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In 2012, r:ead was established in Tokyo. At the time I was working as the director of a large-scale art
festival that aimed to “represent Tokyo, Japan, and Asia.” Bound by various institutional limitations, it
was a place where the quality and quantity of a piece were scrutinized. In such a tense environment,
mistakes were not tolerated. Needless to say, the fate of present-day public cultural institutions is to
fight on behalf of localist municipalities and nations in intercity and international competitions, only
to be harshly evaluated for attendance and festiveness of the programs.

r:ead is an attempt at sowing seeds deeply on a small scale, in a territory free of the obligations that
burden cultural organizations. Artists, curators, and translators from four East Asian countries gather
in the same place at the same time and engage in dialogue. They are both “neighbor and stranger”
to one another, as they discuss their creations, societal contexts, and histories. We were not asked to
organize this project. But we realized that in such a process of discourse, we turn over, relativize, and
face our own history once again. Seeds of future works are softly sowed in the ground plowed deep
by dialogue. At the end of the two-week conversation, all participants present on how they plan to
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nurture their sprouts. This is the program at r:ead.

r:ead is also a small and independent body in motion, shifting and evolving in accordance with its
surrounding situations. r:ead was held in Japan for the first two years but for the third, thanks to
Jow-Jiun Gong who participated in r:ead #2, it became a roving event in Tainan that traveled across
Taiwan. Owing to the strong initiative of r:ead #3 participants Cho Jieun and Ahn Sohyun, we were
able to realize our fourth iteration in South Korea. And this time, Cheng Yee Man Gum and Clara
Cheung who participated in r:ead #4 took the initiative to organize r:ead #5 in Hong Kong. This is a
project traveling across East Asia, relayed by those who believe in its necessity.

Over the course of five years r:ead has brought new independent initiatives into being. With the
inquiries cultivated at r:ead as its chief concept, Arts Commons Tokyo was established. Leaders
of Tainan's independent art scene followed suit. Furthermore, r:ead’s translation director, Kanoko
Tamura is exploring new possibilities in the field of art translation, by organizing the Art Translators
Collective, specializing in the most important and challenging aspect of our program: interpretation
and translation. These projects arose as a natural result of re-confronting local contexts and pressing
issues through r:ead.

At r:ead we have an extremely simple, yet frighteningly laborious rule of communication. Everyone
speaks in their mother tongue. Continuously from last program, we have situated interpreters
and translators living between two languages and cultures, as the third creators/mediators beside
artists and curators. This move explicitly raises the issue of language in East Asia. One of the major
challenges of r:ead is to address the relation between art and language in the region, heretofore
distorted by the inevitable translation into Western languages.

r:ead is not the type of project that has a political agenda, framework, and a budget. Rather it is a
temporary community, which comes into existence solely because each participant feels its necessity.
And it can only be formed by an accumulation of discourse. No one asked us to do what we do.
Everyone involved has a direct connection to East Asia and is the subject of history, taking on the task
of renewing the present. As artists, curators, and translators, we mediate otherness. As foreigners, we
widen the site of this shared work. We sow the seeds deeply on a small scale. No one knows how they
will sprout but we gather here precisely because we do not know, because we yearn for dialogue.

I would like to thank Cheng Yee Man Gum and Clara Cheung who accepted the unstable nature of
this project and made it possible to host this year's event in Hong Kong. I would also like to extend
my sincere appreciation to our supporters at Hong Kong Arts Development Council, The Japan
Foundation and to all artists, curators, interpreters, and staff who have participated in r:ead.
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First started in 2012 by Japanese director, Ms. Chiaki Soma, r:ead has evolved to be a yearly project
taking place in different East Asian cities led by different directors. For example, r:ead #1(2012)
and r:ead #2(2013) took place in Tokyo, r:ead #3(2014) in Tainan and r:ead #4(2015) was in Seoul.
Hosted by different cities in turn, “r:ead” facilitates exchanges amongst artists from the area of East
Asia, where Chinese, Korean and Japanese are spoken. “The region of East Asia has been forming
a common cultural area for several thousand years, a process which has been continued in recent
years with the increasing exchange of information, people and goods... By limiting the target area
to the region of East Asia, individuals living in this area will be able to deal with each other in depth,
sharing their commonality as well as local differences, seeking a mutual reality that they can express
artistically and share in their work.”

The program is conducted in four languages: Japanese, Chinese (Mandarin & Cantonese), Korean and
English. Translators play a key role in r:ead to help different artists and curators who present in their
mother-tongues to communicate with each other. Standing among the participants to exchange
words, the translators are involved in a creative process as well.

Inspired by both the dialogue-based format and critical content from their previous experience in
r:ead #4, C&G Artpartment proudly takes turn to host r:ead #5, with the theme on “Myth - History -
Identity” for exploration in June 2017. All cultures have their own mythical stories from the ancient
time, and these stories, to a certain extent, reflect how their ancestors understood and encountered
with the world and nature in the past. The study of historical myths helps reveal the development of
a culture and its cultural identity. Indeed, mythical stories can also be considered as the combination
of history writing and poem writing, with an enormous amount of creative visuals. Mythical thoughts
often consist of strong creativity for imagination and the ability to traverse areas full of unknowable.
Besides interpreting “myths” as ancient stories about gods and/or heroes, participants are also
encouraged to come up other possible interpretations, for example, to look at contemporary “myths”
in our societies and to create new “myths” for alternative imaginations about the current systems.

The current exchange project will make use of related materials to trigger artistic dialogues and
inspire creative ideas. Besides bringing participating art practitioners to different historical sites in
Hong Kong, the project also involves public talks, sharing sessions and a Documentation & Response
Exhibition in order to engage the public in this creative journey about myths. All programs are free
for public.

To find out more information about the previous r:ead programs, please visit: http://r-ead.asia.



SEE4AMEIE | Program Directors

8 HK C & G &8 C & G Artpartment
B4 Japan BT A Chiaki SOMA

4 Kanoko TAMURA Kanoko
#2[ Korea ZZE AHN Sohyun

=& CHO Jieun
A7 Taiwan BEe5 B GONG Jow-Jiun

ZBHERA | Participating Curators

&8 HK BFEZE TANG Kwok Hin

H7s Japan AREEA Toshiaki ISHIKURA
#2[ Korea FMEER Gahee PARK

& Taiwan MIERT LIN Chen-Wei

ZBEEMR | Participating Artists

FE HK FRiTEA Oscar CHAN Yik Long
HZ Japan ZF R HYUN Woomin

%[ Korea 2 78 Yun CHOI

&7 Taiwan B & CHEN Guan-Jhang

SEEEE | Participating Translators

5RZE Frankie ZHANG (B:E - H3X / Mandarin - Japanese)

&58/E CHEUK Wing Nam  (EER5E - HX / Cantonese - Japanese)

208K Janet LUL (fEER5E - H3C/ Cantonese - Japanese)

REH Mina SONG (88X - 5855 / Korea - Cantonese)

#H JIN Zhen (BB - 23/ Mandarin - Korean)

Z=H 1B Jangwook LEE (8832 - X / Korean - Japanese)

F3& Christopher Hoi WONG (3% / Blz5 - 22X Cantonese / Mandarin - English)

SHNERABRERRRABE |
Participating Students from Visual Studies Department of Lingnan University

#HEL CHU Ching, Alan

Z=BEAX LEE Ching Yan, Cherry
255 LEUNG Sze Nga

B TANG Sze Nga

#1535 TSOI Yuet Ka, Katherine
B2/ YANG Yu Hang

17EBHIE | Project Coordinator

#41EH) Crystal TSE Tsz Shan

BEEB4 | Assistant Intern

#&5%E TSUI Ching Wa, Roy
{A]IEX HE Zhiwen, Kris

L2RBMILIEEBEN4E | Self-Introduction with all Participants

HER / Date

BFR / Time

2k / Venue

84 / Speakers

2017 6 B 16 B (EH3H) /16thjune, 2017 (FRI)

55—Hf3 / Session I: 10:00 am - 1:00pm
% i/ Session II: 3:00 pm - 6:00pm

HB WA WP SR\ A2 MB G12 5tE
Rm MB G12, Lingnan University, 8 Castle Peak Road, Tuen Mun, N.T, Hong Kong

B BE -~ B kK B2 HEBMITIEE

B BBE SEBNTIEE K BIELIFE

Session I: Japanese, Taiwanese and Hong Kong participants
Session II: Korean participants & Translators

AMBERHAE (—) | Public Talk and Seminar I

HEA / Date
BERS / Time

2k / Venue

#8%& / Speakers

& H / Topic

20176 B 17 B (2H837%) /17th June, 2017 (SAT)
4:00pm - 6:00 pm

A LBE SRR _EISHET 404 SRith T 2R
Green Wave Art, 404 Shanghai Street, Yau Ma Tei, Kowloon, Hong Kong

A2 EA Toshiaki ISHIKURA (H7Z Japan) (X1 AFEZ 2 cultural anthropologist)

(FHEH 8 MENEE | R ERE)
Cosmology and Mythopoeic Thought: What Do Myths Translate?

AMBERAE (=) | Public Talk and Seminar II

HEA / Date
BERS / Time

2k / Venue

### / Speakers

&8 / Topic

201756 518 B (2#§H) /18thjune, 2017 (SUN)
4:00pm - 6:00 pm

EB HIRE 218 677 9f SRE T AJE 22 12 Para Site E4i722R
Para Site, 22/F, Wing Wah Industrial Bldg., 677 King's Road,
Quarry Bay, Hong Kong

HEBi88 SIU King Chung

(BBIETIAEEIZIT Associate Professor in the School of Design,
Hong Kong Polytechnic University)

T 5B Vivian TING

(B3R E A Independent curator)

(UERZMANER S | BAEREAN T HEEX TE=) R
Myth-making in contemporary arts: A dialogue on “Lo Ting"
with SIU King Chung and Vivian TING

THMERDZED | Public Presentations on Residency Program Summaries

HEH / Date

BERS / Time

2k / Venue

% / Speakers

20176 B 24 B (2H37%) /24thJune, 2017 (SAT)

55—8f1 / Session I: 10:30am - 1:30pm

S5 80 / Session II: 2:30pm - 6:30pm

BB IR TRERE 2 58 BiEE & LAISB)
Fringe Upstairs 1/F, Fringe Club, 2 Lower Albert Road, Central, Hong Kong

B—f1 | mRRE Kk aE2 RN TIFEEH

FH  AEA - HESHBMIFE K BETHE

Session I: Korean and Taiwanese participants

Session II: Japanese and Hong Kong participants & Translators



XEACIFEREREEE) | Opening of the Documentation & Response Exhibition

(E=) BERB / “Lo Ting” Sound Performance

HER / Date
B / Time

#25 / Venue

%:#| / Curator

BIfEERR /
Collaborative
participants

2017 &7 8 22H (7X) /22nd]uly, 2017 (SAT)
4:30 pm - 5:00pm

BE N LIVE FEEMAE 63 5F BT 12 SREE
Unit 12, Cattle Depot Artist Village, 63 Ma Tau Kok Road,
To Kwa Wan, Kowloon, HongKong

EFE%E TANG Kwok Hin

PRIABA Oscar CHAN Yik Long ~ #8E% TANG Kwok Hin ~ #E CHU Ching, Alan
Z=FEfX LEE Ching Yan, Cherry ~ 22555 LEUNG Sze Nga - #5554 TANG Sze Nga
#1552 TSOI Yuet Ka, Katherine ~ #3271 YANG Yu Hang ~ flIEXX HE Zhiwen, Kris
##%/5%E TSUI Ching Wa, Roy ~ #i#¥H# Crystal TSE Tsz Shan

BESZ43E | Sharing and Dialogue

HEA / Date
RS / Time

25 / Venue

&% / Speakers

201778 22H (X) | 22nd July, 2017 (SAT)
5:00 pm - 6:30pm

BB BE LIVE BEEAIE 63 5t RN 12 SEEL
Unit 12, Cattle Depot Artist Village, 63 Ma Tau Kok Road,
To Kwa Wan, Kowloon, Hong Kong

HBEEE TANG Kwok Hin ~ BRIJIRA Oscar CHAN Yik Long ~ % QU Chang ~
SREZEE Frankie ZHANG - &% Nicole LAI ~ 2H A WU Chi-Yu »
Z# 18 Jangwook LEE ~ 5kE#] CHEUNG Clara

XEREIFERENZ | Details of Documentation & Response Exhibition

HEA / Date
RS / Time

2k / Venue

EBMTIEE/
Art Practitioners

2017 %7 B 23 H E8 B 15 H | 23rd July - 15th August, 2017
1:00pm - 7:00pm

BB B LINE FEEAE 63 5t TN 12 SEENL
Unit 12, Cattle Depot Artist Village, 63 Ma Tau Kok Road,
To Kwa Wan, Kowloon, HongKong

FRIPIRA Oscar CHAN Yik Long - #BEEI%E TANG Kwok Hin ~

#R148 CHENG Yee Man(Gum) ~ 585 %] CHEUNG Clara ~ £8% QU Chang ~

HK Farm E12 8135 HK Farm and Contributors » X Wen ~ %8R LO Lai Lai »
Map Office « #3;H## Trevor YEUNG ~ 5825 Frankie ZHANG ~

ZFR HYUN Woomin ~ 17)1|Z & TAKEKAWA Nobuaki « #4455 CHO Sunhe ~
4t Yun CHOI ~ 8 3% KIM Dongkyu ~ 25 JIN Zhen ~ Z=#§ /8 LEE Jangwook ~
FRE & CHEN Guan-Jhang ~ #8f&fik Nicole LAI ~ 2E& WU Chi-Yu

JEFRFR SHEN Sum-Sum ~ 58 Musquiqui Chihying ~ /B84 Ho Ming-Hui
FR{H%& Chen Po-I » E{H% Tseng Po-Hao * B 22f4 The Post-Theatre

#=Z58 Huang Yen-Ying ~ /M5 44 Sexy Little Young Pig ~ Kaori Tazoe




2 riead#5 SIWEBNEAE 8  BEIREBLSIE > H=TS A - THEEAERENFHDEREREZ

More than thirty participants from Japan, Taiwan, Korea and Hong Kong in r:ead#5 arranging their presentation

schedule in the classroom of Lingnan University

T LR

TR ES T NETRE

EreTH iR S r=0r1

read ZTmEt B ABB T (BA)
Founder of r:ead exchange project:
Chiaki SOMA (Japan)

riead#5 MEE EHIE [C & G BATE(L (F8)
RRIREF]

Representative of the r:ead#5 organizer, C&G
Artpartment (Hong Kong): Clara CHEUNG

-

riead#5 M EB S EBEMRXXFR (BAE)
Participating artist in r:ead#5: Woomin HYUN (Japan)

B2 riead#5 MENEEUA ~ B B - BOEEE
BN TEEE I NAEE

Translators in r:ead#5 using Japanese, Korean,
Mandarin and Cantonese to introduce the roles of
“interpreters”

riead#5 MEEH 2 EHXRAGEHA (BX)
Participating curator in riead#5:
Ishikura TOSHIAKI (Japan)

riead#5 ZMEEN 2 BHRBAMER (578)
Participating curator in riead#5: LIN Chen Wei (Taiwan)

N
riead#5 ZMEEN 2 BBEMKRTE (878)
Participating artist in r:ead#5:

CHEN Guan Jhang (Taiwan)

F

riead#5 MEEN 2 BB KRN (F8)
Participating artist in r:ead#5:
Oscar CHAN (Hong Kong)

riead#5 R EEN S BN RE 1 (58E)
Participating artist in r:ead#5: Yun CHOI(Korea)

riead#5 3T EEN 2 BERE REM (BN - EREE)
Participating translator in r:ead#5:
Mina SONG (Korean - Cantonese)

£ o R
riead#5 MBS 2 BENERE T8 (R / B - 530
Participating translator in r:ead#5:

Christopher WONG (Cantonese/Mandarin - English)

riead ZUEB 2 EHK R A BT (58)
Participating curator in r:ead#5:
TANG Kwok Hin (Hong Kong)

read#5 MUEEN S ERR AAMERR (GEE)
Participating curator in r:ead#5:
Gahee PARK (Korea)

riead#5 RXFEF S EEEE THB (38 - B0
Participating translator in r:ead#5:
LEE Jang Wook (Korean - Japanese)

riead#5 R EB S EEEE £ H (F:E - 830
Participating translator in r:ead#5:
JIN Zhen (Mandarin - Korean)

BURRABEREBAAREIE N RERR
Participating curator, TANG Kwok Hin, inviting
everyone to his home in the walled village for
“Poon Choi”



riead#5 2NN&ESFHEMN 28
r:ead#5 participants visiting Cattle Depot Artist Village

TERRENEETH B LR ERER

Master WONG explaining the traditions of “Flower Plaque”

NFIBERME (—) PRt E R IRET
Public talk and seminar I at Green Wave Art,
Yau Ma Tei

ERBERASABNERIFNER
Curator of Green Wave Art, Sanmu, introducing the
organization

riead#5 A 2 EEEE SR (HX - ER:E)
Participating translator in r:ead#5,
CHEUK Wing Nam (Cantonese - Japanese)

EMTEE [ (FHw E WENREE | s EE)
The title of the public talk: “Cosmology and Mythopoeic
Thought: What Do Myths Translate?”

