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Curators’ Intensive Taipei 19: International Conference and Workshops

Contemporary Curating Rethink:
In the Context of Asia and Beyond

Conference October 11, 12, 13, 2019 (1-6pm)
Workshops May 18, 25; June 1, 8; Oct. 10, 14, 2019 (1:30-6pm)

The National Culture and Arts Foundation (NCAF) and the Taipei Fine Arts Museum (TFAM) are honored to co-organize the
Curators' Intensive Taipei 19: International Conference and Workshops (CIT19). As a platform established by the ARTWAVE—Taiwan
International Arts Network, the CIT19 accentuates the discussion and contemplation on the profession of contemporary curating,
insofar as to echo the diversification of contemporary curatorial approaches, forge a congenial platform for international dialogue
and exchange, build up a strong network of art practitioners, and get the curatorial education into a state of greater profoundness.

The contemporary curating began to sprout in Taiwan in the 1990s. The NCAF and the TFAM have taken a bellwether role in vig-
orously supporting and incubating the diverse developments of Taiwanese talents for curating. Based on the 20 years' root-taking
development of curatorial studies in Taiwan, the CIT19 international conference is dedicated to constructing Taiwan's curatorial
history and advancing knowledge about curating.

Contemporary Curating Rethink: In the Context of Asia and Beyond is the main theme that runs through the CIT19 international
conference. Centering on Taiwan's cultural heritage, geographical location, and historical background, the conference not only
explores the history and methodology of curating as well as the role and responsibility of a curator within the Asian context, but
also stimulates reflections on how “curating,” while simultaneously in researchful, exhibitional and pedagogical roles, can lay out
brand new contexts as effective as creative in face of the trends towards cross-cultural fusion and exhibition-based educational turn.

A total of 15 groups of speakers headline the CIT19 international conference, and its agenda consists of three interconnected
threads: Transdisciplinary Curating, the Institution of Art, and the Educational Turn, Cross-regional/Cross-cultural Curating and
Geopolitics, and Curatorial Practice and the Construction of Art History.

The keynote speakers include Rags Media Collective, David Teh, and Pi Li. The other speakers include Yoann Gourmel, ruangrupa
(Ade Darmawan and Mirwan Andan), Kenjiro Hosaka, Zoe Butt, Eileen Legaspi Ramirez, Jo Hsiao, Feng-Rong Hsieh, Yu-Ling Chovu,
Manray Hsu, Raimundas Mala3auskas, Pei-Yi Lu and Francis Maravillas. In addition, scholars including Hong-John Lin, Jau-Lan Guo,
Fang-Tze Hsu, Yi-Hsin Nicole Lai, Ming-Jiun Tsai and Nobuo Takamori are invited to the round-table discussion.

Apart from the 3-day international conference, the CIT19 also contains six curatorial workshops. The first to fourth workshops were
held in this May and June. In coordination with the international conference, the fifth and sixth are scheduled on October 10 and
14 to be led by Fang-Wei Chang and Esther Lu from Taiwan as well as Raimundas Malasauskas and Yoann Gourmel.

The contents of the CIT19 international conference will be uploaded to our official website in the form of video file. For details
please visit the website: http://curatorsintensive.tw/



Agenda

Hsieh Feng-Rong

Francis Maravillas

Date/Time October 11 (Fri.) October 12 (Sat.) October 13 (Sun.)
Transdisciplinary Curating, . . .
L Cross-regional/Cross-cultural | Curatorial Practice and the
the Institution of Art, and the . . . .
. Curating and Geopolitics Construction of Art History
Educational Turn
13:00-14:00 Welcome Keynote Speaker Keynote Speaker
Keynote Speech | Lin Ping David Teh Pi Li
Director of Taipei Fine Arts Museum Respondent Respondent
Lin Mun-Lee Hsu Fang-Tze Guo Jau-Lan
Chairman of National Culture and
Arts Foundation
Keynote Speaker
Rags Media Collective
Respondent
Lin Hong-John
14:00-14:20 Break
14:20-15:20 Moderator Moderator Moderator
Lai Yi-Hsin Nobuo Takamori Tsai Ming-Jun
Speaker 1 Speaker 1 Speaker 1
ruangrupa Manray Hsu Yoann Gourmel
Speaker 2 Speaker 2 Speaker 2
Jo Hsiao Zoe Butt Chou Yu-Ling
15:20-15:50 Tea Break
15:50-16:50 Speaker 3 Speaker 3 Speaker 3
Kenjiro Hosaka Lu Pei-Yi Raimundas Malasauskas
Speaker 4 Speaker 4 Speaker 4
Hsieh Feng-Rong Francis Maravillas Eileen Legaspi Ramirez
16:50-17:00 Break
17:00-18:00 Moderators Moderators Moderators
Roundtable Lai Yi-Hsin Nobuo Takamori Tsai Ming-Jun
Discussion Lin Hong-John Hsu Fang-Tze Guo Jau-Lan
Speakers Speakers Speakers
Rags Media Collective David Teh Pi Li
ruangrupa Manray Hsu Yoann Gourmel
Jo Hsiao Zoe Butt Chou Yu-Ling
Kenjiro Hosaka Lu Pei-Yi Raimundas Malasauskas

Eileen Legaspi Ramirez

Conclusion







Conference October 11, 2019

Transdisciplinary Curating, the Institution of Art,
and the Educational Turn



Rags Media Collective 2019.10.11 | 13:00-14:00 | Keynote Speech

Trans-trance Force Fields

(On the Curatorial Bearing of New Knowledge)

We come face to face with the “curatorial” whenever we witness within ourselves or around us the collision of artistic forms. There
can be head on collisions, unforeseen accidents, jolts born of contact, eerie afterimages, as well as the accumulation of readings
against the grain of intention. Contact and confrontation, in art, as in life, are an occasion for the multiplication of generative mis-
understandings. Our sense of the “transdisciplinary” practice is embedded in this sort of generative collision. The “trans” in trans-
disciplinary seems to us to be suggestive of a fluid state of transition between different modes of practice, thinking and being.

Being a long-term triangulation of three people with widely dispersed and disparate curiosities, passions and interests, we rec-
ognize this state of flux, this "trans-trance,” as a marker and anchor of both our artistic as well as curatorial practices. Our curato-
rial work often brings into play a range of what we call sources and itineraries, which acts as points of origin or even engines for
adventures in thinking and feeling the heft and weight of particular questions that strike us as urgent and necessary.

These sources and itineraries (the moves made by ideas and questions) come to us from diverse origins—and embody our eclec-
tic reading and experiences and our ongoing conversations and contacts with people engaged in different kinds of labor in the
contemporary world as well as practitioners and thinkers in different fields of knowledge and creativity (art, the natural and mathe-
matical sciences, literature, language and lexicography, history, medicine, architecture, computer science and software).

These ongoing points of contact and contagion create transdisciplinary force fields that make the act of navigation between
diverse knowledge bases and forms of embodied discourse an everyday necessity within our practice.

They leave in their wake a spectrum of stable legacies and ephemeral traces that can be seen as acts of “instituting” artistic and
cultural realities, both for the present, and in anticipation of future—of founding and putting in place processes that sometimes
lead to profound changes in the composition and direction of an artistic milieu. A case in point being Sarai, a “transdisciplinary
platform of research and practice” that we founded and administered within a research institution in Delhi. Another example is
through producing new networks of invitation that outlast temporal boundaries, such as of the biennale event.

These processes also lead to new kinds of knowledge formation. By this we mean a networked auto-didactic impulse that con-
nects different kinds and instances of autonomous learning and thought. We see ourselves as bearers of this impulse and recog-
nize its ability to act in all the instances where we enter. This spins what is thought of as the “educational turn” in a different and
unknown direction. Here, it is not art that is the bearer of knowledge to an un-informed public. Instead, art is the means by which,
and the ground on which, the artists discover themselves as bearers of new knowledges.



Rags Media Collective

Rags Media Collective was formed in 1992 by Jeebesh Bagchi, Monica
Narula and Shuddhabrata Sengupta. The word rags in several languages
denotes an intensification of awareness and presence attained by whirl-
ing, turning, being in a state of revolution. Rags Media Collective take
this sense to mean "kinetic contemplation" and a restless and ener-
getic entanglement with the world, and with time. Rags Media Collective
practices across several forms and media; it makes art, produces perfor-
mances, writes, curates exhibitions and occupies a unique position at the
intersection of contemporary art, philosophical speculation and historical
enquiry. The members of Rags Media Collective live and work in Delhi, India.

Exhibitions curated by Rags include The Rest of Now (Manifesta 7, Bolzano, 2008), Sarai Reader 09 (Gurugram, 2012-13), INSERT2014
(New Delhi, 2014) and Why Not Ask Again (Shanghai Biennale 2016-2017). Their artistic work has been exhibited at documenta, the
Venice, Sao Paulo, Manifesta, Istanbul, Shanghai, Sydney and Taipei Biennales, amongst others. Their prospective, With an Untimely
Calendar was held at the National Gallery of Modern Art, New Delhi, in 2014-2015. Other solo shows at museums include at Isabella
Gardner Museum, Boston (2012), CA2M, Madrid (2014), MUAC, Mexico City (2015), Foundacion Proa, Buenos Aires (2015), Tate
Exchange, London (2016), Laumeier Sculpture Park, St Louis (2016), Whitworth Art Gallery, Manchester (2017), K21 Kunstsammlung
Nordrhein-Westfalen, Dusseldorf (2018), and Mathaf: Arab Museum of Modern Art, Doha (2019).

In 2000, Rags co-founded the Sarai initiative at the Centre for the Study of Developing Societies in Delhi, and the Sarai Reader Series,
which they edited till 2013. Sarai was a pioneering platform for inter-disciplinary research and independent practice that brought together,
theorists, researchers, artists, media practitioners and activists from all over India to pursue independent research projects. Sarai became a
catalyst for an entire generation to find a new language for cultural and intellectual production that resonated with contemporary realities.

Rags Media Collective have been invited to teach in many institutions and self-organised initiatives across the world. Rags received the
Multitude Art Prize in 2013. They are the Artistic Directors of the forthcoming Yokohama Triennale (2020).

Monica NARULA

Monica Narula is an artist and curator with Rags Media Collective.

She formed Rags in 1992 with Jeebesh Bagchi and Shuddhabrata Sengupta. The collective makes
contemporary art, edits books, curates exhibitions, and stages situations. It has collaborated with
architects, computer programmers, writers, curators, and theatre directors, and has made films.
It co-founded Sarai (the inter-disciplinary and incubatory space at the Centre for the Study of
Developing Societies, Delhi) in 2001, where it initiated processes that have left deep impact on
contemporary culture in India.

Jeebesh BAGCHI

Jeebesh Bagchi is an artist and curator with Rags Media Collective.

He formed Rags in 1992 with Monica Narula and Shuddhabrata Sengupta. The collective makes
contemporary art, edits books, curates exhibitions, and stages situations. It has collaborated with
architects, computer programmers, writers, curators, and theatre directors, and has made films.
It co-founded Sarai (the inter-disciplinary and incubatory space at the Centre for the Study of
Developing Societies, Delhi) in 2001, where it initiated processes that have left deep impact on
contemporary culture in India.




ruangrupa 2019.10.11 | 14:20-15:20

Extended Living Room: Space and Conversation

In many of our practice, not only has ruangrupa often worked in different contexts, but we also have invited people from various
contexts to Jakarta many times. Every time, we question not only what we can bring to the place and the community that we are
visiting, but also how to conduct meaningful meetings, dialogues, and exchanges. How should we handle new working patterns
and approaches, speculations, as well as uncertainties? How can we learn from a new negotiation and encounter? How can we
consider misunderstanding more interesting than understanding? Our work is an all-encompassing social, spatial, and personal
practice. We started from scratch, building and expanding it naturally through each of our physical lives in the urban setting, creat-
ing spaces and initiating everyday live events.

I will share some of our experience in developing the ecosystem as regenerative knowledge and speak about the cooperative
platform we develop in Gudskul ekosistem. Moreover, | will explore our spatial and conversational based practice as a translation
strategy to bring institutional practice/aesthetics to other context via few cases in Sonsbeek and Gudskul ekosistem.

ruangrupa

ruangrupa is a Jakarta-based collective established in 2000. It is a non-
profit organization that strives to support the idea of art within urban and
cultural context by involving artists and other disciplines, such as social
sciences, politics, technology, media, etc. to give critical observation and
views towards Indonesian urban contemporary issues. ruangrupa also
produce collaborative works in the form of art projects, such as exhibi-
tion, festival, art lab, workshop, research, as well as book, magazine and
online journal publication.

As an artists' collective, ruangrupa has been involved in many collaborative and exchange projects, including participating in big exhibi-
tions, such as Gwangju Biennale (2018, 2002), Cosmopolis at Centre Pompidou (2017), Aichi Triennale (2016), Sdo Paulo Biennial (2014),
Asia Pacific Triennial of Contemporary Art (2012), Singapore Biennale (2011), Istanbul Biennial (2005). In 2016, ruangrupa curated
Sonsbeek 2016: transACTION in Arnhem, Netherland.

From 2015-18, ruangrupa co-developed a cultural platform Gudang Sarinah Ekosistem together with several artists’ collectives in Jakarta,
located at Gudang Sarinah warehouse, Pancoran, South Jakarta. It is a cross-disciplinary space that aims to maintain, cultivate and estab-
lish an integrated support system for creative talents, diverse communities, and various institutions. It also aspires to be able to make con-
nections and collaborate, to share knowledge and ideas, as well as to encourage critical thinking, creativity, and innovations. The results of
these joint collaborations are open for public access and presented with various exhibitions, festivals, workshops, discussions, film screen-
ings, music concerts, and publications of journals.

In 2018, learning from their experience establishing Gudang Sarinah Ekosistem and together with Serrum and Grafis Huru Hara, ruangrupa
co-initiated GUD- SKUL: contemporary art collective and ecosystem studies (or Gudskul, in short, pronounced similarly like “good school”
in English). It is a public learning space established to practice an expanded understanding of collective values, such as equality, sharing,
solidarity, friendship and togetherness.



Mirwan ANDAN

Mirwan Andan studied French Literature at the Universitas Hasanuddin, Makassar from 1999-2004. In
2012, he graduated from Political Science in the Universitas Indonesia, while working in ruangrupa as a
researcher and developer since 2007. He took part in Jakarta Biennale 2015 as researcher and co-curated
TRANSaction: Sonsbeek 2016 in Amhem, Netherland.

His writing and book editorial works include “All for Jakarta—a note on the tenth anniversary of ruangrupa:
Decompression #10, Expanding the Space and Public” (Journal of Inter-Asia Cultural Studies, 2011);
and 20Kuldesak: Networking, Rebelling, Maneuvering, Moving (Kuldesak Network, 2018). Some inter-
national forums he has participated in are Independent Creative Art Spaces Leadership Training, Trans
Europe Halles & ASEF (Paris, 2007); Enhancing Asia-Europe Meeting Visibility Through Cultural Visibility, ASEF (Halong Bay, 2010); State
of Independence: A Global Forum in Alternative Space, Roy And Edna Disney California Arts (Los Angeles, 2011); Youth Initiative and
Civic Engagement Training, UNESCO (Jakarta, 2013); Inter-Asia Cultural Studies Society Conference (Surabaya, 2015); Berlin Meeting,
Responsibility of Religions for Peace, Federal Foreign Office of Germany and Ministry For Foreign Affairs of Finland (Berlin, 2018) and
Ministerial to Advance Religious Freedom, U.S. Department of State (Washington D.C., 2018).

From 2016-2018, he worked as advisor for Director General of Culture, Ministry of Education and Culture, Republic of Indonesia. He now
lives in two cities, back and forth, Jakarta and Makassar, mainly for family reasons. He recently opened a small library called Riwanua, at
Gudside, Jakarta, while continuously running a project initiative called Jalur Timur in Makassar with his fellow researchers, artists, and cul-
tural activists.

Ade DARMAWAN

Ade Darmawan lives and works in Jakarta as an artist, curator and director of ruangrupa. He studied at
Indonesia Art Institute (1.S.1), in Graphic Art Department. In 1998, a year after His first solo exhibition at
the Cemeti Contemporary Art Gallery, Yogyakarta (now Cemeti Art House), he stayed in Amsterdam,
Netherlands to attend a two-year residency at the Rijksakademie Van Beeldende Kunsten. Back in Jakarta in
2000, with five other artists from Jakarta he founded ruangrupa, an artists' run initiative, which focuses in
visual arts and its relation with the social cultural context especially in urban environment.

His works range from installation, objects, drawing, digital print, and video. In 2015, he had his solo exhi-
bition Magic Centre in Portikus, Frankfurt, Germany and in 2016 in Van Abbe Museum, Eindhoven,
Netherlands. In Gwangju Biennial and Singapore Biennale 2016, he was involved as participating artist. He also contributed in many col-
laborative curatorial projects: Condition Report (2017), Media Art Kitchen (2013) and Riverscape in-flux (2012) with several South East
Asia curators and artists.

With ruangrupa as an artists’ collective platform, he had participated in Sao Paulo Biennal (2014), Asia Pacific Triennial Brisbane (2012),
Istanbul Biennale (2005), and Gwangju Biennale (2002). In 2016, he curated Sonsbeek International in the Netherlands. From 2006-
2009, he was a member of Jakarta Arts Council and in 2009, he became the artistic director of Jakarta Biennale. Since 2013, he has been
the executive director of Jakarta Biennale.



Jo Hsiao 2019.10.11 | 14:20-15:20

Reflections on Contemporary Curation

When we speak of “curating” we must go back to the final decade of the previous century, when the academic institutions of
Europe and North America established a variety of academic programs on curation. These programs systematically studied the his-
tory of contemporary art curation, building a discourse that placed curating within the context of knowledge production and estab-
lishing a new model for the production of exhibitions. At the same time, a new fashion for biennials and triennials rose up around
the world. Many emerging economies, countries outside Europe and North America, were eager to demonstrate their national
and economic power through large-scale exhibitions. Each sought to recruit the next “major curator,” and this collective quest con-
verged at an ever-quickening pace with the force of a tide or even an ocean, eventually exalting the role of curator to a position
of power. During this same era, Taiwan was establishing a much wider diversity of museums, and public art museums became
petri dishes for Taiwanese “curators!” Moreover, these institutions lavished immense funds on recruiting international curators, who
introduced cutting-edge international experiences. The Taipei Biennial, hosted by Taipei Fine Arts Museum, is an excellent exam-
ple, inviting an internationally renowned curator once every two years since 1998.

Interestingly, of late “curating”—this model of exhibition production extoled by the art world—has suddenly and as if by magic spread
across the four corners of the earth. Whether for art exhibitions, film festivals, art festivals, or a host of different commercial expos,
be it themed or unthemed, for intellectual ends or entertainment’s sake, curating has actually become an act of self-definition.
Amidst this clamor of voices, curating has become a prominent subject in academia. Many students at art academies and schools
of design express the desire to become curators. As curating has risen to a new height in Taiwan, can we still discuss it by using
its old definitions? More precisely, curating, in essence, is a form of knowledge or a skill that highlights a relationship of either con-
frontation or accommodation between curation and politics. At some level, we must acknowledge that exhibitions curated as forms
of knowledge production are objects of the art world. Yet, we live in an era where the art world and the non-art world coexist. It is
well understood that a moving, interesting exhibition plan is one whose motivation lies outside the realm of knowledge production.

To be honest, since the word “curating” arose from the art world to be deftly employed in a wide variety of performances and
events, it has become a fashionable line of work, and this perfectly reflects how effective the market dominated by consumer-
ism always is. If any given event bandies the word “curation”—brimming as it is with the concept of creativity—anticipation about
what wonderful thing is about to blossom forth like a flower fills the hearts of everyone, be they aesthetes or intellectuals, the
urbane or the provincial. This makes me think of a food dish. Provencal ratatouille is a kind of stew, made with onions, bell pep-
pers, courgettes, aubergines, squash, garlic and lots of spices. This culinary agglomeration is born out of chaos, but its different
vegetables blend perfectly to arouse the taste buds with fiery desires. | imagine curating to be a lot like ratatouille: it must go
through a conscious process of disorder, eschewing stability. Meaning, meaninglessness, harmony, contradiction, the knowable,
the unknowable...we place disparate elements together within the same clear milieu and find the explanation of an exhibition that
is most reasonable to us. Ultimately, whether the customer buys, or a debate erupts over whether it is real or phony, or it is spec-
tacular enough to satisfy everyone's expectations, curating itself is not the answer. Nonetheless, it attempts to take a stance and to
express a perspective. And yet these objectives are not always “effective!” Actually, when we speak of curating, there is always a lot
to talk about.

Jo HSIAO

Jo Hsiao eamned a master's degree in museum studies from the University of Leicester in England
and is currently a senior curator at Taipei Fine Arts Museum. Since 2015, she has curated several
mixed-form exhibitions, including Testimony of Food: Ideas and Food (2015), Alice’s Rabbit Hole:
Everyday Life Comprehensible and Incomprehensible (2015), Under the Azure Sky: Life between
Delight and Discomfort (2016), Arena—-An Adventurous Expression of the Dual Engagement of
Exhibition and Performance (2017), and Cross through the Magical Mirror, and Enter a New
World! (2018).




