developedrddfee founding of the Bauhaus and were widely
adopted afterwards in Modern Architecture [22].th¢ same time, it should be noted that the faci@y an
industrial complex built during the socialist evehich was depicted by the slogan “Production FiLsfe
Second.” It is no wonder then that the manufacturaompound bore a certain spirit of the “forms
follow[ing] functions” [23], but it was far from eugh to make itself a representative of Bauhaug Th
conclusion that Factory 798 is one of the few renimgi Bauhaus buildings’ clusters may be a littiehaisty,
and the motivation behind the hard branding remgirestionable.

Nevertheless, its branding as “Bauhaus Architettwas immediately cited as truth without cautious
challenges This declaration spread out via newspaper astigiersonal blogs, and even the mouths of
professionals and officials [24]. The measures iatetventions conducted by these artists to remotia
old structures were cheered upon, frequently adedcas proof of heritage conservation. Further, the
campaign of historic conservation was pushed farthethe participation of architects and architeaitu
organizations. Professors from architecture scheath as Beijing's Central Academy of Fine Arts and
the Southern Californian Institute of Architectyr®posed various development plans for the area\ving
the preservation of the buildings, even if it wast mspecially profitable financially. In 2006, tt3sd
Dashanzi Art Festival set aside a session for Aechiral Design involving the participation of many
architects with global reputation.

However, the majority of the artists were greenkamhen it came to heritage conservation. The design
plans were mainly derived from personal appreaiatibhistory, and they aimed to personalize thespar

! Architect Chang Yung Ho might be the only one vgliblically challenged the classification of “Bauk&u
in his interview by Shu Kenwen 24. Shu, Kzactory 798" and Urban Landscapés Sanlian Life
Week 2004, Joint Publisher (China): Beijing..

879



concise distinction. Constrained by their econoogipability, most artists did more reduction thaditoin.

In other words, their frequent way of renovationswething more than garbage clearance and division
interior space to demarcate living and working zofi&’]. Many artists collected and reused junk migte
and subsequently transformed “junk into antiquebish into something rich, strange, expensive, and
amusing”. Architect Chang Yung Ho was commissioteddesign the place for Xinchao Magazine.
Stemming from his respect for the building, Chaingited his additions to a minimum level, that ishat
were only necessary for functionality. For some paratively wealthier tenants, alternations were enaial
the physical structure. In 2003, artist Huang Resigned the 798 Space Gallery that was locatethan t
workshop whose multiple-arched ceilings and skylgbustained its status as the symbolic centehef t
compound. In the vast space of the 1200 m2 flammmnent Maoist slogans on the arches were predat/e
the artists' request. Several machines that weteopthe production line during the socialist erare kept,
and a glass-fronted café was set up in the forrffarecsection at the end of the galley, adding ano&
hybrid and ironic “Mao kitsch” [25]. On the sameydaf the opening ceremony, the two artists initiatiee
“Reconstruction [of] 798" involving all the artististudios in the compound. The previous concertthen
functionality of space gradually shifted to rhetasind aesthetic aspiration of the built environment

*

Figure 2  Interior space of Time Space

Time moved on, and the advocacy of historical corsg®n gradually shifted to another fancy actidn o
forming aBoBo (Bourgeois-Bohemian) community [26]. Artists were longer underclass or proletariats.
Artist Zhao Bandi, who was called the Starving ZHmause of short of food, purchased the first Alfa
Romeo convertible in Beijing. Some resident artisttame comparatively more affluent than the other
struggling ones were. The former somewhat critiitee latter, despising their commercial manneredri
by the desire to copy the success of the formee dlarm of these industrial facilities became more
grounded in their deviation and distance from thesent. Through the eyes of BoBo artists, the singpp
arcs and soaring chimneys had an uplifting effedtind of post-industrial chic. Nonetheless, theuhéng
space married aesthetics with functionality, hogissuch works of art as avant-garde sculptures and
paintings. Lending more charm to the place weredaarly placed pieces that were both finished and
unfinished, and the walls, floors, and doorwaysvegras canvases for graffiti. Its renovation worasw
commissioned to professional architects, who regrhittie endeavor involving such alternative concepts
experimentalplaying with different shapes and materials thdatemely contrasted with one another visually.
Expensive materials were introduced, from struttgigess curtain walls to aluminum surfaces.