EESEER
Full house during the talk

EEEABEEIE

Translators for four different languages getting ready

FHERBYERHE (B)
Speaker: Professor Ishikura TOSHIAKI (Japan)

BETHUE 52 H
The son of Chiaki SOMA actively participating as well




—T2RETFEEE
The whole group visiting Foo Tak Building in Wan Chai

[}

SERNUREASREEMERELSENIEE

Visiting the artist studio of four graduates from Baptist University’s Academy of Visual Art

BEREMZEREIINITIEE
Visiting the artist studio of CHEUNG Szelit

NEBEFRE
Lunch at Foo Tak Building

e '
NEIBEERETE (Z) 7? Para/site 47 2ER#ET
Public talk and seminar II at Para/site

b
HERERRESHE T FRIBRAETESIM
(BEZHUB)RIIEE
Speaker, SIU King Chung, vividly talking about
artworks of “Lo Ting” in the exhibition series of
“Hong Kong Reincarnated” from twenty years ago

R ERERRENSUR
Audience passing around documentation from the
“Lo Ting" show

2L EAIFEREE RN R RN EE

Translators interpreting for non-Cantonese speakers

EEHTER  (UBRBMEEHE | W
TR E S BE)

The title of the public talk: “Myth-making in
contemporary arts: A dialogue on "Lo Ting" with
SIU King Chung and Vivian TING”

AERBREREERRENER
Speaker, SIU King Chung, reading materials of the
“Lo Ting” exhibition documentation

- s

FEETHEURRROMAERS(EE=ESE)
HEBRRER

Speaker, Vivian Ting, analyzing and discussing the
influence and inspiration for contemporary Hong Kong
from “Hong Kong Reincarnated”

SERRGEY —REE (AE) BEE

One of the r:ead organizers, AHN Sohyun (Korea)
actively raising questions




—TAZERM
The whole group visiting Cheung Chau

EME > EFTTERREFE
Walking toward Cheung Po Tsai Cave

MEEDBERERATR
Part of the group entering the cave despite the bad
weather

SRBMRTBIREMNNITIEE
Visiting the artist studio of TO Wun in Cheung Chau

FEEERFRTE
Riding the local “Kaito" ferry to Cheung Po Tsai Cave

HERRZREA
Heavy rain along the way

FERRRFEZAR
Finishing the trip to Cheung Po Tsai Cave

BITRIIRETAMBY R TELEEEE ) V6
Artist, TO Wun, introducing the characteristics of the
“head of Kirin” made by him

riead#5 20 [E(FARBF T TEEBEE)
r:ead#5 participants seriously studying the
“head of Kirin”

BITRHIGN B RN B IEE
Artist, TO Wun, introducing the structure of local
bamboo craftwork
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BREMNEMRBEREAREH1T2
Artist, Susie LAW, who lives in Cheung Chau
introducing the touring plan

riead#5 2NNEIEEREBESE
r:ead#5 participants chatting at the seaside cafe

T o

BMFMIGRTER T ELEEGR > BEEHERTE
Artist, TO Wun, explaining the importance to inherit
the traditional craft, and to adapt along the way

BIiF R AR RE A1 5 TRHEATR
Artist, To Wun, demonstrating how to dance with the
“head of Kirin”

BITR B EMEBIEE TS rread#5 2 MELERMN
Artist, Susie LAW, giving a tour for the r:ead#5
participants

EMZFBEMNMBRMNOIUE B ~ HERSE
Artist, Susie LAW, introducing Cheung Chau's culture,
history and historical sites



read#5 SMERRKEHERLEITE_RDZED
r:ead#5 participants having the second internal sharing and discussion at Tin Shui Wai Community Center

SHBMRZFR (BF) BREERNENE
Participating artist, Woomin HYUN (Japan), introducing
his upcoming art project

AR (BE) NMBHESEE
One of the organizers, TAMURA Kanoko (Japan),
assisting Ishikura TOSHIAKI (Japan) to introduce his

FIVYVVVYVYY

SEFRAMER (878 BRAHSEEEFLEHNRSE
Participating curator, LIN Chen Wei (Taiwan), explaining
his understanding of the important historical events of

2HBIMRWBE (A7) BREEMENETE
Participating artist, CHEN Guan Jhang (Taiwan),
introducing his upcoming art project

II* -4
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2 HRRAMEER GRE) REMREN (E) LURRALBERE (F8) BSREEHENNES

HEBBER AN Participating curator, TANG Kwok Hin (Hong Kong),
Participating curator, Gahee PARK (Korea), and explaining the history of walled villages

artist, Yun CHOI (Korea), introducing their upcoming
collaborative project

q Cd -
i SN R
.......

)
DEBREIA () SRMHSBREEENRSR riead#5 2/n&E BB
Participating artist, Oscar CHAN(Hong Kong), Discussion amon g r:ead#5 participants
explaining how he understands the worshipping
tradition in Hong Kong



riead#5 2NEASHR
Group photo with all participants in r:ead#5

DEBMREN BE) RRERAMELR GRE) #7 SHREAMEER (FBE) BRENFAE RSB “hanaco”
fh PSR E M58 —"hanaco” (52 /&) HeRE

Participating artist, Yun CHOI (Korea), and curator Participating curator, Gahee PARK (Korea), explaining
Gahee PARK (Korea), introducing their recent art how she will curate the exhibition about “hanaco” for
project: “hanaco” Yun CHOI

SHFEAMER (A1) BRERSEASHNEE 2EBMRIATE (AE) U TRESH ) EERAAN
Participating curator, LIN Chen Wei (Taiwan), STRUERRS
explaining how he understands Hong Kong identity Participating artist, CHEN Guan Jhang (Taiwan),

explaining “liquid identity,” as a mobile status of
modern beings

TRMRDEENRBIER SHERRANARHEA (B ) DT ARBIHER
Sharing session of the exchange program EBAABE SRR E R RRERR
Participating curator, Ishikura TOSHIAKI (Japan),
analyzing mythology in Japan, while audience
members actively respond and raise questions
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EBERE 2 —2RE (BE)IEM

One of the organizers, AHN Sohyun, raising questions

SHBMHZTR (BF) BEAH BRI HAEH
BRI E

Participating artist, Woomin HYUN (Japan), talking
about the search and recognition of self-identity

SHERABERE (58) DFHE E88%) —
ESRERB

Participating curator, TANG Kwok Hin (Hong Kong),
sharing his thoughts on the imagination of “Lo Ting"
“the Hong Kong ancestor”

HERNRPEEERASRERES
TANG Kwok Hin and Oscar CHAN interacting with
audience in a sound performance

On-site live painting by Oscar CHAN
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AREBA(RA) DITHRISNE - ER « HEERICE
EiERE

Ishikura TOSHIAKI (Japan) analyzing the development
of folk tales, legends and myths

2 MENEERER (38 - FEERED) 2 HEM
Participating translator, Mina SONG (Korean -
Cantonese) raising questions

SEBMRERIDRA (FE) EERRISES
Participating artist, Oscar CHAN (Hong Kong) getting
ready for on-site live painting

RIFERZR2REEE - RIPAKTEASNEE
Audience covering theirs eyes to participate in the
sound performance led by TANG Kwok Hin and
Oscar CHAN

RENEARSFENR RS AIRM
Audience members from Vancouver raising questions



RIGERIER
Audience participating in discussion

TEEMAMEE TR (5EE) SRR
One of the organizers, CHO Jieun (Korea) participating
in discussion

2HMEETHE G —
BE o +oRE
Participating translator, JIN Zhen (Korean - Mandarin),
seriously expressing her feelings of this exchange
project

B) RIEH riead#5 TFUEEIMN

SHEIEESOE(BX - BR:E) REH

riead#5 RFUEBNEE 0 U2 E

Participating translator, Janet LUI (Japanese -
Cantonese), expressing her thankful thoughts on this
project

SHIERESRB (8B - AX) REH

riead#5 ZMEENEE 0 IEERD

Participating translator, Jangwook LEE (Korean -
Japanese), expressing his happy experience in
this project

FRIPRAR R HEEE)

Oscar CHAN explaining his artisitic concepts

2HEFETE (ERE / BE - BX) &

# read#5 ZTMEBNEZE » RF5

Participating translator, Christopher WONG
(Cantonese/Mandarin - English) talking about his
positive and fun experience in r:ead#5 exchange
project

-

SEFRERET (B - BE) REH read#5 301
EENEE > RUIERE

Participating translator, Frankie ZHANG (Japanese -
Mandarin), emotionally expressing her views of this
project

DHEEEREN 383 - BN REH

riead#5 MEBNEE 0 HEEL

Participating translator, Mina SONG (Korean -
Cantonese), expressing her views about this project:
Challenging

HFREEAR
Group photo with participating translators
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Homo sapiens sapiens, a common ancestor of modern humans, originated in the continent of Africa
about 200 thousand years ago from now and spread to various parts of Eurasia about 70 thousand
years ago. Humans who leave “Out of Africa” have formed a number of small groups, spreading all
over the Eurasian continent with surprising speed. Some groups that crossed West Asia from North
Africa, headed to Southeast Asia bypassing the southern foot of Himalayas, went further to Oceania
by sea via Sundaland. Likewise, the groups beyond the northern side of the Himalayas reached Siberia
from there, and later reached the Americas by walking beyond the Bering Strait, which was still
land. On this global journey, the modern humans, has entered East Asia with a rich ocean and fertile
grounds about 40,000 years ago. They are the oldest ancestors of contemporary East Asians.

Several groups of Homo sapiens sapiens, who broke up to the north and south of the Himalayas
met again in this distant place far from Africa and soon settled on the continent, the peninsula and
the islands, and made a number of communities. In the Neolithic era, technologies such as fishery,
agriculture, pastoralism, pottery making, and lacquer use supported the development of these
societies. After a while, cities were born in various places, letters were invented, philosophy and
religion thrived. The societies of East Asia passed on the myths and history of each ethnic group, and
established large and small nations. These nations sometimes fought supremacy through war and
suffered others by aggression. After contacting the European world, these societies have been forced
to control unreasonable colonial rule. There used to be an era when Japan once pressed the national
myth called the Greater East Asia Co-prosperity Sphere over East Asia.

While walking through Hong Kong in the 21st century, or shipping around the islands around it, which
passed twenty years after returning from the UK to China, I have been thinking about East Asian
history. Skyscrapers forested in limited land and a vast sea world spreading beyond the horizontal
line. High-rise apartment houses of old concrete and complicated transportation network controlled
by the latest computer technology. I felt familiar with that, I grew up in the suburbs of Tokyo in the
urban environment of Hong Kong where the reality of both extremes co-existed together. Both
Tokyo and Hong Kong developed from a small old fishing port town in the Middle Ages to a modern
world city. Because of that, I wonder if Hong Kong's landscape seen from the window of the high-rise
hotel directly connected to the shopping mall would advance the urban plan of New Town which is
spreading near my parent's house in Tokyo more radically? There was something to make me think.
The residential area of the city that is expanded to the limit has made us feel the dream of innocent
economic development that Tokyo has lost. There were pieces of dreams common to us, East Asians,
scattered around.

At the same time (as a matter of course), there was a reality that was definitely different from Tokyo
in Hong Kong. In Japan, no matter what big city or remote countryside, various scales of "nature"
will appear around the human settlement. And many of the houses are still made of fleeting wooden
buildings, as if one day a big natural disaster came and was destroyed and waiting to be shattered.
Besides that, even in Tokyo, high-rise buildings made of concrete and even huge radio towers look
as if they are waiting for mythical monsters like Godzilla will come over someday and beat them. The
Japanese archipelago is always exposed to the violent threat of nature and therefore it is immersed
in the endless love of nature. However, Godzilla will never think to destroy the solid Hong Kong. Hong
Kong, a multilayered city with living space in the vertical direction, has less chance of earthquake than
the Japanese archipelago. However, there are always risks of pandemic such as SARS and avian flu, and
while overcoming this threat, Hong Kong seems to keep its own barely identity. The exquisite sense of
balance is reminiscent of a former Tanka people that lived in houses above swinging boats.

The society in Hong Kong is torn apart by the two great forces of globalism and localism, capitalism
and socialism, cross border capital and enormous population of China, maintaining a dangerous
balance. This city has always been exposed to the threat of history and I felt as immersed in history
love at the same time. Its history is not closed in one area, but in reality in the various areas beyond
the sea. Hong Kong is a bare "East Asian cape" that protrudes from the Chinese world of the Eurasian
continent to the global world. This cape was surrounded by the memories of several islands where
pirates and fishermen once lived, and in recent years they flourished in the industrialization of match
factories and porcelain painting.

An experimental program that artists and curators get together from Korea, Taiwan, Japan, and local
Hong Kong to this city where the world's cultures, currency, information and DNA interlace and are
exchanged. While I was experiencing this rare event, I remembered the idea of geopolitics called
"Rimland" while looking over the distant sea from a ship over Hong Kong. In geopolitics, the land and
islands that follow the margin of the coastal area are called "Rimland " by contrast with concept of
"Heartland" located in the inner part of the continent. According to Japanese anthropologist Shinichi
Nakazawa (FiR#r—), “Contrary to Heartland, which is the territory of the centralized nation, a flexible
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hybrid culture develops in the network-shaped Rimland civilization that connects the periphery.” ( I'H
& D KE I "Great transformation in Japan®). On the final day of the ten-day program, I proposed
one mythology called "Rimlandia" based on this concept. It is a vision for East Asian coastal societies
that have an influence on each other to coexist while respecting their cultural differences and identity
without denying the history of others.

If we truly understand the history of others, we must also understand the myths of others. In this
case, the myth means not just a fiction that denies history but rather a leap using the imagination to
understand the unknown reality that was not told in its history. Through the myths of others, we will be
able to learn the deepest ideals and dreams of each other's society and deepen their understanding of
the history lying in their origins. At the very least, myths must be regarded as a key to understanding
in a deeper dimension that should be treated with more consideration, rather than a dangerous error
that keeps understanding away. I tried to put such implications into the concept of "Rimlandia".

For the ten days when the program took place, we talked about myths and legends of the area of
origin, the influence of colonization, the history of arts, the identity of ethnicity and cultures, political
consciousness and language etc day and night. Through the program, I learned a concept of "co-
variants" ( T 2K ) proposed by Kizou Ogura (/& #2E{) , a Japanese philosopher. Interpreter
Lee Jang-wook is the one who taught me this idea. Mr. Ogura clearly states that it is difficult to share
the illusion that Japan, Korea, China, which have different histories from each other, will completely
assimilate. Therefore, in order for these countries to understand each other, the conventional
word of "Kyoudoutai" ( I #£ @ {& j ) which emphasizes the identity of the community in Japanese,
is inadequate. Instead, He invented the concept recognizing each other's differences, that is, a
new understanding framework called "Kyouitai" ( I & £ {& | ) or "co-variants" which represents a
heterogeneous coexistence system ( FE7 27 & fAlH “What is East Asia?”) . I would like to invite
other local societies such as Taiwan and Hong Kong, or Ainu, Okinawa, and countless societies of the
Pacific Rim to this thought experiment, if possible.

