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Notes for Tomorrow features artworks from around the world, brought together to reflect on a new
global reality ushered in by the COVID-19 pandemic. With the ever-present backdrop of the crisis,
Independent Curators International (ICI) and TheCube Project Space invited 35 curators from over
20 countries to question and reassess values and relevance in contemporary culture, and to share an

artwork they believe is vital to be seen today.

Many of the artworks in Notes for Tomorrow address spirituality as a grounding mechanism, sharing
ways to make sense of the world when so much is in doubt. Some engage with specific mythology, while
others reveal political structures that may or may not still be standing. The formation of monuments
is questioned, and their removal is all but certain. The exhibition addresses art’s potential in the
construction of collective memory in a global era. In this cultural moment of transition, each work is a

source of inspiration from the recent past and a guiding perspective for the future.
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About TheCube Project Space

TheCube Project Space is an independent art space devoted to the research, production and
presentation of contemporary art. As a non-profit art organization, it aims to explore local culture in
depth, connect people from diverse backgrounds, establish long-term relationships with artists and

participants and promote cultural exchanges between Taiwan and the international community.

TheCube Project Space has two venues: TheCube Gongguang and TheCube 7F. Both venues are located
in the immediate vicinity of universities, a district enjoying rich cultural resources and where talented
minds converge. Located in this area, TheCube Project Space continues to engage in contemporary
artistic practices, introducing artists from home and abroad, expecting to enrich southern Taipei’s

features and contents in terms of culture and art.

By 2022, TheCube Project Space has held over 50 exhibitions along with more than 100 lectures and
performance events. It has also published the results of its research projects in multiple forms such as

archival website, publication, and online radio.

About Independent Curators Internatioanl, ICI

Independent Curators International (ICI) is a unique arts organization that focuses on the role of the
curator in contemporary art. We believe that curators create more than exhibitions — they are arts
community leaders and organizers who champion artistic practice; build essential infrastructures,
such as art spaces and institutions; and generate public engagement with art. Curators are, therefore,
uniquely positioned to have an important impact on the artistic field, and on the communities they
serve. By connecting curators from different regions, backgrounds, and generations, and across social,
political, and cultural borders, ICI provides an international framework for knowledge-sharing within

which curators’ and artists’ practices can further develop.

ICI works with curators, artists, and art spaces from around the world to produce and present
exhibitions, public programs, and educational initiatives for professionals. These collaborative programs
promote our core values of cultural exchange, broad access to contemporary art, and building public

awareness for the role of the curator.
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IR A TERLAL About Venue Collaborators

ZARJE  Witch House Mon-Fri 14:00-22:00 / Sat-Sun 11:00-22:00
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Established in 1996, Witch House is in the heart of cultural center in Gongguan district. During the early
stage of establishment, it focuses on “creating a female-oriented space” as its starting point and is now
one of the oldest music venues among the remaining live house performance spaces in Taiwan. Over
the years, Witch House has nurtured many influential Taiwanese singers. With its multifaceted business
approach, Witch House is not only a music venue, but also a cafe, restaurant, and exhibition space,
making it an extremely unique and heterogeneous presence in Taiwan's art and culture scene.

EEEINYE Halfway Café Wed-Mon 14:00-00:00
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Starting 2014, Halfway Café initially wanting to create a place where the owner herself wanted to
go—a comfortable and relaxed place where people could communicate, interact, and unleash their
imagination. Through various events, exhibitions, night cafes, and performances, it hopes that everyone
who visits here will have the opportunity to express a part of themselves; and most importantly—
to find a sense of belonging in the community. Halfway Café is a space filled with experimental spirit,
where all kinds of wild ideas are welcome to share, meet, and collide with each other.