Kenjiro Hosaka 2019.10.11 | 15:50-16:50

The New Role of Architects and Private Collectors for
the Institution of Art

Collaboration with architects and private collectors at institutions of art has been more noticeable in recent years.

For example, the Manifesta in Palermo in 2018 asked AMO to investigate the historical city before deciding on a theme or loca-
tion. Cities such as Shenzhen, Chicago, Seoul, and Oslo have also launched architectural biennales rather than art. There are crit-
icisms about the commercialization of contemporary art. If you wanted a more serious proposal for our life in the city and/or a
viable workshop, an architectural exhibition should be chosen. We have to remember some legendary exhibitions like The Model
(Moderna Museet, Stockhholm, 1968) and The Street. A Form of Living Together (Van Abbe Museum, Eindhoven, 1972).

Montpellier's new institution, MOCO, directed by Nicolas Bourriaud, has now chosen to work with private collectors rather than
forming a new collection of contemporary art. The collaboration with collectors itself is not something new. It has been already
done at ZKM in Karlsruhe and Hamburger Bahnhof in Berlin. But as the MOCQO's first exhibition was composed of a collection by
Mr. Ishikawa in Japan, the frame of collaboration was sifted from local to global. The acquisitiveness of collectors will allow them
to acquire the work by the artist who prohibit any document of it, while most of museum cannot be so ambitious.

Amid these changes, we are now facing the question “what is the role of the curator at institution of art?”

Kenjiro HOSAKA

Kenjiro Hosaka, curator of the National Museum of Modern Art, Tokyo (MOMAT). M.A. from Keio
University. He has worked for MOMAT since 2000 and curated many exhibitions there, including
Architectural Creation: Peter Mdrkli and Jun Aoki (2008), Emotional Drawing (2008), Where is
Architecture? Seven Installations by Japanese Architects (2010), Leiko Ikemura: Transfigurations
(2011), Francis Bacon (2013), Guess what? Hardcore Contemporary Art's Truly a World Treasure:
Selected Works from the YAGEO Foundation Collection (2014), The Voice Between: The Art and
Poetry of Yoshimasu Gozo (2016), and The Japanese House: Architecture and Life after 1945
(2017). He has also curated for other institutions, including Double Vision: Contemporary Art
from apan (Moscow Museum of Modern Art and Haifa Museum of Art, 2012), Logical Emotion:
Contemporary Art from Japan, Haus Konstruktiv, Zurich, MOCAK Museum of Contemporary Art in Krakow, and Kunstmuseum Moritzburg
Halle (Saale) (2014-15), and The Japanese House: Architecture and Life after 1945, MAXXI National Museum of 21st Century Arts (2016).
He is author of many articles on Francis Bacon, art brut, architecture, modern and contemporary art. He is also a part-time lecturer of
Tokyo University of the Arts. He is now preparing the exhibitions; Kengo Kuma, MOMAT (2020) and Vladivostok Biennial in 2020.




Hsieh Feng-Rong 2019.10.11 | 15:50-16:50

“Disorderly Performance”:
An Innovative Attempt at Curating

Art museums had mushroomed in China with its economic boom between the late 1990s and early 2000s. The craze for
museum establishment swept China's first-tier cities previously and second-tier ones today. Globalization and cultural exchange
have made occidental museums a source of reference for local art institutions, whether in terms of their functions or the philoso-
phies and forms of their curatorial practice.

A “curatorial turn” occurred in the Western world during the 1990s, which was highlighted by Paul O'Neill in his essay' that art
exhibitions, while go in tandem with curatorial discourses, have been increasingly distinguished as larger than the mere presenta-
tion of artworks. To put it another way, they not only serve as vehicles for knowledge production and intellectual speculation, but
also open up new spaces for art criticism. As curatorial practice evolves every day, theories from different disciplines have been
introduced as conceptual materials into exhibitions. With regard to art exhibitions, the balance of their focus has been weighed too
much towards theoretical sophistication, and their forms have grown rigid as well, and hence the unidirectional edification from art
to audience. It is exactly the curatorial mainstream nowadays. In the meantime, the massive production of exhibitions has dulled
visitors' senses, which is exacerbated by the mutual influence between the consumer market and the artistic ecology. Therefore,
we are not only confronted with the challenge of rigid exhibition forms, but also hit by the crisis that consumer-oriented exhibi-
tions are replacing academic and critical projects.

In view of the aforementioned issues, the Rockbund Art Museum initiated an annual project titted RAM HIGHLIGHT in 2016, seek-
ing to transcend the limitations of existing exhibition forms by treating performance as a method. On a more specific basis, this
project extensively applies performance-related concepts and harnesses their “fluidity” to constantly disturb the established struc-
tures, relations and order, insofar as to reconstruct the art-audience relationship. The project also features collaboration with artists
and commissions of site-specific works without stipulating any art form in order to explore new possibilities. Apart from curating
exhibitions, the museum not only organizes a series of seminars to facilitate interdisciplinary dialogues, but also plans to have its
own publications. That is, a multi-pronged strategy has been employed towards the sustainability of this experimental venture.

Note
1. Paul O'Neill, “The Curatorial Turn: From Practice to Discourse”, in Issues in Curating Contemporary Art and Performance, eds. Judith Rugg and Michele
Sedgwick, Intellect Books, 2007.

HSIEH Feng-Rong

Hsieh Feng-Rong is a senior curator and founding staff member of Rockbund Art Museum; he
joined Rockbund Art Museum in 2009 during its preparatory stage. He was the coordinator of the
renovation process and implemented the institutional structure of the museum. In 2013, he got
involved in founding the first HUGO BOSS ASIA ART award and was also the project manager for
the award. With the rise and development of Arts Museum in China, Hsieh is concerned about
the changing roles this institute should play and how it can retain its self-criticality. He continues to
explore the relationships between arts and the audience and how these relationships can be rede-
fined. Recently, he focuses on topics related to performance as method and has curated a series of
talks and events along this line of thinking. Meanwhile, he hopes to inspire more cross-cultural and
cross-regional conversations, furthering explorations of mechanism of visuality. Recent exhibitions curated by Hsieh include: Walking on
the Fade out Lines, Shanghai (co-curated with Larys Frogier, 2018), Tell Me a Story: Locality and Narrative, Fondazione Sandretto, Turin
(co-curated with Amy Cheng, 2018), RAM HIGHLIGHT 2018: Is It My Body?, Shanghai(2018), An Opera for Animals, Shanghai (co-curated
with Para Site, Hong Kong, 2019).




Respondent

LIN Hong-John

Lin Hong-John is an artist, writer and curator. Graduated from New York University in Arts and
Humanities with Ph.D., he has participated in exhibitions including Taipei Biennial (2004,
2012), Manchester Asian Triennial (2008), Rotterdam Film Festival (2008), China Asia Biennial
(2014), and Guangzhou Triennial (2015). Lin was curator of the Taiwan Pavilion: Atopia, Venice
Biennial, 2007, co-curator of 2010 Taipei Biennial (with Tirdad Zolghadr), and numerous curato-
rial projects, such as Taizhong’s The Good Place (2002) and Live Ammo (2012). Lin is serving as
Professor at the Taipei National University of the Arts. For the past 10 years, he has been working
on project based on George Psalmanazar, a fake Taiwanese in the early Enlightenment.

He is interested in transdisciplinary arts, politics of aesthetics, and curating. His writings can be

found in Artco magazine, Yishu magazine, international journals, and publications of Art as a Thinking Process (2010), Artistic Research
(2012), Out now: Experimental Aesthetics (2014), and Altering Archive: The Politics of Memory in Sinophone Cinemas and Image
Culture (2017). He wrote the Introductions for Chinese edition of Art Power by Boris Groys and Artificial Hells by Clair Bishop. His
books in Chinese include Beyond the Boundary: Interdisciplinary Arts in Taiwan (2004), Writings on Locality (2005), Curating Subjects:
Practices of Contemporary Exhibitions (2012), and Poetics of Curating (2018).

Moderator

LAI Yi-Hsin

Curator and transdisciplinary art worker, currently appointed director of Chiayi Art Museum. Having
graduated from the Institute of Visual Culture at Westminster University, London in 2011, Nicole
now lives and works in South Taiwan. Her primary long-term curatorial themes include the urban
texture in the post-colonial era, the deferral of the historical space, and how the creation and exhi-
bition of contemporary art can become another way of rewriting and reimagining historical and cul-
tural narratives. At this stage, she is committed to improving the profile, professionalism and diver-
sity of the art museum, and promoting international and local art exchanges.




Conference October 12, 2019

Cross-regional/Cross-cultural Curating
and Geopolitics



David Teh 2019.10.12 | 13:00-14:00 | Keynote Speech

What is the Curatorial Function?

What defines the curatorial role in Asian contemporary art, and are its parameters different elsewhere? However much our con-
temporaneity pretends or aspires to be global, however pivotal curators may have been in art's globalization, the terms “curatorial”
and “contemporary” are still too rarely scrutinized, and in any case far from universal. As one of the main actors qualifying the
contemporaneity of contemporary art, the curator has nevertheless become a salient figure in the latter's history, at least where
Southeast Asia is concerned. In this paper, | will address particularities of the curatorial function in the region, setting aside some
(Western) professional assumptions which have not historically attended the role in this geography, looking instead to the cura-
tor's ambivalent relationships to state power, to bureaucratic labor, and to authorship. Such structural questions may have been
deferred while Asian curators sought to consolidate their profession on an equal footing with the nomadic, visionary taste-makers
of the international art system. But as that system’s center of gravity shifts in our direction, they cannot be put off any longer.

David TEH

David Teh is a writer, curator and Associate Professor at the National University of Singapore, spe-
cializing in Southeast Asian contemporary art. His curatorial projects have included Returns (12th
Gwangju Biennale, 2018), Misfits: Pages from a Loose-leaf Modernity (Haus der Kulturen der
Welt, Berlin, 2017), Transmission (Jim Thompson Art Center, Bangkok, 2014), Video Vortex #7
(Yogyakarta, 2011), and Unreal Asia (55. Internationale Kurzfilmtage Oberhausen, 2009). Teh's
essays have appeared in Third Text Afterall, Artforum International, Theory Culture & Society, and
ARTMargins. His book Thai Art: Currencies of the Contemporary was published by the MIT Press
in 2017, and he was co-editor (with David Morris) of Artist-to-Artist: Independent Art Festivals in
Chiang Mai 1992-98 (2018), for Afterall's Exhibition Histories series.




Manray Hsu 2019.10.12 | 14:220-15:20

Indigeneity and Contemporary Art: Some Curatorial Thoughts

What is the most daunting challenge for a curator to organize an exhibition on Taiwanese indigenous contemporary art, especially
when the curator is an outsider whose ethnic and educational background can be “legitimately” identified as part of the cultural
“mainstream,” which implies that he is a living descendant of the “colonizers” over the past four centuries? | have no intention to
simplify the complexities of all stripes that a curator may encounter. However, we may identify ourselves, whether actively or pas-
sively, consciously or unwittingly, as the advantaged or disadvantaged in terms of social status, gender, ethnicity, nation, inter alia.
Besides, at different life stages with introspection, external impacts, contingencies or epiphanies, we may more or less adjust our
identities, and ergo alter our relations to others or change our political stances. Hence, the present era can be construed as “the
age of perpetual revolution of identity."

The talk centers on the two bottlenecks (i.e. two sets of problematics) that stymied my curating of When Kacalisian Culture Meets
the Vertical City: Contemporary Art from Greater Sandimen, as well as the “solutions” | worked out in the curatorial process. The
first bottleneck was the “outsider” problem. The outsiders who possess special cultural power are usually the authority of artistic
mainstream incarnate. The indigenous contemporary art exhibition curated by such an outsider inevitably involved the anthropo-
logical issue of “contact zone!" In my curatorial statement, this contact does not refer to the encounter between a mainstream art
museum and the colonized indigenous people or between a scholar (an ethnographer?) and his or her research object, but that
between a “freelance” (independent) curator and “native” indigenous artists. In the meantime, as the curator, | further took my
identity as a descendant of Taiwanese plains indigenous peoples (cooked savages) into consideration in the process of close dia-
logues (with for instance heated debates and hilarious jokes interlaced by betel nuts and millet wine in bulk). In this exhibition,
the “contact zone" is understood not so much a geographical concept as a field opened up by the dynamic interaction. It was
everything to the exhibition.

The second problematic, to put it in a nutshell, was the lack of an art museum, history, and discourse dedicated to Taiwanese
indigenous contemporary art. The necessary funds, administrative professionals, and policies remain wanting. As these shortages
oscillate between alleviation and exacerbation, tackling the aforementioned lack has become a more urgent and challenging task.
Indigenous artists' oeuvres are seldom incorporated into the contemporary art system and the artistic evolution in the last cen-
tury. How should we define art, contemporaneity, and indigeneity? How does art relate to our society and politics? The answers
to these questions can be analytically outlined only through a “nativist” and down-to-earth process of historicization, rather than
through theoretical speculations within the frameworks of “globalization,” “modernity” and “cosmopolitanism.’

This exhibition illustrated how the curator broke the abovementioned bottlenecks from multiple dimensions, such as the title
conception (When Kacalisian Culture Meets the Vertical City), exhibition form (instead of confining their works to the traditional
houses and the quasi-white box space in the cultural park, the participating artists staged their respective solo exhibitions in the
Park's preserved traditional buildings that not only highlighted their sui generis creative contexts but also addressed different ques-
tions of their times and the environment), exhibition catalogue, art forum, and so forth.

In his article Varieties of Indigenous Experience: Diasporas, Homelands, Sovereignties, anthropologist James Clifford accentuated
that we need to understand the indigeneity embodied in migratory movements from different, varying spatio-temporal scales and
intertwined, interactive processes of diaspora and homecoming, insofar as to allow the vicissitudes of identities and “indigenous
peoples” to manifest themselves in such an understanding. Exhibitions constitute a small yet physical link in the chain of manifes-
tation. As a curator of contemporary art, | tend to think by doing something, thereby deepening my thoughts, innovating my exper-
iments, and creating new possibilities. The instable structure of contemporary art exhibitions, along with artists’ motivations and
institutional ambitions, renders the profession of curator captivating.



Manray HSU

Manray Hsu is an independent curator and critic. His intellectual work focuses on cultural condi-
tions of globalization, the relationship between aesthetics and politics, and geopolitical situations
of contemporary art. Manray Hsu has curated exhibitions include Wayward Economy (2005),
Liverpool Biennial (co-consulted/curated with Gerardo Mosquera, 2006), Naked Life, Taipei
Museum of Contemporary Art (2006), Taipei Biennial, Taipei Fine Arts Museum (co-curated
with Jerome Sans, 2000; co-curated with Vasif Kortun, 2008), Forum Biennial of Taiwanese
Contemporary Art, TCAC (2010), Autostrada Biennale (Kosovo, 2017), The South —An Art of
Asking and Listening, Kaohsiung Museum of Fine Arts (2017). Manray Hsu often engages in col-
lective work on workshop, conference and publication in Europe, America, Asia and Australia.
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Zoe Butt 2019.10.12 | 14:20-15:20

The Journey of Conscience as Consciousness:
Re-tracing Histories

What does it mean to think and present, as a curator, the shared histories between artists and the trauma of cultural memory, to
international audiences? In the process of commissioning work that undertakes an examination of nation beyond the borders of
country, what are some of the considerations necessary in its research and realization?

This presentation examines particular projects commissioned/realized for Sharjah Biennial 14: Leaving the Echo Chamber—
Journey Beyond the Arrow. Sharing the learning experience of working across the violence of cultural borders; interrogating histor-
ical periods that remain locked under official red tape; acknowledging the residual suspicion and emotional stigmatism between
and within differing community: all of this and more will be shared in addition to the curatorial praxis of interpretation in the reali-
zation of this labor as an exhibition experience for foreign audiences.

Central to the motivations behind such a journey of conscience is the question of responsibility in the facilitation of history as
curators. In understanding the landscape of artistic production and art education across the world is very uneven, and in knowing
how the art industry has an increasing penchant for “socially-engaged” artwork—how do we as curators, advise and engage com-
munity through artist's and their production? What are our parameters of concern when it comes to our facilitation of representa-
tion of others, in the naming of people, issues, cultures and potentially tragic circumstances that are not our own, by the artists in
our care? The necessity to comprehend there is always intangible elements to every tangible occurrence is crucial in the transfer-
ence of object and testimony across differing spaces of culture.

Artists under discussion will include Tuan Andrew Nguyen, Jompet Kuswidananto, Phan Thao Nguyen, Antariksa, Ahmad Fuad
Osman and Kidlat Tahimik.

Zoe BUTT

Zoe Butt is a curator and writer based in Vietnam. Her curatorial practice centers on building crit-
ically thinking and historically conscious artistic communities, fostering dialogue among countries
of the global south. She is currently Artistic Director of The Factory Contemporary Arts Centre (The
Factory), Vietnam's first purpose-built space for contemporary art, in Ho Chi Minh City. She formerly
served as: Executive Director and Curator of San Art, an independent contemporary art space in Ho
Chi Minh City (2009-2016); Director, International Programs, Long March Project, Beijing, China
(2007-2009) and Assistant Curator, Contemporary Asian Art, Queensland Art Gallery, Brisbane,
Australia (2001-2007). Zoe has been published by Hatje Cantz, Germany; Art Review, London/
Hong Kong; Art Asia Pacific, Hong Kong; Independent Curators International, New York; Lalit Kala
Akademi, India; Artlink, Australia; Printed Projects, Ireland, JRP-Ringier, Zurich; Routledge, London; Sternberg Press, Berlin, amongst others.

Zoe is a PhD candidate with the Center for Art and Politics, University of New South Wales, Australia; a member of the Asian Art Council
for the Solomon R. Guggenheim Museum in New York and a Young Global Leader of the World Economic Forum since 2015. In 2019,
Zoe presented Leaving the Echo Chamber: Journey Beyond the Arrow, one of three exhibitions, as part of the 14th Sharjah Biennial.

Her curatorial projects include interdisciplinary dialogue platforms such as Conscious Realities (2013-2016); the online exhibition
Embedded South(s) (2016); and group exhibitions of Vietnamese and international artists at various international venues. Recent exhi-
bitions include: Interface: Oanh Phi Phi, The Factory, Ho Chi Minh City (2019), Empty Forest: Tuan Andrew Nguyen, The Factory, Ho Chi
Minh City (2017), Spirit of Friendship, The Factory, Ho Chi Minh City (2017), Poetic Amnesia: Phan Thao Nguyen, The Factory, Ho Chi
Minh City (2017), Dislocate: Bui Cong Khanh, The Factory, Ho Chi Minh City (2016), Conjuring Capital San Art, Ho Chi Minh City (2014),
Disrupting Choreographies, Carre d'Art, Nimes, France (2013), Poetic Politic, Kadist Art Foundation, San Francisco, USA (2012).



Lu Pei-Yi 2019.10.12 | 15:50-16:50

Making South: The “South” as a Method in
Taiwan Contemporary Curating

The term “South” is never merely a word referring to geographical location but is more related to geopolitics and cultural orien-
tation. In contrast to the North, the South sometimes implies negative meanings: otherness, marginality, weakness, the invisible,
dispossession, the colonialized, the sacrificed, etc.. Nevertheless, the South could also be seen as a vital place of salvation, and an
alternative utopia, which is considered a method to overturn the mainstream.

The notion of a “Global South” has shifted its meaning from the concerns of political economy to an emphasis of the local cul-
tural context of non-Western countries in the global art perspective. In the mid-80s, the Havana Biennale proposed an idea of the
“South-South Alliance” as a horizontal connection that bypasses the Euro-American mediation of art. From 2010, the Jogja Biennale
launched the “Equator Project” inviting artists from Equator countries to join in exhibition and culture exchange over a period of 10
years. “Learning from Athens,” the theme of the 14th documenta in 2017, took the current situation of the South as a way to under-
stand the operation of global neoliberal capital. The magazine South as a State of Mind is a platform to collect, present and discuss
the art from the margins with a geopolitical aspect.

For Taiwan, the idea of the “South” not only marks its geo-cultural location but also is a symbol that embody multiple geo-politi-
cal and cultural meanings in the different historical stages. “Making South” becomes a method to fulfill political, economic, social
and cultural imperatives, such as the “Southern Expansion Doctrine” (Nanshin-ron) during the Japanese occupation, the “Southern
Policy” of Lee Teng-Hui in 1990s, and the “New Southbound Policy” promoted by the Tsai Ing-Wen Government since 2016, posi-
tioning Taiwan in the South, connecting to the south seas (Southeast Asia) and aligned with the communities of Austronesian lan-
guages (the Indigenous) in a cultural sense.