An artistic network of society connecting the margins of East Asia is working. This point where history
becomes mythology and myths transform into history is by no means just a fiction. It is a "twist" that
must be overcome, it has been generated many times in this program, and it is the reality I have
certainly experienced. That must be the beginning of the dimension where art is born, reality takes
on a new meaning. In 2017 Hong Kong had at least such a new meaning to me. The reality like this
daydream was named "Rimlandia”.
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“Vancouver's journal reports the seemingly nonsensical movements of natives in
their canoes in the sea around them. Rather then taking a direct line from point A
to point B the natives would take complicated routes that had no apparent logic.
To the native canoeists their movements made perfect sense as they read the sea
as a set of places associated with particular spirits and particular dangers. While
the colonialists looked at the sea and saw blank space, the natives saw place.”
-Cresswell, Tim. (2015) Place: an introduction

Foreword

My impression of Hong Kong before this visit was that it was an established financial centre (flourishing
like the skyscrappers) with delicious “Hong Kong cuisines” that I longed for. I did not know anything
about the walled villages until my visit to the studio of Hong Kong curator, TANG Kwok-hin, on Kam
Tin Road in Yuen Long, to taste the specially prepared home dish “Poon Choi.” “It is said that the Song
emperor and his ministers fled to the south in escape of the Mongolian invasion. When they passed
by the walled villages in Kam Tin in the New Territories of Hong Kong, the villagers did not know how
to welcome and treat these important guests travelling all the way from the north, so they decided
that each family would contribute a dish to be served in one wood basin for the emperor. Nowadays,
we serve ‘Poon Choi’ during festive days, and the indigenous in the New Territories will also pay their
respect to the ancestors by presenting ‘Poon Choi’,” Kwok-hin introduced that night.

It was a good opportunity for me to learn more about walled villages and the word “indigenous” (in
the Hong Kong context). I also found out that there was a group of fishermen living on boats, whose
citizenships were not recognised by the law. This triggered my romantic imagination about the “boat
people” in Tai O, and, on the other hand, questioned myself whether this curiosity was just another
form of exoticism.

Putting it in the framework of a “living space,” I concluded “walled villages” are “founded on earth” while
the ‘boat people’ are “founded on water”. If we say this piece of land is the root for villagers who reside
here for more than 500 years, can we also say that the sea here is the root to the boat people?

The word “indigenous” originates from ancient Latin, which means “inborn, innate, native,” commonly
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used to describe animals and plants, but also borrowed to refer to ethnicity that firstly resides on a
specific piece of land with native “priority.” “Casting oneself as indigenous, and others alien, is never an
innocent act.” My concern is the possibility to explore “liquid narrative’ or “liquid history” through the
lens ‘founded on water’

Perhaps we can look at the boat people “Tanka” in Tai O, when we explore the narrative of home
founded on water. The question prior to “Tanka” is how the history of boat people is written. The story
of “Lo-ting” (a half-fish-half-human creature, the ancestors of Tanka people in folk stories) might hint a
bit to this question: “...cannot speak but smile, who gradually get used to wearing clothes and eating
grains. Residing in the water of Lantau Island, they do no harm to human.” The ancestors of boat
people “cannot speak but smile.” This explains how thin the history of boat people is: Lo-ting cannot
pass down their stories with their native language. Their stories must be written down by “human,” to
be collected as part of the history. As a Hong Kong indigenous, Lo-ting lived not on land but water, and
thus was treated as ‘alien’ or non-human. In the book “New Narrative of Canton,” the presence of Lo-
ting is found in chapter twenty-two titled, “The words of scales - an odd fish.”

When it comes to the history writing of modern boat people, it may be useful to refer to the fishermen'’s
songs recorded in Ma Chi-hang’s new documentary “Ballad on the Shore.” When the new generation
of fishermen learn from their seniors to sing the songs, they are also learning the stories of how the
fishermen have been living with the sea. For example, when they think about “space and position” in
the sea, the song “Anchor large boats at the tip of To Nin~Sampan” ({&fitHib{E5¢858) ) provides a liquid
narrative different from that developed by people living on land. The song identifies directions through
shores, hills and reefs. In the mind of the fishermen, they map out the space with their own GPS with
language, rhythms and melodies.

Following the relationship between “indigenous” identity (of walled villagers and boat people) and living
space (land/ ocean), I would like to further discuss the phenomenon of “un-acclimatization” resulted
from the intense urbanisation in the modern era, and the fluid cultural identity developed by the
younger generations in Hong Kong and Taiwan, who have started to move to the farmland in order to
“(re)plant themselves into the water and earth” for the “liquid identity.”

Unacclimatization: anxiety due to the absence of self-history

“Unacclimatization” refers to the uncomfortable symptoms developed because one's body is unable to
adapt to a new environment or climate at the very first point of contact. Here, I borrow this term to refer
to the difficulty of make a living because of social changes. In Taiwan, low wages and high property
prices are the reasons for un-acclimatization among the young generation. It also causes the recent
trend of young people heading back to their rural homes. I have witnessed many schoolmates renting
land in rural villages for their work, and many even engage themselves in agriculture. Does farming
provide better income? Not necessarily. Indeed, farmers have to face the high risk of natural disasters.
After all, returning to the rural land should be understood as a way to ‘reveal the selves,’ rather than
escaping from the problems in the city.

I am not familiar with the situation in Hong Kong, but there are two exhibitions that draw my attention:
“In Search of the Peachland: Art Exchange Project between Kam Tin and Busan” by C&G Artpartment in
2015, and the ‘Soil and Stones, Souls and Songs” by Para-site in 2017.

The curator of “In Search of the Peachland” has chosen “The Peach Blossom Spring” written by the poet,
Tao Yuanming, in Jin Dynasty, as a reference for the clue to this problem of unacclimatization. “... The
text is at once a Taoist wish of resigning oneself from society, as well as ‘a silent but strong challenge
posted against the corrupted world.” LAU Kin-wah Jaspar noted in the project catalogue.

The curator in Para-site’s “Soil and Stones, Souls and Songs” also mentions, “Soil is the practical,
symbolic and often sacred home of the nation, the repository of its history, as well as its most valued
economic asset ... ... (It is important to look at) soil and agriculture, history and territory, indigenous
communities and spirituality, and the rapidly shifting identity of Hong Kong.”

Through reviewing “the history originated from land and water,” both exhibitions have connected
contemporary “land movement” and the “new farming culture.” They also discuss identities within the
historical paradigms by revealing the significance in the act of farming.

(Re)planting oneself into the water and earth

The external social factors that trigger the Taiwanese youngsters going back to rural villages are the
loosen regulations in the rural areas, that allow the land zones to be easily changed and provoke wrong
visions for spectacular gardening in the countryside. These all are devastating to the rural villages.
Thus, Taiwan people who care about the future of the villages have started their proactive defence for
the land and for the future of the rural area. At the same time, some youngsters have resumed small-
scale farming. Apart from agriculture, more and more from across different industries go back to live
the rural lives.

In the area of the arts, my thought on “land” stems from the forum about the exhibition “The Return of
Ghosts” curated by GONG Jow-jiun in 2014, during which I reported my project: “Local Narration - Says
The Tribal Psychic: __" to show my interaction with the village of Siraya people in Tainan in the previous
years.

After the event, one of the guest speakers WANG Sheng-hung and I jointly wrote the essay, “The
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Temptation of Field Research and Revaluation of Art History.” There are two keywords and two key
questions about Taiwan contemporary art in this essay. The keywords are “the shift of ethnography”
and “field-research,” while one of the key questions is about the similarities and differences between
the works by artists and anthropologists, when artists start to practice like anthropologists. The other
question is about the role of artists in “field-research” re-appropriated for the arts, especially in terms of
their objective roles as observers and their subjective roles as artists with discursive power.

Through the two exhibitions “In Search of the Peachland” and “Soil and Stones, Souls and Songs”, artist
LO Lai-lai has presented her new way of living after the anti-express-rail-link movement. “In an over-
developed city like Hong Kong, farming, no doubt, is a pro-active resistance against the neo-capitalistic
urban development. Agriculture developed near the Hong Kong border in the New Territories, in fact,
is a protest against the colonial governing ideology of “nothing but development.”

Looking back at the events in Hong Kong, the conservation movements of Star Ferry’'s Pier and Queen’s
Pier in 2006, and the land conservation movement triggered by Choi Yuen Tsuen incident in 2008,
have provided the lens to look at the concept of “local awareness.” Some cultural workers have even
started to work on the land around Kam Sheung Road as mentioned by the curator of “In Search of the
Peachland”. How can we look at farming or practices on soil in Hong Kong as a means of protest from
the Taiwanese perspective? It is not an escape from life, but a new way to develop a sense of belonging
with the soil, in a way that is different from the traditional idea of root and homeland. What I see here,
instead, is a more flexible and fluid identity.

Liquid identity

If the Choi Yuen Tsuen incident in 2008 has clearly revealed the state apparatus, what roles and
positions should the protesters take in their daily lives after the movement?

In the post-movement era, cultural practitioners have reviewed and abandoned the grand narrative,
and switched to the local history or local vision. As John Schaar once said, “give the power to fragments.”
After all, the only change we have undergone is just moving from the “global” to the “local.”

Perhaps we can use the example “Chess and Go” in Deleuze’s “A Thousand Plateaus” as an analogy
for “war machine and state apparatus,” to help interpret the liquid identity. In chess, every piece has
a designated role. The movements in the game compile with the logic of “General, Advisor, Elephant,
Charlot, Cannon” in a highly bureaucratic space. On the other hand, Go involves liquid identities where
every individual serves multiple roles in the structural relationships, and in the space constructed by
differences and duplications. In Go, different situations and contexts formulated by the stones are like
the external networks in horoscopes. There is no specific internalised role for each stone, but each is in
different relationships with the groups.

James Clifford said, “[r]ealism works self-consciously with partial histories, alert to their constitutive
tensions”. The concept of convergence can help avoid the binary thinking about “we/ others,” when
encountering a foreign culture or community. How to conceive the relationship between “others” and
“ourselves?” Perhaps we should be more focused on how the liquid relationship is “converged” and
“formulated.”

I attempt to take Hong Kong artist LO Lai-lai as an example. She was involved in the establishment of
Sangwoodgoon, because of her concern for agriculture and land issues after the anti-speed-rail-link
movement. Street protest led her and many in the movement to reconsider the art production process,
and shift their concern from art forms (within the western art discourse) to everyday life practices. She
proposed a living of “half-farming, half others” (spending 3 days each week for farming, and the rest of
the week for advocating her ideals through workshops, writings and other forms of creation). Instead
of making art, she is contemplating the relationship between identity and society.

The life of “half-farming, half others” provides a romantic imagination for the people in Taiwan. Peter
Adey’s political idea about mobility provides a possible understanding of these practices over the soil
in Hong Kong: “mobility is frequently ideological, embedded within the most overt political discourses.”
The liquid identity formed by such mobility is in fact “infiltrating boundaries.” With fluid mobility, like
in the game of Go, one can form multiple structural relationships with neighbours and even with the
larger society. One can then escape from the fixed identity being imposed, and continue to produce
external relationships in a nomadic style.
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I would like to present my heartfelt thanks to the support and invitation from C&G, Mr GONG Jow-jiun
and artist CHEN Guan-jhang for me to represent Taiwan in r:ead #5, despite the fact that I am more a
researcher and practitioner of community art, instead of a contemporary art curator. During the 10-day
research residency, I could present the curatorial idea in my mother tongue, with the aid of interpreters
translating it into different languages such as Cantonese, Korean, Japanese and English. I am thankful for
the touching effort by r:ead #5 project team and C&G in Hong Kong.

At seven year old, I visited Hong Kong Kai Tak Airport. I was so afraid that the planes would dive directly
to the residences. The lean pork with century egg congee traumatised me. In the past ten years, I had
come back to this city with different identities, such as a researcher of performing arts, an art critic, a
researcher of social movements, a journalist, an amateur hiker etc. I have a familiar yet foreign feeling for
Hong Kong because of the ambiguity in my multiple identities.

Long time no see. This is my sixth time visiting Hong Kong. Upon my return every time, I would look for
that particular morning from 25 years ago, which was mixed with the smell of green grass and morning
dew from the park I past by in Causeway Bay. Hong Kong is now full of people and vehicles. The smell of
grass is nostalgic.

In Taiwan, whenever I have Hong Kong style barbeque, I always ask the chef or waiter with my broken
Cantonese “where are you from?” They would just answer with a smile, saying that they moved from the
New Territories to Taiwan for a living after the 90s. In Taiwan, I am concerned with the life stories of the
migrant workers. “Mobility” and “migration” has been my research topic in recent years. I have met many
different Hong Kong faces (Hong Kongs), in the “little Hong Kong” in Ximending of Taipei, the ubiquitous
Hong Kong style barbeque shop across different urban and rural areas in Taiwan, and Sandakan of East
Malaysia. The “little Hong Kong” and “little Taiwan” scattered in different corners of the world perhaps will
become my research topic in the future.
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French historian Fernand Braudel has left a huge legacy for the later generations. During the time in r:ead
#5, I always thought of this scholar. He proposed an ocean-centred approach to history writing, which
allows Hong Kong, Macau, Taiwan, Japan, Korea and other neighbourhood regions to develop dialogues
with “equal” status and dignity, without the influence from any superior powers of “nation states.” For
example, when we visited the historic site of Hong Kong pirate: Cheung Po-tsai, we had discovered that
he was appointed to serve in Penghu of Taiwan in his later years. When the legend of Lo Ting from
Hong Kong was discussed enthusiastically, teammates from Japan could easily correspond with mythical
characters from their folk tales. This is a precious experience for us to reflect upon the similarities and
differences in our cultures.

A Curatorial Proposal for Hong Kong

The mission of history is not just about knowing the past, but to remove obstacles that hinder us from
moving forward to the future.

Hong Kong has always been framed as non-Chinese and non-Western. I have strategically chosen number
4 and 7. The former is inspired by the hotel we stay in, where 4, as a taboo for Chinese, is missing, while 7
is a kind of mysterious cycle, or as luck and fortune, in western culture.

Developing a contemporary art exhibition about Hong Kong with these two numbers, I was inevitably
suspected by local audience that I was merely self-justifying. I agree, but my concern is not the factual
history per se. It is more about how to contemplate the kind of Hong Kong history that points to the
future. Are there any “unexplored” functions, in the historical context, the juxtaposition of 4 and 7, can
help reveal? While it seems to be a fun gesture, it is equally solemn. I try to understand the motivation
behind migrants in the pictures of Hong Kong history, to shed light on the political problem in Hong Kong
for the past twenty years, and even to serve as a response to the lost and unknown 2047.

The above is the rationale of my curatorial proposal, “Exodus Hong Kong: the City of the Light”. My choice
of the analogy, using streams and refugees in the Old Testament, as well as the “City of Light” written by
Italian merchant Jacob D’Ancona in the thirteenth century, intends to reflect certain migrates’ situations
under hegemonic powers.

“Exodus Hong Kong” wishes to build a historical narrative of the Hong Kong migration and residence,
through exhibiting diverse art forms of architecture, photography, comics, graffiti, videography, film,
performing art documentation and pop music. The exhibition also talks about the livelihood of women
from Mainland China and South (East) Asians living in Hong Kong.