Lightbox 2 [E & % Lightbox Photo Library Tue-Sun 13:00-20:00
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Lightbox Photo Library is a free-to-all, non-profit, and special library dedicated to photography based in
Taipei, Taiwan. Founded in 2016, Lightbox has been collecting and sharing photographic publications
from home and abroad, advancing photography through public services and diverse projects.

hhzd1E/NVRIY  Guling Street Avant-garde Theatre
Wed-Fri 12:00-22:00 / Sat-Sun 10:00-22:00
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Guling Street Avant-garde Theatre was originally constructed in 1906 as a dormitory for the
government servants during Japanese colonial period. It was then turned into a police station of Taipei
city after the Nationalist Government relocated to Taiwan in 1949. The theatre is due to the success
of efforts of a group of enthusiastic young theatre workers to request in 1996 the City Government of
preservation of its building to develop an alternative space. In 2005, Body Phase Studio highly values
the spatial characteristics of being contemporary, experimental, and progressive and reopens the
theatre as a new and prospective center of experimental media and performing arts. Over the past

17 years, developing a hub of experimental theater, dance, and other multimedia performance, GLT
promotes the development of contemporary socially involved artists and art forms.




/NHEFT SEAMS Mon-Sat 18:30-00:00

2009 FERKK > [/t 75 SEAMS ) iR —HR R g
BrEE/NZHE GRIMIREME) » B
INEISS AR ~ AT R SR EE RIZR > 7
WG B EATFRIAER AR 98 R
BT o EBUNEYRE R AT S AE /N E
BB R A - A B A IR B £ NS
REYHLTT > R G EE H — G HR THRR
B REVERER ; £EH 0 B8 NETH
BRI B E AT
158 — R YRt o

In the fall of 2009, SEAMS opened its door in a two-story old cottage in the hidden alley of Roosevelt

Road (now is re-located on Jinmen St.). The owner, a former avant-garde theater practitioner and
performance artist, just like the main character on the stage, plays the role of a warm and necessary

presence among the customers. The owner, who likes to have a few drinks, originally wanted to have a
place where friends in the avant-garde theater and the arts could have an affordable and comfortable
place to drink and chat, and by chance created a unique style akin to the Japanese drama, Midnight
Diner. Every guest is treated like a friend, and even if you go alone, you will not be alone, and you will be
greeted by someone.

%E%ﬁf Jing L Gallery Tue-Sat 13:30-18:30 (FEAYHll / By appointment)
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Founded in 2014, Jing Li Gallery is dedicated to establishing the careers of local
emerging contemporary artists, especially in Taiwan, Hong Kong, and China. The gallery

aims towards introducing international emerging artists to Asia. Being professional
and pursuing an open and active environment, JingLi Gallery regularly organizes

exhibitions, events, and workshops. By doing so, the gallery expects to engage local
communities as well as developing international exchange programs among artists, FELHT
curators, scholars, and art museums.



Mon-Sat 11:00-18:00
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Project Seek is Hong Foundation’s platform for cultural transmission and artistic practice. Founded

with creators in mind, it aims to construct a diverse, multi-generational ecosystem through sponsorship
programs of varying scales to support ongoing contemporary art. Key programs include the Question
Project, an annual commission for a new work of art; the Extension Project, a sponsorship for artists
with global potential; and the Canopy Project, an annual open call for artistic entries of any genre in any
format. The Hong Foundation aims to invigorate future generations to express their unprecedented
ideas and fresh perspectives. Through this endeavor the foundation hopes to establish an organic
creators’ ecosystem that will continue to introduce new and powerful insights to society.

/NEE E o B2 ZE [ To Dear. Alternative Art Gallery Tue-Sun 11:00-20:00
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To Dear. Alternative Art Gallery, near Guting MRT Station and located in a lovely 60-year-old three-floor
building, is a combination of an independent art gallery, an art studio, a cafe area, along with a wide-
open backyard. Here, numerous exhibitions, drama, concerts, workshops, and film festivals have been
held. In To Dear. by introducing arts into people’s life, it strives to gather people here to experience the
process of creating art so as to bridge the gap between art and audience. Hence, with a view to open
up all kinds of possibilities, it heartily welcomes a variety of art exhibitions and art-related activities to
join.
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JeIHHE - E5iEE  Ernesto Bautista

CRESRMIBE 2 58) » 2018 BBIRER » 17 5 22 7
Construction of the Cities of Memory, 2018, digital film, 17:22 min.