The ambiguity of the idea of the “South” has frequently emerged in various exhibitions. In the context of Taiwan, a number of
exhibitions have expanded the multi-faceted meaning of the “South,” marking its geo-cultural and geo-political location as well
as defining its uneven internal development between the North and South and its modernity and ecological future as part of the
Global South and as aligned with Southeast Asia and Austronesia. This presentation will critically examine recent exhibitions relating
to the idea of “South!” In particular, it will analyze a number of case studies, such as South Country, South of Country—Vietnamese
& Taiwanese Artists Exchange Project (Howel Space, Tainan and Zero Station, Ho Chi Ming City, 2012-2013), The South: An Art of
Asking and Listening (Kaohsiung Museum of Fine Arts, 2017), The Hidden South (presented in multiple spaces across four towns
in the south-link areas of Taitung, 2018) and so on in order to probe the questions of curating in Taiwan in the context of its multi-
layer colonized history, and as a country marked by geopolitical rivalry. What is driving force behind “making south” as a curatorial
method? Is it an attempt to explore Taiwan’s identity or an expression of political correctness? How does the ambiguity of the idea
of the “South” impact on contemporary curating? Could the practice of “Curating the South” become a strategy to unsettle conven-
tional ways of presenting art from the margins, or does it simply reinforce the existing hierarchies of the globalized art world?

LU Pei-Yi

Lu Pei-Yi is a curator, researcher and art critic based in Taipei. She awarded PhD in Humanities and
Cultural Studies (London Consortium) from University of London in 2010. Her research interests
mainly divide into two parts: one relates to Off-Site Art (artistic practice outside museums, includ-
ing institutional critique, public art, art and city, community art, participatory art, socially-engaged
art, and activist art) and another is about exhibition histories with a specific focus on Taiwan exhi-
bition histories after 90s, curatorial research and exhibition-making. A research-based book edited
by her Contemporary Art Curating in Taiwan (1992-2012) was nominated the 10th Annual Award
of Art China for Publication of the Year. Her curatorial practices include associate curator of the 8th
Shenzhen Sculpture Biennale: We Have Not Participated (2014); curator of Micro Micro Revolution
(2015) at the Centre for Chinese Contemporary Art (CFCCA) and co-curator of the 5th Taiwan International Video Art Exhibition: Negative
Horizon (2016) at Hong-Gah Museum. She is the founding director of MA Program on Critical and Curatorial Studies of Contemporary Art,
National Taipei University of Education and now serves as an assistant professor. Her publications can be found in various conferences,
such as Tate Modern, World Congress of Art History (CIHA) and journals, such as Art Critique of Taiwan (ACT), Journal of Taipei Fine Art
Museum, Museum and Culture, Yishu: Journal of Chinese Contemporary Art and so on.
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Francis Maravillas 2019.10.12 | 15:50-16:50

“Guess Who's Coming to Dinner”: Food and Hospitality
in Contemporary Art and Exhibitions in Asia and Beyond

In recent times there has been a growing artistic and curatorial interest in the conjunction of food and art. The revival of the ali-
mentary in art has coincided with a heightened awareness of the ethics of hospitality that underlie the relational dynamics of art
and curatorial practice and its capacity to engender forms of participation, dialogue and social engagement. Importantly, the emer-
gence of contemporary art from Asia onto the global stage has expanded the range of alimentary practice across new sensory and
semiotic terrains, as well as cultural and geographic territories. Indeed, it is more than just a passing coincidence that food has
been a recurring motif in contemporary art in and from Asia, one anchored in the popular valorization of the alimentary as a vital
ingredient of sociality and as a quotidian index of identity (variously coded in cultural, gendered and religious ways) in a region
deeply marked by multiple colonial and postcolonial histories, and by contemporary processes of globalization. Moreover, there
has been a growing recognition of the urgency of attending to the complexities of hospitality in art and curating and their embed-
dedness in specific local histories, contexts and politics.

This presentation seeks to consider the idea of hospitality in art and exhibition-making through a critical survey of the various uses
and representation of food in contemporary art and exhibitions in Asia and beyond. In particular, it offers an analysis of the ethics
of hospitality in art and curating and the ways in which it enables a rethinking of not just the tensile connection between aesthet-
ics and politics, but also the imbrication of the political with what we have come to call “the curatorial” It argues, moreover, for
the curatorial-as a mode of inquiry and a form of knowledge and practice—to be attuned to the specificities of local histories and
geographies in order to set the table and the stage for a more complex understanding of the performative, relational and sensu-
ous processes of the alimentary in art, its relation to the everyday and its entanglement in the political economy of survival in a
globalizing world.

Francis MARAVILLAS

Francis Maravillas is assistant professor in the Critical and Curatorial Studies of Contemporary Art
(CCSCA) program at the National Taipei University of Education. His research interests focus on
contemporary art and visual culture in Asia and Australia, curatorial and exhibition histories, socially
engaged and performative practices in art. He is currently writing a book on the aesthetics and pol-
itics of food in contemporary Asian art. He has published journal articles, book chapters and exhi-
bition catalogue essays on the Asia-Pacific Triennial exhibition series, Asian artists in the diaspora in
Australia, and food and hospitality in contemporary Asian art. He recently co-curated (with Marnie
Badham) Bruised Food: A Living Laboratory at RMIT Gallery, Melbourne (2019), using methods
of curation and public pedagogy to frame the discourse of the politics and aesthetics of food as
employed by contemporary social practice artists. He is area editor (Asia-Pacific) of the Asian Diasporic Visual Cultures and the Americas
journal. He was previously a board member of the 4A Centre for Contemporary Asian Art, Sydney, Australia.




Respondent

HSU Fang-Tze

Hsu Fang-Tze is a curator in the National University of Singapore Museum. She holds a Ph.D. in
Cultural Studies from the National University of Singapore. Her dissertation research, Cold War
Acousmétre: Artist Films and the First Island Chain, was supported by the President's Graduate
Fellowship and the FASS Promising Graduate Scholar Award. From 2010 to 2013, she served as
the digital manager for the Asia Art Archive. She was appointed as a curator for the National Taiwan
Museum of Fine Arts in 2013. In 2019, she presents Gendered Bodies in Southeast Asia in collab-
oration with Tessa Maria Guazon at the Metropolitan Museum of Manila. In 2016, she co-curated
Negative Horizon:5th Taiwan International Video Art Exhibition, 2016, with Lu Pei-Yi, and pre-
sented the curated research project, Working-Through: Vandy Rattana and His Ditched Footages,
at TheCube Project Space, Taipei. Her other cross-disciplinary research projects include Singaporean artist Loo Zihan's Artists' General
Assembly: The Langenbach Archive (2013), FIELDS: An ltinerant Inquiry Across the Kingdom of Cambodia (2013) co-organized by the
SA SA BASSAC (Cambodia) and the ST PAUL St Gallery (Aotearoa, New Zealand), and On Site: A Centennial Retrospective of Robert Capa
at the National Taiwan Museum of Fine Arts. Her research interests include contemporary knowledge formation, Cold War aesthetics,
memory, philosophies of technology, and the embodiment of artistic praxis in everyday life. Her writings can be found in the Journal of
the Malaysian Branch of the Royal Asiatic Society, Art Critique of Taiwan (ACT), and LEAP (China).

Moderator

Nobuo TAKAMORI

Curator; researcher of Taiwan International Arts Network, National Culture & Arts Foundation;
director of “Outsiders Factory”, a curators collective; selected important exhibition curatorial works
include Post-Actitud (Ex Teresa Arte Actual, Mexico DF, 2011), South country, South of Country (Zero
Station, Ho Chi Minh City & Howl Space, Tainan, 2012), The Lost Garden (Eslite Gallery, Taipei,
2014), Taiwan International Video Art Exhibition 2014 The Return of Ghosts (Hong Gah Museum,
Taipei), I Don't Belong (Galleria H., Taipei, 2015), Wild Legend (Jumin Museum, Jinshan, 2015),
Blue Bird in the Labyrinth: A Walk from Japanese Modern Art to Asia Contemporary Art Scene
(Galerie Nichido Taipei, 2016), Tabaco, Carpet, Lunch Box, Textile Machinery and Cave Men: the
narratives of craftsmanship and technologies in contemporary art (Hong Gah Museum, Taipei,
2017), Is/In-Land: Mongolian Taiwanese Contemporary Art Exchange Project (976 Art Gallery, Ulaanbaatar; Kuandu Museum of Fine Arts,
Taipei, 2018), The Middleman, the Backpacker, the Alien Species and the Time Traveler (TKG+, Taipei, 2019).
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Pi Li 2019.10.13 | 13:00-14:00 | Keynote Speech

Works or/and/with Ideas: Curatorialship and
Historical Construction in the Museum Context

A majority of existing art museums (incl. modern art museums) tend to base their art historical discourses on the idea of “auton-
omy of art history” promoted by Heinrich Wolfflin and Alois Riegl in the 19th century. Making use of the antithesis between form
and subject-matter, Wolfflin categorized all the invisible as “subjects,” and matter (incl. representations, painting motifs, expressive
forms, tones, and use of tools) as the “visual layer of form." Instead of focusing on subjects, Wolfflin described formal character-
istics with quasi-mathematical methods, analyzed stylistic variations with quasi-functions, and accounted for formal changes with
the dialectic of time. On the other hand, Riegl attributed stylistic variations to “Kunstwollen” — a spontaneous formal impulse. The
discourse and expression of art history obtained autonomy and dignity thanks to the scholarly research on formal evolution in
Woelfflin's and Riegl's theories.

As art museums gradually constructed their own art historical discourses by building up and exhibiting their collections, artistic cre-
ation had undergone a sea change in the last century. It showed stronger inclination toward non-materialization, which behavior,
performance, conceptualism and social intervention continually manifested themselves in exhibitions and actions. Art museums'’
practice deviated from the development of art, prompting us to contemplate how “art as concept” and “art as form” coexist in a'
art historical discourses, or, to put it another way, how art museums constructed the conceptual history of art by overdoing it. In
recent years, disaffection and criticism over the art historical discourses revolving around works of art have also found expression
in researches on documents and exhibition history.

In his writing titled "Aby Warburg and the Nameless Science,” Giorgio Agamben extracted Warburg's conception of and approach
to images, that is, the reconstruction of the images abandoned by art history and traditional art history. Employing a method
which breaks away from traditional art history, Agamben, along with Warburg in his description, evolved a new form of art history.
Agamben wrote:

“The symbol and the image play the same role for Warburg as the ‘engram’ plays in Semon'’s conception of the individual's
nervous system; they are the crystallization of an energetic charge and an emotional experience that survive as an inheritance
transmitted by social memory and that, like electricity condensed in a Leydan jar, become effective only through contact with
the ‘selective will" of a particular period. This is why Warburg often speaks of symbols as ‘dynamograms’ that are transmitted to
artists in a state of great tension, but that are not polarized in their active or passive, positive or negative energetic charge; their
polarization, which occurs through an encounter with a new epoch and its vital needs, can then bring about a complete trans-
formation of meaning”

This is the point of departure for our discussion...

PI Li

Pi Li is the Sigg Senior Curator of M+, a visual culture museum in Hong Kong. He previously served
as the deputy executive director of the art administration department at the Central Academy of
Fine Arts (2001-2012); the co-founder and director of Boers-Li Gallery (2005-2012) in Beijing,
former Universal Studios-Beijing in Beijing. Exhibitions Pi Li curated include Right is Wrong: Four
Decades of Chinese Art in M+ Sigg Collection at Whitworth Gallery, Manchester (2015) and
Bildmuseet, Umea (2014); Under Construction, Tokyo Opera Museum (2002); Moist: Asia-Pacific
Media Art, Beijing Millennium Monument Art Museum (2002); Fantasy Zone, Art Museum of
DongA Daily (2001) and Beijing Modern Art Center (2002); /Image is Power, He Xiangning Art '
Museum, Shenzhen (2002). He was the curator of Media City Seoul in 2006. He has also served

as curator for the Shanghai Biennial in 2002; and Allérs la Chine at Centre Georges Pompidou in 2003. Publications include From Action
to Concept (2015), Farewell to Moralism (2018). Pi Li earned his PhD degree in art history from the Central Academy of Fine Arts.




Yoann Gourmel 2019.10.13 | 14:20-15:20

Les fleurs américaines

“Once upon a time, there was a history known as the history of modern art..."

The exhibition Les fleurs américaines presented at Le Plateau/Frac lle-de-France, Paris, in 2012 began like a tale whose leading characters
were the various artists, curators, historians, and collectors at the hub of 20th century art, not forgetting works, exhibitions and institutions.

Conceived by Salon de Fleurus, New York, and the Museum of American Art, Berlin, upon an invitation by Elodie Royer and Yoann
Gourmel, this exhibition brought together three exhibitions, revisiting the development of the narrative known as the “history of modern
art,” from its origins at the beginning of the 20th century to its recognition as a dominant narrative in the 1950s. Its aim was to question
the bases and heritage of modern art while at the same time, by way of copies and anonymity, short-circuiting the criteria of artwork origi-
nality, uniqueness and authenticity, that still prevail today.

If all the works on view in the show were reproductions, they were not, for all that, seeking to hide their status as copies: their dates of
creation were inaccurate and it seemed their producers had in no way tried to repeat the material quality of the originals. What we saw
there were not so many individual artworks but series of artifacts organized as stories. These were memories of works playing a special
part in what had helped to define the "history of modern art”

Organized in three distinct chapters, or collections, the exhibition brought together stories told by Gertrude Stein, with her famous Salon
de Fleurus, housing the American author's modern art collection in Paris; Alfred Barr Jr, the founding director of the Museum of Modern
Art (MoMA) in New York, with 46 iconic works by European artists dated between 1990 and 2035 and presented on the basis of his
hanging plan for the exhibitions Cubism and Abstract Art and Fantastic Art, Dada and Surrealism, both held at the MoMA in 1936; and
the MoMA curator Dorothy Miller, with paintings reproducing archival documents and pages from the catalogue of the travelling exhibition
50 Years of Art in the United States, currently regarded among other travelling MoMA projects as a form of cultural propaganda, which
contributed to the artistic supremacy of the United States after the 2nd World War.

By juggling with the established categories of the original and the copy, history and fable, signature and anonymity, painting and concep-
tual art, Les fleurs américaines set in motion the facts and strategies, which helped to define 20th century art. In this sense, it was not
an exhibition of modern art, but a contemporary exhibition about the construction of the history of modern art and the way it still defines
today's art criteria. ..

Yoann GOURMEL

Yoann Gourmel is a French curator and writer, working at Palais de Tokyo since 2016. His recent
projects include the solo exhibitions of Julien Creuzet (2019), Massinissa Selmani (2018) and Taloi
Havini (2017) as well as the large-scale collective exhibitions Another Banana Day for the Dream-
Fish (2018) dedicated to the imaginaries of childhood and their influence on the construction of
identities, and All Watched Over by Machines of Loving Grace (2017) which examined “emotional
capitalism” and the impact of the market economy and new technologies on the production of our
emotions and their representations.

He is currently co-curator and curatorial coordinator of the 15th Lyon Contemporary Art Biennale
entitled Where Water Comes Together with Other Water (September 18, 2019—January 5, 2020), devised as an ecosystem at the inter-
section of biological, economic and cosmogonic landscapes.

Since 2006, he has regularly collaborated with international institutions, such as the Chéteau de Versailles with Voyage d’Hiver (associate
curator, 2017), the CEAAC, Strasbourg, France (guest curator, 2014-2015), Le Plateau/Frac lle-de-France, Paris (guest curator, 2011-2013),
Mercer Union, centre for contemporary art, Toronto, Canada (2012), the GAMeC, Bergamo, Italy (laureate of the 5th Premio Lorenzo
Bonaldi per LArte for young curators, 2010), Tate Modern, London, Great Britain (festival No Soul For Sale, 2010)

From 2014 to 2016, he has taught history of exhibitions and history of contemporary art at Ecole Supérieure d’Art et Design, Grenoble,
France; Ecole Supérieure d'Art et Design, Saint-Etienne, France; and Ecole Nationale Supérieure d’Art, Dijon, France. In 2011 to 2012, he
gave lectures on conceptual art from year 1000 to nowadays at CAPC, Museum of contemporary art, Bordeaux, France. His texts are regu-
larly published in magazines and exhibition catalogues.
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Chou Yu-Ling 2019.10.13 | 14:20-15:20

Thinking through the Visual: Curating as
an Alternative Way of Constructing Art Histories

Art histories and (art) museums have been closely interdependent in terms of mechanism and profession. Nevertheless, art histo-
ries do not rest on the laurels as mere theories of museology or phantoms of art institutions. Museums are not simply platforms for
art histories or display techniques of artistic mise-en-scéne, either. The discussion will revolve around the thinking and legacies of
art history construction within museums, thereby addressing the question as to what way of understanding did the fictionality of art
histories embody when they no longer use the sequential exhibition of “objects” as their narrative but involve non-material images.

CHOU Yu-Ling

Chou Yu-Ling gained her PhD on Humanities and Cultural Studies at The London Consortium,
Birkbeck college in 2015. She is currently an in-house curator of the National Taiwan Museum
of Fine Arts. Her recent curatorial projects are The Man with the Moving Projector-Kao Chung-
li's solo exhibition in the Peltz Gallery, Birkbeck, School of Arts, London (2015). Every Film is an
Enigma: Moving Images in the Black Box and White Cube at Soulangh Cultural Park, Tainan (2017)
and Wild Rhizome: 2018 Taiwan Biennial at National Taiwan Museum of Fine Arts, Taichung
(2018). Her research interests are focusing on visual culture, moving images' curation and curato-
rial methodology.




Raimundas Malasauskas 2019.10.13 | 15:50-16:50

Making Tea in a documenta Mug

In 2007, I've sent a following letter to a circle of people | wanted to receive a response from:

“I would like to invite you to participate in the speculative-imaginary project that will take the form of a special supplement of A Prior
magazine (Brussels). What | would like to ask from you is very simple—please send me a brief proposal for the documenta exhi-
bition in Kassel. Together with 19 other proposals, your idea will comprise an individual publication of 32 pages, black and white,
5000 copies, to be distributed for free at Art Brussels and documenta 12. It is scheduled to be released in mid-April of this year.

The deadline for your proposal is very close—it has to be received by March 15, yet there is a certain advantage to having this
shortage of days to think. The time span that your proposal should address is rather indefinite. Any documenta—whether it is the
first one in 1955 or the last one in 2002 or the 19th one in 2042 [...]— is at your disposal. In classic Sci-Fi tradition, wherein
time-travelling manipulations of the past may change the future (like the narratology of La Jetée or The Terminator), travelling in
the future may also affect the past. Please feel free to navigate past or future extensively while changing the course of events that
have passed and those to come. Moreover we do not have to stick to the linear notion of time. We can multiply documenta in
parallel dimensions of time and alter it irreversibly (the content of this project is not going to be in any way negotiated or autho-
rised by documenta authorities.) Please do not forget to acknowledge (or construct) the position in time, which your proposal is
coming from. For instance, you can shoot your idea from the nineteenth century straight to the '50s or come from the future to
Okwui Enwezor's hands via today. To make things easier (and to save your time), together with Dexter Sinister who will design
the publication, we have devised a special template for your proposal. It indicates both the temporal or historic position of the
addressee as well as the sender. It is attached as a pdf file to my message. [...]"

Raimundas MALASAUSKAS

Raimundas Malasauskas works as a curator and writer. His curatorial work explores as much as new
artistic practices as forms of exhibition making. He has presented art exhibitions through séances—
his Hypnotic Show and variety performances, such as in his Clifford Irving Show. His writing com-
bines his interest in contemporary art, music, culture, food, history, rumors, time travel, among
other subjects.

Malasauskas worked as one of the agents of dOCUMENTA(13), and curated 00, the pavilions of
Lithuania and Cyprus in 55th Venice Biennale. Previous to this, he was curator of the Satellite exhi-
bition series at the Jeu de Paume Museum in Paris in 2010-2011; a curator at Artists Space, New
York in 2007 to 2009; and, visiting curator at California College of the Arts, San Francisco in 2007 to 2008.

From 1995 to 2006, Malasauskas worked at the Contemporary Art Centre in Vilnius, where he curated numerous exhibitions, including
the IX Baltic Triennial, Black Market Worlds (2005). There, he also co-produced the first two seasons of the weekly television show CAC
TV, an experimental merger of commercial television and contemporary art, which ran under the slogan: Every program is a pilot, every
program is the final episode.