3 SHANGHAI'S CULTURAL DEVELOPMENT: COMMERCE, COSMOP OLITAN AND URBAN SPACE
3.1 Areview of culture and derivatives in Shanghai

In comparison, Shanghai is a metropolis whose uzhdon process was accompanied by
commercialization and a fusion of a wide varietyfafces and population segments. Before the sigafng
the Nanking Treaty in 1842, Shanghai was merelgnaote county. After the county was opened as a free
trading port, the colonial powers sent their repngatives to grab tangible roots of this land tigiojoint
authorities and establishment of foreign concessidime Western market mechanism was applied to this
new colonial city, and the logic of capital accuatidn was burgeoning. During the early period, the
comparatively loose governance and the emphasiseertrading and marketing developed this place at
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“wonderland for adventurers”, as well as a home dibrraces. The city soon earned its reputatiora as
paradise for immigrants: the pioneer group was tpatomposed of merchants who were later joined by
former farmers coming to seek jobs and new liveth&instantly modernizing city; colonialists madie
another major force that intruded the land, inclgdiforeign diplomatic officials, entrepreneurs, and
merchants.

The semi-feudal and semi-colonial characteristithat time played an important role in forming the
so-called Haipai” culture (literally sea-culture or Shanghai Schp@thich roughly outlined the fusion of
Western and Eastern cultures, as well as a joilitireuof varying domestic traditions [13]. Contirugo
absorption of, and prompt adaption to, the marlesh@hds were the second character of the sea cuiture
this market-driven city. For instance, novelisteenfproduced romantic love stories to meet the des af
the readers, and magazines released photos of iciganmovie stars on the cover page to attract therpial
buyers [27]. These commerce-oriented charactesistiere evident in the urban landscape of Shanghai a
well. Showing the face of a modern Shanghai, adodbuildings in monumental dimensions were
constructed along the Bund, where foreign commkstigs would enter and have their first sighthodf tity
along the Huangpu River; industrial facilities weckistered along the Suzhou Creek, the back lane
functioning as the main transport corridor for ramaterials, products, and immigrant labor from the
hinterland. Commercial streets with modern depantrstores stretched from the Bund towards the aedt
constituted the main fabric of the foreign conaassi Filling the blocks in-between were the LildAguse
(shikumeip that evolved from a Chinese traditional courtyaaise to an efficient form of residential real
estate development. Pragmatism penetrated thebjagiut of the city as well as the building desig

3.2 The story of Shanghai: from Suzhou Creek to Red Tow

The mid-1990s witness a series of spontaneous ilieatdns of dilapidated production facilities and
warehouses in Shanghai. One of the pioneers isafaige Architect Teng Kun-Yen who rented a warehouse
at the south bank of Suzhou Creek and refurbishad his studio in 1998 [28]. Teng’ attempt seembé
resonated by UNESCO, which gave him an award foratestrating what an individual can do by recycling
a building for new uses. Following Teng's case, ilsimcases sprouted, albeit inadvertently, such as
Tianzifang and M50.

It is also the same period when conservationiste Wwhave been long struggled for legislation on
conservation finally see fruition. Despite this islement, which in their eyes remained merely paps,
conservationists held admiration for the artistsherete works and resulting influence. The poptyast
these spaces provided hope to conservationistshatidong lobbied for legislation on conservatiomaR
Yishan, another leading scholar in conservatiorhisforical cities in Tongji University, set up ancer
entitled “National Research Center of Historic €iti. His team is an active player in the battleirmgjathe
demolition of M50, benefited from his connectiontlwiofficials at both the local and central levels,
intentional individuals and authorities like UNESC&nd more importantly, his smart deployments ekh
connections to provoke public attention through idewariety of channels, from academic conferences,
meetings with senior officials and party membersrkshops with artists and communities, to publighin
newspaper articles and books (interview with predes in his team, 2009). Knowledge is power,
conservationists’ high profile actions demonstraiiedy transferring the piecemeal reuses of archaic
industrial buildings to a heritage crusade.