#TAIE EREMEZIR) - JCAHE - Bl iR S BB - s b 2E 58 —fEfm Ak
RIEE T MARTRAM A A0S AT 3D B > At — Ml A7 A AR AP s s - (EARE R
H R BT o

AEtERRATLE G5 TR > ARRAE -~ BHE - ) RERBRERE RS ERR
MAEUE > S REFEREEPREE

EEL 7 ST 5 ) Mt A i i i 8 P A (P I T R - AR 3 25 B B B TS AR AR 7 DURAE
R B2 AN ) ot AR B o AR R T BRI S B A IR B ) ~ 108 o Bl th N By R EREIRIRE o (b
FEEZIR) B—ESE > fEERMEHENEE—F > SERMEEFAERN AR ; EE—PH
FAGRAMATAE E N BTE 2 SRR SR T A RCIR

For Construction of the Cities of Memory, Ernesto Bautista interviewed some of his closest friends, asking
them about the first houses they lived in, or the first houses they lost. Based on these oral histories, the artist
created a 3D rendering of a virtual city with all the houses his friends remember, houses that no longer exist
for them, but exist again in this new alternative reality.

The project refers to houses from the past that were once the homes of his friends and are now just a
memory—houses that were lost due to forced displacements, divorces, violence, or even changes like new
family members.

Bautista’s virtual city grows with every new house that his friends tell him about, capturing what is important
to them about these homes, and how all of us relate to spaces and objects. It shows how our bodies find
comfort in a room, a couch, a person. Construction of the Cities of Memory is a portrait of the most intimate
space we have, our home. The work encourages us to think about who we were in the past and how we will
construct new memories in our current spaces.

— %R Curator | Y2k - 4L Josseline Pinto



JEAIIFE - ELsEUE  Ernesto Bautista
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(b. 1987, Santa Ana, El Salvador; based in Mexico City, Mexico) Works and produces in El Salvador. Founder
member of The Fire Theory. For Bautista the image is a mental construction. He points to a series of
connections since the use of recognizable signs from their immediate perception to acquire through their
interactions, new connotations and human dimensions, through a scheme that defines a complex situation of
mismatch. He seeks for a dialogue through contrasts related with what at first glance may seem contradictory
or absurd, but at the same time can be a poem or a speech on the restructured element itself.

AR - SPFE Josseline Pinto
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(1996, Guatemala) An independent curator, educator and poet based in Guatemala City. Co-founder and
director of the independent space MANIFESTO-espacio. She is currently an educational curator for Fundacién
Nacional para las Bellas Artes y la Cultura FUNBA. She also teaches Art History at La Fototeca and at the
Escuela Municipal de Artes Visuales. Previously, she co-coordinated the art education program Laboratorio
de Arte Contemporaneo at Fundacion Paiz. Her essays are published in the book Dario Escobar Ensayos
Dispersos (2019) and Agentes Culturales (2016), as well as in magazines such as Arte al Dia, Artishock, Revista
Gimnasia and esQuisses. Her recent curatorial projects include: Ernesto Bautista: Un vacio infinito llendndose
con la memoria (Galeria Valenzuela Klenner, Bogota, Colombia, 2019), the group show Después de mi el suerio
(MANIFESTO-espacio, 2018); Jason Mena: Victoria sobre el sol (2017), among others. She was selected for
the program “Programa de Formacién Curatorial” at TEOR/éTica, Costa Rica and for the Curatorial Intensive
Mexico City, Independent Curators International. Her work revolves around the study and manifestation of the
poetic image and the artistic process as a tool for educational mediation.

ot
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BB Luke Luokun Cheng
CORMUMBS RIS B %S > 2018 > iR > 20 x 30 457

Do you believe in love between comrades, 2018, photograph, 20 x 30 cm

CHI R & — A iR LB IR) © 2018 0 &3 > 20x30 A%

Close friends will see you with colored glasses, 2018, photograph, 20 x 30 cm
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Hengfu banners are traditionally hung in public spaces in China to communicate messages of inspiration or
motivation. Although the Mandarin word “hengfu” translates to “horizontal scroll,” there is more to these
banners than just their form. Hengfu are often employed in public space as a form of state propaganda, but
long-scroll messages were also extremely influential modes of publicly communicating descent during the
Chinese Cultural Revolution. It is the powerful occupation of dissent and public space that Luke Luokon Cheng
cleverly leans into with these works.