To migrate or to stay? That is the difficult question for Hong Kong (people) in face of their uncontrollable
political situation. The exhibition does not only show Hong Kong artists’ visions on ‘mobility,’ but also the
paintings of Tanka Women by the British painter, George Chinnery, in the 19th century, yacht paintings
by LAM Gua, and paintings of foreign coolie playing musical instruments by YEE Bon (YU Ben), who came
to Hong Kong from China in the late 1940s. The works of Hong Kong contemporary artists TANG Kwok-
hin, LO Lai-lai Natalie and HO Siu-kee, on the other hand, will be about the memories of the walled village,
agriculture and stories of brick-making respectively, in order to illustrate the connection between local
artists and this piece of land. Meanwhile, Dr LO Yuen-yi has paid an extensive visit to Hunan China to
record nushu (women's script) and demonstrate through art and writings as a succession of the culture
and the female voices in the rural villages.
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Live to your fullest

The pen feels heavy; this is not the moment to write down anything. What lies ahead is a complex
situation without a trace of regularity.

I tried to revisit the meaning of myth, history and identity; I suddenly realised the same clue
connecting the three of them: aren't all of them the conglomeration or interpretation of different
experiences at a certain time and space? Which environments, gods, devils, monsters, elves or
dreams shall we talk about? What historical events, battles, revolutions, founding nations, disasters,
policies, elections or livelihood issues shall we talk about? How to define ourselves in this chaotic
world? Are we artists or curators; Hongkongese or Chinese? The structure laid in the past survived the
dismantled fracturing reality with supports of the legal and economic powers; there is no room for
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new ideology to emerge officially. In between truth and disguised facts, reporters and audiences are
losing patience and understanding for each other; misunderstanding and hatred grow in the cracks.
However, perhaps it is when dilemmas tearing things apart, can the essence of all beings be revealed.

One of the dilemmas is found between mindfulness and political reality. The learning of the mind is
metaphysical. To pursue and understand the culture will benefit the growth of your mindfulness and
help reach serenity. But when it comes to tackling power and capital in reality, it is the institutions
that control the primitive impulse and lust. Privacy has been absorbed by the liberal information
technology systems in metropolitans of the 21st century. Under the thoroughly institutionalised
reality and a standardised education system, when we talk about myths, histories and identities, are
we trying to reproduce the moral calling emerged in the long history in order to initiate a huge public
movement empowered by the people?

On a philosophical level, the language that confines our understanding of the past and contemporary
must be expelled for sublimation, and then further evolve to be new vocabularies.

Myths are imaginations; history is the past. Only when both of these are encountered, an identity
can be born. Identity is a boundary, as well as the process of boundary construction. What should it
be like? How should it take place? Before spiritually reaching a consensus of the ultimate meaning
of Truth, human beings can only repeat the learning cycle of upholding, creating and destroying
in order to re-construct our identity boldly until the existing identity to be emancipated one day.
Unfortunately, the power of imagination has been isolated in the contemporary consumerist society
like Hong Kong and everywhere in the world under the fast-paced global economy. While aesthetics is
sublimated by white cubes, theatres and cinemas, beauty has been restricted, just like protest being
restricted by official protest zones, the way of reasoning being restricted by existing reasons and the
way of living being restricted by livelihood itself.

Go and live to your fullest. Live your own life and stroll along the established boundaries; allow your
language to be adaptable and ground-breaking with energy.

“Myth, History, Livelihood and Identity.” Livelihood is inserted, for it is about the present
moment. Myths are the present imagination of the past; history is the presence in the past. The
myths of livelihood are the imagination of the present moments. Whenever a present moment
slips into the history, an identity is born. An identity becomes self-evident, when it encounters
imagination and the past.

The Way of Hong Kong; The Way of Japan

I recently have got a chance to visit Shikoku, Japan with friends from Hong Kong. Japanese artist,
Shitamichi Motoyuki, was our guide to traditional architecture and culture in Japan. With this experience, I
try to answer the long awaiting question, “Why traditional culture can be inherited in Japan?” The answer
to this also gives a manifestation to the title of “Myth, History, Livelihood and Identity”.

When I got off the plane, I had noticed that grass was trimmed everywhere. The neat cityscape
suggested the well-established system and the Way of human beings. What shades of grey are
there between freedom and institutions? Is an identity part of institutions anyway? Taoist once said:
things that can be named and identified are not the quintessential classic. Is it good or bad to have a
standard? Is it good or bad to have an identity? It seems that the Ways of Hong Kong and Japan are
on their own extremes.

From a macro perspective, the Way of Hong Kong and that of Japan have completely different
rationales and dimensions. The Way of Hong Kong tends to be extremely capitalistic and realistic
due to the absence of democracy. Effectiveness and efficiency are the core values. Housing, streets
and shopping malls are designed to maximise profits, while its education system keeps reinforcing
the class hierarchy and the single standard of ideal life. Perhaps the livelihood of Hong Kong is
standardised with a bit of coldness, but you can find everything from the basic need to lavish way of
living in this city. Of course, the rich and the poor are living very different kinds of life. The spiritual life
of Hong Kong people, regardless of their fortune, is shallow and lack of a sense of belonging. The life
in this city has no channel for a deeper meditative state, and always intentionally and unintentionally
shutting off any imaginative possibilities. Take the historical walled village in which I live as an
example: When villagers are tearing down walls with hundred years of history for slightly more space
of their newly built apartments, I know that the spiritual values of most Hong Kong people have been
entirely ruined by civilisation, economy and politics.

Both the Ways of Hongkongese and Japanese are part of institutions, exerting high level of control.
However, the Way in Japan flourishes in various areas with specific imagination and spirit in each
discipline. Through precise procedures in Ikebana, judo, kendo, chado, animation, games and various
life rituals, arts and minds are trained to reach a disciplinary and delicate meditative level. Education
in families, schools and different daily life scenarios all reveals the Way when constructing together a
solid structure for cultural inheritance. Later generation in Japan can further examine or amend the
Way in life following the traditional context. It feels like the entire nation is establishing something
altogether. Individualism is relatively weak though. Depression and the low-desire generation
become the commonly discussed social issues. There is a lack of the rebellious spirit to embrace the
unknown, as well as lacking the energy to jump out of the box. Even though the Way of Japan has its
restraining power, it has remarkable ability to comprehensively preserve the cultural origins, which
even consist of the rebellious elements in tradition. Take Awa Dance on the highway as an example.
On the day of Awa Dance Festival, many seats had already been set on both sides of the road at noon.
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A large group of audience also arrived early for the performance. There was no fence between the
audience seats and the driveway, even though the distance in between was only one meter. The
harmonious, festive and intimate spirits of the festival were revealed without distortion.

Is the Way a kind of confinement of livelihood or cultural inheritance? I would say both. Culture
cannot be passed on without confinement. Only with confinement can the natural law of life cycle be
supressed. Is it better to have the succession or the life cycle of replacement? Essentially speaking,
none is more preferable. To act through inaction, one can choose to do everything or nothing at all.
One should not fear to make choices in the chaotic era though. Life and death is beyond control;
there is no absolute justice.

In the case of Hong Kong’s political situation, is it good or bad to have democracy? Under the
condition of the imbalance power favouring only the pro-establishment camp, a counterbalance
system should be a good solution. But what can be done if democracy is not achievable? Can it be
started all over again from ground zero?
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Citizen's Forest (2014-2016) is filmed at Yang-Jae Citizen’s Forest located in Seoul, a journey to meet
a fairy in the forest. In this place, unexpected strange things happen simultaneously. On one side
of the park, there is an area where has many national memorials. And among the memorials, from
dozens to hundreds of the Internet costume play community’s members gather for photo shooting.
They take photos to recall their fantasy, and the city builds the memorials to imprint their ideology
whenever citizen's death occurs.

They both need mysterious and picturesque, smooth surface of the forest as a backdrop image. On
this, fantasy and ideology meet in the forest as a photography and memorial stone by remembering.
Why do people call ‘park’ ‘forest’? Because the city named it with a clear purpose. This question is
the beginning of the story. In the "Citizen’s Forest", just like the park becomes the forest, the citizen
becomes the fairy.

Fairy is known for a supernatural being, a form of spirit from a folklore and myth. But at the same
time, in contemporary society, we face fairy as a national figure being forced to believe in. Sometimes
people even fantasized themselves, but in fact controlled, always within a big system behind. The
belief of the costume play that forms today's society keeps turning in an endless loop.

< A|219] % >(2014-2016) 2 X Al21Q] =0IlM 2 19| £0ilAf HI9|=H o= Of

A ElE AdE2 M2 AZ12|E o|F0 HINEL. HEE flo tholote, 4 2
Ol S8 2470l 32|20k FHEO0| SEILI2C . g of gt A= o2 7|gH|7t 2
AU, QI TAZE|0| S2I|0|M FE|Sh= AT Z2ICt. AH[AZ D ofEot

2 HIEAORM HRZ BTt O HEFX|QF Atet qo Ch. of

7H? 0|0 M= SO0l £0] HX0| A|RIE2 270 27 te =Xl Ex= &
A UACH. SAlOf AL ARl RF2 ‘=2l @F’ 2= QI=0[7| % STt . w2
AMHE2 2425 MH|SISCH 0218 2% =0[9 &

oM HI?E M2 oL MXI2|1E &2 =0t




FHE

T Fv>o7
ojg=

Jangwook LEE

#2[E $2E = Korea

P
ﬁ‘ﬂ =

Observance

B B B
Variable Installation

BE
AEHRE
THHM K
Variable Size

B~ B HEN
Py

B B 18
SYIRAXTAT
I N N
Mixed Media
Haniji, Incense,
Candle and
Mixed Media

2017

BRELEFESSKEY  BENBAERNEERSAPENEARINEE TENRREEREEERS o
TEBRYESR Observance 1 » " 88X " KSHEE AN EMEENBRANT 2 - BHRE > BXEFHES
WA EEERRRE AR > MRALEH > BRORERILSUEA—ERRETE - AME—FKHE > FA#
BEAS @B "ERNEEEE (REBAS BME > BXESKEEENRS) - H5B5 7 SHMHRN
TR OHCRRERELESEEEREEARVETE - ERXILETENB—X > RAEZHEREER
CREHERE?

SINOSPHERE 2 & — B RAPRN I FE AL B RIEE R » M Observance BE—RFIME 6 1
fESh ©

HBIEEFEICL D BEOEBN RIEsPECVWSEARBRT S Y R—ILOBICHBDIC ~ EDRS
ICRVWAFS T 2o TVBE WO ETHB o SEIDIEMT INYJ L) 1E s BERBRAICHRY
27 HOBEDBNTATUTATAZRHETS o TN~ BEVWITEELR NoBEC L TEIES L
NABEICH S Teh s ED XS BBEDISD 1~ FIBRELLHED TICH B/ NS BERM (H D VIEEA
fEam®dD PTE THRHY) NEZ > TVBDEHNB B XIEQFNS NI IUHEENTHDRIC ~ FATc
B3z & T RED o

SINOSPHERE IIN>Y T ILXEDHRDE EICH T D1Em ) XTH D Observance 1€ DREEDYET
HB o

ot= A
Yottt A2 MZE STYAA et=2 =M Hotg= A2 7HsoH o3l
L0 M 240 THF (=2 JHel, &S oM SXtZ &F ) 2 2|0

20| o ol R2/= FAS 7IEsoF 2 Al

SINOSPHERE 2 ot= 22 ¢tel otxtofof] A& =& 20|11, Observance = 1 A& m A|2|=0|Ct.

Some historians claim that Korea’s greatness lies in surviving its adjoining neighbor: having had to
overcome the gravity of the gigantic black hole that is China. In Observance, ‘Hangul' symbolizes the
Korean identity in its struggle, a biting resistance against that massive force. It has worked tirelessly
to bind one Korean to another, so making it possible for Korea to remain Korea. At the same time,
however, this strong habit of bondage might be just as stubbornly building an unforeseen side-effect:
it could be constantly suffocating diversity within the Korean society (or individuality, represented as
Chinese characters in the series). On this day commemorating the emergence of Hangul, which has
pierced through the dominance of the Chinese written-word culture, what are we to really celebrate?

SINOSPHERE is the operation where, upon sentences written in Hangul, each of the Chinese-
originated words is (acu)punctured; and Observance is the 6th work in this series. (Trans.Demian)
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‘Subject’ is probing questions about subjectivity, and the movement of the invisible powers. The impacts
of this movement indulge in various aspects of life, which causes the loss of our self-awareness and the
ability to become an independent ‘being’ or a 'subject’. This artwork re-arranges actions from our daily
routines out of their original context. It attempts to create another way to speak through connecting
different actions and gestures together. It is questioning the relationship between the 'subject and object,’
and at the same time, contemplating about the situation of human beings.
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I intended to record the process of symbolic exchange between local artists from different countries.
Hong Kong artists recited the 30 sentences, which I prepared, in Korean, and I recited 30 sentences Hong
Kong artist prepared in Cantonese. I thought that the clumsy pronunciation that a native speaker hears
would newly evoke the sentences’ meanings. What I did not expect is that the sentences that I read and
the sentences the others read would cause semantic interference rather than a juxtaposition that draws
parallel lines. Perhaps what we call solidarity is not the process of confirming commonality or learning
the differences among individuals, but rather the process of arriving at a third meaning. The word
'verbal' used in the title of the work can be interpreted as both the 'linguistic' and 'verbal' meaning. What
we shared is both performative language and verbal act. I recalled the word ‘mouth’ that may similarly
contain both meanings. The mouth is an organ that is located in between 'language’ and ‘act'.
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This work, filmed in September, 2016, is about a Korean female pilot, Kyungwon Park. Born in Daegu
in 1897, she moved to Japan alone to become a pilot while working in a factory in Yokohama. Entering
a Japanese aviation school, she obtained the second-level pilot permit, and attempted a return flight
in triumph. Yet due to the deteriorating weather, her flight was crashed in the mountain of Atami,
only 50 minutes after from the departure in Haneda, and lost her life. This episode of her failing in
returning to her home country is the beginning of this film. The “home country” that she aimed to
return, was in fact not existed as a country since Korea was under Japanese colonization in 1930s. So
to speak, she flew to an imagery of “once home country” which failed.

Another Korean woman named Simduk Yun moved to Japan under the colonization. In 1897, she was
born in Pyongyang, and moved to Japan with a national scholarship. Graduated from Aoyama Gakuin,
she majored in opera at Tokyo Academy of Music. After graduation, she worked in both Korea and
Japan, planning to study abroad in Italy. She ended up falling in love with Yujin Kim who also was
studying in Japan, but he had a family back in Korea. The plan to study abroad in Italy failed, and
she also started to go through some financial problems. In 1926, after recording a song “praising of
death” in Osaka, she committed a suicide together with Yujin Kim on a ferry. They threw themselves
into Genkai Sea, and found dead.

These two failure stories of returning to Korea has motivated this work. While previous works have
dealt with a person directly involved in migration, the theme of this work is rather related to the
migration of past and an indirect character. The methodology here is acting by actors. The imagery
of Korea as a lost country under the Japanese empire is approached and accessed by the imagery
of scenes that actors are creating by acting, along with the documentary of actors and crew in
reality. The documentary involves myself, a director and a writer, who is explaining the directions
and communicating with leading actors in smattering Korean. Both parts of the documentary of the
director, a descendent from Korean immigration, and crews, and the road movie of following the
footprints of migration are in fact attempts to connect past and present in their migrations.
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For the past years, I have been video-recording the life of an indigenous shaman in the hope of figuring
out what the role of a shaman is and what it means to be a shaman in a contemporary social context.

The videos are derived from the field interviews with my informant, that is, the tribal shaman, and they
are later presented in the form of a series of short stories. I then entrusted the stories to researchers of
the Siraya language for translation (from Taiwanese into Siraya). Since the videos are dubbed into the
Siraya language, viewers are able to hear this long-lost and ancient language which only used by the
shaman when he is obsessed by ancestral spirits. Due to limited corpus of the language, I have those
stories untranslatable at the time being dubbed into Taiwanese, the language used by the indigenous
community in daily life. The final product features a combination of an exclusive perspective and linguistic
expression indigenous to the community in question, hence "local narration".