Among Malasauskas' independently curated exhibitions are: Sculpture of the Space Age, David Roberts Art Foundation, London (2009);
Into the Belly of a Dove, Museo Tamayo, Mexico City (2010); and Repetition Island, Centre Georges Pompidou, Paris (2010). He is also
co-author of the libretto Cellar Door, an opera by Loris Gréaud produced by the Palais de Tokyo, Paris (2007). Paper Exhibition, a book of
Malasauskas' selected writings, was published by Sternberg Press.
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Eileen Legaspi Ramirez 2019.10.13 | 15:50-16:50

Making Peace with the Baggage of History:
Negotiating Between Curatorial Leverage and Reckoning with
Readings of the Past

This paper is underpinned by a suspicion that the curatorial recoil from history is both defensive and tactical to some extent. In
refusing to be pinned down to static narratives and essentialisms and instead insinuating the worth of yet unfolding stories—what
could be seen as possibly inchoate but avowedly presentist scripts—a degree of a historicity is presumed to make discursive room
for the understudied or ignored. Curators of contemporary Asian art have adopted such variant strategies—calling on a range of
tropicalities, crafting tenuous fictions and purported equivalences in thinking regionally, thinking geographically, thinking postcolo-
nially, thinking alter-modernities, thinking transnationally, and thinking intra-regionally.

The presentation takes inspiration from Nora Taylor's Art without History (2011) and Joan Kee's essay A Call for a Normalized Art
History (2004), these texts variably indicting the glossing over of productive subtleties and the superficiality triggered by thematic
pigeonholing.

Kee specifically makes an emphatic call to step away from the “abnormal ways in which contemporary art history is taught” as she
makes a compelling case for the misalignments engendered by mindlessly pairing Jackson Pollock with Kazuo Shiraga and thus
failing to address the “need for accountability to the work”"

The fact that both references are between 8-15 years old by this time should give us pause, and this precisely because such writ-
ing still speak to what otherwise should already be dismissed as irrelevant. One finds, on the contrary, that what still abounds is
appalling art reportage about Asia not having any contemporary art history before the 90s or 00s propping up unapologetic prem-
ises about the linear and evolutionary (i.e. retrograde nature of artistic development in these parts).

To be fair, | would wager that a rekindled interest in art history of variably renegade streams has since bristled to the surface—
where curatorial and scholarly tracks have tried to veer away from merely casting their lot wholly with either academe or exhibition
histories to render the past as if these spheres were entirely worlds apart. More and more, | sense that a steady core of curators
have begun to insist on logics that aren’t built on former orthodoxies—the range could be seen running along such strains as
war-born/domestic trauma and feminism, art in community contexts, activism, conceptualism, equatorial affinities as in the case
of Jogjakarta, such history of histories as the undertakings issuing out of Gwangju, as well as locally nuanced narratives that pay
keener attention to internal dynamics emanating from multiple art cores within countries, or between homegrown practice and
the diasporic. The pitch then is not to totally abide nor do without historicization, but in cultivating more thematic and discursive
approaches that play up non-singularities both of history and practices which draw strength from mobilities enabled by reflexive
and itinerant impulses.

Eileen Legaspi RAMIREZ

Eileen Legaspi Ramirez is a faculty member of the University of the Philippines Diliman Department
of Art Studies. Her most recent writing includes “Southeast Asia in a Crawl Space: Tempering
Curatorial Hubris", in Southeast Asia Spaces of the Curatorial (NTU Centre for Contemporary
Art Singapore/Sternberg Press, 2017) and “Embodied Subjectivities: Accounts of Affect in Lani
Maestro's Site-Specific Work” in New Histories of Southeast Asian Art, 1945-1990 (National
Gallery Singapore and Power Publications, 2018).

Her international engagements include serving as member of the Southeast of Now Editorial
Collective (NUS Press), Advisory Board member of Asia Art Archive, and Steering Committee mem-
ber of Another Roadmap School. She is the associate editor of the Visual Arts volume of the revised Cultural Center of the Philippines
Encyclopedia of Philippine Art and has served as curatorial consultant of Lopez Museum and as President of the non-profit art organization
Pananaw ng Sining Bayan.



Respondent

GUO Jau-Lan

Guo Jau-Lan is an associate professor of modern/contemporary art, theories of art history, and
curatorial practice at the Taipei National University of the Arts. Her doctoral dissertation specifically
addressed the question as to how American art criticism formulated an anti-modernist version of
post-modern art theory by interpreting Robert Rauschenberg and Neo-Dada in the 1960s. Focusing
on image, visual culture, and the interplay between sound practice and visuality, her recent curato-
rial projects are briefly mentioned as follows. Curated by Guo, a collaborative project by Guo and
Amy Cheng, the 3rd Taiwan International Video Biennial: Melancholy in Progress (2012) discussed
conflicts and problems arising from the progression of modernity in the world's various regions.
Amnesia and Malevich’s Pharmacy (2016) framed seven sets of questions on public collection,
art history, and modernity, serving as an aide-mémoire for those haven't been collected yet. Revolving around the idea of “score,” Harsh
Landscape: Sonic Cartography (2016) treated sound culture's imaging approach as an alternative method for drawing maps of the future.
Within the creative context dominated by visual arts, Sound Matters (2018) inquired into how the sound element assumed as belated takes
a latecomer posture to simultaneously advance the problématiques in modern art’s reflexive discourse and contemporary transdisciplinary
thinking. Apart from these curatorial projects, Guo also translated Boris Groys' Art Power from English to Chinese (Artist Publishing, 2015).

Moderator

TSAI Ming-Jiun

Tsai Ming-Jiun was born in Kaohsiung, Taiwan in 1981, and Nantou is her hometown. She has
been a nomad moving between different countries, cities and houses since age sixteen. As an
observer, her long-term relationship with art—studying and working in the field of art since junior
high school—stimulates her interests in the relationship between art, public and society. Recently,
her care of environment, nature and biological issues leads her project into environment without
walls. As an independent curator and artist, Tsai Ming-Jiun's projects are often site and context spe-
cific involving working closely with different collaborators and producing commissions. Tsai Ming-
Jiun is currently assistant professor in short-term contract in Tunghai University Department of
Fine Arts. Her curatorial projects in recent three years include The Desired End of Spirit-Lee Chu-
Hsin Solo Exhibition, 2019 Madou Sugar Industry Art Triennial, Oasis, Collective Negative Space
Village—-Ministry of Culture: Taiwan Air Force Innovation Base Experimental Architecture Project, Knead and Gain—Hou Chun-Ming, Body

Image, Interview project and Post-Ecolonialism Project—Practice Rooted in Communities.
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Session 1: Merv Espina, Yap Sau-Bin 2019.5.18 | 13:30-18:00

The scope of this workshop considers issues of curating contemporary art and its knowledge production. How does one critique
the different politics and dynamics at play in the space of curating and exhibition-making, vis-a-vis the production of exhibition, of
institutional and museum collections?

Taking into consideration the spatial context of art production, be it in/of Taiwan, (East and Southeast) Asia and other regions, and
in white cube and non-institutional spaces, how can we think, play, experiment alongside or outside such spaces? This is import-
ant to challenge the stagnancy or limitation of institutional attempt of art historical framing or constructing narratives about art of
a region or places. We could ask, for example, how curators/curation could engage or address the alternative or multiplicities of
Southeast Asia beyond a single survey exhibition could envision. What could such alternative projects offer us?

The workshop invites curators to envision, to explore different transdisciplinary, transregional approach of research, collaboration,
and as an active partner working with artist and other field of practitioners.

Merv ESPINA

Merv Espina is an artist and researcher based in Quezon City, Metro Manila. His practice spans
moving image, sound, performance, and text, to play with the lapses of cultural institutions, mis-
takes of current historiography, and the problematics of archives. His interests span the half-life and
migration of ideas, images, sounds and spices, and how they sometimes became an essential part
of localities and specific cultural landscapes. Traversing 60s Pop Yeh Yeh ecologies to failed nation
states, spycraft and espionage to the white rajahs of Sarawak, Badjao gypsy electro to distilling the
scents of cities, his projects attempt to tease out propositions and alternatives, through off-tangents
and fuzzy juxtapositions, aimed at new knowledge production.

He helps run Green Papaya Art Projects, an independent arts initiative founded in 2000 that's slated to close in 2021. He's also one of
the organizors of WSK Festival of the Recently Possible (founded in 2008), an experimental music and media art festival. In 2014, he
started the Kalampag Tracking Agency with artist Shireen Seno, an initiative that explores the screening program as participatory archive
of Philippine experiments with the moving image. He was part of the curatorial team of SUNSHOWER: Contemporary art from Southeast
Asia 1980s to Now (2017) at the Mori Art Museum and National Art Centre Tokyo, the largest survey of Southeast Asian artists to be
exhibited in Japan. More recently, he was one of the curators of VIVA EXCON 2018, the longest-running arts biennial in the Philippines.

YAP Sau-Bin

Yap Sau-Bin teaches at the Faculty of Creative Multimedia, Multimedia University and is a member
of Rumah Air Panas (RAP), an artist initiative based in Kuala Lumpur. His practice encompasses con-
ceptual work, installations, performance, mapping and curation with RAP. Yap has also worked on
the Narratives in Malaysian Art volumes published by Rogue Art. He has served on the jury panel for
the Young Contemporary Arts Award (2013); as nominator for the Sovereign Asian Art Prize (2014—
2016), Arts Maebashi AIR Programme (2016-2018) and the Hugo Boss Asia Art award (2017).

The MappingKLArtSpace mapping project on art spaces in the city had been featured in the 8th
Havana Biennale in 2006; Migration Addicts in the 52nd Venice Biennale, and ShenZhen & Hong
Kong Bi-city Biennale of Urbanism & Architecture in 2007; The Independence Project at Galeri Petronas in 2007 and Gertrude Art Space,
Melbourne 2008. Other collaboration includes Wasteland Twinning Network in Berlin 2011; Operasi Cassava in the Media/Art Kitchen
exhibition in Kuala Lumpur, 2013 and Yamaguchi Center for Arts and Media (YCAM) in 2014. Recent curatorial project includes ESCAPE
from the SEA organized by the Japan Foundation, Kuala Lumpur in 2017.



Session 2: Freya Chou, Alexander Lau 2019.5.25 | 13:30-18:00

Focus on the intimate personal bond which evolves between a curator/gallerist and the artist, especially in the format of a solo
exhibition, both Chou and Lau will take case studies based on their experience of working in different settings as departure point,
and look into how this direct relationship to artworks have been overshadowed by the reduction of exhibitions to ideas which
are largely communicated in the art world's current lingua franca. And if there's conflict of working paradigm within the different
capitalist structure—market oriented v.s. non-profit institution? We would also like to explore the scope of curatorial work that has
been ignored in the current definition of professionalism in curating, and ask to what extend can curatorial discourse continue to
maintain a distance, or not necessary, from the solo show which serves as a catalyzing moment for artistic production; and could
solo exhibition functions as archive of writing contemporary art history?

Freya CHOU

Freya Chou is a curator and writer. She was a curator of Para Site in Hong Kong from 2015 to
2019. Prior to that she was co-curator of the 10th Shanghai Biennial (with Anselm Franke, Cosmin
Costinas and Liu Xiao, 2014), assistant curator of the 7th Taipei Biennial (co-curated by Hongjohn
Lin and Tirdad Zolghadr, 2010) and curatorial assistant of the 6th Taipei Biennial (co-curated by
Manray Hsu and Vasif Kortun, 2008). She has edited and contributed her writing to many books,
magazines, and exhibition catalogues. Chou currently lives in Hong Kong.

Alexander LAU

Alexander Lau is a curator, writer, and (former) filmmaker based between New York and Hong
Kong. He has been director of Empty Gallery in Hong Kong and its associated record label, Empty
Editions, since their founding in 2015. Lau is also a board-member of Blank Forms, a New York-
based non-profit organization dedicated to the promotion and preservation of time-based art prac-
tices. He has organized or participated in events in partnership with organizations such as Tai Kwun
Contemporary, Videotage, Triple Canopy, and Printed Matter.
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Session 3: Tang Fu-Kuen, Yuen Chee-Wai 2019.6.1 | 13:30-18:00

The proliferation of performance from conventions of the theatre across to multiple platforms such as museums, galleries,
site-specific and public spaces and art fairs—especially in the last decade, prompting thus the phenomenon of the “performance
turn” in the visual field—have prompted new considerations of what curating and producing means in relation to the economies of
time-place-action, spectatorship, market and politics. In this workshop, we will attend to the expanded forms of performance, and
read the challenges and implications of what “the stage” means today.

TANG Fu-Kuen

Tang Fu-Kuen is the current curator of Taipei Arts Festival under Taipei Performing Arts Center. He
has been an independent dramaturg, curator and producer active in contemporary performance
and visual fields in Europe and Asia. He was sole curator of the Singapore Pavilion in 53rd Venice
Biennale for which artist Ming Wong was awarded Special Jury Mention. The platforms he has
worked for include: Singapore Arts Festival, Indonesian Dance Festival, In-Transit Festival (Berlin),
Exodos Festival (Ljubljana), December Dance (Brugge), Colombo Dance Platform (Sri Lanka),
and Bangkok Fringe Festival. He also worked in immaterial conservation in UNESCO in Paris and
SEAMEO-SPAFA in Bangkok.

YUEN Chee-Wai

Yuen Chee-Wai is a musician, artist, designer based in Singapore. Born in 1975.

Often inspired by ideas drawn from philosophical and literary texts, and perspectives glimpsed
through the filmic eye and photographic lens, Yuen's stylistic oeuvre in improvised music is marked
by internalized reflections on memory and loss, invisibility and indeterminacy.

In 2008, he teamed with Otomo Yoshihide (Japan), Ryu Hankil (South Korea), and Yan Jun (China)
to form the improvised music quartet, FEN (Far East Network). FEN focuses on the continuing mul-
tifaceted networks and collaborations between Asian countries. Since its inception in 2014, Yuen is
part of Ensembles Asia as Project Director for Asian Music Network, to which he co-curates the annual Asian Meeting Festival (AMF) with
dj sniff in Japan.

He is also a member of the avant-rock band The Observatory (Singapore), with whom he plays guitar, synth and electronics. With twelve
albums to date, with the most recent being a split with Japanese psych rockers Acid Mothers Temple and the Melting Paraiso U.F.O., called
Trails to the Cosmic Vibrations (2018), The Observatory has also conceived a vanguard of initiatives such as the annual festival Playfreely,
which gives artists new creative avenues for performing and working together.

He continues to tour extensively with FEN and The Observatory, performing in Europe, America and Asia regularly, and has presented in
MIMI Festival, Lausanne Underground Music and Film Festival, All Ears Festival, Ftarri Festival, Gwangju Biennale and CTM Festival.



Session 4: Hsu Fang-Tze, Vipash Purichanont 2019.6.8 | 13:30-18:00

Absented Exhibitions

Absented Exhibitions take its cue from the concept of "hauntology” that developed by Jacques Derrida in Specters of Marx (1993).
It attempts to explore "exhibition-making" as a conceptual maneuver to (re-)engage with the accumulation of unsettled past in
Cold War geopolitics of present-day Asia by looking into possible events of knowledge that did not happen. By framing the pro-
cess of exhibition-making as a critical thought experiment towards the development of experiential epistemology, the theoret-
ical framework of the workshop triangulates the following three areas of discussion—the curatorial, the historical and the aural.
As David Harvey has so rightly put, "How we represent space and time in theory matters because it affects how we and others
interpret and then act with respect to the world." The workshop unpacks the practice(s) of curatorial by questioning how could
the curatorial practice(s) as both a research approach and the process of politicization in its own right could engage with the past
through its absences. In other words, how the faded, obscured, and unmarked could come into presence through the curatorial
practice(s). Participants are required to engage with a set of reading materials. The workshop will be conducted in a seminar for-
mat with potential walking exercise involved.

HSU Fang-Tze

Hsu Fang-Tze is a curator in the National University of Singapore Museum. She holds a Ph.D. in
Cultural Studies from the National University of Singapore. Her dissertation research, Cold War
Acousmétre: Artist Films and the First Island Chain, was supported by the President's Graduate
Fellowship and the FASS Promising Graduate Scholar Award. From 2010 to 2013, she served as
the digital manager for the Asia Art Archive. She was appointed as a curator for the National Taiwan
Museum of Fine Arts in 2013. In 2019, she presents Gendered Bodies in Southeast Asia in collab-
oration with Tessa Maria Guazon at the Metropolitan Museum of Manila. In 2016, she co-curated
Negative Horizon:5th Taiwan International Video Art Exhibition, 2016, with Lu Pei-Yi, and pre-
sented the curated research project, Working-Through: Vandy Rattana and His Ditched Footages,
at TheCube Project Space, Taipei. Her other cross-disciplinary research projects include Singaporean artist Loo Zihan's Artists' General
Assembly: The Langenbach Archive (2013), FIELDS: An ltinerant Inquiry Across the Kingdom of Cambodia (2013) co-organized by the
SA SA BASSAC (Cambodia) and the ST PAUL St Gallery (Aotearoa, New Zealand), and On Site: A Centennial Retrospective of Robert Capa
at the National Taiwan Museum of Fine Arts. Her research interests include contemporary knowledge formation, Cold War aesthetics,
memory, philosophies of technology, and the embodiment of artistic praxis in everyday life. Her writings can be found in the Journal of
the Malaysian Branch of the Royal Asiatic Society, Art Critique of Taiwan (ACT), and LEAP (China).

Vipash PURICHANONT

Vipash Purichanont is an independent curator and a cofounder of Waiting You Curator Lab, a
curatorial collective based in Chiangmai. Purichanont received his doctoral degree in Curatorial/
Knowledge from the Department of Visual Cultures, Goldsmiths, University of London.
Purichanont's practice has its roots in collaboration. Most of his theoretical work focused on
notions of collectivity and community as well as caring and sharing. Although most of Purichanont's
curatorial projects are structured around Southeast Asia, his main objective is to initiate a mean-
ingful conversation between the region and the globe. His previous curatorial projects included
Concept Context Contestation: Art and the Collective in Southeast Asia at Bangkok Art and Cultural
Centre (2014); Couldn't Care Less: Cross Cultural Live Art Project at Deptford Lounge in Southeast
London (2015); and Metaphors: An Evening of Sound and Moving Image with Kick the Machine at Bangkok CityCity Gallery (2017).
He was an assistant curator for the 1st Thailand Biennale (Krabi, 2018) and currently one of curators for Singapore Biennale (Singapore,
2019). Purichanont is shortlisted for the ICI Gerrit Lansing Independent Vision Curatorial Award in the same year. He is currently a lecturer
at the department of Art History, Faculty of Archeology, Silpakorn University, Bangkok.

37



38

Session 5: Yoann Gourmel, Esther Lu 2019.10.10 | 13:30-18:00

From Lemon to Bluebells

Dear,
Life is a strange loop. It happens to me. 9, 8, 7 runs. | know we gonna meet again soon. It feels quite comfortable.

| was trying to watch the Hypnotic Show (https://reurl.cc/k57dNL) on Youtube for the second time (the first time was quite a
while ago), and also going through those links sent yesternight to collect ideas—it was no surprise that one of them directing me
to rye.tw.

It was a site of lovely mysteries, and there | paused on an image. | thought | saw something from my dream. Familiar, known, but
from afar. How far? Like every wall evaporates and the clock stops. But you'd still remember every wall there, every wall you paint
and hang, with all the angles and cracks, layers of colors—one after another. 6. 5. 4. AM You work late. You spend time on screens
and walls. Me on doors and holes. | clicked that image, and it went to Amazon.

There | went back to the beach. It is actually—the posture of my reality. Two ships, two cups, sky and sea, 2 on the cover, and the
seat is blue. You are not audience.

I wonder, if this is not an exhibition but a play, how would you act or curate?

Act 1l
If lemons are on fire (https://reurl.cc/gvO7kN)

Actll
I know how to go through them

Act |
Who is inside the elevator?

Act X
Collection of gestures in a supermarket (https://reurl.cc/L1p3jL) or, better, a library

(after everyone dances)

Only if this is more than a game, and only if you are exploded like Fluxus in 2050 and we all bow together to each other as ring-
ing tomorrow in a mirror.

xxBluebells (https://reurl.cc/yyQZyO)



Yoann GOURMEL

Yoann Gourmel is a French curator and writer, working at Palais de Tokyo since 2016. His recent
projects include the solo exhibitions of Julien Creuzet (2019), Massinissa Selmani (2018) and Taloi
Havini (2017) as well as the large-scale collective exhibitions Another Banana Day for the Dream-
Fish (2018) dedicated to the imaginaries of childhood and their influence on the construction of
identities, and All Watched Over by Machines of Loving Grace (2017) which examined “emotional
capitalism” and the impact of the market economy and new technologies on the production of our
emotions and their representations.

He is currently co-curator and curatorial coordinator of the 15th Lyon Contemporary Art Biennale
entitled Where Water Comes Together with Other Water (September 18, 2019—-January 5, 2020), devised as an ecosystem at the inter-
section of biological, economic and cosmogonic landscapes.