The mushrooming of cultural rehabilitation of inthie buildings also caught the attention of the
municipal government, who detects the economic ntiale After ‘closing, terminating production in,
merging or transforming’ polluting enterprises imér city in the 1990s [29], the municipal governineas
burdened by the slowly decaying mammoth structufé®e reuse of abandoned plants and warehouses
sparked a host of possibilities. Not satisfied witle discrete effect, the government pondered vtays
generate employment and higher gross domestic pr¢d0]. To achieve this goal, the Shanghai Muratip
Economic and Information Technology Committee (SHE) proposed the creation of the Creative
Industrial Agglomeration Area, a zone which restoand reuses industrial legacies to accommodate
creativity-based firms [31]. To facilitate the peof's promotion at the city level, the Shanghai afive
Industry Center, a semi-governmental organizatieas established in 2004. Further, the Three Undhgng
Principles were proposed [31] to iron out legisfatihurdles. Under the principle, the rehabilitation
nonfunctional production and warehouse facility nh@yconducted if “ownership of Land Use Right,”éth
major structure of the building,” and “nature oétland use” remained unchanged [31].
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The term of ‘industrial heritage’ spread like wildf oft-quoted by both politicians and the media.
likewise shone the spotlight on the creative indus$h 2004, the plan for the Shanghai Sculpturacgpvas
put on the table. It was an offshoot of the ShandWanicipal Planning Bureau’s urban sculptural
development promotion for Expo 2010, which was dase the Master Plan for Urban Sculpture approved
in the same year [32]. The idea of building a Shandculpture Space by renovating a non-functional
industrial building thus emerged, as the buredadked to manage the heritage buildings and ditesugh
creative salvaging of old industrial structurese tovernment aimed for the site and neighboringsare
transformation into “a public art center with theosh dynamics” in the urban area. For the projdw, t
former cold rolling workshop in the No. 10 Steekteay was chosen for its accessibility. The comphun
established in 1956 as a branch of the Shanghal &empany, was situated in the eastern part of
Changning District, occupying a sprawling portidntlee downtown area on West Huaihai Road. The site
was in close proximity to such establishments asHbnggiao Economic and Technical Development Zone
and the Xujiahui business and commercial centevatt likewise adjacent to the Xinhua Road Histdr@cel
Cultural Heritage Area. The plant was abandonddviahg the company’s restructuring in 1989.

Tender was called shortly in September 2004. Aftiee months’ evaluations and modifications, Dingjie
Investment Ltd bested nine aspiring developerseriitws with a Municipal Planning Bureau official
(interview, 2008) and company chief executive Miedg (interview, 2008, 2009) revealed varying reaso
for the winning bid. While the official attributeil to the developer’s eagerness to embark on lyerita
conservation, Zheng credited the success to finhresources. For example, other bidders such asgbhi
Grand Theater and Shanghai Art Museum were rulécbecause these state-owned enterprises relied on
government funding. Among the private developerserig)’'s firm boasted of readily available capital
resources. Further, the developer was backed bgriexge in heritage renovation projects and the €EO
personal background in stage design. Zheng taugitcauniversities before moving to Hong Kong, wer
he shifted to the Department of Investment at Théha News’ Hong Kong branch. Prior to the Red Town
project, he was involved in a series of conservapimjects such as Sinan Garden on Mid Huaihai Road
Meiquan Villa inside the Xinhua Road Historical aBdltural Zone, and the municipal historic buildiNg.

201 on Anfu Road. In November 2005, the ShanghalpBare Space (Zones A and B on the master plan)
was completed and opened to the public. Laterl@company won the contract to renovate furthethall
buildings left in the compound to develop a relalyvprivate project, which is known as the Shandked
Town International Cultural and Business Commuiidgnes C to H). The team, constituted by Dingjie
Investment Co. Ltd., Shanghai Realize Consultingl@d., W & R Group and some other assisting ingti,
formally changed the company name to Red Town Prppéanagement Co. Ltd in 2006.