I resort to linguistic concepts, such as 'dialect' or 'accent’, to perceive the supernatural stories recounted

by the tribal shaman, and intend to identify whether local narration of a particular indigenous community
grants us outsiders an alternative and unique way to make sense of the world.
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“Bengawan Solo” is an Indonesian folk song produced by composer Gesang Martohartono during the
war. Later, due to the colonial rule, repatriation of war prisoners, immigration and other factors, the
love song written to Bengawan has been adopted in different languages from different rehearsals
across the Strait of Southeast Asia in the next few decades, and appears in different films in a variety
of ways. Until today it almost becomes the most familiar Southeast Asian song across-domain. The
work “Bengawan Solo” selects a section of the song Bengawan from Asian films sample every 10
years at 50's, 60's, and 70's, and interpret into a radio drama in the form of sound film. The same
melody also appears in three sections of stories across three decades, respectively from Japan, Hong
Kong and Indonesia, to show a love story in a variant form shaped by the distinctly different political
times and social pressures.
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“Urban Legend”, is the theme of 2015 Artist in Residence Program conducted by Art Square Taiwan,
the concept of the project is based on the exploration and reflection about these invisible cultural
symbols and stories. The various disclosures, descriptions and interpretations about the legends
in the city is dug up, with its main text done up by ways of reflecting on history, stories, settings,
sounds, objects and modern life. The legend and imagination from the mass culture and modern life
is reproduced or constructed, and responded to one’'s own experiences. Among them, the project
also tries to question the re-creation of the public and private interpretation produced in the process
of shaping a legend.

Among the seven participating artists, the work of Ho Ming-Kuei, “Heritage Manufacture Club-
Unknown History”, is presented through two inscriptions, both with a connotation of the Lord’s
Prayer, displaying two different historical viewpoints about Taiwan’s real existence, an imagination
of the formation of the legend. Chen Po-I's “Stories Told By the Wall” collects the orally passed down
storied of the residents, and used the sound and debris devices to construct an installation which
retells those old stories of Tainan. These two persons approached the existence of these real and
fictional circulating legendary stories from different cultural and historical dimensions. The “{Site} call
soul ritual” of the Post-Theatre used scavengers as its dramatic action where the discarded memories,
forgotten stories, and unnoticed scenes are picked up once again. Those once-existing spirits are
captured and summoned where the past legends are retransformed to generate a live dialogue with
the audiences. Tseng Po-Hao's “Ghost Forum Project” rewrote the Tapani Incident and various Taiwan
folktales into fifteen story scripts and they were performed in the style of Bianwen. Performers from
various field backgrounds were invited to perform. Both two groups of performers deconstructed and
constructed the original tales and performed using various theatrical and storytelling methods. The
created documentation of the performance is exhibited on the performing site. Another performing
group, Sexy Young Little Pig, performed the “Tainan Human Flesh Show” by ways of singing in an
actual city scenery.

Kaori Tazoe from Japan was reminded of an old Japanese movie when she was present at the Tainan
streets which have many exposures to Japanese element. She produced the film “Autofocus” by
linking up her experience of Tainan streets and temples with her early nostalgic thoughts and movie
settings. She explored the construction of the “story / fiction” in her set up of the scene. Huang
Yan-Ying cooperated with Chuan-Men Theatre to organize a “Chuan Men Art Exhibition” where the
children’s drawings for the competition were collected and exhibited. Together he held a joint art
exhibition with the film printmaker, Yan Zhen-Fa. The billboards of Chuan Men Theatre, under the
children’s paintings of their interpretation and imagination about the movie and the mass media
culture, became a new focal location which has a profound linkage between the local culture and the
old theater.
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"Everything we see hides another thing, we always want to see what is hidden by what we see. There
is an interest in that which is hidden and which the visible does not show us. This interest can take
the form of a quite intense feeling, a sort of conflict, one might say, between the visible that is hidden

and the visible that is present."

— René Magritte
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A stranded fish fell in love with the earth, and drifted from the sea to the land with all its effort. Legs grew
out of it in its pictographic body to become a standing human-fish.

It went on its journey, with all its love and admiration, throughout all the water and mountains, amongst
all the greens in the nature and all the creatures on the earth. Changes came. Left behind are the
battlefields, wealth, and modernization. The human-fish and human kinds are all different. Who has
forgotten the previous life? Where is the sea and land? Are the human-fish and flowers still alive?
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Comprising both factual and fictitious sections, this case study is based on Hong Kong's indigenous
history and legends, religions and politics. It employs “water” and “soil” as traditionally sacred
elements, to weave different strands of imaginations of Hong Kong, into a multi-faceted and ever-
shifting historical and collective narrative with dramatic tension.

Beginning with a vision of the ethnic composition of early Hong Kong, the “tale” takes the current
perspective of nostalgia, and uses the fishing and farming traditions of the Tanka/Hokkien and
Hakka/Cantonese people, respectively, as the doorway, through which it juxtaposes the production,
folkways, worship, and legends closely related to agricultural societies in early cultural fabrics, into
a theatrical and imaginary scene of an evocation ritual that summons the past. Meanwhile, the
recounting of the history of local farming and fishing production correlates with the “new farming”
culture concurrent with modern Hong Kong's land movements, and utilises the concepts of time,
cultivation, and production in the act of farming to beckon an imagined future.

Combining a narrative of local consciousness with multiple origins, the ever- morphing urban
culture created by the convergence of multiple groups, and the local history as a collage of multiple
fragments from history, A Tale: The Land of Fish and Rice tries to build a small multiplex, with a
theatrical and mystical background setting, that fosters reading, thinking, and dialogue.

SUTHRELT ~ PORTEAL
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Lo Ting Toy Story —
Salute to my
grandmother who
was a fish hawker
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Dolls
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Canton Road Market
at Mongkok
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My grandparents used to be fish hawkers at Shek Kip Mei. When the police cleared up the hawking
area, they were not able to run fast enough to escape. One of them had to be responsible. In order
to protect my grandpa, the head of the family, my grandma quickly volunteered to be completely
responsible for the stall. She immediately went up to the police van and stayed at the police station
for a night. I don’t know how to sell fish, but know how to make “Lo Ting"” toy and tell stories about it.
(“Lo Ting” is a half-fish and half-human mythical creature that used to live at Lantau Island) As a salute
to my respectful grandma, the “Lo Ting” toys were given to passersby who promised me that they
would retell the story of “Lo Ting".
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To Kwa Wan, Kowloon, Hong Kong
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2002 E RMIT CHEHO N &=p0|= (AL ) BSOE StAtERIE & 2007
H SZTSE005t 0 H| WS SHAt HZ O 2 MALSQ|E 2| S3HLt .

S5l O|ALS HAUSHD AT AR SXAE SE6t1 o =St w0l A
ZAE Yot QIO CAG Ol=RLIES YoIO= , T2 o= THH| 226 AIX[L
of2lel s|xto= st QUCt. 2000 HEE o&=TAI7|2, 1S, MO[Lt, BT
S92/ 100 B2 &= ot UCH. F20|H o|F2 X[, Ate], 2EEX<L of
SH=0l| Ao =2 2X| K7 [T IHQlo =& =S| Hel= 2o, AR, & (o
=, A2 ofL|oo]M | ARXl HIC|2 , M X| SO|Ct.

Gum was born in Hong Kong. In 1998, Gum completed the
social work programme at Hong Kong Polytechnic University. He
graduated with distinction of Bachelor of Arts (Fine Art) in Drawing, at
RMIT University in 2002. In 2007, Gum received M.A. in Comparative
and Public History from the Chinese University of Hong Kong.

Gum was a member of School Management Committee. He
is a registered social worker, part-time lecturer of the Hong Kong Art
School, founder of C & G Artpartment, chairman of a Hong Kong non-
profit art group “Project 226". Since 2000, he has curated more than
100 art exhibitions, educational programme, seminars, exchange
programme etc. His curatorial directions mainly criticize politics, social
issues and art eco-system. His artworks explore various media, like
painting, drawing, performance, stop-motion animation, photography,
video and installation.
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2003 F1ET © 2007 FEHEEAF LHAFELTFMEIE c EBDOHFIR TR
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2/E 2ACH. 2003 H STEECG W0 DjEuSS HSOIAUCH. 2007 E &
cOishEotel PSR S FSHUCH. SR HnSstu Al o Z=2 oY
of1 A C&G & RLES HEotn H| 2|0 S EHA| <226 GlIX|L|ojdl > f <
olE9 S| > 9 @Yoz MIX o2 CHE O|=MAl0] 7|2, Ho{SIRICH. &
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9| CHE 272t OFs Tt ME o M HZfe 2ot AEHe|S st Aot

Graduated at Rhodes College (TN, USA) with double majors in
Fine Art and Computer Science in 2002, Clara Cheung then received
her master degree of Cultural Studies at Lingnan University, Hong
Kong in 2007. Being the founder of C&G Artpartment, she is currently
an active member of non-profit art groups: Project226, and Art
Together, and a part-time lecturer at different local universities.
She has curated many art exhibitions at C&G Artpartment and
other venues, in response to local social issues. Besides, she has
organized various art education programs for different organizations
and schools. Performance art is an art medium she likes to explore
recently and many of her artworks obtain inspiration from her
daughters’ toys and science books.
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= OlZnFHIET} O|F0fX|E 7|CHsl 1 AUCE. X[ 7 E S, C&G HERLIE
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C&G (Clara & Gum) are two Hong Kong artists who have
founded the art space: C&G Artpartment in Hong Kong, China, in 2007.
With a strong concern over the local art ecology, C&G use their art
to respond to social and cultural issues. Also, they help develop new
flavors in the local art scene, and provide art education programs for
the public in their art space. Their essential goal is to fill up the crack
in the current art scene, and allow C&G Artpartment becomes an
art space for idea exchanges. In the past 7 years, C&G Artpartment
has curated more than 30 art exhibitions that included more than 70
local artists to respond to the social and cultural issues in Hong Kong,
including “Back To The Basic,” “0771,” “To Tsang, C.E.”, “The Preview of
New West Kowloon Exhibition Venue,” “Sick Leave,” “To Tsang, C.E. 2,”
“West Kowloon Cultural Revolution District,” “6,000” and the “Primitive
Contemporary” art exhibition series etc. All these exhibits successfully
attracted the local media and. many visitors. C&G Artpartment has
hosted monthly ‘Under The Bed' screening and sharing sessions since
2013 December, in order to faciliate more spontaneous disucssion
amongst local artists and art lovers. Recently, they have also hosted
and participated in various exchange projects to initiate more cultural
and artistic dialogues amongst artists from Hong Kong, Poland, India,
Israel, South Korea, Taiwan, China, New York, Melbourne, Venice etc.
Besides building their own art space, C&G often present art projects
in pair, as an art duo. For example, they have a series of performance
pieces during the July 1st rally in Hong Kong every year since 2004. In
2014, C&G was the artist-in-residency at Asia Art Arhieve and hosted
‘Not as Trivial as You Think: Hong Kong Art Quiz," in May 2014, in which
many local artists participated to recall important but often forgotten
stories from the past in Hong Kong art scene. CandG-Artpartment.com
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Directed all the programs in FESTIVAL/TOKYO, the biggest
theatre arts festival in Japan, as the first program director from 2009
to 2013. Established and directed the Yokohama Arts Platform: Steep
Slope Studio from 2006 to 2010. Directing r:ead (Residency East
Asia Dialogue) since 2012. Not only producing, curating or directing
various events and programs both domestic and overseas, she has
been involved in a number of cultural policies and art institutions as a
judge or a board member, including the Cultural Policies Committee at
the Council for Cultural Affairs. B.A. in Waseda University, M.A. in the
University of Lyon.
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Sohyun Ahn is independent curator, especially interested in
the signification in exhibition space and the political nature of art.
She studied Aesthetics and received her master’s degree in French
contemporary aesthetics. After her Master2(former D.E.S.S) in
Museology and New Media, she received Ph. D. with the thesis titled
Sense of Museum Space: Semiotic Analysis of Museographic elements
in France. Her exhibitions includeX_sound: John Cage, Nam June Paik
and After, Tireless Refrain, Learning Machine, Nam June Paik on Stage,
Good Morning Mr. Orwell 2014, 2015 Random Access, etc. She was
awarded the 2012 Wolgan Art Prize.
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12 Sharjah Biennale <The Past, the Present, the Possible> (Sharjah, UAE),
<nnncl & mixric> (OtZ2|A2HA | M-S ,2013) , < H| 7 2| OtA|OF THA|ZE E
2lofidal > (FeAn sco|&3, E2[=H ,2012) , <The Antagonistic Link>
(Casco, R EZISIE |, 20099) , < HAIQFE|LE > (CHRtS 2 2, M &, 2008) ,
< E|H|0|E! F2|ot> (Dl REAF OfEZE2| , Z2|0tRA | 2007) , < %S
= X3 07> (F7]= O|&2, e, 2009), < H| 6 3| ZFH|allte > (H[2
Z, 23 ,2006) 50| QUCH. 2010 A 70|20 A Q| BIX|EHAIS 7K OFE|A

Fnnncl&mixrices (|2 A 2|0 2014) , FobZ: THSE DE g (EH A,
2011) ATCHH2 TH= ol MIX| g (AH2EEA 1 2000) & ZZHSHRICE.
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mixrice(Cho Jieun, Yang Chulmo) is a duo team who explores
various traces and processes, routes, results and memories of
circumstances caused by “immigration.” Their current work illustrates
transportation and evolution of plants, unexpected situations and
contexts around immigrants through photography, video and
cartoon. Their work reminds us of an unnamed time between past
and present, flattened spaces due to incomprehensible development
plans and systematic construction, individuals who do not belong to
any place, and moments of absence that we experience. As both artists
and curators, mixrice is capable of all kinds of practices including
workshops, cartoon, video, photography, painting, drawing, design,
action and writing. Their main exhibitions include: 12 Sharjah Biennale
The Past, the Present, the Possible (Sharjah, UAE), nnncl & mixrice (
Atelier Hermes - LA FONDATION D’ENTREPRISE HERMES, Seoul, 2013)
APT7_Asia Pacific Triennale (Gallery of Modern Art, Brisbane, 2012),
The Antagonistic Link (Casco, Utrecht, 2009), Dish Antenna (Alternative
Space Pool, Seoul, 2008), Activating Korea: Tides of Collective Action
(Govett-Brewster Art Gallery, Plymouth, 2007), Bad Boys Here & Now
(Gyeonggi Museum of Modern Art, Ansan, 2009), The 6th Gwangju
Biennale (Biennale Hall, Gwangju, 2006). Following an artists residency
in Cairo, 2010, they published artists books, Badly Flattened Land
(Forum A, 2011) and Message to Dakar (Sai Comics, 2013).
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(SREEE | BRETHRRB &) —F > BB RARGFRSEE
TRFRE(ELE o 2007 FHE » EHNEIIL & F 2T A BEMRI(FIRsRAZERT ©
2009 Fi8 > EAE(EATHE) (ACT) TR LR - BESRMFLHTRK
NETR - BRI (ERFSE) - UREEH - I§8EFH (REL) o
FR o BRI BHBRETERBRMANKRIE > G0 2013 ER A 6H®
EEZRE B [Are We Working Too Much ? 1 BE ~ 2014 £ 6 BN A™R
= MBH R4 RinmiE | RE /AABB—AR / RRXMstE 10 AR
B RICVA+read #3 RIS HEERL AT &8 #3) ~ 11 ARG IEBREE R
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1966 F~ 2% (BZ) £FN 01998 F ~ BBEIUAFEFEIC
f %5 o Dialectics between Body and Imagination: Nietzsche, Husserl,
Merleau-Ponty] &R L 7ciXIC THLREZET c RABKFETEHFOD
HBEZ 5 ) ~ 2007 £ & O ~ B ARSMAFRESM SRR CAEBUERM
RICHUE © ElicH - EMHET - EFEOREZIBY 0 2009 FLD ~ FFI=E
firs5 [Art Critique in Taiwan (ACT) 1 D&RERICTE « BFICACT H'2
EERAED 2010 FEBFEZZEH - IV IFERODEF TH B L 5T




ZR/TVWTNG NTaF— )L M XIO—=R 74 CG-A>JDH
Ef (BT BsRETHH 2 c IEEZHIT AL S Fal—2—L
L THEENH © 2013 £~ 51ED Eslite Gallery IZ T FAre We Working Too
Much?) zhE - AREX(ICEIET 2E4E 2 fizRRICHRL ©

Zer2 1966 A Chg 0| (55) oA Efof oD , 1998 HOj =2
< Aot MAol WE: LN, 34, WSR2 BE| > 2 =g hoicista Mo
N BEABLPIS H|Sateirt. ol Chgt chathstm el BATHerD At
cherel Do 413 2006 H0= < K] £l BS2 EE|of wHalste] 3>

u

2t= Mol MAtZ A chEt LA H2 AR/ ofxt o2 ’RATH. 2007 A
SE S8 ol aiotn o & Z0|2 ooty utho] Mol |, 2009 HEE=
‘o= EE (ACT) B0 Fo HES WL S Moj| ZatA Ha
JtAS HiEEt29| < ZZHO| A5} > & MHSIY|E YO | E H2A HEZ SE|
9| <=1t Ot > o S 27| = rt. A2 JEF 2 ol ol&|e PSS
7|28t AOM 2013 Hoil= Efo|n|o] HH () oF2iof A <Are We Working
Too Much?>2h= TAIS| S 7|25 | = ULt .