Since 2006, he has regularly collaborated with international institutions, such as the Chéteau de Versailles with Voyage d’Hiver (associate
curator, 2017), the CEAAC, Strasbourg, France (guest curator, 2014-2015), Le Plateau/Frac lle-de-France, Paris (guest curator, 2011-2013),
Mercer Union, centre for contemporary art, Toronto, Canada (2012), the GAMeC, Bergamo, Italy (laureate of the 5th Premio Lorenzo
Bonaldi per L'Arte for young curators, 2010), Tate Modern, London, Great Britain (festival No Soul For Sale, 2010)

From 2014 to 2016, he has taught history of exhibitions and history of contemporary art at Ecole Supérieure d’Art et Design, Grenoble,
France; Ecole Supérieure d'’Art et Design, Saint-Etienne, France; and Ecole Nationale Supérieure d’Art, Dijon, France. In 2011 to 2012, he
gave lectures on conceptual art from year 1000 to nowadays at CAPC, Museum of contemporary art, Bordeaux, France. His texts are regu-
larly published in magazines and exhibition catalogues.

Esther LU

Esther LU is a curator and writer with a background in literature, art history, activist and curatorial
studies. She is interested in formulating conceptual ways of seeing and discursive events cross-
ing art and reality. Many of her projects focuses on interplays of sensibility, body, institution and
memory, driven by the curiosity to explore human conditions, boundaries of knowing and how art
embodies and exceeds our imagination to address various concerns toward humanity, culture and
relevance of life.

Esther was the director of Taipei Contemporary Art Center from 2015 to 2107, and the curator
of This is not a Taiwan Pavilion — collateral event in the 55th Venice Biennale in 2013. She has
curated a number of international exhibitions and workshops in Asia and Europe. Her recent curatorial practice involves creating co-learn-
ing and innovative mediation strategies for professional workshops or audience experience.
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Session 6: Raimundas Malasauskas, Chang Fang-Wei 2019.10.14 | 13:30-18:00

How Does a Smoke Finds its Destination?

(Raimundas Malasauskas as RM, Chang Fang-Wei as FW)

RM: | would like to make myself available for a conversation about difficulty. It could be an intimate encounter between different
minds and hands, touching difficulty of all sorts: creative, communicative, interpersonal, etc. Where it could bring us to?

FW: The nature of smoke itself is the same as that of the mountains. Language, habits and reflections are all smoke. We live in
the smog. The workshop will focus on difficulties, the energy and feedback it activates and transforms through a series of conver-
sations, moving and writings.

RM: Not just smog, but also a contraction of smoke and glow, a part time companion of the air it goes through, in, with, until it
becomes part of the glowing potential and gets in turn swallowed, literally. Turning smoke into nutriments, agitators—which sounds
dangerously close to alligators.

FW: Hunting dogs are clever animals. They have a sensitive sense of smell and it can smell the crocodile eggs in the nest. The
smog is like dogs, snakes, wind and hurricanes, dissipating and retreating, turning into thousands, dangerous and attractive. It is
both an intruder and intruded. Things are we are things, like walls, mirrors, mountains, and time. This means being in a certain
subjective ambiguity, and an unstable position of looping, of smog.



Raimundas MALASAUSKAS

Raimundas Malasauskas works as a curator and writer. His curatorial work explores as much as new
artistic practices as forms of exhibition making. He has presented art exhibitions through séances—
his Hypnotic Show and variety performances, such as in his Clifford Irving Show. His writing com-
bines his interest in contemporary art, music, culture, food, history, rumors, time travel, among
other subjects.

Malasauskas worked as one of the agents of dOCUMENTA(13), and curated 00, the pavilions of
Lithuania and Cyprus in 55th Venice Biennale. Previous to this, he was curator of the Satellite exhi-
bition series at the Jeu de Paume Museum in Paris in 2010-2011; a curator at Artists Space, New
York in 2007 to 2009; and, visiting curator at California College of the Arts, San Francisco in 2007 to 2008.

From 1995 to 2006, Mala3auskas worked at the Contemporary Art Centre in Vilnius, where he curated numerous exhibitions, including
the IX Baltic Triennial, Black Market Worlds (2005). There, he also co-produced the first two seasons of the weekly television show CAC
TV, an experimental merger of commercial television and contemporary art, which ran under the slogan: Every program is a pilot, every
program is the final episode.

Among Malasauskas' independently curated exhibitions are: Sculpture of the Space Age, David Roberts Art Foundation, London (2009);
Into the Belly of a Dove, Museo Tamayo, Mexico City (2010); and Repetition Island, Centre Georges Pompidou, Paris (2010). He is also
co-author of the libretto Cellar Door, an opera by Loris Gréaud produced by the Palais de Tokyo, Paris (2007). Paper Exhibition, a book of
Malasauskas' selected writings, was published by Sternberg Press.

CHANG Fang-Wei

Chang Fang-Wei is currently curator at the Taipei Fine Arts Museum, in charge of parts of the Public
Programs. She had been the Commissioner of the 53rd Venice Biennial, Taiwan Pavilion (2009),
the Director of Biennial and International Projects Office (2008-2012) and Chief Curator of the
Taipei Fine Arts Museum (2002-2008). She has organized the Taipei Biennial from 1996 to 2012
for which she worked as in-house curator and collaborated with Taipei Biennial guest curators. She
has been in charge of setting up the exhibitions of Taiwan Pavilion at Venice Biennial from 1997 to
2011 (except 2001, 2003). Other exhibitions she curated include: / Want to Dream (2015-2016),
Boundaries on the Move (Herzliya Museum, Tel Aviv, Israel, 2012), Whose Exhibition Is This?
(2009), Open City: Architecture in Art (2008), Taipei/ Taipei: Views and Points (2006), 2003 City-
Net Asia (Seoul City Art Museum , 2003), Field Day: Sculpture from Britain (2001), Ritual in the
Fin de Siecle: Contemporary Taiwanese Art (Taipei Gallery, NY, 1999), etc.
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CT19 ERAREIOFE—EIRHEESFRELIFD

2 URENDMNER R Higi

EIBR®IE 2019F 1081112+ 13 H (1-6pm)
TI{Fth 20195818250 :;6H1-8H; 10810 14 H (1:30-6pm)

ram9: EXNREBNFME —ERREBESERELFN BRAEREEMESE TARTWAVE—a 2RREMREE T A
PIEE) - WRARIEHIEMERBEN - CTIORENERBMREER - EBERRELATFHERLTHAN - HEE
RRERZITENREL N > BUBREHRESY BESHEMEETFENNESE > ERNINKEBEIRE -

ERKEBOFEARRESEBFNER > BRI CEMEESMEtHIIEME —E%%?§$§B€ AT EBNE
EWFRAIEL - ATI9ERRIBNER  UESERE20FENZERER  HEE P EETHNSEEETHRESIH
BRIERE -

CT19ERwmEN MERRENINEREREM) (Contemporary Curating Rethink: In the Context of Asia and Beyond) &483+
B DEENXXERR - M UEHERBREAEES D  AltERELNIKE TREEMERETNER (£) &
HEE - RREANASHEEAR - UEBX(CHEZERKBEXBIAERRNBRS > BE KR WAERKERR
B BESEESARYT > HERESVNERIEMRENEHINEIR

=—REERP %ﬁ%%%%&lﬁw\wiﬁuﬁ%% P RERMT =B - TBRERE  REEGINAEER - B
i BIERRREMEBUE) - Mk BREREEM ENOBE -

BENBEEAEOENER T EE/)E (Rags Media Collective) ~ 30K Bl I K2 BB EAE (David Teh) R EH
M+BMEBERRBARS - EthBEBEERRRERERALE - 28H (Yoann Gourmel) ~ E+AEFREBXHKRE
(2022) HEEMKruangrupa (1212 - #IEE (Ade Darmawan) f1E:E- L& (Mirwan Andan) ) ~ R REIIL AR EME R
BARREZE (Kenjiro Hosaka) ~ #FatAEE™ LR E R EM5.0 (The Factory Contemporary Arts Centre) 48 B2 22 (% - 11
15 (Zoe Butt) ~ FEEBBE M- RINHTLE - ROKEHT (Eileen Legaspi Ramirez) ~ JEEEHREARIMN ~ LIBIMNEEME
KEASEE BUSEEMEEMEEBAE - SEERBRAMRN N - UMEREAMBIEL - BREH R (Raimundas
Malasauskas) » MR ZIEHERBER EMTHREEEMFTERE (CCSCA) BB AR RIRERNIELRIEHEARAE - B
#RIHT (Francis Maravillas) o tE5h > BEAESIEEMABHEMAIE - BIZEZBBEA  MNBEABEMERBATSE - 55
EMEERBRM - REBABEMAMEREEBE  BUXRBASHERECHBEELHESEE -

BT = ROEIRRIE - CTIORFRRANISESHESENRE I - #2019F5 Ak6 BEBINTIISEZR - KaH
RREAELE RI0B10AR 4 BERELBERENS - REMSRBFILEEMRERSARBURBASEUSH
BB ERAEE RIS - BB FRAR - Hiem AR -

CT1O BRI N EIERE » BREBUTZEEEAXNLEEEH -
BZEMNER - A2EEEEL | http://curatorsintensive.tw/



A 10A11H (BHR) 10A12H (B7) 108138 (BH)
BEERE  BERHNHE | Bitg - BXERER REMSEMTEREE
5 A EBUE
13:00-14:00 FIREAEEDE SEHEE SEEE
BHEEE W dbEEER BB K& (David Teh) )]
MERE BLZTESER 55/ EEA T/ EEA
wmgs HFE% SRERRE
I At ag/ VA
(Rags Media Collective)
TR/ EIEA
WRE
14:00-14:20 e
14:20-15:20 FHA FHA FRHA
BEIRAR SEEE] Z2HE
BE HEE EE
ruangrupa R LR - H#EH (Yoann Gourmel)
HEE2 HE2 BmE2
f=-317074 Ak - HH4F (Zoe Butt) BARE
15:20-15:50 R
15:50-16:50 BHE3 BE3 HE3
{RIRER_EA (Kenjiro Hosaka) =t iR EET - BRIFEET &
! s (Raimundas Malasauskas)
BB FREATaHR - FBRIARHIER #EA
(Francis Maravillas) 3IHE - ZRANERLE - KK EER
(Eileen Legaspi Ramirez)
16:50-17:00 RE
17:00-18:00 FRHA FEA e
ELE FEIRAR aRiESE ZPE
WRE HFHEE ZREREE
HE B EE
e At as/ VA BAE BAh
ruangrupa (E3& AR HIEH
HIRXX K - 14 A#BEe
fRIREEZRA =i RS - BhIERT &
EE FEEATEHET - BhIERIET 33k - ZRANERLL - HIKEHR
......... e
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In e B iR BE/ )\ 40 2019.10.11 | 13:00-14:00 | HIEE3E

§5 — thf 7115

(FRFTFNHAYRE T [2))

BEHMEEEYEESRZIARABMARAOMIER - SRR EFAEN MREM, (curatorial) - BLERIERAFRBIEAS
% AEFERMELH  ZRBROKEE  RENESG - URILHIERENOSER - B - BAFERSR » EfihiEEa
MEZEREEMREE (generative misunderstandings) - T MEER WEROEREEEESEEMHNMIEZT - BEFR
0 s EERMER > UEBRERAANEREN « B4 - BEF ZBREBMNE -

HA=ZEARIERB=ERI - MESBRIFSOEY  VBENEBEARE  BEAE2BMEZ - BIANEEERE
NS — MARE)  (trans-trance) AR EMERE - tERREBNER / T - EREIMFE  KESRERFEZAIRE
(source) ELAE (itinerary) MER - BLERMABBRBNER  EERESIZ > TEHBRMAZEREREMOENRS
RENBNHES -

BEREAE (MEATIRMAE LN 1T BOERRIRIRI— bR E T RIOMENCH - BRIVEUR
REFREENEDE  ANEE - ARBRENE (B OANBENES X2 EENRANZ  EL B2 BE
SHERRETNRE) -

SENEBEEIEN T E2NNAG  EEREMTRAFENERENTEAZE - BAKRMEEPNAEMRT - EL8
RN THENRELEEEIRED - pIREMANXXEIREN 2B (nstituting) 5 BTET AT RR—ELBREER
ERAFTNEMIERE - EMFERENER - —EHRENEFESerai—HMAEREN—EMRHBRIII L EIRN BEN
MAMNBEETE) - Z—EAFFRIZAIFNEFRESE  BEAREEEETREFAPRNEHNESRFXA -

g WHBREEAFREREBEE FJAEHE - thERUARMEN MBE@) (educational tum) B@ T —ERAMNAE - £

BLERROEITEMNMBTMN - BEENEEWENEL - ERAARENBEIZEBNRENEEEY - HAARERE
B4 BT EEANARNAHBEE  MERMRMAMAEEEENFRNER -



I 7a BT S B2/)\4H Rags Media Collective

W BTSNV 192 FH =B EMR - FLh#F - Bt (Jeebesh
Bagchi) ~ Eie & - MBI (Monica Narula) B2EFEISHAIE - HFTH &
& (Shuddhabrata Sengupta) 485 > KB BRIE LIERBERENEZEE -
MRags) —:8 - KRMEHEA el ENEHUGFENRREER - — &
EFEEMIRAE - W TS/ VEREER 150 TBRBNER) - MR—1&
i RARFREA R IREN MBS - e ITEER/ VAR S ER HE
Mo MPRIERMMER > thBERE - HBBIE  REARE > EER M -
PEHBRBELFRNRGRE  GEBEN—E 2 -

HEREBRZ 8 SLtEBNS=E T8 T 28 (The Rest of Now) (2008) - lSarai Reader 095 (2012-2013) ~ TINSERT2014
(2014) ~ F+—ELBEFR [IAFRL (Why Not Ask Again) (2016-2017) - EREZSBEZERABNEL - REWXHRE - HE
HEER DRREER BNSSE  FHEREER . L HEFRE  ZREEEREILEFRSE - R "With an Untimely Calendar)
(2014-2015) RINEEERRAEREL - HRERENSHE KT EFETERMEMEME (2012) ~ BEBECA2MEfH L (2014) -
ERFELBAALERENME (2015) - HEAHLAHFZERMESE (2015)  AARFMETE (2016) ~ DR ZHLBEHMEL
(2016) ~ ERETERABEME (2017) ~ HEEXRILERE - BT AMEMEK21 88 (2018) ~ HI5FEBEXRFIRAR M EME
(2019) EZHhEMEERIBIIZEREN -

2000 - W AT IR/ VA B R H S RRMEPOHBEE MSarai 8581 (Sarai initiative) - T BIFHELFIE (Sarai A Z ) (Sarai Reader
Series) ZE 2013 © Sarai {EA—EREBRIMERBIHFNAFETE > WIIMEZRAT > BIF - BRR  HRSE - BHK  KEE
BEURTBHEGENA - MAMERASHUCENBEENRESHRCE  BEARBELBRIHRE -

AR VEE DR ET 2 ER RS E A T HRNFTEPRUERE - BIREN2013 FRE MHFEEME) (Mulitude Art Prize) - 37
F2020 FEBE=FREMBE -

Bk - 498 I Monica Narula

BMREAKRA > WS EE/NEN—8 - 19924 » BELEET - Eft (Jeebesh Bagchi) - #74E157H
R - ARG EE (Shuddhabrata Sengupta) AUIIHGSeHfiRES/ N - BIRZ Rt EE N EMAIE - FEE
T RE - SRFFTEFEARMEL ; EEAREHES - W - BEA - RRREED  FR - BIIBE
BEME HERERR < 2001 F > HRHiEE N VEREEHSERARF OHBRIILSarai » —EH
ERBREMFEEFENFEER - HRENENEAERERZ -

HEEEF - B{t Jeebesh Bagchi

BMRMAERA > FnseET R/ VAN —8 - 1992 FHEIEF - /B4 (Monica Narula) BEFEIGTRHL
¥ - RS EE (Shuddhabrata Sengupta) HEIRIIIGTATEES/NE - BRXIESEEAEMAIE - FES
T KR RASSREFEBRMERE  BEAEEREET - W - BEAT - R 7R~ BIBE
BAME . HEREF R - 2001 F - K VERTEH ERRME T OHB AN Sarai » —(EE
ERBREMEEFENFEER - HRINENEACHERZ -

i
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ruangrupa 2019.10.11 | 14:20-15:20

ERAIEEE - =R G

fEruangrupa S BEF > HAIKEEERBNIKE T LE R SRBFAAERNATHEMNE - MESRFERREC
ANRZHNE AR RAE  hEERSNOTRTERRNGE  HEMKR ? WAEHEHNOIEEN - 55 R
URAEEN ? O BENRSREMAT NG ENE ? NTEREESILEREAR ? HAMETHREEERNHE
8 EENANEANEE - EHSRIET > HAEZHEG - BRAMEENLER - ZFIRE=RE - THEERBNED -

FERED BB ZUEREBRRABEEABENMA - MR MTEGCudskul ekosistem FEFRBENEIEF A - HFIHLL
Sonsbeek B2 Gudskul ekosistem 3l » FREFUEAAERIFAIHZEEFELS—EHERE > SHIEEE / 2% EEMIRE -

ruangrupa

ENE & &1 E & ruangrupa A IEA — B BT R JR2000 F AL - 155
—IEEFAS ruangrupaﬁ:Aﬁﬁi%u&XE?iﬁ‘ﬂfﬁ BUA ~ BHg e
HEEEARBENET > B FEHERTHNERZEE G AENRR AR
B o ruangrupalﬂﬂ%‘ﬂjuﬁ ~ BET  BMERE  LIEH AR UK
E BN SLERSEX BB HANE -

TEBEAMTREL » ruangrupa 2 2B R L EIEAEBRIREE » 815 © XM
©FRE (2002 2018) - RETIBEEER <2oo5) KEEE (2012) -
MIREER (2011) ~ BREEFRE (2014) - BH=FE (2016) -

EREZEDD MEREE, (Cosmopolis) FAETE  (2017) » R4 TSonsbeek 2016 : transACTION  (2016) -

2015 %2018 £ - ruangrupa B 2 N iE B4 5 7R £ /5 25 8 Gudang Sarinah Ekosistem f8%BISiX(LF A » SRR  EERBIUBE ALK
TRABRAT SMABEREE  BRFTRETAFEEGHENBIE  SEHEEE AIRBAF - FANMRAREBREE - BIE
TR~ 59RE ~ BN - BLSHPHEESHNHAREK -

20184 » 5 T #tAiGudang Sarinah Ekosistem A9485% 2 1% - ruangrupa E2 Serrum &z Grafis Huru Hara B BEHE)3HE TCUD- SKUL B EMES
HREE) (GUD-SKUL: contemporary art collective and ecosystem studies » FEZ X HY T9FE#K (good school) ) » Wi BIAAHEBBZER A
HEE  MRHH=EE (collective values) HIIREE > G130 - F% ~ D= - B4 - kiE - BERE -



BiE - &£& Mirwan Andan

1999 Z2004 FE N E MBI E T A (Universitas Hasanuddin, Makassar) E{&5BIXXE > 2012 F B N
IZENEARE (Universitas Indonesia) - EIEBUARIE « {£2007 EES » EHi ruangrupa i FTE2 25 R ERFY 5
2015 AR EE MRS ERMELER ; BF2016F » HERETTHIMAE "Sonsbeek 2016: transACTION
(2016) -

M E B BARIEZERIE (Al for Jakarta — a note on the tenth anniversary of ruangrupa: Decompression #10,
Expanding the Space and Public) » W %5 (5B X B SR EAFI) (2011) 5 DA HiKuldesak Network i AR #9
{20Kuldesak: Networking, Rebelling, Maneuvering, Moving) (2018) - SRS HEERHIE - B1F : BUARZE
frEEROEMIIA (EHRESE > BR>2007) ~ MUXMEERBERMLER (EREEE > TEE
2010) ~ MBILRAE : 2B EMHIB) (RAEDCEREMRL - B2 - 2011) ~ TEFEMEARSHEIIGRE) (MEEBR A K
POE - 2013) ~ TESTNSXIEZRRIE) (MK - 2015) ~ THEIMEE - MEEMNEE (EEEZEIRE > Bk 2018) ~ EMEHR
EEE) (EEER - EHIE - 2018) ©

B2016 2018 F » EEENEHE L EREER - BNKEMNRIF > REMIMZLRE NHWM o IR KN Z L Cudside 53R I —/NELE EEE
Riwanua - iff B FH#EREMARE « BMRESEITHERENHET Jalur TimurstE -

121E - ZFIEE Ade Darmawan

MR - KEAREAME S uangrupa #8% » IREAE TERENEMINE - EXNMERMELR > TETFEHE
fliy - 1998 FRHEIENNSREREMER (SLIEIREMAI Cemeti At House) BRERE - BRI H
FISHTRE A 2 RABEMBRET B MFNENETE - 2000 FROMNE - B0 UEM AR M EEE
ruangrupa - BAREBEMET X EIMENELS - LHENTRESHEREENDRE -

ERBNAFEIRERE MM B85 - UBHLHERE - EHERERZMUBMRURRASZTAE SN
DUHZEMFTERRE > 20155 - RIBENEH@PIRmEMEE (Portkus Frankfurt) SR ERE TELIF 00
ZHEENR 2016 FEEFTHERTSHILELEMEE (Van Abbe Museum) - B MEiTR 517 2 M ZIAEIF A
R B4 2016 FRCMEERRIINKEER ; BB RRORREABBHR R ZIERESFTSE
82 DREnaxy (2012) ~ MEEE / BERE1 (2013) Mk RRERE) (2017) -