Figure 3  (Left): The master plan of the project [source; 34

Figure 4 (middle): A view from the corridor;

Figure 5 (right): Most weight was accorded to those that collettiferge an atmosphere of the past
like an aged industrial structure that has expegdra series of ongoing movements, including ttriand
decay.

3.3 Playing the Cards of Industrial Past in the Era ofDeindustrialization

Prior to rehabilitation, the building structure fquestion must first be established as an industrial
heritage. The fact that the building is not congdea historical site [35] renders the approachistiorical
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value or architectural value difficult. The projeleen resorted to social value, a spotlight in mediwadays.
Advocates argue that industrial legacies form amekbreflection of the way a community lives andvgg.
This comment certainly makes sense, but, it isnatomed by the developer. The community, if nefer
to the physical labors who used to working in thetdry, has been laid off and left this compound 989
when the factory was closed. Instead of adding tmsuch a history might taint the rehabilitatiomjpct’s
image and rouse social concern. The final solusaimen a link made to the steel industry sectdichvis
emphasized as the main revenue generator in thaisbperiod. In effect, the Red Town project’s WM&te
waxed poetic in depicting the “red” era, markedrbg-hot flames on the stove glowing in the faces of
stout-hearted workers. The buildings thus were alegias a vessel of a glorious era. Working withia
frame of value-centered conservation lends freedonestoring an industrial building, with no strictles
for physical design. Nevertheless, the renovatibthe cold rolling workshop demonstrates profesaion
ways to treat a historical building but further,ynrgoes to unnecessary excess. For most partsryagea
and restoration are deployed for architecturali€alparticularly the attrition and decay. On theesthand,
eclectic attitude is evident when one looks atr#imvation of the space. The giant interior spdd¢beplant,
which may bear the ethos of muscular industridbiratand the efficiency of the utilitarianism of rsas
production, was altered boldly and roughly.

In the case of cold rolling workshop, treatmentha building’s fabric was professionally accompdidh
owing to the experience of both designer and buil@igpical elements that distinguish industriallBurigs
from others are identified and conserved: fromhigesteel truss and the light pitched roof abowepitlars
with concrete brackets to support the moving vehfok manufacturing process. Original components an
materials are preserved without effort to make tlielm and neat. However, the attention on the atithe
texture seems exceeding its value. Almost all nelteare left in a way that they show their surfased
textures as they were. The rough surfaces of ctenpiltars are left nude; many dirty patches ore siglls
are not cleaned; the rots on steel trusses arpatished; the brick walls, which used to be coverggaint,
were scrubbed to reveal the texture of red briskdi|. The employment of preservation of these ¢abas
argued by the author, is to forge a distinctivaialsmpact of ‘the past'. It is not the scientific architectural
beauty of these structural components that is otsge rather, it is the characteristic of dilapidat
agedness, and decay that are appreciated. Theagsetingiven to traces left by time even spreadsoteer
many small installations: for instance, rotten Istaails on the concrete pillar are left untouched,
non-functional electrical appliances installed loa truss remain, and other similar situations.

Meanwhile, the cautious attention on authenticiadels when it comes to the interior spatial
organization. A large internal space with a lopgss steel truss supporting the light roof is onmithant
feature of manufacturing plants, which may be thiengry base to support the ethos of the industrial
architecture and its “muscular modernism,” “gladiin the efficiency of utilitarianism of mass puotion”
[36]. This is also the case for the cold rollingrikghop in No.10 Steel Plant, which used to be atgipace
180 meters in length, 35 meters in width, and 1%ensen height before drastic alterations were n{ddé
This huge plant was divided into two parts, Zonevas designed to keep the original interior spatial
structure, and zone B is being divided furtherub-kvels. A series of rectangular shaped condrexes are
constructed along the long axis of the workshojtrig the middle, dividing the whole space intoetnr
subzones horizontally. The monster-like additicat thiominates the interior space was reserved fimealise
whilst the corridor and pocket spaces are left $oulptures. As it is, only small sculptures can be
accommodated by these small, discrete, and mostiyathd negative spaces, where artificial lightisg i
necessary. The re-organization of the space is fil@eanserting a box which offers ordinary offiseale
spaces into the so-called ‘inspiring’ large indiastspace, leaving the latter serving as a decgrai@nopy or
man-made landscape for the former.