Born 1966 in Chayi, Taiwan. In 1998, Gong graduated from
the Department of Philosophy of the National Taiwan University with
his dissertation Dialectics between Body and Imagination: Nietzsche,
Husserl, Merleau Ponty. After teaching positions at several universities
in Taiwan, in 2007, he was appointed associate professor and director
of the doctoral program in art creation and theory at the Tainan
University of the Arts. From 2009, he also organized the quarterly art
magazine Art Critique in Taiwan (ACT), as chief editor and chairman
and established it as a public journal. One year later, in 2010, ACT won
the Prize of National Publication as Outstanding Cultural Magazine.
Gong is also acclaimed as Chinese translator of writings by Gaston
Bachelard, Maurice Merlau-Ponty and Carl Gustav Jung into Chinese.
Besides his research, Gong is engaging with curatorial activities. In
2013, he curated the exhibition Are We Working too Much? at the Eslite
Gallery, Taipei. Related to the exhibition, he published two books,
Are We Working too Much? I: Workbook, Are We Working too Much?
II: Field Narratives. In that same year, he was appointed dean of the
College of Visual Art of the Tainan National University of the Arts.
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& EEEEE 0 RRA S EEERENTIA M 0 2016 F#E > FERREA
KRB ARBPEEMAZERRERIKEMEE (Global Art Practice) EXUFEEN
¥ - AERRBEMREBFIZ o 7F read PIETENZERE > WEANRHEO
SBIRIE o 2008 SR EFPIERITAZ (Tufts University) T2 R T ARERF »
2013 FEETRREMABEMA LR BMRRE o

1985 ERFEEFN o 7— b E B T i8R - BlsRE O ESE
& TArt Translators Collective) £3% o HIED@R - #I:R - /E~ 7O
I RDOEBEEE N LHRARCZBEL T SRBICECEF5HBVEIRORIFENEE
BFoTW3 02016 £ & D BRRBMAF AT FREMAZER I O—/NILT —
NTSOT7 1 AERBFERHEREL - T—T 1« A LDIHOIAIa =y
— > RERBHoread TIERM SV RL -3y - FTaLUEZ—CL
T 5 hEBHIRURZS read 7OT S LICBMIT S T VAL —2—1
L5NEEL N BRIRBEOERLICEH S 02008 F£4 7Y AFZTHFELA
BERIZE « 2013 ERRBEMAF EM PR In =M RIIRI 2R o
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o . dio . my, meEEC J|E 2o 4l B4 52 54 olojofzt o{2aT|
gie wolo| 5 Mg LAt QICt 2016 USE T a0f2Te Ceiel oz of
73 229 0l HAE|A HBo| Sof B AYSHn 200, OfE|AES ¢
o FTLIA01H +212 HHEBEn QUTH. read M ¥ Cl2lEZ A, 574 2
07} Lh[ete read T2 g0l Hofols EHAISS| 240t £of #Eo IH
shafof $4T1 QIrt 2008 U E{IACHS Zefs =A% Z9 2013 52
olzcher 0jsste Mt oS BHI B

Born in Tokyo, 1985. Director of Art Translators Collective,
an independent organization that specializes in translation and
interpreting in the field of art. Tamura tries to expand the possibilities
of translation as a creative way of expression by conducting translation,
interpreting, editing, project management, and PR. Since 2016, she
has also been in charge of art communication course as an assistant
professor at Global Art Practice MFA program, Tokyo University of the
Arts. For r:ead, she supervises participating translators of different
languages as a translation director, and tries to improve the quality
of communication. Graduated with a BS from the Department of Civil
Engineering and Architecture at Tufts University in 2008, and received
a BA from the Department of Intermedia Art at Tokyo University of the
Arts in 2013.
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Born in 1996 in Hong Kong, Crystal studied her undergraduate
degree of fashion marketing at University of the Arts London - London
College of Fashion. On top of that, she received a qualification in
professional marketing from The Chartered Institute of Marketing.
During her study, she worked for fashion companies and designers
on marketing, public relations and event management. She likes to
blur the boundaries between creativity and practicality in marketing
strategies.

Being influenced by her previous study in visual arts, she sees
importance of innovative and effective idea communication, such that
presentation and symbolism should be well managed to minimise
misinterpretation. Apart from art, she is also interested in neuroscience
and psychology; as such, she carried out a research study on sensory
marketing - marketing that appeals to human senses.
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Akita National Language Education Institute (2016) — ERBAAXHKEER
2% B XX HIFEE o tRITBIVER Journey to an Unfinished Journey (2017)
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198 ERREFN c EENHEBNTALDHD LS B
FORE X MIL—>arET—TICEEY BA TREIERZ
fEo TRERIEBERBROEER 7> 2 21— L7 INO PLACE LIKE
HOMELANDJ (2011) s BEIQORET 2 71 !) —%FAICLIcO—RLA—
£ — FOHAMANAJ (2015) ~ REHE TREIN TV ZEEBRE 2 BEM
L 7= TR EEREEEFTI (2016) 7 ¥ o RIFEIFEATOBARICES L 758 E
ALZERITED BRI D ZHHB L T 72 ¥ % TRTEDREADAKI (2017) °

2016 FELLEY U )LIRII B E R (#E) ~ Taiwan International
Video Art Exhibition (&1%) ~ 7« 7 AR SHMEL (82E) TIEm L o
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TE) o

J2[1 O|FE FH|
or=7| o|gixt HHSE ¢l
or=0ll X2 e o2
oM HHED AUCE EEO

2 otxa Y20 ok AFS ME . =2 AEF2
{ NO PLACE LIKE HOMELAND > (2011),
o EE 2H| < OHAMANA > (2015), OF7|Ef
SE AT o < Akita National Language

i
NﬁD
0

o kI Hu ot

H MRS 2 A MACHE L Mol YoM MU oh=20l oM IS AL

o HASS iRt e FHGHH 7| St < 0j2te] O 29| ofdl > (2017) O

QoM 2016 H 0|2 M2 S& FatH| (=), Taiwan International Video

Art Exhibition ( CHEF), ClOFAILR2E Ao (ot= ) OlA ZHES HHBIICE.
b

=3 Ofsf Bof 0o ofgst M3 Y. =2 o= oo} oistd I
GTa O|Co] Y S AL Y, S thefdl 2hA 27| b 2 AL (Fd

o|ciofst).

Hyun Woomin was born in Tokyo in 1985. He makes films
in South Korea and Japan about migration, and the lives and
memories of displacement of those who have left their homeland.
His major works include NO PLACE LIKE HOMELAND (2011), which
features interviews with young immigrants of South Korean descent,
OHAMANA (2015), a road movie set on an actual ferry in South Korea,
and Akita National Language Education Institute (2016), which looks
at how the Japanese language was taught in Akita Prefecture. His
latest work is Journey to an Unfinished Journey (2017), in which he
joins actors in retracing the steps of a Korean female pilot who lived
in Japan before the war.

Since 2016, Hyun's films have been shown at the Seoul
Independent Film Festival (South Korea), the Taiwan International
Video Art Exhibition (Taiwan), and the Diaspora Film Festival (South
Korea). He graduated from the Department of Aesthetics at the

University of Tokyo, then obtained his masters in Film and New Media
Studies at Tokyo University of the Arts, where he also completed his
doctoral program. He has a PhD in Film and New Media Studies.
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gom (BBEDRITXE) RS R AAENEE R o 5— 1) ek B E St Ui 4
B (GRgEER - BAMAARNERERN) ERME s 7RAKIBEREER
1HRE o ERMBEMRIET LSS » EREERNEGIBENR « B BHRE
HIE InERERAEAERREREORME RIS o 7K > thBETHER
% > 7172016 Seoul Focus: No Longer Object. (SeMA » Buk-Seoul Museum
of Art » 2017) » TShame on You (Doosan Gallery New York > 2017) » TA
Snowflakel (Kukje Gallery » 2017) °

FaAq - AVOERIGEICREDOREE - HRAFER T 2HEIC
FODB Ry FIa—Vvw I ARTIE  RIEX(E - EAFER - zHHN
AXALEB) B B ARy bRy DU RCICE SN A KA
REEBERY ~ 2 DBA £ THIFRA TV ZDICEERICIEF Y RAEICD
WTDHDTHS o CN5IFET ERIN—FRDS 5L > TlER
15 ~ DT~ IERAEIC DO AN ZREOESEHILSUEICEHRLTWS o 2
U~ /A TR AIEAAEN 8 F > TED TNt H D o F a1
IFEEDEE ~ HDINTcA X—DICDHATLEREESZ TRIETS o K
ZlE s —RMAEECYEENE L LTHEL s BEOESTCEBEICRUA
ATWL o RITTIE ~ 12016 Seoul Focus: No Longer Objecty (V 7 JLFAIL
SEFiTRE ~ Buk-Seoul Museum of Art ~ 2017 ££) ~ TShame on YouJ (Doosan
Gallery New York ~ 2017 &) ~ A Snowflakes (Kukje Gallery ~ 2017 &) &
Wo e IIL—TRICBIMLTWS ©

Hee ot=2 Atzle| 2|de|Elet O 272t2 o|R & HE| =S {tCt.
Al=siX| B 4%t O 2a2 o2 S0, &7t , a7 &, (33) &4
Ojst, HOAEl, HER3}, otz | =14 QIEY HEY I 22 S&£5ol A
EO0ICt. Ol shetmofAf HO{Zl ARIX|, 2Ch 2Cistol A 2| QIsH ot AtZ|
o ALY QK| HAIEl S 2 FMIACHR 2L, »iCio| AlZto| mo|1 A ot
EO{ZIC. 2|22 0] ATE £ 0N AFALE o|0|X|Qt HEHE 2lZo| AE
Hoj 2A2|S GHoh, SAlo| o|0|X|ES EAfoto] MASH ZZS oED, o]
A Dotel X218 sef sEX0| D 2o 2R 2422 oS, K2
ol WS EHES =7 Aot JEto 2N O|C| 2 Setstn sEshE &Y
S ot QACt. A 20ils ' otLtR ' 2te ™ol ARIX| oi Mo FFotn Rlen,
2l ot7to] 2 yunyunchoi.com of ' O|0|X| MAXt @ R% '2te 0|EQ2 RE
S| xedel {2 E 22|, 0|S0| M2 FY7| 1D #O[SI=S FOHEL} . £ 20|
Eolot MAZ < 2T HHE £ gle>(2ME 0|&2, 2017), <Shame on
You>( FAF 2212 2, 2017), <A Snowflake>( =& Z2{2|,2017) 7t QUCt.

Choi Yun's art is mainly about the reality of South Korea and
the properties that form the society. It is about something that is
accustomed to all in society, yet very bizarre in nature, like different
conventions in the form of pop music, public craft, beautification of
environment, amateur photography, traditional cultural practices, the
Korean wave and high-speed internet network. They all have relevance
to Korea's historical position, which is linked to colonization, division
and modernization that happened within a compressed temporality.
It is made from the twisted and tangled time of the contemporary,
modern, and pre-modern periods. Choi usually expresses her voice
with cliché images with distorted speed. She captures and makes
her own screen and jumps into it with ordinary tools and objects as a
mediator. She recently participated in group exhibitions: <2016 Seoul
Focus: No Longer Object>(SeMA, Buk-Seoul Museum of Art, 2017),
<Shame on You>(Doosan Gallery New York, 2017), <A Snowflake>(Kukje
Gallery, 2017).
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Born 1983 in Taiwan, Chen,Guan-Jhang is a visual artist,
independent educator, and cultural worker. Chen is an artist based
in Taiwan. Part of what he is engaging in is alternative education. He
takes the city he lives as a subject and approach it with his students.
Now, he is trying to use ancient maps, historical literature and
interviews as sources of my writing on the city. He is interested in
local narratives, indigenous culture, folk religion, liberal arts, etc.

For the past seven years, he has been video-recording the life
of an indigenous shaman in the hope of figuring out what the role
of a shaman is and what it means to be a shaman in a contemporary
social context. To answer the questions, he is intended to start from
researching on and writing about the shaman'’s family history and
record his life and represented it in videos, texts and objects.

“Collaborative production” and “returning local knowledge to
the local community” are his main concerns. To put it simply, he wants
to subvert the common model in which the local is often deprived of
knowledge and resources.
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(Observation Society, X<, 2015) ot THH|F ' £h40/&2 ' (Sifang Art
Museum, t& Al 2016) ', 'Stars and Monsters' (Neptune, 2, 2016),
'A Journal of the Plague Year' (Kadist Art Foundation and The Lab, M
oRtA| AT 2015), ' =Xt FECH (Platform China, 22, 2013) , ' A&l
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Oscar Chan Yik Long (b. 1988, Hong Kong) graduated from the
Academy of Visual Arts of Hong Kong Baptist University in 2011. His
practice focuses on personal experiences through different media
including installation, ceramics, and illustration, most of which are
site-specific. The works explore conditions of life, and how individuals
associate themselves with others. Past exhibitions include solo
exhibition “The Devil, Probably” (Observation Society, Guangzhou,
2015), and group exhibitions “Mountain Sites: View of Laoshan” (Sifang
Art Museum, Nanjing, 2016), “Stars and Monsters” (Neptune, Hong
Kong, 2016), “A Journal of the Plague Year” (Kadist Art Foundation and
The Lab, San Francisco, 2015), “we all sleep alone” (Platform China,
Hong Kong, 2013), “A Journal of the Plague Year” (Para Site, Hong
Kong, 2013), “Re Un Defined” (Galerie Ora Ora, Hong Kong, 2013),
and “New Trend 2011" (Artist Commune, Hong Kong, 2011). The artist
currently lives and works in Hong Kong.
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1974 F£4 B R » Toshiaki Ishikura 2— I X{EABEER > &
FIRSEMABSMEBREWES c FEEHE - ASBREABMNER
HAMBMERE > L HA ~ BE -~ ERAREMXTFMERRE
B ML 2z | A AR5 F H EE R 28 o M SF AR BT E R (AL
m B &« REGEYNE BN ETEYSUERIERE -

fRT BT, thE —EEZEWMRMBERELNGE &
Fi A Masakatsu Takagi ({8 &fiiK « B4 K~ f1ZK) ~ Masaru
Tatsuki (& & B0) » Tomoko Konoike (48 % %) M Masashi Ifuji (A&
TEMTE) © 2006 £ 2011 F/H > BN SESI AR B AEHAR
FREEMRE ; BRI FE RN A I 9T A 2R BRI BUE > 2 MArts and
Roots] SRIEMHEE > HRBFANBTE S AFES KRN B ARILE
(Tohoku) B ERIR ©

1974 ERFHEFN o VY LN H =D UV s ARIYRHET
T4 —IRBBETo>fcdhr ~ BEIE ~ 72 R~ 28— L& (F L OHIEX
THMIB R E T B TUOLZHE IC DV TOLEEMEREZITS o £/c
REEM ~ ITx ~ RENEY - BAEMNERAZICOVWT  SEABBED
X—=TH < BERARBIAREITo>TLD ©

FATRZED(E \EAER EER - BER -7 =X b) \HWE (B
HR) \BHBRF@ER) \WAGEI S 71 v o T8 17 —) HEEE (K
TER) £ W Tl ERDEE/N— hF— L L TDESHITo TETc o BEE
EMAFEMAEENEFRTHF L L TOEF (2006 F£~ 2011 F) %42
T~ REFEALEMAZEZMEI 7 —Y &IL—VER ~ ROKFRRE
EEMEBERIR YL LT~ MEABEFEPRIEEROXEHIL—YIZDWVT
DEEZITOTUNS ©

1974 2 =3 £ A1, Ct28Y | FERE SOi|M ST ZAS HA|
of § 2 A ol LTS H|Roh SEHEAX|HS CHMOR St ' 49 of
AlTof| CHE B Alet APS MAISICH E£3H B o=, 30|, SuAdg EH RS,
Gitl 0l 25 Sofl oot H| 12 9| O|0|X|E S| W Chefet A7 E &t
AT

of& A9 20, L] DRARZES (FY 7t - S} - D|OHLAE),
S ESHI N ENO © OOFLA| L= 515| 2 (D2fz]

ULt

EtOjosohst ol elRet Aol Zuz 22 23 (2006 H ~ 2011
St

b
) & M wx= Of7|Ef S DIStho} 0= 2| ART & ROOT = 4 Cisf
HEg oz M3 & urz , BolRlRoo|L S5 LE2o| A f2(o) thet 4

s A5t ACt.