FEHruangrupa e —EMEETFE - BE - BBESBB2002 FAMEFE 2005 FRIMBEEER 202 FREHATREREM=F
B 2014 R EEFER - MR TSonsbeeks BIBREME (2016) ° 2006 FZE 2009 BETIHIZEMETEEZME — - WH 2009 F
ARNESFRBMEE  2013EMAZEETRNIITE -
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=378 2019.10.11 | 14:20-15:20

REENRRE

# TR > AR EEMLCHNTER  BEENBRRE T ZERRESRE - BERBRRRIEE 2 RE LIeH -
Bute—Emd - EEERRE (crating) EEAHEE - AIE—RBRELENHAL - AR —N—KNEERE  ZFRE
ZIKEEE (IR - FFEMBELERFFRERZENSERBEBAREREERREMANENRIEES - #E - TEREW
&> B T—E TRREA > MEE—ERHIEESE—REF B REUSENHRER SRECRRABSEIEN
BENLE - BERE  £8%  SRRBKNEBMESERE > AUEMEASEAR REAL (IEEMN - FRIEZ5 -
RRFENERERENMEESEAARRBARGET - SIEHUEMEMMRENSIELEFR » {1998 FiE - B_FHE
BE—UERNBREAME —ERELRE -

BERRNE  BIESN RE) EEREMASSEENRBLEEERN  RUAATENNERN  FREENRE - UE -
e - ENERBREY > AEEN - BEEEN - MEMO  BREN REERLNA—TEBRES - ERBEES -
RRUEBRTONAES  AZEMBRARGERNBEREL —BRARRANEE - BE 'RE) EaBEE T
EFREAEANER LKIRE ? BERIMSR - REAER—RBARNE—ERM  EPEE T RENBA 2B nE
Bt - AREBERL - BAHMLBFRAENBEEMRENREZEREMERNSY - BRARNR—EDMrE REIFEM
HERAEFNEFN - S AR REBNRIERSE M AMNABEE MRS AERL -

RET "SRR —AEHEMER > KEOHEASASRRELE NS —EKELE  BIaRBREEEEHMFENT

BHERERN - —EAREEDRBERERREEAMAEMENOENS  FREXS - NBUE—REBARBHRGECHEL
FERBEELE—RER | RE > BERBET —BX - EREMBRE—BIEFE « M #/1  fiF - B/l KFNEE
ERFFORBEOHRIE - BEMROBETHME - TEHRRATERXGHEHRMARRERNIKE - HBE TRE) MEEE

REATESE W REE—EESMAE - ERERECHET - AREN - BESHM - N - FEN -~ TN~ KT
EREATRER—ERABMNIRET I ECHRESAGELENERE - & FEENEE > EURMIF  EHRHH > 3
EMESEAMBFNER  REAGAREE  AMELBREIISRERS  EBLANLNTARE 0 - F8
2 HRE BERKRE -

i

BRI AR BMESEL - AT UEMBERRRA - L2015 FELRESBREEGTAREE
& TRYES  BEBERY (2015) » TEESNR TR BRSSP ERENIRIZRNIE
(2015) ~ TEERZTF : AEFRNEEMREARRZ Z/H) (2016) ~ THRE—HARRBEMNRRLE
BUBERRS) (2017) R TEERMIZERERE - WEFRAHR |1 (2018) -




RIREZEBR 2019.10.11 | 15:50-16:50

HEMHEMARBR ZREBMEENTAR

IER > BMEERRLEARAARR RS FBAESIAOER -

BIE12018 & - EHEAFEEE (Palermo) BIFMEBUNEZ R WRATRETBEMUREBHIMEF > EFLBFEAMO (K8
RIBIEAAIE T M) ETRELIM TGN o b ERWMHADRYN - Z s - EWMREEOBERTRERETRE - MIF
BMEFR - RS > FHANBERAEAEMEREFRL  HMEFEHEBHEEN () BRNIRETERENIR
= BEREZZRBNUEREATNRES - MBS THLEERS - B2 1968 FEMEFHES A EMEBEMN &
A (The Model) MR 1972 FAEEEREZ (Eindhoven) AIFLIIEEZEAMTEE (Van Abbe Museum) £217HY 738 : —TEHE
BFZzL)  (The Street. A Form of Living Together)

F—HE > UREEMMIINRHER (Montpellier) ECEMEE - BRI HAER (Nicolas Bourriaud) BIEEZT - fih
PERRMARRBREFAE > MIFRILHOELLMHAR - HE - *M%Qiﬂx)&%%ﬁ%?xﬁit#%ﬁ%  BELHEHE®
(Karlsruhe) RYEBATEARESHO (ZKM) DARAAMIEE BEILEME th B ETRBEMUNKERRN - BR  ERREKRENEME
EEMNQABZRD/IERE (Yasuharu Ishikawa) FENEREAERERER  ARECHFERCUHEHMIEEERIK - BG—1E
M - IREREME - MARBREYREBLEBXHLHENEMR 2 FRMRRNET O - FEESHEMEM AR -

EELEEh s RAEARE —E[E  E2MERTREANBERERENE 2.

{RIRf2 _EA Kenjiro Hosaka

BABURRRAEMERBA - BEERNEEZDABZEMEL - 2000 FHBEHREIIRRIRR
ETEE > REIZHES - 835 MRENAE - #15 - BRABEEAZEERE) (2008) ~ MNERAEE,
(2008) ~ TERERFE(AIGR : CHF2RE BAREMMNESE) (2010) ~ DENRTF  BFE8) (2011) ~ DE
BIFAET - 1BR) (2013) ~ TEBE?RAEMBERERER - IEESLAFRBER) (2014) -
MEE7H SEABHEMEEE) (2016) R TEEAZR 11945 FHRMBARRENETE) (2017) -
REMBEIREMEBRNNEERE B -+ — ML XEMEE (MAXX National Museum of 21st
Century Arts) TEARZER : 1945 FRMBAREEREE) (2016) » RAURKERBMEREERE
NELE - BR: HAEREMRE) (2014-15) ~ BERIRAEMESE L LB E TEERY - 5
REREMR) (2012)

FARIRIRGE —BAPMIER AN E - HEBEZEGIAHNE - 151R  JFEREM - 2R - WEAL - WAERREMARBRIEHEM - AHIESHE
PRRBEERRE  BIIRRIRAENE FIZL—EHETEEJ (2020) HFE/\EFAISRITIEREER (Vadivostok Biennial) -
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Egi%m% 2019.10.11 | 15:50-16:50

TREEL) - REFEAFER

FERE - AKE EHENTEAR > EMRAMCH - BEEEENE - EMEMEMERERRRNEL - MSEEEKRRE
MEEZRAE - H— AR - BRIZEHE0 MR MHNEE - BEZIMCEREENRE - BRBE TS =R
REAMBMEBN S ZHAL - BREEMENSIRREE - NNEREBENBBREALL -

1990 FR AR - BEERAHHLE NEREEM (curatorial turn) AEEE - RE - BEW (Paul O'Neill) ZEMIE (5)
high  REUBAFRETIRANEE  A—ENEHEERSEEHNEE  LEAGREPOMFAIZR - BERRE
BERENER  TEENNERESIANARBERZBRENMY - RERZOEBBREEREROEM - B2 BHEL - 2
BRI R—EEOREREFE  BUERESERNRERN - BIUEEE  #BEHEMHSREMERZHAETEN
Ff% > RENRBEETREMETBRORE > Bt > ZAMEENNMERRTREFVECONE  BARtEEEER
RERASM Bt A ENEH -

ARMEE EHEENERT - DBINEEMER 2016 FIAREIFEIEERAM HIGHUGHT - B&l TIMNRIEERTIE) (perfor-
mance as a method) - HEEIRTTREFNRY) - BEZMERRENOMZ - UE UREn) REIREEIENEE - B
FREKF  BEREMHRBVNGRARG - LHREBMAFERENR  ZERBREFER - FREZMOFN - RREEMN
AR - BRREIRBIRE 25 » BRFRE—RIINOMNED - EAKBEAEEIMEE - FAEEMBBENHE - WatE1%T
HRRY - RS EREL BRI EERIT -

#E ¢ Paul O'Neill, “The Curatorial Turn: From Practice to Discourse”, in Issues in Curating Contemporary Art and Performance, eds. Judith Rugg and
Michele Sedgwick, Intellect Books, 2007.

&5 SR

EBIMNEEMBEREREA 2009 FINA LBINEEMEBETEHERELE  BFHREMBEKRE
MRIEHIE ; 2013 £2 BRI EFHUCO BOSS MFMMEBME AL - BEEEMEAETENEEHRIE
i HEREIHEARNEEREHIMH > TRRENMBEBR ZBHEREMEEENAIAENE -
HEEMFREEARE BT —RIWIEEEEERE ; FFBERRER UL - hENERE  TRE
R BAFE DA R < A FREINIBEE B1F « MTHEER—ERRBUESE - & - SOEXWE) (&
RIRET - 3885 (larys Frogier) HREEE - L8> 2018) ; TEFE—ENRSE A MEKRE (8
HSEHGHRE > T ILBETEES DT > 2018) ; 'RAM HIGHLIGHT 2018 : 582, (LB
2018) & TE4ph, (BiE B Para Site EfTZERIHL RIS £38 > 2019) -




ER/EEA

MERE

EMTHE BRI BIERRRE - ORBEMAXEL - FRESNBIALER  SBHED
N=FR BN=FF HEDNELFRE; RRELETFRE HEHYLTERSEE  URBIAIE
RUEREFES - REZTEAUBREASTE - BRAILAERIFR S EERFTE - R2014F
aEItFEAESRER - REBSIERMABHER -

MEZRABEFEM 2B EABMEREZEHNG - BASFHRREAIMATIHS > 103
FIERIER X - 28 (At as a Thinking Process) (2010) - {Artistic Research) (2012) ~ {Out now:
Experimental Aesthetics) (2014) ~ {Altering Archive: The Politics of Memory in Sinophone Cinemas
and Image Culture) (2017) ZHEXEE ; HFE (20102 LEFRE) - (2010=2LEER) - (=2
EEFERERBIG) FE 5 (BN RAAGEHE) BPXEF: E6 (KRR 2ARE)
(2004) ~ (BERZMEE - ESREMZ L) (2005) ~ (REAI - BEGEMERE) (2012)

ERFA

B 1IKAX

KRA  BREEMIFEE  BRAREDUEMEER © 2011 FRERGAZRE UM EAME
TEXRNTERESR  RRBEEILFNERE RETERMBEIRERBLNORNTHLE - EXZEMH
RIRIE - BAREAZMNAFERERES—E (BL) HENSRTHRGNTEE - \ERBIRE
THEMEBAEREY - QMBSO - TS EREE A BN -

~ (RREFE) (2018) F -
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N 2019.10.12 | 13:00-14:00 | HEEHE

RENEEESM ?

EERZRERTREREDMNEAZMINAE  MELRREHREMM S XAEQER ? ERHFMANEALEEZEEBUS
FEBEBEEL  ERRERAEEMEMC2TIEEZERER - RE) B NEX EMEZFNENERIHEEIL
B8 BEAABERTOEFEE - FREEERBMcEAENERRE 2 —  REAMRASATERNELPHHIFER -
ELMMAERELRNRAEREER - TARNRET > HREEMTRRERBAEENOEIAE - HH - SEESELRNESR
EUHRRIIE (F8F) BERR  ESHERRABBRESN ERFPURFEEZENERAGF - BEESTNERREAL
ShiteRABEREMARTRLEARERERRNHERECTEINER LREBSHE - LSBT ARIEE AR
BE—E - BREZZRNELORFANT DBE - ZANFEFERELHET -

BRA 1§ David Teh

ER ~KEBA > REBIIINEASRHE  MARENREDEAEM - HXBTEE 22018 FE
+oEAMNEFRLEFEZ— NRE - TMisfits: Pages from a Loose-leaf Modemity; (52 X(EE »
Mk 2017) ~ MEIRE) (SEEEMPO - HRE - 2014) ~ IELRE&EE) (HE > 2011) ~ IR
BB (B ERAZHEIREREFE - 2009) - HBEREREREMERT > 85 : (Thid
Text) ~ {Afterall) ~ {Artforum International) ~ {Theory Culture & Society) ~ {ARTMargins) ° fhEIZE/E
{Thai Art: Currencies of the Contemporary) 2017 5 F i & 2 T 25 H AR 4t AR 5 EZDavid Morris #£[5)
#REE (Artist-to-Artist: Independent Art Festivals in Chiang Mai 1992-98) (2018) - 5% lAfterall BE £
RIEEZ— -
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FRREEENEMN : BERERRE

EHE—EREA > RE-—BARSEREIREAZNNERE - SEBENRBRMTE ? BHEMRE—EINEKSE - ROERS
DHNHEER > N TEEER) HBEEA T 2MENREA  MEERENRENEZER NERE NENR ? Bk
A RERBHE—ARBAMDEAHNSASERNERYT > ZOMEMHMNE - S—EABIDEIM - AEERERMER

BHEYSBENME ~ MRl - &8 - Bl BRES > FA—ME > BEARAENAEREE  ZBEE -~ IMREE - BAN
58 SUEEENEE  2OERBACNEMRE - KM B B ARG - SEBUAIIE - BRPERFA T UEE
TEHRENKEZGER] (the age of perpetual revolution of identity) e

EBEEFE > HETHRBTEINMEMRSE - £RE TEREEBRERN™ « RIUHPIZNEMR) NBRETAE KW
HRERE > MRBEEBREBREIN AL R - B—EHE - 2 HMRE) BE > BERHRUCEDNIINEE
BEEEEIABMBENERY BRIV KREARIFERENRMEL - FrIBRMEAT AREEMBEN NEEH
%1 (contact zone) - FEEMIMMH » BEZBHEAE —ELTREMEBIMERNREIREN  tAR—EEE (Rik
wE?) BEMOMRE SR > ME—@ 'EMA) (freelance, independent) HKEABE TXAE) RAERSEREME > BIFEXE
ERBH > BNCECETHEE (RE) BRNSNRAZRNEE - MARENHEE (Z08M/)CKE - SHBRAREX?)
HENBRE - ERMEIE - S REHIRMIENRE - MERBBENSEMTMNIEST - 558 MERENEL -

EEME - HER > EERERENRMBRERRE CHOEME - BYE - UREBCHEMLNGRL - GREETRATRE
R BELEABENERISEWOIE - BXBEHIRR > IRIRERECDMEN2MRIMAOGRO - SEBUERA « #
ExmBe - REREMRNWAGRIOCBINEAZMEBHNBEEFTRNEMERORE - +EREM  EAM - RE
- EMREATENEGF 2EMREE ? EEBBENEREAEZRE 230 « DR ~ TERER) OIERT - BERETE
WA - AN MR ORE - RS - BLENBER - TREARENDHHRK -

BB TERRUEBIEZEENT) > AREFN 0 HTHXCERNERZENRAZ 7=/ EMRMAZEH—E
@ OB CHAIFIRG  TEERCTNRENRR > ARBEM  ®KEESE  SERBZHTEMRRREAWTER
FHtmERREE -

NS EERE - REBE (James Clifford) £ FEFZEENREEE : BEAY - R4 ~ =4 (Varieties of Indigenous Experience:
Diasporas, Homelands, Sovereignties) —X H3&: - [REREBEFTRIRNVERN - FERAEH - SENEBEEAE > XELH
B9~ BEIRXAERMBREPRIEE  TEEEZEABNERNEMEE  F RER) HPFREK - RERZEERGBREHRN—
BNRE - B2 —EEBNRE - (FAERBMREA > WBEEMER  BRAERR  KEER EBBEXEL - 2REE
MEBAEESE  MEEMRMNBHNHENREER - CEERBITEREEHEA -

R 3

BUKRAFRETR - fRABTEERDIMEAUERT - ZBHBUANEG - SR EMAIHIRE
AERE MR ABHNENS - SREFZERINRE > HPEE: FEELESRZE) (2005) -
2006 MY HEFRE (BlGerardo Mosquera #[E%E]) ~ B1EEREME FEAL (2006) ~ EILE
FR (Bllerome Sans HE S| - 2000 ; E2Vasif Kortun )RS - 2008) ~ 2010 & & E R B RIEE
FR 2017RRXAABEFRE NEFRMARK (Autostrada Biennale) ~ SZEMILZEMEE A - A
BB (2017) o IRESEERN ~ =N ENREINES B T (LS ~ TS - RS -
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ROMFARRZIK - EMEE

ERRERA  BREMRZEOHAFELAXELREAE  TRTGEEERENERAE ? ZFait BERETBHE
FEBERE > MERMANBRBENVEEZS ?

RRBBR AR S HUEPNEFR EHERE) NEFTE BHATR 2K - 2ZWNEABBERRMELENSREHD 2 W
MEREHERDENTERENELRE ? MOEHARDHRZRE AR EELEATIEFOREENBRAIG 2 R
LRSS ARERRFWANRRERER 3258 TRIEERRERERCRNERESE -

BERMZKNER  BREAMBEELEDENSEBE - FERHRAZHNEMEENEMBAEOATE  LAES
EFUREER ME2H, NBMFRZBE—FERREA  RANAZBENRAFREERSELR - WRHEZE"
ERMAEENHETEBERRME  MARMABBNEMRIUIFEINAR B - MEHDEBSEEBNREFSERE
28 AEFEIENED ? AAEXEEBNHRNEEANESS  ERS—EELSHHERIERRVLEN -

EEPE R NEMRAZEE  BrfE (Tuan Andrew Nguyen) ~ s8R4F - EEET A ZEARIE (Jompet Kuswidananto) - i&JE [t
(Phan Thao Nguyen) ~ R H (Antarksa) ~ fIEE1E - A& - BEFE (Ahmad Fuad Osman) FIEFEK 5T (Kidlat Tahimik) ©

ZF(# - BYF Zoe Butt

BRAER BRI LEBARNURMBSHT HXAREBEFERENEZUAGIHEISHRE
SEEOBMAE . REURBEAINER ZEANREEE - RAEATHEDT IHEE LM 0( the
Factory Contemporary Arts Centre) E4i748%; - 85 BF « tASPRHBEIUEMER San At HTREA
(2009-2016) ; IEREAEHEBEBFHLEEA (2007-2009) ; ELWEBDIE R EAMTENIER
A (2001-2007) - HEREFBRREEREREMTY - 817 : ElHate Cantz HRRH  BBRKRE
7 (Art Review) H:5 - & (At Asia Pacific) ¥55 ~ MBI KRB ABIRER - ENEERZEMBR -
BN CArtlink) 355« EHRS (Printed Projects) BT » %2Rt JRP-Ringier i AR 4t ~ f@ 2 Routledge Al
#t - #A%K Sternberg Press tHARIESS ©

ZF - MERSHITREARTASEMERAZRELGEEA AOETREEMETNEMEEEERE ; 52015 FREFHRLERENY
REFEM - 2019%F > (EARE+HEDVNEFRE (Sharjah Biennial) RERAZ—» RKEIBHE Bl#AT R 2y (Journey Beyond the Arrow)

HHREEET O EEESRNEETS > O TEMIREE) (2013-2016) ~ R ERE M ARAHL (2016) » DUR SR &I R £5 82 B PR 24
REREMSNEE - 815 PN ZE : BSEIEERS (2019) ~ HEAZM : Bt&ER1 (2017) ~ TREZE) (2017) ~ IEHEHNKE:
EEmER) (2017) ~ THEE  BRAE@ER) (2016) ~ TREEAR (2014)



Bfmta 2019.10.12 | 15:50~16:50

e - TERI FReEERRRZAIE

5 MRARB—EEENMIERAERE > EZBEEUARXERRE - BHRIEYL  mhBEREFEES s —ft
E B 52 B ®AE AR - ENS  @EN > BAUAREREN 2 MEZMESESER > BA
HEIREARIRE ©

M23kEg751 (Global South) BIRMBUAKE 2 Z 2B M2 IKEMRE NIEEIFTE S MR SERLE - NTERFHAN
BREIBEFRRLEREEN M -EE8) (South-South) » MEBEUEEMNMN ; BEEER2010EZHRERETEN
R8st &) (#Equator) » BHEFRBHEBREIRZIMEL ; 2017 FE HHEXGHKRE MMHEHRERE | WERE - EZREAHER
FREREIFTEREIREABFNRA - WEMME (B75 0 —BOEMRRE) (South as a State of Mind) fEBIKRE / B
8/ SmitgBUAEE  FFERZBMNTS -

HEEMS > TMAh) RS ZEINMEXXMNE ERERENELERT  FAZEMEEIREUEEREIRN

S - TEFmA) Sl EBREUE - @B - EREUEMNTER - BARE TARRHRE) TR TRESEFR THE

BUR) MEEEH ; 1993 FFEBAHMN MME@EBER) (Southemn Policy) & #HEIINIMF M ; 2016 FE2E KT F5kK