Do you believe in love between comrades and Close friends will see you with colored glasses are two phrases—
or perhaps warnings, questions, statements—taken from queer dating sites for Chinese men seeking men.
Here, Cheng appropriates the formal qualities of the hengfu—the vibrant red color, scale, and horizontal
orientation—while also subverting the implied discretion that may be associated with publicly stating
queerness and desire in Chinese culture.

The usage of Mandarin characters on the banners renders these works illegible to many in the United States.
Amidst this global pandemic, and the fear mongering that the 45th President of the United States aggressively
encouraged toward China, positing these illegible statements in public space asks us to question other types
of fear and bias that we have for bodies and publics.

—RE N Curator | K7 - B Allison M. Glenn



%M Luke Luokun Cheng
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(b. 1991, Jiangxi, China, based in Falls Church, United States) An artist and digital designer working in
diverse media including installation, imagery, and performance. Through his perspective as a queer Chinese
immigrant in the US, he magnifies private poignancies to tease apart the boundaries of intimacy and alienation
within global power structures. He draws from his experience designing social software to shape his pieces as
sites of interactive possibility, while his background in large format film portraiture informs a quiet, deliberate
approach. He has exhibited at Assembly Room in NYC and was a member of NEW INC. He holds a BSE from
Princeton University.

SCHIA - BB Allison M. Glenn

SHIA - BRI ERR B B RETREIR R o2 T8 2020 FIRREMIKNRE
AP 8 2 T — R M [ R 77 I P 8 S RO ORI A R T B PR 5 i S ot A 1 B 8 S R A AT 1l 1o
PoRR M) 2020 TESC - @A - FEBHT © BYWTE- o fEEZHT  BMRARRE =R TREMN !
TAEREEAE ) AU RS EAI R R SRS o HOCEE R RN eE 2 R B STt AR B A5 P A B AR 2 Bl B
SRR TN 5 I A T B~ ARBRE R = 4R ~ R IRSRIEE  ZNEFERE S G - INIEE SRE A EMER - K
ASROR R BB R AT AR 2 B o i 257 2 Bl IV 5RAR © (45 (Hyperallergic) ~ (Efl7 21 #fEsE)
CART PAPAERS) AT~ (Efiiatam - ALBIE) 1 GHril) MEsEFSE o

Allison M. Glenn is Associate Curator of Contemporary Art at Crystal Bridges Museum of American Art, where
she shapes how outdoor sculpture activates and engages the museum’s 120-acre campus. She was a member
of the curatorial team for State of the Art 2020, a quinquennial exhibition that opened simultaneously at the
Momentary and Crystal Bridges; and spearheaded the adaptation of Hank Willis Thomas: All Things Being
Equal.. (2020) at Crystal Bridges, organized by the Portland Art Museum. Prior to this, Glenn was Manager
of Publications and Curatorial Associate for Prospect New Orleans’ international art triennial Prospect.4: The
Lotus in Spite of the Swamp. Glenn’s writing has been featured in exhibition publications produced by The
Los Angeles County Museum of Art, The Kemper Museum of Art, Prospect New Orleans, DePaul Art Museum,
Rebuild Foundation, the California African American Museum, University at Buffalo Art Galleries, and The
Studio Museum in Harlem. She has contributed to Hyperallergic, ART21 Magazine, ART PAPERS, Pelican Bomb’s
Art Review, and Newcity, among others.

ot

i O

aoeds 108(0id oqndayl | THI

15



16

W SEHERIT Cao Guimaraes

Rz dR) 0 20110 16 fOK /B \BOK KR DV e Hm# - 90 5>
O fim do sem fim (The End of the Endless), 2011, 16mm/ Super-8/ miniDV, 90 min.
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Directed and edited by Beto Magalhdes, Cao Guimardaes, and Lucas Bambozzi
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In this documentary, the directors set out on a journey through remote towns and villages in Brazil in search
of crafts and professions that are near extinction. Filmed in the late 1990s and released in 2001, the work
shows the imminent turn of the century, and the new millennium appears in the ominous imaginary of many
outspoken characters whose “street philosophies” reflect upon a rapidly changing era. Twenty years later,
the COVID-19 pandemic, a looming ecological catastrophe, and overall political and economic instability and
uncertainty present a global crisis unlike any experienced before in modern times. This film helps us rethink
what technological progress has brought to our lives, and how radically it has changed the social, creative and
behavioral fabric of our societies.