Upon the complement of the construction work, spdoe creative industry were about to put into the
market. The Red Town Company launched a brandingpaggn to attract the intended market. For this
purpose, the company leveraged print media by ghiblg its own magazine called “Red Town” and
arranging interviews with newspapers. A website \a® established to introduce the place from all
perspectives, highlighting its history and its ftioe as a center of art. Obviously, the differebetween
Red Town and Shanghai Sculpture Space is blurrbdtimthe magazine and the website, wherein RedhTow
is described to be the overall development, withiiich Shanghai Sculpture Space is merely one phdse.
articles focused on how Shanghai had joined thbajlzend in industrial building rehabilitation,ifjing the
ranks of such icons as the Tate Modern in Londoaséé d’Orsay in Paris, and the Massachusetts Museum
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of Contemporary Art. Such projects, which involvbéeé conversion of old industrial buildings and weil/
stations into functional spaces, are globally remedv for demonstrating a sustainable way of urban
development while preserving history. Associatidthwhe said structures infused the Red Town ptajéh
global flavor, strongly suggesting its adherencmternational standards. In addition, the quayterhgazine
disperses comments on culture-led rehabilitatiomafistrial sites to a much larger filed, such @agew of

art development, offering its readers general pgstwf China’s contemporary art, biographies aestand
key individuals and authorities in art auctionseThagazine also involves shots of avant-garde gasme
with models wearing weird and heavy makeup standinifpe cool setting of aged and archaic production
plant. The audience who read hard copies or onknsions is delivered a variety of pragmatic knalgie of
what is happening in the field of contemporary amnd related. As expected, these media idealize the
transformation of the former industrial site to @bhthat welcomes creative class, naming it “progyeasd
advancement of civilization” [37]. Fancy slogang&eli‘moving back to industrial sites in the ear of
de-industrialization’, or terms like ‘post-industrispace’ and ‘post-modern’ are introduced to tbeegal
public, who is educated that this is the trend risfan development and inevitably the direction o&r8ihai
[38].

4  SOCIAL DIVIDE AND GENTRIFICAITON

Regeneration is beyond bricks and mortar. It pestad an area’s physical, social, and economic
well-being [39]. If the spontaneous rehabilitatiminold industrial buildings in 798 is a process vdie the
artists’ distinctive taste “cappuccinos” the phgdlig dilapidated structures, making the latter farand
valuable in the eye of the populace, the actioertak Red Town is a inverted process, wherein dézay
cautiously preserved and then packaged as a whifmeduct to meet the distinctive cultural demanéls
artists. Once the link between artists and archradastrial buildings is underscored and legitimizéue
resulting space becomes commercialized and, tatente discriminatory. The transformation of a glacay
generate economic returns, but in the processitsein gentrification and social exclusion.

That year 2006 witnessed the formal establishmérth@ Beijing 798 Art Zone Administration &
Development Office, which then took the charge @fanizing cultural functions and events. In Septemb
2007, the festival called “In Memory of the 50thnawersary of Joint Factory 718" was kicked off. e
same time, international big names were also wedchmiespite their commercial nature. The opening
ceremony for the “Nike 706 Space” that featured“@&th Anniversary of Nike Air Force” was held on 5
January 2007. Two days later, BMW Concessionaitdsdisplayed four models in their Art Car Collecti
in 798 at the same site where five artworks on“dgtomatic Transmission (Auto) in Aesthetic” were
displayed. In July 2008, Hong Kong's biggest IThias group initiated a show for “Comme des Gargpns”
the off-beat but established fashion label by Raivikubo.