MFEEEER] (New Southbound Policy) - AXEEE LR AEES K. - ERmMEGDRF (REE) - hEARELR
ar (RER) -

B BN (5 EXREZPHERS - ABCREOTEER 5 YRAE0SEOES  #iEEuHA
EABHELTY  N2REAEENRALRESEE  BURGEREBERS - ARSHREHMEFRSER (7

H1 HEZREEE - fIN0 TEE - B - OBENRRRETE) (B0 EREEAER™ Zero Station » 2012-2013) ~ TF
75 BEEBNEM) (SHEMHILEME - 2017) © TEAME @ mEEME (FENEMESREMEES - 2018) F -
Ragfs—A2EERELNER - ESNBERGENEERT  RERES) FAREAHENES N AT ? EERER
BZHER  MAFEBUAERE? K% / Z&EN Mo BISNEREEARRE ? /mhKRRE) EEYUEMSHENNE =8
EEMIEEZREBMEEMNAN - EREERCZIMERMEROIRARR °

=l ia

MEEEREMNERA  AREHEEF - 2000 FEERBIABRERERAXEA AT IHLE
fii- MRAAEFESAMETH - —REMEZIIEMBERBRE - SIEEHIHH - AHEBM - B
BURT - R / B/ HE2H . METHE - S—HRRARRKE  BIRER (LHERNEE
R2BNEERESL) - RRERAR  URZBEBEBRLOEREMR - ARFEEE (BEE
KRB TE (1992-2012) ) EEEHEACEMTE FELRREEE - KERBBEE £z
FHIMEENER MRMMEAR2E8) (2014) BIKEBA ~ RESHTFEAEREM 0 THIE/NE S
(2015) REBA - EAESEERZGEME 't F4E, (2016) HRKEA - 2EU=1EHE
REBEREMIRBRBEZEETERWNAINET - BRETZ2RETEERE - HERBER
BEAIERTE - AIANREEREMEHRRPLO HREMEARSE  URHT (BMEBE) - (R
REMEIR) ~ (IEWEEESE) ~ (Yishu: Journal of Chinese Contemporary Art) Z o
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HEATEET - BhIMERIER 2019.10.12 | 15:50-16:50
I :
Mk EMtTENEREMEBRETNRIREE

IER > BEffEREENEGRMASMN RN FEIR  IRNEZREEZNHNFERENEINRS  SEGTEMRIEE
BAEZMEARBRERTOBEINEZT MR8 HERAHENANERALEEZD - EENE - DNEZHKEREMNSE
BNHIR - MEEBRASCRAMN KA LT REE - BRI UEEMBRENEER - FEL £ ERZZEER &
EREEUREAZCERFENTE R —BERRNERRMTREBLIENERE - BRAEEREDLE  HFREXXEHN
BEIZERFESHEMNERAN  TFA—BAESMNEER (AXE  MAIBERKEARBHNEBMAL) - FRIEZ5 -
APt R EEE R REAEM N AOFE ZIFNERE - MR ENTREREESL « FRAEEEBUS

AREERBEHDNREMTEREACZMRRETHERMNSRERABRL  FHEMNRERFTINEERE - &
BINE - BERFEADTEMEARBRDEANRGTNMREDE > UHILEEEBUAEAMAE S MREM (the curatorial)
BRAR - MAERREESUBAZE © 5 RE—FA—ERTNBHO D EZNNBATZ N — R EEESE -« HIE
FAMEAEREN > MEREERFEES > FRERAEREMPOREBZPHLREN  BENERMEBRENTS - CER
BHBEEEMREHETNBUAKE BB REZERR -

FHHATaEr - BRI Er Francis Maravillas

REBUSEREABERBMERETREABEMUEREIEHR - HMERERETMEDEMNH
HHEARMBEREE RRERESE - 4 @N ABBMHEE - BREZFERENEAENEM
FREYNESHBOE - HEFEIEEZ 88 X=ZFBAY  EIIRARE EMNEEREMER
TP ER R UL o T EATEEF ARMIT 2§55 Mamie Badham #:[E)5%#] MBruised Food: A Living
Laboratory) (2019) - MAERBELAHHE (public pedagogy) FEBER &P » BMREFEMNK
JABEE i o IREHEAT (Asian Diasporic Visual Cultures and the Americas) T2 Kt @B 4REE - B85 LT
EMNEHAATHERBMFOESEME -




ER/EEA

AT R

IRERPOITMNIEE I K B EMEBETRBA o RFIIREIIA S SR EFRENUEH R RRERE
TG Higts B‘(E}?nﬁﬁﬁﬁﬂfﬂif‘Zﬁéﬂﬁﬁ#ﬁﬂﬂiﬁlﬂﬁﬂ)\ﬁﬁﬁﬂﬁK%/ HEEMERER

RRESALHELNRAEREZMH r TAZ RGN - SERE BTN SURER
fﬁﬁlﬂa’ﬁz%@@ﬁéi*%%%ﬁ‘ﬁﬁbi@ﬁﬂ“E Hﬂaﬁ%? 11?%2019&75&%@17(%& SRR 2
MErgaelt / BIBES) ($lTessa Maria Guazon £EHKRE) - EiERM TaHFLR - 201654
EIMGEIRRE) (AEMaRE%RR) » RILAEE %F‘Ej%énsﬁ NE T —BEhnE I FTia NG
(2016) - B EEEMERLN THS - RIAEFEQER) (2013) £ At 2HNEARAMRERE
FFEEENINREMRET RN 2MRAE—HREREER) (2012-2013) » MR HARIHZESA SA
BASSAC £l 2= 8 X 4R Fa R B (R B R 1 R 2B BN HAN T & THE : SRIFERBERS - BIEN

BR(BRAEE2RIMEZERT]) (Journal of the Malaysian Branch of the Royal Asiatic Society) ~ (EfiEEZh) B2 (BR) -

BRAMMAETEMRE REERE TREETHR B IFEERERED
%20HE f?éﬁEF CBBEREREMRHE) (B - Ex Teresa Arte Actual) ~ 2012 & TREE -
ElF - EMBEMRRIMETEL (FAGBAT » Zero Station; B » §IZE[E) ~ 2013 & Sommerreise; (48
#GClogauAIR) ~ 20144 MasitEl (216 #mEB/) 2014 FEEEFRTEME TRMAVEER
(24 > BEEMEE) 20158 MEABR (24t EE/) « "HEER) (S KBEME)
20165 TAEFNER - MENAREMEENEREM (2 HENVEMR) ~ 2017 F TRE - i
BEE B NBA BREMTPOIERRMNSE) (B BHREME)  2018% MNs/In
land: BREREMENETE) (BEEIE > 976 At Space; =4t - BIEEMEE) K20194F T&# M
2%, (24t TKG+) F -
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B 2019.10.13 | 13:00-14:00 | HEEHE

fEmek / B / REE - ZMEBIR THRREELERS

SHENEXRE D 2MEYE (BRERRAEMEYE) WBEMERE - EEITE T HELURBNBURE XM (Heinrich Wolfflin)
MZFEF (Alois Riegl) ARRN E2MEER) NHSERZ LR - AWXMEE TN EEY 2HNHIL > BREERR
MRRMSEE - MRYME (matter) - B1EHER BESE  SEXRBELX €57 DEFABIANEREMAS XN
RERE) - RBWAMAREIERE - MERBURSN S EZRBATZANEE - BRURBOTEREFEMRBOEE - 1R
MRS EEREE NS - TRBURESEENBRFES 'E2MEEL (Kunstwollen) ——EBENTAE) -
EARBAMAFTEBOERT - BEENTURENAR - 2MLNSRORERS T BANEER -

EYRBYELE LS DBBREBRYEEBES CNEMERANER - 2MNAIEEREaFRELEEANEL  E2
BRI ELER - T8 BE BEEREMENASERMURENITI ARG LN - BYEEEEE
NWEREEREBREAFCGR S AR SNEMEFELSTANEM WA EMENEM EMAN2IRPITF - HERTEY
EMEBEALE - 2MLEMOEZE - BER - SRR ELNAR - hEERRTHUEMERBSERRIEMSE
R AW EE -

W E A (FILL - RFENER 2) (Aby Warburg and the Nameless Science) 1 - #iEk H B E R BSOS H %
BED BEEMPEENEGRERNEMLEE - MHAREETHERHEN—BEEREMEENNT L - BEMELE
{ERFTAOFZES - FIH ARE -

TWEMERR - SBEMNEGMENAE - 1 ITRE £ERERNERNHREARNB SN ENBARE—KN ; B
HEEALETRN—REEFESF RN > —EEER—EBRNEBNGESR T > IRBERTRHRENE—R ERA
BRE—(ERFERPN NEEET BB TEEARN - EMEATEEBERR - REE L8R (dynamograms)
HE—EEANRNDMEPFBELEMRN > EFRASEEEEOMELMEN - ENMNENEFTREL ; EANELE . 288
B—EFEANTENEFTENEBEEN - AMAEFR—REZNREEE -

B R BT R -

K7

BERBEM+REXEEMENTRERREA - LA BEITAZENEREMEEREHFE
£ (2001-2012) » h@IERUERBEHEMEER (2005-2012) WAIFAZ— - RHREINWBEEIE
2015 1 ARSI RS X HTSEMEE (Whitworth Gallery) K 2014 S 75 3 $2 2R B K 2245 58 B 417154))
88 (Bildmuseet) ZHir) THIFIRE - M+ HRUWENPEZMO+) ~ 2002 FRARRRREBYE
2912 & TUnder Construction) ~ BRI EMACIBETEEEPAY DB - RAREEM (2002) »
2002 FRIERIVAEM 0K 2001 FIRFEER T H R IGYEERNA TFantasy Zoney » IR 2002 &
R B R EMEELRMN TBIEMENE) <2006 F > RNEAEMEBHTELERE (Media City
Seoul) EERREA - 5 - 122002 F LIBEFRM2003F THHEIEEE ? ) (FEIREEZMH
D) KBEREA - ROERNZFERE (DEREESH) (2018) ~ (RTBEIEER) (2015) -
ROHA T REMBIREMIERE B -
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ZEl1E

i

HIERITERT - ARWE AR EMENESL

2012 % TZEEFE) (Les fleurs américaines) FEBRBREMH 0 (Le Plateau) BHE - BEEMB—EHRE - EXAR T4
B ONEEEME REA BLER  IRER - EACDORTER  ESHIEE -

FMAARTEEEDEE (Salon de Fleurus) MAMERMZAIBYERTE - BIEE - ZZH (Elodie Royer) MAR - HIEWAVE
B BRBEET—ERE - BWEETE DRAEME) ORFER - ZRFEFN - THLH > TR-NATFERE
BRARSERME - LRBNAERBRAZMNOERNESR  TEEBERKNEREF - BFRAM BEEEAENME
EESNEMEEMAITEMNEL -

REMNMAFREAERER  MERBEDHRREMECE2EA M | LENAIFABALE  REETRAREMRRE
BROER - HARAFMRNAR 2 —EEZM R - T2 BMSEXAERINESE - £ TRAEE) NERBRET » 8L
EmiBME—R2i - WRAMRENAZEMNEIE -

EER=-EAFAENEIWERAR  H—2EBERER - £18 (Gertrude Stein) Eath{i 7 B IR ZE ZAIRYIR A 247U
h——EEEDE  E-2MEHER - EF (Alfred Barr Jr) - IR EMIEWE (MoMA) MAIKER - thBEAN+ 4
BUMEMRAIVZFEMEER » SERERR 1990 FE 2035 F 2 [ » IbRINGREEE (5181936 EEWEMoMAFTEREINEE M1
BEEHMMREM (Cubism and Abstract Art) 81 T84 « 2% - M@BIREEH) (Fantastic Art, Dada and Surrealism) &9
At e HZEMoMARE AR - k¥ (Dorothy Miller) - EEMEHEEER T HARINKEIRE EHEMATE]
(50 Years of Art in the United States) MERHHEMEE - EEEBEMNMMAEMMNKERE—1K » #RAR—EXL
BRI BATEEERAZRERAREBNEMTERE -

AnFEPNER  BENES KRRINER - @ENHRZE2MOBRERBINEE - TEEE BT - HHECEMERD
B SRRIEFIRES - HEEREZLER  LEAR—ERCEMRE - MB—EAMREAERMENER  UREBERENE

FEEESEMANEARE -

7B - ¥ Yoann Gourmel

FEREA BT A > B2016 FERABZEERERE - AHREEOEZUEMRERE : Julien
Creuzet (2019) ~ Massinissa Selmani (2018) BiTaloi Havini (2017) ; REREFEZNAERNEZE
BUBMRENAEEERE TAnother Banana Day for the Dream-Fishy (2018) » TAll Watched Over by
Machines of Loving Graces (2017) 5#® MBEZEEAEHEH) (emotional capitalism) ~ 154875 B S )
RANEZEEABROELLEBIR -

REF+ARESELER KERZEL (Where Water Comes Together with Other Water) HE%HE
A DEEEY  KFHERERCENERRAREARBRS - B2006 Fi# - B ZRUFFHKIES
5> B¥E : NEEZHE NVoyage d’'Hiver) (HREIREA > 2017) ~ BISHIETE R EMEE (BEE
BA > 2014—2015) « AERESREMHL0 (BEERA - 2011—-2013) ~ IIEAZ @S Mercer Union 1.0 (2012) ~ #AFI EEM
ECAMeC ~ R RFIRMAENMEENo Soul For Sale Z4f7&i (2010)

2014 E2016 5 » HBEELBEER ST (Grenoble) ~ B4 (Saint-Etienne) IS S22 » 8157 (Dijon) MBI 5SS EM2
bR > MIBEBPHEZREME - 2011 EE2012F - RIFHS CAPCEREMEMEBIEE Tt 1000 EESHB 2, HEHELM - HEFE
NHRREREMHESEEEREREEM -
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HENE : RRIFAZMERTMEBNAIE

S BBYIEE / EATE NS LB E FOREFERTFRG > REMEASMERRZBMENEMEETERE LAER -
HEERSHHEBHRR - BMEREMECAERZEMENERFENEMESBRNERRIM - AREXRBIMEMNE
ANEMERBEBZSHEREE  TE LR > BRMLELABAKLIN MY NFEIRTEAREDE MAT
FROFFMEENNA > ERIVNEBLEE TERERELNLR -

B AR &R

015 FEFENMBAABHERBRAXEMEMRB LI - IREBITLEEMEEIENTEE - T8
REREESE  THRIENA-SERER) (2015) RERARERZRMARMERS - IS8
MB—EHME  REFHEAHRNBETG (2017) SEFEEXCEER - TFHRE : 2018 5 E
YFER oPBEREEMNE  ARHREBREREXE  BBRTEREUARKRRELES
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AXHRNBRENER

2007 FHEF TEE—HELA A THZERIMFANEIE :

MREEFMMA—EEBHERBENNGE > SEAERENEER (A Prior) MER—MNEHROMRME - HEBFTF
EHE—RRX NN FTERXHARNEZRE - RNBREEREM T ANRESKODER—M=1T"8  REIR
AFONtRET  TERREZENHTEEBEMBEE (At Brussels) REBE+-EFEFXHKRE - BARSEMNAH
HiRR ©

FL I E =N FRE M E R MEREED - FOU—ENOXHRE—RRZ 1955 FNE—E > 2002 FNE—[E  HER
2002 FMETNE o HAMNEMRNREREZA - AHHROBIER T > BEZREEEURBEREREK MEER
(12 (La Jette) 31 (BRREE) MHER) MARZIKM AR EBRE - EREZECHNNBIBRIR 2 ENBESR - FiE
ERRBBENAK - ME » ZAAFTERRNEMENERE - HARTUEFTOREPEXHRIGE - WAL E M
t (EEFENATAIEUNTALARXHERNE D EWENHBRMEEE) - FAES TERE (AEEHB) RORER
ERFZERRE - AINRIET SR AT NI CEE-NATEN - FERURFEHARE - BRI (Okwui Enwezor) 230
RSH B TEBEHE—H (LEHBEFRNERE) - BHOLRMOERETER TAEZ[E) (Dexter Sinister) thA{REVIEFRERR

—EBFHER - fEmE R ABRFHEAMENRRRELRTE - SNERMERASM G pdi1E o ()

=L - BHifEHT£ Raimundas Malasauskas

WARET - BRIEH T - REARER - RBREREE  SHRIMEBRNEMBERNARSMNEE
RN - BERBERO TBREG) WPARFRE— TEES) (Hypnotic Show) R ZIR(EME
B TeBk - Bix35) (Clifford Iving Show)  (2009) » B FEMEZ - W E i EA Z1RAEHER
BfE  BREM T8 e &Y BL - BE  BERITE

2R E+=ZEREXHEARE (2012) REATLAEBCHEERIUIBTBEATIHTHSE -
BEGE  EREKGIRAEME 2 BERIEEA (2010-2011) ~ ANEMREBHREA
(2007-2009) ~ MIMEEEILEMBREEREA (2007-2008) -

1995 £ 2006 Z 8 - ERNEMAHT ENEM DL - REZBERE - 815 - U BHtR) AEE  RIFNERELE=F REHHR
EMZEEEET (CACTV)  (FABFERAERADIRSNERER TARKYT : TSEHEHNEEE  SEHEHRHE—%) WO% -

BRI 2R T AL BURENERESE > 828 RVAE - BEREMES SN MEREEAME] (Sculpture of the Space Age) (2009) -
SIHEBOBYERN FSEFRIALF4E, (Into the Belly of a Dove) (2010) » MEREZEFOM MEEE] (Repetition Island) (2010) -
BBt E Zi75 Loris Gréaud B REFER = HIENEM DEZ. (libretto Cellar Door) (2007) WIBIAHEIEE - HEEEHEH Sternberg Press
H RS (Paper Exhibition, a book of Malasauskas' selected writings) (2008)
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333 - BRINEREE - RIKEER 2019.10.13 | 15:50-16:50
BAFE 447 -
ERENREFENERHBENFTERME B RO

RREBZANEEELRSE  EEREELRHBMEEHERBEEE - IbDHAXNIIRER - RREBEEBHFBENFHER
BERZOR > THETRILEHRBEFANNSEMABZBERERY  MAMARTRELNERERERTE « BFHPHER
EEZRRNAE  EPFE-ERENELY - HREARLEBARRBREERIEREZR - DNEAZMREAERRA
BRERNRE  ADSEJIBHEEIE  SEESENLE  UIRBLERERDSEZNEREMN it - ®ERN - ZER
R BEIEREE AL B -

RRRBNEBTOZ NPT EE——=EHL - F#) (Nora Taylor) 89 (EEEERIEAH) (Art without History) (2011) DAK
FiEZ (Joan Kee) B9 (BR—FEIEHIEMEMTSE) (A Call for a Normalized Art History) (2004) o XX AR [E SFihIEH
(B®) MEERYZREREE  MRAMBREZME (B ZEMERATNSE -

TEZFRIITE > BAEZRERR UEBLABRENEM, - Hit > WRE—EFRRAONF  BEALERE -
K& 5e (Jackson Pollock) f1EZ—M# (Kazuo Shiraga) MIfFmiRELECY - AMAELSERE » REERMFARELE ER
PIRREMMER -

BRNEAFNERERIRNZSEXRMESEN\ZETLE > MEMMSBGRIOATHEES BRAEEER - BAMRAAER
REHANELERZEMERR - ERFEERESRLEXMAETRFAES - Bkt - WSDAFSIERNDNEMRE -
MR ERENERERZERAIR - SBARME 1990 £05 2000 FR Z ATl HRATEHNER 2L (FINHEEMINE
M RN RICAVERE) -

P - BEGE - AFIEERBSETA RAMEBNENERKNESE—RBANSZE EREREELEMRNGE - £
BEKBESMABMNREEMEBLENERAENEE  BRFENET - HTERURED - A—RHLPIENRE
A CHREBHRESEFUERERBESAERNERE  SREFENN / EALEGERTNRIGHEZIEES « HHRIIRE
MBS ITHER  BISEHE - BENHRERNRE  AIMNEFRABRIEN BEXPNESL) wE > UREHZETE
MHMERNNE > BENEEMRIHEANZTEMZOMP AN AL EEERNE ZMNES) - Bl > BI5EHE
TWIFERAMTERBELNZAEELL > MEWEELE S EBEMENRAMENRE - WA BR SR REN LR A
WRNEEM - EMBEEL AWM BEIFTRE -

SCHE - ZEANHRLE - HisKEFHEF Eileen Legaspi Ramirez

BiEE > IRARNIFEBERZBEEHREMBMR - FHILIRXEEHE ¢ (Southeast Asia in a Crawl
Space: Tempering Curatorial Hubris) UX#%5% (Southeast Asia Spaces of the Curatorial) (F7inif &1 £
fily / Sternberg HER#E - 2017) K (Embodied Subjectivities: Accounts of Affect in Lani Maestro’s Site-
Specific Work) U#5S {New Histories of Southeast Asian Art, 1945-1990) (FrhniEEIZRZ RS / Power
k4t - 2018) -

WS EREIFF S E1E © 83T (Southeast of Now) (FrANIRAZE HikRHL) HIMREEM S ~ M RRERR
&8 » {98 F & Another Roadmap School BEEZR & - BFthE (SEEEXEHL - FFEEEMBMN
=E) BIIANEI TR  BMAAEYERERER - JFEF 214848 Pananaw ng Sining Bayan £fF -




E15/ERA
ZBRB A

EERMABEMATERNRR  TEHRRAEEN RN - ML BERARBER - B LH
N EERRERTRANOE B2 RERIAMNE (Robert Rauschenberg) 811960 FA = EIF i E T - 22
BERRAERRANBRCEMNER - BEFRREEMIZESERRRBIUENTERFR  #4&
BAEXE REAEEE o8B GEER TBBNED) (2012) ABIFEHFRRE - RREAR
MERERAEHARGMEMFTROGRHBE - METERSMESNER) (2016) HAH
BEME RN - RETENRER - GRRRABNSY - BET —NHETE - TRENES - B
BHES (2016) - WU MG HEH - BBEIENEGRE  RESBIRFMENSESE -
018 REFELETEEE 'BFRER? ) RIB EREHARBEMIENAFEERES - HEHK
BERAEINBEE TR  NOUESAEMNEESED  NEEZE  FANHERNSNEESH - 8
EEERREE - BEPH (Boris Groys) B (E4li7) (2015 » EMR BRI -

EHA

ZRE

ZIRE - 1981 FHANBESH - RIPEMR > R 16HEBMERREZR - EEEN—FHFLAGIRE -
ERBNER - WHMAREMZEEZE - REFSERGIRASIN EBREE M - N BB T =i
ESHAEEMAWPEBR T SIHMRREMAARALE BB ENES - LRERHRNER
15 BRELARAZRZINELC  AFNMRHEBRRWEANTERNREZ P - WNFEZ ¥ RIS
BBIRAEIRTE - MEFHEND = 5% - EERBNAXNEZBEFER - LHHES—RNEE
EUZFREDURZHRUFENRE - RARBABEMAIERR - HFEETECLMAIFEE
BEE - I=FRRAEEE OENRBE—FEMER) © NR019MEEFEAMEME ~
M TEERFEEE—BERCEREEREEAS, « HE—FKN (BEE) E)
B Mg ERAE—HERERAIE -
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HR— Bk - NHTRZ AR B B AR i 201945 18 B 13:30-18:00

ARIEPBREREARMRBRREMNHBEEDE - BRNEHRIHBEANRELE - HMANTEBRE (curating) R
B2 (exhibition-making) ¥ ARRIRIBUAM MK ENRRIEIFH TR 2

HAMPESE R FRERlEtE  INEESFERNIFEEERE  HHEEMEENZRKEETEE BB
Bi ERETINELETHNER ? ERENBEHRBEMLRAMTELENEEEEMNBEREER » FREAMN
B o LEAERBFIT AEZRA - REANMKRRNOEH —ERERSHNBEFLEHREE SN S RUESIRNNREE ? ME
BEANE  XRBRAERAE?