Toshiaki Ishikura, born 1974 in Tokyo, is a cultural
anthropologist who specializes in art anthropology and comparative
mythology. After field researches in Sikkim, Darjeeling hill (India) ,
and Kathmandu valley (Nepal), he conducted comparative studies of
the myths of “mountain goddess” around Japan, India, Nepal, and
other pacific basin countries. He also studies about bio-cultural context
of non-human species and artistic images, such as indigenous artifacts,
traditional products, religious relics, and contemporary artworks.

Along with his academic career he is also known as productive
partner of distinguished artists like Masakatsu Takagi (visual artist /
musician / pianist), Masaru Tatsuki (photographer), Tomoko Konoike
(painter), and Masashi Ifuji (woodcraft artist). He has been researcher
at the Institute for Art Anthlopology, Tama Art University, from 2006 to
2011. He is now associate professor at Akita University of Art, where he
teaches cultural anthropology and cultural roots of north-east Japan
(Tohoku) as a teaching staff of “Arts and Roots” course.
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EBENFE c RSN EM K - EEPNASEMEAL - HAIFR R
REHRERESTEERER ot R C2MAEZN5AE - BB
HMRIER NEEEF GREAENER - M EHAMNERAELEANX
FFRBAREBNRE > WERRE  AE - G BATE HEEE
BUA ~ A8 0 2009 FEEBENRMEFREFEIE > 774 2013 Fazll
XIEMEREBEFE

SOARRT AT« T—T 1 A S DOEEEIL 2008 FICEBHIA
PTEMPIELTSHEEIF - Hong Kong Contemporary Art Biennial Award
2009 REBFE%ZE L ~ 2013 Asian Cultural Council B RE ICHEH
INfc e BOFIMETOERIF s BEDIL—YPHRICEWVWZEIFDTHT
B EHBIRED o BT~ RENBEEE H5DICT 5 ABBELOXIZE
BlETAZMESED LT EMEEEOERZEERICT 5 c HEY®
BADOXIRZSIAL « BEMT AT fik M& B BAEEH
HEES BUA  BEARCICEODIANEDRBN B E DL TUL ©

S22 CIYB OIS 08Bt K12, SBE20H MM 5
Y. T XPAI0| Efofict i Zol st BYgis W22 SIXIBI HAS AR
SCt O oS3 Wekol YIS B2l otk olztel off) RS2 1o &
2ol SefAl7|eix 22lel 90|83 Saffnx STt = X2 Aol 1 el
Hol BIAES BESIZLE A RAISI0T, Aol 0] Yl 0[0F7| S8 M&BiTE. 3
HES 8%, T8, N, AEFe|, Lu|Zo, WX, 7 S0 AREOf UL
2009 90 S SAICH Ol Hle] @448 wolgim E3t 2013 1 OFA/O}
28339 27 43S Yolrh

Tang Kwok-hin, mixed media artists, Master of Fine Arts
from the Chinese University of Hong Kong in 2008, first prize
winner at Hong Kong Contemporary Art Biennial Award 2009,
2013 Asian Cultural Council grantee. Tang starts the artistic path
from continuous queries towards his native background. He blurs
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boundaries between art and life by integrating creation with conflicts
of human kinds which reveals intrinsic values. He often appropriates
and reconstructs daily and personal contexts to narrate hidden
stories in life, dealing with growth, inheritance, freedom, capitalism,
consumerism, politics, norms, etc.
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1985 £F » £JRERE o AMERR R EBRAEME > RA—REA »
REBEMEMELRE tARNENEY  EREBHARETEHAIAE
o BEMRIEEERTTE - BIBXRRE > i) 5 3E5E Inow and here)
RERE|I B FIMRE o thERE T A BE > tNTSeMA Exhibition Archive
1988-2017: Read Write Speak] (2016) ~ TUrban Legends] (2016 > in
collaboration with the Pavillon Neuflize OBC, research lab of the Palais
de Tokyo) ~ MRe-play: 4 Platforms & 17 Events] (2015) ~ MMalfunction
Library] #1The Growing ManualJ (2014) ° #7k » {1 £3[E % Hyo Jeon K
Eunbi Cho &J:Z T self-organised (mediabus > 2016) ©

1985 F~BEEEN o 8BE - VUL ERSITEBHTEZFa L —
2=~ N0 - FEIE2013FEHL 5 Y U I)LTHILEMEE (SeMA) IC£180 3
BZOEHEALNIBTRERL ~ TORENTEIZRIIHBEHRD ~ 7—
FORBENA—DDEFHETILERZ L THZ c BROLELZELT
5-CCIOMBICROMEAR ZHICH T2V EHTNREE
WMUBIIICERAAD o Fal—2—r L TOEARFEICSeMA
Exhibition Archive 1988-2017: Read Write Speak1(2016 ) ~[Urban
Legend] (2016 £~ /L + R« ~—=F 3 — D3 R the Pavillon
Neuflize OBC & ® O 5 /A L — < 3 > ) ~Re-play: 4 Platforms &
17 Eventsy (2015 & ) ~ MMalfunction Library] ~ FThe Growing
Manualy (2014 F) B H % - RETIEFAMRETHE L3 - DA L
IV E - F 3 I Tself- organiseds (mediabus ~ 2016 ) O &R
ZiTo7c o EFYIFIRA T — M o

Tel0lEf, 2013 HSEl NS AIE0[S20M Lot UCH. FA| 2Hs57]
o DHAZ A S| FHAIZ} 2t= 8% ST 9| AL E f

S¥H BBoRo| TA DIS7|S SO AN FSES Yz

Pe|S E2(# "X 0f7]' o X ES S2{i 1, ofol| chet HE Xl A2t Ab

< Q%tF Zto|=ef2] > (2014) , <2[ - 22i|0] : 4 742 SEHE & 17 2| O[HIE >
(2015), < EA|Z|E > (2016, TR EER 20| 25 7(3]) , <SeMA MA| 0ft
0|2 1988-2017: &47| M7| &st7| > (2016) 7t UL, = 20l= 52 7|=2xt ©
=2, Z2H|9f GHTAAZ ZE|6H7| (self-organised) J (2016, O|E[O{HA)
HARML} . oiCi0|£0| 28 HIRLCE.

AR !

1 fol

SIS

Gahee Park is a curator based in Seoul, Korea and has been
working at Seoul Museum of Art (SeMA) since 2013. Her main
interest is on exhibition-making and its possibility of producing
a performative platform where art practice becomes a model of
action. Through the exhibition-making, she attempts to address
issues of ‘now and here’ around us and evoke questions and
critical thoughts on it. Her curatorial practices include <SeMA
Exhibition Archive 1988-2017: Read Write Speak>(2016), <Urban
Legends>(2016, in collaboration with the Pavillon Neuflize OBC,
research lab of the Palais de Tokyo), <Re-play: 4 Platforms & 17
Events>(2015), <Malfunction Library>, <The Growing Manual>(2014).
Recently, she has translated self-organised( mediabus, 2016) with
her colleagues Hyo Jeon and Eunbi Cho. She studied contemporary
art theory.
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HBIRE) ] o

1985 FEFN e MERIET P27 7—FT1 X8
BEMHALTER ~ A =MHTR ~ T 5122014 15 15 FICH T TIE
SaZ747—b Tz RXRTA4NILDFalL—E2— L TEHL
TS BICHUEABELMIIFa L —%— - JJ)L— 7 Outsiders
Factory DXV N—THH % c WOBXPHFTIIAEE >V HKR—
N RAARBRETRRINTED IMheatrex Asial (&> HR—IL) *

FPerforming Art Forumy (X A7) R CEINOHsE% & Lo TArtist,
ARTITUDE, Art. Investmenty ~ FArt Plusy ~ Fand4-Way Voicel 7 &
10 BU LD P AT+ 7ICBE I o JAE ~ M 4 Way-Voice
Newspaperd®Z v —F+ U RRIOADP TV b -IXX—Jv—%HEDH B ©
CICBE-IO-Z2—7 L TLTEBREICOVWTU B —F
HEDH TS o

LI

YE 2= 1985 MO I|Xt, ol sHETH, F2|0|E{ O[T, HA <4-
Way Voice> 9| 7|Xt0|xt 7{FLIE| & OiLIXO|H, 0[F, o 2 - FX|E& SO
Y2 21 ULt
< OFRA (Etolmolel =& FefolE a5 ) o F+4#I0|Ct.
of P 7|X0|H < g 22tel> 0 < IHA HE AO|E > UFLIAE  <T4
A2l WEIOIC. 119] 252, <4-Way Voice> 52| Cigt
) 22 dlfQ &xjoil A2l Bt ATE.
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Born in 1985. Lin, Chen-wei works as a visual artist, visual art

critic, performance art critic and community art festival curator in
2014( Longtan / Xingwu Town in Taoyuan County, Taiwan)-2015.
He is member of Outsiders Factory (independent curator group
in Taipei).His essays and critics published over 10 kinds of
magazines and media in Taiwan, Singapore and Macau, Such as
Artist, ARTITUDE, Art. Investment, Art Plus, and4-Way Voice. Also
in oversea magazines, such as Theatrex Asia (Singapore) and
Performing Art Forum (Macau) , etc.

Now, Lin works as a journalist and project manager in 4 Way-
Voice Newspaper. His research focuses on migration, eco-museum
and neighborhood building.
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2011 FREBEFEFAREEXCHRFTEIFIE LM - BSEINEG
FRIEEXEEMIE » FEEBEXRENHNRBEMEXE
EHRUTERRENS I BARMTRIERRI(E > IR MmaE) ~ DRI
B~ THHER F—% FILURHAGE « 78 ~ SRABSUERIR > MfE
RECEARBHRE ; TRHESRERMRHZER « SHRE » ELEXIE
LHRBETRRNME > REERBEOENLRE)  TREBE—BE 8P
A IREERIFER | > TMEETIVIRE ~ B8 XFERF T

Lai received her doctorate degree in 2011 from University of
Westminster, Visual Culture Course. Her research primarily focused on
the development of contemporary art and media. After returning to
Taiwan in 2011, Lai founded Art Square Taiwan as a space to present
art and culture through professional curatorial practices. Each year,
artists are invited to participate in a residency program with themes
such as “Memory of the City”, “The Imaginations in Fluidity”, and “City
Legend"”. As part of continuing research in postcolonial urban space,
self-identity, history and culture, exhibitions are curated around city
patterns and movements, their cultural meanings, and memories of
the residents. The other curated exhibitions include “There Has Been”,
“Lost in the Mobius—Taiwan - Macau”, “Shattered Sanctity”, “The Bard
Sound"” etc. Lai also engages in various works editing, teaching, writing
and other works.
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1978 AR o BRI LIFEER BT © 2005 FEEFHETIF
WEREMALEEMAERLI R  AEFREHESE -« HE - FE
B~ %=E -~ %E - SESHREE o 01F 2005 FERESIFREEMIER
2 Nmmediate 31 ~ 2008 &= B 751278 BankART1929 NYK fER MR
BEE ] 2009 F£HBEEA TUnspeaking Engagement] ~ 2010 ZEEK /&R [0 0F
RO ~ 2011 FERCARY MBI S REEA0EE ~ BB « SIERTEEME -
SIGREE MN+] MRrtAORE | RBFERE M2 EEREmE] ~ 2012
FEEEYN T2 e 2012 BIRRZ M BATE ] ~ 2014 FRBIEEMRES
MNEEEN5] (B ~ 2015 EEmEEAMTRE T EER - /\— ~ 2016 FE A RI4EEI ZoRg M2
B > 2015 45 | | ST EM ZERIEE AT ~ 2008 R EEEAEIL  BHAA
BankART1929 SHAEMIR © 2016 4F [ERiB A | —RESTIUES o

BHER—ELOREREGEE TS8R WEE L > FERREEELE
BNRRENELAE > RERHRHMBMLOINEERER o F90  BIAEE
ERFZER X FHIA  NRANFISR - FREERENETSS KBS
FAABRERIRISS « USSRV o

B AR E—ERENENRFE » BREEEZNHE - 41X
TmEBREHNAEZER  FIUERNBGEERS > EARET TS
TR - —BUGHEHAIN FEENRE

Born in 1978, Ho Ming-Kuei currently lives and works in Chiayi City.
Ho obtained a MA Fine Art in 2005 at Sheffield Hallam University, Sheffield,
UK. She has held a solo exhibition titled As Dream, As Illusion (2014) at
Kuandu Museum of Fine Arts, Taipei, Taiwan; Himono-onna’s Final Call
(2008) at BankART1929 NYK, Yokohama, Japan, where she was awarded
an Artist in Residency grant and worked as an exchange artist. Ho has also
participated in exhibitions across Asia and in the UK, including Dreamlover
(2016) Tainan, Taiwan; Gaze: Visual Art Exhibition for the August 1st Gas
Explosion Incident (2015), Kaohsiung Museum of Fine Arts, Kaohsiung,
Taiwan; Light of Women-2012 International Women Arts Exhibition (2012),
Gwangju, Korea; Drawings Now (2011), Hong-Gah Museum, Taipei, Taiwan;
1+1: Across-strait Four-Regions Artistic Exchange Project (2010-2011), He
Xiang Ning Art Museum, Shenzhen, China, Hong Kong Arts Centre, Hong
Kong, and Kuandu Museum of Fine Arts, Taipei, Taiwan; Oopject (2010),
Tina Keng Gallery, Taipei, Taiwan; Unspeaking Engagement in Bangkok,
Thailand (2009) and Coventry, UK (2010), and Immediate 3 (2005), Sheffield,
UK. In 2016, she was nominated by Taishin Award with the collaborative
project “Dreamlover” and nominated in the category: Best Emerging Artist
Using Drawing by “Prudential Eye Awards" in 2014.

My work revolves around the subject of “recreating spaces,” with
realistic models and props, photographed at particular angles to represent
an imaginative space of the illusory. For example: the written descriptions
others may have of a specific space and time, a peculiar scene in a novel,
and a friend's vivid account of a UFO sighting, or an episode from my own
memory and unusual dreams.