Yet, far from a nostalgic take on romantically framed, disappearing ways of life, this film, shot in ten different
Brazilian states, portrays the unique creativity, joy, and inventive power found among people with little formal
education and often living in dire conditions at the margins of urban centers. Three of the most eccentric
characters, self-named “masters,” remind us of medieval masterminds and innovators, or philosophers and
sages that could have been roaming the streets of Athens 2,000 years ago. O fim do sem fim is as inspiring and
humorous as it is political and serious. But it is also an experimental journey exploring new ways of telling
stories about real life. The film is known across Brazil for its uniquely intuitive and aesthetic approach to
documentary filmmaking, interweaving spontaneous narrative with carefully shot landscapes and paying
careful attention to human gesture and photographic detail.

—%EA Curator | Hi%JEF - Ml#hZE Veronica Cordeiro



ARAE b 2 R BB R ALY B This film is exclusive for the exhibition
S Time | 2022.02.19 (Sat) / 04.09 (Sat), 2:00pm
H%5 Venue | 37755 #IZ2[ TheCube Project Space

W HIEHIUT Cao Guimardes

(1965 FAREFFEFRT - BRNE MR S ERRMES) (EREERELMEREN - 5/\FEARMN
RERABINE > VR 2 M4 BT ER R > AL ZEBSE RS ~ AABI BRI « SRBIHAR
EIEMRE ~ TRE RHEE B G & - SBPGEIRSS TR, © AR A B AT A ORI PY D 1R %
IERE GRS -

(b. 1965, Belo Horizonte, Brazil; based in Belo Horizonte and Montevideo, Uruguay) Cao Guimardes’ works
on the crossing between the cinema and the visual arts. With intense production since the late 80s, the artist
has been collected by prestigious names such as Tate Modern (United Kingdom), MoMA and the Guggenheim
Museum (USA), Fondation Cartier (France), Coleccién Jumex (Mexico), Inhotim (Brazil), Museo Thyssen-
Bornemisza (Spain) and others.

g JEE - PabE#  Veronica Cordeiro

HIJER - MEERER S ERHES NN ERR « RRARIER o MRSRREMEA R ERER
BB SN FIF G RTRENE - FEREN =4 MBE FORFF2RZHITREGE > MR RER
Bl FREE - EAKEER - BRE BBERERRG  BE T ANEMETN SN > BB GEZR - IB
BONEEAN A BRI T X 22009 A8 = Sk M E AT TARASSRIE ) (Curating in Context) #t3
FFRETRZ TRREREA] ) RBUE BT - SRRRRAE © ARG  TEERIME A A RIS © 2013
o B E PRSI RS I P OB R - MR BRI MUFF (A EZS S
ERRRE) 0 2019 4 FIKJEREGIE T — AN ST At At o R AR RO Rt A B i TR AR
BT EARAL R > BRI SRR MR DL T RN I R SR A e A ol o

Veronica Cordeiro is a Brazilian artist, curator and writer based in Montevideo, Uruguay. Constantly exploring
the possibilities of art as an agent and platform of growth and transformation, in the last twenty years
Veronica has organized countless projects in several countries where art, exhibition, personal experience,
conversations, inter-disciplinary debates, educational platforms and institutional commissions have been
pushed from their conventional settings in order to open up new forms of knowledge and experience. She
moved to Uruguay in 2009 where she the ongoing project Curating in Context, the monthly live art critique
sessions called Plato Critico, courses in curatorial practice and the creative process, experimental art
residencies and shows, etc. In 2013 Veronica created the curatorial department of the Centro de Fotografia
de Montevideo (CdF) and developed the new international photography festival MUFF (Montevideo Uruguay
Festival de Fotografia). In 2019, Veronica launched a textile design project that seeks to revitalize and
support ancestral weaving techniques which are becoming obsolete in many Latin American regions through
innovative design, adding value to local craftsmanship and empowering traditional communities.
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PRAEER - WY HLI -4 Tlana Harris-Babou

CHHIES) > 2020 HD K > 843 32 F)
Decision Fatigue, 2020, HD video, 8:32 min.
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The points of departure for [lana Harris-Babou’s work are contemporary forms of digital media and the ways
we insatiably consume them—think of the glut of home improvement and cooking shows and beauty tutorials
made available instantaneously online daily. Via these numerous digital interfaces, our “realities” of daily life
become reinforced through personally-constructed algorithms. Harris-Babou is acutely aware of this abject
irony of engagement and uses it as comedic fuel for sending a “trojan horse” to consenting audiences.