Thousands of tourists are lured in every day, Aeddtal number reached 1.5 million in 2007 aldDe.
798's Open Day for the Olympic Games, Chen Gangege secretary of the Chaoyang District
Government, introduced his slogan “Beijing - Thee@rWall, Peking Duck, and 798!" [40]. The tide of
tourists hardly shows signs of ebbing. The numiferigits leaped to more than 10,000 per day dutivg
Olympic Games, including many important persoragitiSecurity guards working in 798 proudly claimed,
“I met three presidents in one single day” [41]. fBe contrary, artists started a different waveetrfeat. As
early as 2004, the very pioneer Sui Jianguo rembnedtudio from 798. Three years later, the olbading
personality, Huang Rui, left as well. By March 20@% number of artists among the pioneer group was
lower than 30. Aside from the complaint that thetrilit became “more about a show rather than sedot,’
another fundamental factor that drove the artistsnas the rise in rent, which ranged from 2 toMBrper
sg.meters per day, more than doubled that in 2082. frequent interruptions by increasing amount of
tourists are complained as annoying. Artists, wkeduto actively seek public attention during thélbéa
against demolishment, now see it a burden. Aftetttadre was a part for private life and a part gavate
working place in the semi-opened SOHO model. Teaiisually took for granted that every room thees w
open for visits. Thus, the artists opted to shairtloors and turn their backs on the public again.
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Figure 6 commercialization in Beijing 798(left: A café hauat 798, upper right: Nike Space at 798,
lower right: BMW show at 798)

In the case of Red Town, the renovated space duaxfer an appropriate spatial setting for artisrsd
it is not designed to do so. In fact, the projecgyéts at building an up-market of office stockgether with
the so-called associated spaces of wine-and-dideetail-and-entertainment. Before the implemeatatf
Phase 1, Redtown Company has already foreseemasimg future, with office space rent at Zones B @n
pegged at 6.8 RMB peraper day, even higher than the average rent of Staagclass-A office towers,
which was pegged at 6.73 RMB pef per day [42]. Zone A, a large exhibit hall, is oéé for a fee
commensurate to its “distinctiveness.” Zone A mayrbnted for 10,000 RMB per day, with a minimum
period of 15 days. Functions may be staged forQlEDRMB on the day of the function and an additi@ta
RMB per nf per day for ingress and egress. Collectively, tHases belong to the very loosely defined
creative industry, including architectural desigrfprmation technology, education, mass broadcgsand
advertisement, among others, who are mostly estaddliin the industry but desperately need an ityetati
join the so-called reactive industry. Electroluxganpany producing electric appliances, is a teaanwell.
Another character of intended targets is that mbshem are local branches of Multi-national Conipan
Tenants include Singaporean firm Amoeba Digital hfedogy Co. Ltd., Italian brand Leissie, and
Spanish-operated Art in Capital, as well as thadertying to the category of cultural consumptionlsas
art galleries, bookstores, and tutorial schoolse Fant serves as venue for the “annual release of
international brands” such as automotive giants BMWH Porsche, and hosts such events as the
“Anniversary of Omega,” “Celebration of Swarovskahd “Chivas Milan Fashion Party”. With its motley
attractions and high-profile tenants and visitd®ed Town is naturally a place for entertainment n&he
people can wine and dine. In fact, it is advocatette reminiscent of Moulin Rouge, which in the @82
served as a gathering place for Europe’s impressgri-ollowing the logic, Red Town is likewise dspd
as a salon to exude a casual atmosphere to eneogedbering of artists. Red Town thus features a
culinary ensemble ranging from Hong Kong-based toighs such as CICI Club and Children’s Club to
Swedish Fan Town, to French restaurant BECA.

The influx of established creative firms guarantaesleady revenue stream, and “[their] taking ¢her
space after the rehabilitation work”, as phrasethenRed Town magazine, “might provide a vivid itashy
of the continuing evolution of urbanization, fromdustrialization to deindustrialization” [34]. Hower,
suchadvancement in civilizatiodistracts the public from the occurrence of sodigplacement. History and
memory are romanticized and sanitized, and theequtraf art and artists is redefined. The ironyhet while
the project was initially based on artists’ spacastimption, these artists themselves — particultdmy
struggling ones — were not truly welcome in the reeeative community. The project, which might be an
application of Florida’s thesis on how to forgeanthat is attractive to the Creative Class, ré&véaelf the
consequence of social divide and social exclusiai.only the whole society is divided into creatyeup
and non-creative group, the category of creatias<ls further divided by the market, that is, ¢hado
industrializes creativity and make it profitabledhgh massive consumption, and those who are not ye
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