These subjects are elusive: They inhabit a real narrative, but are
flawed in their presentation of details, and so through my imagination and
recreation, they are bestowed another bizarre appearance—a feeling that
is at once familiar, but also alien.
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BRfEEE > 1972 FEENAEES » 1999 FRINASKF K iE* TI2H
ZRTERE > B2 2013 F IR0 - RZEH—WFEMORE 2R
TERIIEIEREEMEE ~ 2014 F MQEEMR MRIETIE) ; 1971~1980—7<F
ARE ) TEBIIL &S SRATER ~ 2015 F DEDR — SHAMMAE 2B / SNERE
AR | FER — B E A 2016 F MAREMEEH I FEUNERZ 2K F&
B8 > £ 2015 20 r:ead #4) MR R BAIMT S > thBUEFBRR
BERRRETF  EREABEREFIE  (FRERBEISEEMNE - 5
IETIIEMEE ~ A4S RER T RBUNER < S o

B A FLE S Bl AR B F Kot TAZBRZEA B 13 ©

Born in 1972 in Chiayi, Chen Po-I received his master degree
in Ocean Engineering at National Cheng Kung University (NCKU) in
Taiwan.

As a photographer, Chen’s works concern the humanities
and social aspects of Taiwan, using his lens to connect himself with
the greater context of Taiwanese society. With this, his photographs
have the power to express the collective memories of Taiwan. His
photographic works are frequently invited for exhibitions, recently
include Crossroads - Another Dimension—A Cross-Strait Four-Regions
Artistic Exchange Project 2013 (He Xiangning Art Museum, 2013),
The Pioneers of Taiwanese Artists, 1971-1980 (The National Taiwan
Museum of Fine Arts, 2014) , Rivers - The Way of Living in Transition /
Asia Contemporary Art Links (The Pier-2 Art Center, 2015) , Lendemain
Chagrin (Maison Européenne de la Photographie, 2016). In 2015, he
participates the residency east-asia dialogue intends to share and raise
the awareness of issues on art and society in East-Asia (R:ead #4).

At this moment, Chen is actively engaged in the photography
education and also works as an exhibition curator. Some of his
photographic works now become the permanent collection at National
Taiwan Museum of Fine Arts (Taiwan), Museum of Fine Arts, Kaohsiung
(Taiwan), Kiyosato Museum of Photographic Arts (Japan), Maison
Européenne de la Photographie (France) and are also collected by
private collectors.

Chen is currently a PhD candidate at the Department of
Hydraulic and Ocean Engineering at NCKU.
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1991 FER SR > REESRAR » BEylEa LRI ABEME
SRIRBRIEFN o B ATALRVAEE IS > T FAREROREN 0 2EEBREE
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Born in 1991 in Kaohsiung City. Grew up in Tainan City.
Tseng Po-Hao Studies in Trans-disciplinary Arts from Taipei National
University of Arts . He used to be an unpopular band vocal, and
focus on the performing arts in recent years. In 2015, he planed a
series of projects “Ghost Lecture Forum". His recent projects mostly
research the overlapping between local legends and personal life
history, and try to remind(think) our situation by this process.
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POST- #8151 » X#E&EE » THE POST-THEATRE X Bl EFBE = &
50 B B 50 0 AT B BIRRAZEREMRAS Y = o 2R > BERE
M ERETHER > FRREANA - BREHERNFEARERE
FHBE > pIERE > BRI ©

The term “POST” is used in the phrases of “post-modern”
or “post office”. The Post- Theatre is jokingly known as the Post-
Office Theatre. “Post” pronounces as “po” in Mandarin, which verb
has the meaning of breaking and blasting. The theatre group uses
and directs the meaning to a series ideas of breaking original
space, changing the quality of space and exploring environment
and context, in order to develop the new contemporary style of site
specific performances, and to stimulate thinkings, create ideology
and carry out practices.
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=2 198l FERAERER  EXNETAMEMARERE
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EIEMRIE/EE ~ BB ~ 1 & - 218 - £8% > 12 2009 F R 2012 £ >
BRI BRI EEM A S M B - BARA ISCP BIREM T EER
B227E1MG Cite des Art BT B » 2012 F£RE 77 ACC WXL E
BEHRIEENE B %% Cemeti Art House EEAT o

BERFREZAF A ZENTREE  B—RBreSEihs(h (&5
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BRI TL 0 SURTERBIIRZ M PBREE - WA ILER2
ﬂiéﬁﬁlfﬁﬁ*ﬁ'qﬂ%éﬁéﬁfi@%%ﬁ% BRIEEN AR 28 851E%
SENRELE > WU ESERENSHET SEXEIER 0 REEN

AMFRZEEERBMEHENLERMEN > UREUZE SORKRE
M EERAE

Born in 1981 in Peng-tung, Taiwan. Huang Yen-Ying graduated
from Tainan National University of the Arts, Graduate Institute of
Plastic Arts, and National Taiwan University of Arts, Arts of Mixed
Media. His important solo exhibitions include “Stop Right Beside God—
Huang Yen-Ying Solo Exhibition” (VT Art Salon, 2013), “Love Won't
Wait— Huang Yen-Ying Solo Exhibition” (Inart Space, 2010), and “Shine
Ground—Huang Yen- Ying Solo Exhibition” (VT Art Salon, 2010). His
works apply forms and media include painting, sculpture, photography,
video and installations. In 2009 and 2012, he was nominated for the
International Visual Arts Exchange Program by Ministry of Culture
Taiwan, to carry out residencies at ISCP International Art Studio and
The Cité Internationale des Arts-Paris.

Huang's works mainly focus on the symbolic transformation
between meanings and forms, with a way of constantly changing
the identity (turn) to enjoy a lightness of escape in fragmented
relationship. The ways of conversion, turning and escape that he
applies in works, are as if to inlaid sensibility in the complicated and
condensed trading network, expect to produce meaningful ideas and
media in the process of ideological movement.

Huang now lives and works in Tainan. He participates in
exhibitions and performances planning in Fotoaura Gallery in Tainan,
and publishes many sorts of cultural and creative products under the
name of One-Man Publishing Agency. At this stage, his works focus on
the multiple relationship between art and society, and try to explore
the function of artistic production in a variety of ways.
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Oh Au (BRfET) ; #o3% + BEE @ {74F ; S & 2 | BER ; S & &%k :
gt REE) ; ST | ARH(REH) -

The name of the band is a vigorous term that means to praise
ladies sincerely: “little” indicates their cuteness, “young” suggests their
smooth skin, and “pig” manifests the desire for something aromatic,
sweet and delicious. The band consists of two main members, and
the truth is they have to enlist other musicians around Taiwan to
complete their performance. The band focuses on parodying others’
lyrics professionally with a junior high's mindset. The band's iconic
song Between Your Fat and Meat is an adaptation of the State Anthem
of the Soviet Union, and it was once used for a friend's wedding
ceremony. The current members include: guitar: Oh Au (Chun-Yu
CHEN), tambourine & vocalist: NI Xiang, erhu & multitasking: Po-Hao
TSENG, guitar & tempo: SU Kuang-kuang (SU Yu Hsien) and mascot:
Panda (CHEN Zue-Ya).
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Kaori Tazoe HAF TERR BA#EE » % Scratch Tile Art Space BEE
BEEIA BERENERAZE_Z—)  hEBETESRE 2005 FRPNEE=
R > MAE 2006 SRS M C IR R BIREBh EARAY Location One §EAT ©

Tazoe ¥THARYIE S IEMERIRRBIBFIIREEAE AFIE ERFINEN A
& o B 1995- 2002 £F - 4AIEF I EAMTRI1EE Junko Ito ZEAIE MSuity > #
—RIIRRERBMERBENRCEMAIE » Fel ZENEZRIRETEA
MBRENR B o

Tazoe £ 1993 =22 h* Ohtsuka Textile Design Institute, FEEZEEA
B TYEEE o 2 BRI AT R RMERE HN RIS KRR 2Tt EETAREE
MEEERIRET » M1 2001 28 Scratch Tile Art Space BIRIL » AIRER
PHEBERZEBZ— 2005 FEHSEBE=F °

Born and based in Yokohama, Kaori Tazoe co-founded Scratch
Tile Art Space (one of the first alternative art spaces in Yokohama),
participated in the 2005 edition of the Yokohama Triennale, and in
2006 received a grant from the Asian Cultural Council to complete her
residency at Location One, New York.

Kaori Tazoe's recent mixed-media works explore the role of
theater and entertainment in people’s lives. From 1995 to 2002, she
collaborated with artist/fashion designer Junko Ito in “Suit”, a series
of conceptual art projects exploring the relationship between the
individual and the collective mind, and the ways that the act of wearing
a uniform affects both the individual and the group.

Kaori Tazoe graduated from a two-year program at the
Ohtsuka Textile Design Institute in 1993 and worked in an architectural
firm for several years. She began designing costumes and stage sets
for theater and performance art projects in Tokyo and in Yokohama,
where she co-founded Scratch Tile Art Space in 2001, one of the first
alternative spaces in the city. In 2005 she was selected as one of the
few Yokohama artists included in the Yokohama Triennale.
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BETS o

Born in 1977 in Tokyo, Takekawa began working as an artist
in 2002. He uses nature and animals allegorically in paintings,
sculptures, and installations. He attempts to construct a new
relation between traditional Western art and Asian modes of
expression, while focusing on the problems of thought abandoned
by Japanese society whose priority is economic growth. Recent
group exhibitions include Real Japanesque: The Unique World
of Japanese Contemporary (The National Museum of Art, Osaka,
2012), 12th Biennale de Lyon (Musée d'art contemporain de Lyon,
Lyon, 2013), and Don’t Follow the Wind (‘Difficult -to -return zone’
near Fukushima Daiichi Nuclear Power Station, Fukushima, 2015).
Alongside his activities as an artist, Takekawa joined an anti -racism
group in 2013 (later known as Counter Racist Action Collective) to
confront conservative hate speech. His work reflects his experience
in civic movements emerging after the 2011 Great East Japan
Earthquake. He is currently engaged in a process of casting his
works back into society as a practical force.
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Qu Chang graduated with a master's degree in Art and Culture
Management from IESA, Paris and currently works at Para Site, Hong
Kong as the Associate Curator. Her curatorial projects include Photo
Booth: Lau Wai and Wong Wing Sang (2017), A Tale: The Land of Fish
and Rice (2017), Black Spice (2016), Adrift (2016). As an assistant
curator/curatorial assistant, she also worked on exhibitions such as
Digging A Hole in China (2016), Geng Jianyi: East to the Bridge (2015),
New Measurement and Qian Weikang: Two Case Studies in Early
Chinese Conceptual Art (2015), From the Issue of Position to the Issue of
Art: Echoes of Socialist Realism (2014). Meanwhile, Qu is also involved
in the writing, translation, and editing of multiple publications.
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Lee creates works that represent the contemporaneity of Korea
with a special focus on language and Hangul letters. He joins the
program hoping to explore the roles and tones of color that Korea has
in an active field of dialogue in East Asia. He is interested in cultural
translation.
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English/Cantonese/Mandarin Interpreter (SI & CI)
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Born in Guangdong and lived in the UK, Zhang speaks English,
Cantonese, Mandarin and Japanese. As creator Frankie works mainly
in an experimental field of video and film, her first solo work “thought
on thoughtlessness” which is a series of conceptual photography
determined by chance, inspired by Buddhist phenomenology and the
use of chance in I-ching, Zhang is also influenced by John Cage and
the fluxus movement. Zhang has also been writer and interviewer,
especially experienced in interviewing Japanese creators, and topics
about Japan cinema and art culture.
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Cheuk Wing Nam is an interdisciplinary artist who devotes to
develop her artwork with new concepts of mixing sound and other
media with the modern computer technology.

She currently graduated from her Master Degree of Visual Arts
(Studio Art and Extended Media) in Hong Kong Baptist University. She
is specializing herself in new media installation and sound sculpture.
Before receiving her postgraduate training, she graduated from
Bachelor of Business Administration in International Business (Japan)
and minor in Marketing from City University of Hong Kong. Then she
went on to pursue a High Diploma in Fashion and Clothing (Fashion
Design stream) in Hong Kong Polytechnic University. She was the
winner of JAL scholarship program in her Bachelor degree, which took
her to Japan in order to experience Japanese culture extensively.
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JIN Zhen was born in Yanji City, Jilin Province in 1990. From
2009 to 2016 she finished her Bachelor degree in Arts Education and
MFA in Traditional Chinese Painting. She is currently a student in Ewha
Woman's University, working on a combine master/PhD program in
Studies of Visual Arts. She has participated in ‘The First Jilin Provincial
Oil Painting Biennial Exhibition’, ‘The 8th Culture And Art Festival Of
Songzhuang China’,  Nanjing International Art Festival’, ‘Emerging
Artist 2015’ and ‘Shinchon Urban Regeneration Project: Korea China Art
Project’. Her paintings has been shown in the journal of ‘World Affairs
Pictorial (Art) (2015) in China and her essays have been published in
different journals as well: ‘Contemporary Art is a lifestyle—The Case
Study of Gu Dexin’ in ‘Jin Tian’ (2015) , and ‘Overlapping memory and
the controversy of the identity’ in ‘Palace of Art’ (2016). Besides, she has
also curated exhibitions such as “SECRET” 5 Person Exhibition (Beijing)
and “The Outside” Double joint Exhibition (Tibet Ihasa) .
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Mina Song is a Korean living and working in Hong Kong for
over two decades. She has a Bachelor’'s Degree in Fine Art from
Seoul National University, and two Master's Degrees from The Hong
Kong Polytechnic University (Design) and The Chinese University
of Hong Kong (Cultural Management). While educated and trained
as a designer, a chance meeting led to working at the Hong Kong
Arts Centre in 2006. Since then she has been working as an arts
administrator mainly working on large and medium sized public
arts projects. Her works include Budding Winter (2009 - 10), Made in
Wetland (2010), ArtAlive@Park (2010 - 11), Art@Government Buildings
(2012-13 and 2013-14) and ARTivating Public Buildings (2015).

Her main interests as an arts administrator are identifying the
right artists for the right projects, and promoting Hong Kong artists
arts scene to the wider public locally and internationally. It's in that
vein she has written a book on Hong Kong museums and art scene
published by a Korean publisher, Sigongsa in 2012, and is planning
to write another book on the female power in Hong Kong arts and
culture industry. When she's not working, she likes to read books and
watch movies.
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After graduating with a Bachelor’'s degree in
Communications from Hong Kong Baptist University, Janet
worked as a producer and graphic designer for a Hong Kong-
based creative studio. In 2005, she managed over 70 visual
artists from around the world for the first commercial exhibition
“Hide & Seek with Hello Kitty” for Sanrio Japan in Hong Kong. In
2007, she arranged interviews with Japanese avant-garde artist
Yayoi Kusama around her first outdoor installation in Hong Kong,
“Dot Obsession”, and gave the exhibition its Chinese title: “ & 24
#K". Janet has produced and edited the design books Special Effects
(2007), Super Premium (2007), Artist Artshow (2008); design works
include “Election 2"(2006) and “Mad Detective” (2007) for Hong
Kong film director Johnnie To. She worked at the Hong Kong Design
Centre as Assistant Project Manager for media placement and
multimedia production of the organization’s anchor event Business
of Design Week (BODW) 2008, 2010, 2011 and 2012. In 2012, she
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was invited by the founders of TEDxKowloon as the founding
curator of TEDxKowloon 2012 conference.

In 2014, she was the project manager of “Fundamentally
Hong Kong? Delta Four 1984-2044",Hong Kong Exhibition at the
14th Venice Biennale International Architecture Exhibition. In
3 months time she manage to line-up 4 young directors and 8
architect firm to narrate 4 stories and 8 projects of Hong Kong not
only base on the architectural definition of “Broader”, “Connectivity”,
“home/community”, “disappearance/remembrance”, but the in-the-
moment state of mind of people lead their life within these spaces.

One year later, Janet joined Next Media Group and lead
pioneer projects on cross-platform content marketing with VR, AR
interactive media seamlessly combines with traditional newspaper
and POP via sponsored stories. Award winning project include Go
Around Japan with KIT KAT (The Spark Awards for Media Excellence
2016 Best Media Campaign - Mobile : Gold Award; Most Innovative
Technology : Bronze Award; Integrated Media : Silver Award).
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Exchange Programme in June 2017(Documentary) Exhibition Sharing in July 2017(Documentary)
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