In Decision Fatigue, the artist’s mother Sheila Harris plays the leading role of “Sheila,” a beauty expert teaching
from her bathroom, a setting full of consumption and creation. We not only witness Sheila’s improvised
deadpan performance, but we also become implicated as one of her anonymous followers. Her language and
actions come together in absurd ways: a rose quartz facial roller is promoted to relax oneself in preparation
to enjoy a TV dinner (or the Internet); she espouses the benefits of washing down a multivitamin with Pepsi,
which, she admits, she is addicted to. Sheila also offers us an alternate world of beauty supplies and their
demonstrated value, however fantastical, by touching, applying, and sampling ready-made products such as
chocolate chip soap “from the Amazon” and a Cheeto face mask.

The title sardonically nods to our overwhelmed mental states regarding media consumption and to our bodies
as sites of digital commodification. Via this witty and biting critique, Harris-Babou highlights the absurdity
of health and beauty standards that many don’t have the resources or time to maintain while keeping a tone
ripe with fantasy. In a year of worldwide stay-at-home orders, this video touches on global realities and
insecurities around isolation and an innate desire for collective approval.

—%HEA Curator | ifk - B Rachel Reese



PRG-I - 245 Tlana Harris-Babou
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(b. 1991, Brooklyn, United States; based in Williamstown and Brooklyn) Her work is interdisciplinary;
spanning sculpture and installation, and grounded in video. She speaks the aspirational language of consumer
culture and uses humor as a means to digest painful realities. Her work confronts the contradictions of the
American Dream: the ever-unreliable notion that hard work will lead to upward mobility and economic
freedom. She has exhibited throughout the US and Europe, with solo exhibitions at The Museum of Arts &
Design and Larrie in New York. Other venues include Abrons Art Center, the Jewish Museum, SculptureCenter,
the Studio Museum in Harlem, the De Young Museum, and the Whitney Museum of American Art. Harris-
Babou has been reviewed in The New Yorker, Artforum, and Art in America, among others. She holds an MFA in
Visual Art from Columbia University, and a BA in Art from Yale University.

Fi#k - HUBT Rachel Reese
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Rachel Jobe Reese is Director and Curator of the Institute of Contemporary Art (ICA) at the University of
Tennessee at Chattanooga (UTC), the first ICA in the state of TN. From 2015-2019, Reese served as Curator
of Modern and Contemporary Art at Telfair Museums in Savannah, GA where she organized over 20 special
exhibitions, including the recent retrospective and accompanying catalogue for Suzanne Jackson: Five Decades
(Telfair Books, 2019). Reese held prior positions at Atlanta Contemporary in Atlanta where she curated
Pratfall Tramps (Atlanta Contemporary, 2015) with accompanying catalogue; Fleisher/Ollman Gallery in
Philadelphia; and Deitch Projects, Petzel Gallery and Andrew Kreps Gallery in New York. Reese is an alumni
of Independent Curators International; was a former editor of Burnaway magazine in Atlanta, and her writing
and artist interviews have appeared in BOMB Daily, Temporary Art Review, TWELV Magazine, and Art Papers;
she also published a free newsprint of artists’ writings called Possible Press from 2010-15.
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ZIFF YulLiu
(GBEHE) © 2020 - WA EE

Cabinet of Curiosities, 2020, mix-media installation
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The work Cabinet of Curiosities by Taiwanese artist Yu Liu is a four-year study and extended interpretation of
Rumphius, a biologist who traveled to Ambon Island, Indonesia, with a Dutch East India Company merchant
ship in the 17th century. It contains Rumphius’ related documentation, dozens of drawing exercises, and
two documentary films. The root of the “drawing exercises” originated from Rumphius’ book The Ambonese
Curiosity Cabinet. The forms of the species are described in the form of abstract words in the book, and Liu
Yu creates visualization of Rumphius’ adjectives through her imagination. The two documentaries The Blind
Creator, shot in Indonesia and the Netherlands respectively, include interviews with scholars from different
fields, on-location filming and data collection, and not only trace the origin but also reconstruct the past and
present of Rumphius through the different cultural and geopolitical contexts of the two places.