ARIEHBFRRAFETER  REAFESHN BERENMRASHELR > TEEMRBEMBENERER > )8
BIBNRHEEAE -

=K - XHTKR A4 Merv Espina

HEBBUAHEEMHNEMRAARE - £ 7 BB EHEBIIER « EXELBNRBRURERE
EBEREH  NEBRRETHRIG BT  RENCK - tiEERER - Bf - BSHEk
MRVERIEEBTS - MR BEIA R EMSURBIERMI T B E X B KPR BT SR —EBD - 2Rl
ANZERAIPOP YEH YEH EBFIRMORRER - (MR MNR RS S (Sarawak) HIBARIE
(rajahs) - ARASHIERNEFSEREBIZBMENNTRFR—XHRMNEEEMIZGE
MHESEANR  EBRHERGNRS L ERAEMNOMFEE -

S ET R 4N E R BN A8 E —TE B FE B 2000 F - Wi FAETAE RN 2021 FMB U EAlrstE TS AMEME
g - hERSth R ER S HEIE R ETE TWOKEMT & (BITIR2008 %) MMAHE Z— - thoh
2014 EMFIEM R A - fEsE (Shireen Seno) f£EAIHE MThe Kalampag Tracking Agency. - BBENARE G IRET EE A ERER
%o MRS ERE TKIGR - 1980 FRESHEmEER M (2017) REEARN—8 > ZBRBAHHRETLMRERR
RBERHREMERRREILENSE - 78 - AETFRERELREIANEMETE TVIVA EXCON) 2018 FMHERAZ— -

ZHRENT
KRBT

RiEW

BERIEHNBERATZEEBAZASZIERR - ATEIREMRE F2EMRumah Air Panas (RAP) X8
Z— N BEBAERIENER 28 B8 - ZEMRAPARES » I E 2 HRogue At AR
ISR EMNE 518 - M BEASFEREMETZEME (2013) » BAUK SOVEREIGN a2l EE4iT
#% (2014-2016) ~Arts Maebashi AIREtE (2016-2018) FTHUGO BOSS ZEllEEA4iTaE (2017) RUIRBA °

BEmmPRMERMtE NG E TRSEEEMNTEEEL 2R2006 FE\EREINEFEREL ; B
RAEE) SR2007 FEAT_EHEBHEFRE - BRNT / BREHEFRTREL ; BIE)
E 2007 BHERERIEEHERBREL - WHR2008 ERHNEBA - EME&1EHE ©5E2001 R
WAy TRttt 4848 TREF AIR2013 F2HRE NHES / &METRE) ~ 2014 F_BERILO
aeseh 0 o BRI SRR 28152017 £ Japan Foundation SREI B RS RINA MkBSEREE oS -




BRT : BREBHRNE 201945 B 25 B 13:30-18:00

ERIGBANRBRARBMR 2 ENESFRGFEALE > R —EREEMEERRE - AHZERTD - NEHERFZOE
HEE > MREFERHERBREENERGEBNREEKBIES EREMERENAGF - LFH LLRE—PRIERREER
BHWARERBMER - REEUERERABETHELFERNES - @MEERR LEREMABRNRKIELE?
WREERTE2MEERRMAENUE - MUBBRUNESTHEEREARSE > £ ThHi5 Bak FFEF HER
MiIGEERA R F ELINEREITR AR REZERE -

BARE

BRAER > BRIBERSE - 722015 F 22019 FRIEEE B Para Site BT ERKEA - 7L
ZHRIMBEHFZERETRE  QEETE DSEFRHMEREBA (BRA%FH AR  EREBHRIE -
2014) ; HEtEILLFRPEREA (RBE- CHRBEMZEBRSRRE  2010) ; EXREERIE
SERREPE (AR BRAGRURMERE  2008) - MhESEEF S LRMOVEE - T
STATIREERERRNE -

BISUR

BRAER > SRBEFAE - BRIERELIEAQOMNES - B2015EF B Empty Gallery B 1T #E1F
EEZERKET & %MAEEmpty Editions (4R E: - hERFth 2AANB N HEEREEMEIE (time-
based) KIFEEFIHMEBlank Forms IE BB - i BEIF LB SEN S HEZIETES) - BEEERE
EREMEE - $EIRKET © A Triple Canopy M Printed Matter ©
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BR=: BEEEIER 201946 A1 8 13:30-18:00

FRIRERENTER  SARBNRGEREGOIMEL « &7 BEMESZ TN T —=#UBWE  EK - RILHE 2
HEBMANEMBEE —RMN T RBEMERN 'RBED) - BERKRSIBTESERE -/ - THNEESE  BIERH
% MBHBUARNEGT  HRERELENEESUNEE - ARARITAELD  HARFEEINMRREZNT N - LEFIE
g THRa) ESRAMEH BRI AERET -

B E# Tang Fu-Kuen

BREBIERESZM P OREZLERMENOREA - R —(IBUNEEIREE RRANERA  EE
REUHM NN ERREEMRAEEE - BREESEL T BB EFRIMINKERRA - HAh
RENWFZMERREZFASTENFRRE  HELHEEERRE : MINKEMWE - BNEHEE
i REMMEIR S - IS EERELL M EBME  EASHE A+ SRS - EMF
AREEETaREAEREH  TEECRNHSERRUESNEtNRERHE I REBEEH
EMfEEPORSIFMERELE -

ZE 12 Yuen Chee-Wai

ERI1975F » B—UMMIKANELEE - 2MRMNREE - th A AERZERRBUXBNATE - 0
AR ERHRDEHEMOEE - RTERKBENESHEAFHRNERMKR - RURMAEEE
REFLUORE -

2008 %F » RS REREAANARRSE  BEIMIDES MR PENERRHEEABERERNERER
Aang (FEN) - BROREENEIR B 2 TR REIG(F <2014 i - SIS - REE B LIREDN
BHEBNEREFA - BAARN sniff KRR SFEOER S HE Asian Meeting Festival (AMF) °

ESERSEMINKAIEERLERAXA (The Observatory) HIRLE - IEEHMIESE « FHLAMH
BEFRE > ESBERTTREE - 20185F - BAAKRIBRLEEBRIBBUARBRRERBRTNEF  HEEHTEE (BEFEHRDZ
&Y o tboh > RXAIEHIEREENGE  M—F—ERPlayfrecly FRE » BEMRBEHFREATENAIIERE -

BHRAKNAXEHREHERN - EMMENKEEL » TE2EZEEEMM SHE - HLERt TEFSHE  HIE REFZEA Ears
Festival + H AN B 2R Ftarri Festival ~ 3¢ M € E R F{EE M CTM Festival -



5R0Y - S AL - HmFAEE 2019466 B8 B 13:30-18:00

AR 2 B R B 5K 3 N 48 BN A 3

MRk 2 R BmAVE SR, RN EFRE (Jacques Derrida) £ (BRBHME) PATIRE 58751 (hauntology) 2
RERFARNREE  EARIELD > BFHERR TRERIE) (exhibion-making) & —EHZMTEE » WEBERN
RAEBEEMNMBIESM - FREBERUWALEBINEBEHMEBUAMEBNE TN - BEILEREBNTERERED
REOERIR  ERBERL - REZHRERFRAEBRHORBERIBN AN MEESER - TIFpRNIERABRES
EXR BRETE=AHBETIR - EWEXRE - G4 (David Harvey) PR MRFIUIABIRSENZHERES -
RAAEReTERfLMt AUCRE  TEBEENEEER  DEEMEHNEELER - THEHKERRBRREERE
MEIEFEMERERE—EBAtNBRE RN RRNEREERSS - SHBEFERTHBEERNEEXR - TEN
i DABRRIZ VAT - T AT RERE AT ARIL R EARRIL T 2 BERITIRE -

AT R

BRI MNIEE I K B EMBETRBA o MRFIIREIIA S SR EFRENSUEH R RRER
TEA - E T HRSGRRERTINIRAREZESBSEMNEEIIASRAX S RBEH FEMFRIEL
MRESASHELNRAEREEW > DEBUAZRENETGNEE M - SEREETNRER
AR AR BEEMENEMNRE ; ARRERERIE2019FEREBAI A G EMELRN 2
MREEM / BIBEE) (BTessa Maria Guazon HEIREE) » BIFEEMERM 2 ML 2016 F48
ERBERR EEMEEEKRRE) - RIUATEZEEETN a1 —8BhnE IRt TiEENEG,
(2016) - B EEEMERLN TS - RIAEFEQER) (2013) £ Eth2HNEARAMRERE
FFEEEMINREMRETF RN 2MRAE—BHRERER) (2012-2013) » AR HARIHZESA SA
BASSAC £l 2= B X 4R Fa R B (R B 2 1 R 2B BN HAN T E THE : SRIFERBES - BIEN
BR(BRAEE2RMEZERTI) (Jounal of the Malaysian Branch of the Royal Asiatic Society) ~ (EfiiEEZh) B2 (BTR) -

4108 - T J 2 Vipash Purichanont

BIIERA > BSth 258N %EREBELEWaiting You Curator LabiIBIIE 2 — > LIEEBIKRERRE
ZIRREE MM RNIELEN - SERHTEESEEBNER  HERTFAZBENEREE
HE - BIENDZEMR - BAKANEENAT L KREEEHESERERET AN TEEER
RN ZEAFREERENHE - TSRS 2HHMERREIEE 2014 FUNKRES DB
AEFOR TR R4S R1E : SRR EAEMEEEEE) (2014) ~ B ERRI S Deptord Lounge f9 M—24
RWARAET : BXRBEMTEL (2015) - MREA/HTEHHN TBHE : HEER (Kidk the
Machine) —#E7EME & BREFROEIR (2017) - B ERAT ERFEELLHNSE —EREE
FRE (2018) BHEXEALE  THREFEABRBIKEARRHENBIIRETREAZNIZZRE -
RAB019MINEEFRBUKRAZ—  EEESREEMAZ (Sipakorn University) & & 2R EATE
BREA -
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BRA AR - HEHEES R 2019410 B 10 H 13:30-18:00
"R s X A\

1EIRBIEESRTE

RER

HEEEEBEEEA RS 98 7 - ABEHMIEERS  EREERE -

HiEE Youtube L EF (EIRFE) (https://reurl.cc/k57dNL) (EE—REBEEERE—MF7T) » hitFRIRAIEEERER
F—BARNEF—EEEIERER T yetw o

RubIRTAN > HEE—EAREL - HAUSMESRISHERN > ATBANER - 218 GECERHBAEMEGEFL—
B o A MMERAERE—ER  8—BMRHE LR - LRV FEMANAEEIYR  BFEE  —EBEE—
RIERIERG ~ 5~ 43 - (RERETERESNE L ; HAEFDEE - ZYEEBETE - MEBRIRFEL -

BREESE - BANR—RERMNES - WEH - WEKT - RE08  EHALEE?  BFRESN - IFR
B -

HAER > WREFAE—RAREME—#E - MEEEE? BERK?

B=R
WMREFEZE N (https://reurl.cc/gvO7kN)

-
FAN B YN0 a] 27 e fth P

B8
AETEEE ?

E+E
BTENBEWTE (https://reurl.cc/L1p3jL) » SLEEMZ - BEZER

RBEE!

ERBB—15E - RAE IR 2050 F1& Fluxus —HRIGKEM B PRI SRS B AR P BREGPR—1%

F“r

BESRTE (https://reurl.cc/yyQZyO)



7B - 5## Yoann Gourmel

FEEREA C BiFA > B016FEAHEEERERE - ARG EOFEZMEMKMER : Julien
Creuzet (2019) ~ Massinissa Selmani (2018) EiTaloi Havini (2017) ; RREFEZWNCERNRZE
B SHRENAEEERE TAnother Banana Day for the Dream-Fishy (2018) » TAll Watched Over by
Machines of Loving Grace) (2017) ##% MBBEAREZE, (emotional capitalism) ~ TG REAFTER]
RAAIR B EABRNELLEB -

REFTRAEESELER NKERZE) (Where Water Comes Together with Other Water) HEERE
A DEEEY  CEAREBLENERARIEAREMRS - B2006 Fi - BZREFZMIES
£ B : NEESHE NVoyage d’'Hiver) (HRBEIEREA > 2017) ~ BSHIETE SR EME (BEE
BA > 2014—2015) « ARRBSHREEM AL (BEERA - 2011—2013) ~ INEAZM@ZMercer Union Z4iid.0y (2012) ~ HAF BN
B GAMeC ~ fREERFFIRM ZEMT8E No Soul For Sale 24i&7 (2010) ©

2014 E2016 F > FREBTOEEREEMA (Grenoble) ~ 248 (SaintEtienne) MBS HEBAMERFTEMR - B (Dion) MBI H RIS
bR BIBEEEHEERAEME - 2011 FE2012F » WKW Z CAPCER AT EATEEIEE TFT 1000 FESHWE R HEHEA - HBEH
NERREREMETRELREEM -

=§ngdl

HERRE  BIF - WREMIBSMNRRER  ERFIASNSIESRHEZE  REELEESR
MEMBRNTARE  RESENEERR - AIEMNBUAREDNY - WHNRRERSEENER B
EESLEBRNEHNURAEZ TNERNBENES  MSTESNESROEE T RE
MRIIRE - AT Z At BRI - 5 - HHEEEZFOIRNZER - BEERZANRE -
AMBRYEF - WREMATBEIRANEME  ERZMEEDAM - XL £ ZHE -

201522017 FRAIRAIEEREMPOETRE > THRBEAHTHE - AFRBFE0E: =
B (1T B2t des Art ~ AEFF4RET Contemporary Art Center) ~ MEBRARRIMNBIELELH)
(17 MAZK/UEHEST RO~ FNECrey Projects ~ B1bER B0 - BER—REME) -
The Extra Extra Ordinary (FEHIE R E4Mrs25T M8 > 2018) ~ F¥0EE) (RIEERBEMFL > 2017) ~ THEE, (BIEEREMFBO
2016) ~ M3EY) (BEER - 2014) ~ TEARER—EAERE) (FAThAEREMEFEFTHE  2013) F-
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BTN B - BRIERT R ERIS 2019410 814 B 13:30-18:00

(& 72 AN el 5 2l B Ayt 2

1)

(ImiiE T - BHITEHTR : RM / 5RBHE - FW)

RM : %@2*55&?“*%%" MEE - ZUH - INBBBRAFNAZENRRES  BRISERE  AEMT > XRME > AR
BFRE wRFIEEEE ?

FW: EZNMEASRIIAER - B - BIEHBEAZER  HEZEET BT -
WRERIENRBR—ELEER - 188 « B Tué 5x TRE) - REPTAE - BERESH

RM: NMERIET - EFEBIEXNILE - ERERNOFEMFME - 88 EA > HE > BRRATOOEEN—D > R
BWEWMEE - FEBBCAERNE  NHEHSNER—EESRERRER—KER -

FW: TR0 2 RBIENY - MPIREEE > AEEBIRRNPERINNIKE - BFN0 - 0L WE - BE - HEEEER - Bt
BT ekmBAE%H  BREAZUREA - YU — - WiE - 0% > Wil - 86 - EERERNREZREEET - 1—1E
AREMNISHREE - thBEBAOKERE -



IEHE R - BBhifEHT £ Raimundas Malasauskas

WHARET - BRI T REARER - RREREE  SRIFEBNBMBENORAMNES
HEER - BELERO THRES) WP RERE— TEES) (Hypnotic Show) R ZREHER
B a0 MREX - BixFs) (Clifford Iving Show) (2009) - EBEEMEZ - HE B A S1EH B
BfF - EREM - T8 b B BE - BE - BERITE

M2 EBHET=ZEREAXGARE (2012) REA+AEMBHEETRIIMELEABTLHTHSE -
BELE: BRERGAAEMNE FE BERIIKEA (2010-2011) ~ BAOEMREBREA
(2007-2009) ~ POMEEE I EMEREEREA (2007-2008) -

199522006 Z [ - AN ERARENEM PO - RIZHRE > B1F : N IRHHER AXE  RVFNERBENE=FR REHHR
EMZEEBET (CACTV)  (FABEASRAESABMBEANERER  TARL Y - SEHENREE  SEHEHREE %5 WO -

WEERET2H T AZBURENES > 08 : RAHE - BOFEMESSMN MEAEANME] (Sculpture of the Space Age) (2009) -
BFOSHIEBOEYEERN RIS FRIALF4, (Into the Belly of a Dove) (2010) » MIEREZE RO MEHE) (Repetition Island) (2010)
Bt REHMTR Loris Gréaud HERBER=HIEN(ER NEZ (libretto Cellar Door) (2007) WIEIAHEERE - HE(EEEH Stemberg Press
HAREY (Paper Exhibition, a book of Malasauskas' selected writings) (2008)

SRS

BABSIEDTIUEMNE @B AHGFE - GE2009F THIEHEFTREREEE WEMRA
(Commissioner) » 2002-2008 F{F =M I E T B R E A H & - 2008-2012 F F = 36 17 E iy
B TEFREBERTENAE) I GRERBECEZ2ERAENNEZILEFRREBRRIMTE
201202 R EREEER - THENEREAAREPHRE HENRERERE ; THE
BRARMEE1996-2012 FEILEF R 19972011 EEEHEFREEERHFS (2001 &
2003 FpRN)  BEZREAZIEREN  [HBEM—EZ) (2015/6-2016/2) HFESHPRER -
SEIGERE (UBIHUMER - 2012) ~ M2009 Tl « E2MNEE 2 « TRERpWT : 21
RRIEEE) & (2008) ~ TEdEZ=) & (2006) - 2003 Spiiil h#d4% (2003 - BEIEMMIIE
MireE) ~ TEFEEZ  BEIRARBEE) (2001) - TRt : SEEREMEL (1999 4K) & -
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HEEH | Organizer

[E= g= =R aAVE ST
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R &#17 | Programming and Coordination
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TE3HEN | Workshop Organizer
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T{Eth5 &1 | Workshop Co-programming
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