The purpose of Liu’s research on Rumphius is not to restructure the knowledge system of natural history,
but to capture a certain perspective of human interpretation of the world. Compared to the world after the
scientific era, between the world known to humans and the world of primitive cultures, is there still a certain
sensual interplay in the way they interpret everything? In the midst of the pandemic, human beings are
compelled to pause and rethink their relationship with the world. This work serves to remind us whether
imagination can become another kind of counterforce at this critical moment, outlining another way of
looking at the world and facing the unknown at this extraordinary moment.

— KB Curator | EABHE Yujie Huang
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Starting from 2014, Yu Liu gradually develops a series of field studies of documentary nature as a kind of
working methodology in relation to her artistic practice. How human visions the world, how attributes of
spaces change, and how things are constantly being defined in a system—these all contribute to giving an
account on the progression of humanity. A series of works are later created with a research focus on less
visible communities marginalized by structural societal factors. The existence of these communities often
reflects the intricacies of its contemporary society, and, furthermore, offers a sample of a specific historical
moment with regard to a grander context—a boundary-breaking reexamination that helps disrupt strictly
defined scientific methodologies and the science institution with which we are all too familiar. Her work
draws on a variety of video vocabularies, from textual publications to documentary video. The extensive
fieldwork and documentation she has collected in the field has also prompted her to rearrange these linguistic
possibilities, making a tightly interlinked and complementary integration of spatial, historical, video and
narrative fragments.

WiBHE Yujie Huang
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Yujie Huang currently lives in Taipei and works as a project manager for TheCube Project Space. Her research
interests revolve primarily around the exhibition/curatorial history of contemporary art and the development
of new media art in Taiwan. She used to be the executive producer of Documentaries of Distinguished

Taiwanese Artists (2019-2020) and a coordinator for several research and museum projects, such as Curators’

Intensive Taipei 19: International Conference and Workshops (2019), Spring Project: Curating History / Histories
of Curating in Asia (2018-2019), and Declaration / Documentation: Taipei Biennial 1996-2014 (2016-2017).
She was also the co-curator of the group exhibition Aerobraking (2017). Her articles are widely published
among various magazines and online platforms, such as Artist, CLABO, and Museology Quarterly.
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P - bk Peter Morin

Ok~ k) 2 2021 0 BhriRES
Fire, Sacred Fire, 2021, Digital media
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The last time I saw Peter Morin in person he handed me a small animal hide rattle and instructed me to make
some noise. What can be accomplished by shaking a rattle and shouting? How about undoing the effects
of hundreds of years of colonial violence? The venue for the rattle shaking was the Vancouver Art Gallery,
a former provincial courthouse that oversaw laws that disenfranchised Indigenous peoples, Black folks,
Asian folks, Queer folks, and women, and criminalized their culture(s), languages, and how they raised their
children.

Morin, with his collaborator Ayumi Goto, and curator Tara Hogue, organized the usually subdued art-opening
crowd into a raucous group of sacred messengers, challenging us to make enough noise to wake the ancestors
and invite them back into that space. And wake them we did. For those willing to see, a crackling brightness
attended the remainder of the opening as the spirits of those that once experienced harm were welcomed and
given comfort.

The crackle and light have now left the log in Fire, Sacred Fire. As Morin puts it, “its transformation into
warmth and medicine at the expense of its physicality” is done and the sweat lodge stones it heated have long
since gone cold. So where is the sacred fire? Perhaps in the dance of pixels on a screen, a dematerialized digital
transmission where once again the logs physicality is lost as it becomes a new medicine. Is it sacred? Perhaps,
for those willing to see.

—REA Curator | #HHNT - XHA Charles Campbell



P8 - BEbk Peter Morin
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(b. 1977, born in Prince George, Canada; based in Toronto) A grandson of Tahltan ancestor artists. Morin’s
work highlights cross-ancestral collaboration and deeply considers the impact zones that occur between
Indigenous ways of knowing and Western Settler Colonialism. Morin’s practice has spanned twenty years so
far, with exhibitions in London, Berlin, Singapore, New Zealand, and Greenland, as well as across Canada and
the United States. Morin currently holds a tenured appointment in the Faculty of Arts at the Ontario College of
Art and Design University in Toronto.

AW - IHM Charles Campbell
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Charles Campbell is a Jamaican born multidisciplinary artist, writer and curator. He has exhibited throughout
North America, the Caribbean and Europe, representing Jamaica and Canada in events such as the Havana
Biennial; Infinite Islands: Contemporary Caribbean Art, held at the Brooklyn Museum; Wrestling With the
Image: Caribbean Interventions, held at the Art Museum of the Americas and Contemporary Jamaican Art,
circal962 | circa2012, held at the Art Gallery of Mississauga. Campbell has written for Frieze Magazine and is
also a regular contributor to ARC Magazine, a Caribbean arts journal.
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PHIEUBHE - BRH&W Daniela Ortiz

{CP12) - 2012 Hifisgk » 943 56 7 UBEY » 2017-19 ° Biigg /R 0 753 02 )
CP12, 2012, digital video, 9:56 min. Reparacion, 2017-19, digital video, 7:02 min.

GE#ELY > 2014 BIEF > 45730 B
Réplica, 2014, digital video, 4:30 min.
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On each October 12 from 2012 and 2019, the artist and antiracist activist Daniela Ortiz carried out a series of
actions. Set on the date of the so-called “discovery” of America, which Spain marks to celebrate its National
Day, the actions reveal the imperial substrate of Spanish identity and promote counternarratives that make
visible the silenced experience of the colonized peoples.

This selection of videos brings together three actions carried out in the city of Barcelona. CP12, realized
in collaboration with Xose Quiroga, consists of a detailed visual journey that stresses the racist ideology
epitomized by the Columbus monument located in the Plaza Colén. In addition to Columbus, the monument
commemorates two Catalan figures who actively participated in the colonial process, the priest Bernardo
de Boyl and the soldier Pere de Margarit, who are represented next to an Indigenous man kneeling in a
sign of submission. Réplica is set in Plaza Catalufia, one of the main public spaces where the National Day is
celebrated. Carrying a photograph of the anonymous Indigenous man kneeling under priest Bernardo de Boyl],
Ortiz kneels in front of passersby, tries to explain that the Columbus monument reifies racism, and receives
some irritated and even violent reactions. In Reparacién, Ortiz reads fragments of El primer nueva crénica y
buen gobierno (1615), a manuscript by the Indigenous chronicler Guaman Poma de Ayala, that denounces the
abuses committed by the Spanish colonizers.

All three actions were recorded on video to be shared by the artist on social media, through which she has
consistently given space to forms of anticolonial dissent beyond the art world.

— B\ Curator | HEZEMRVEHE - #tZK4I% Florencia Portocarrero



FHIEEURHE - BkEHEWF Daniela Ortiz

(1985 4 HAE R FE B AL - BER L IREEAR) fEah SRR » SRaTBIFE » M - &R
PERIRIRES > DULHEAIFE R ~ SCRERIAIE A AT HOZRME o tth B2 A9t EEAIBT 7200 e WO AS R PE %
ot~ HEBSH R T FRMBH I - DU BN 2 T BRI AL ATRS RAL RN A0 27 Pl 5% B TR B 2R o dhth 3%
Je& T BARLE b R AR e R N Z RIS BR (A B B o 2T > st B4l TR C M AR AT = TR A, > A
FFIZ ~ DG > MEE AT RXBIEIES - 22 EEELABON 2 DRV BUZ BT 555 o bR T #4481 1ES1 -
R A R B A RER > it B~ TARE RS BB RIEH RREAR S = TEHERA
R o

(b. 1985, Cusco, Peru; based in Barcelona) Her work aims to generate visual narratives in which the concepts
of nationality, racialization, social class and gender are explored in order to critically understand structures of
colonial, patriarchal and capitalist power. Her recent projects and research deal with the European migratory
control system, its links to colonialism and the legal structure created by European institutions in order
to inflict violence towards racialized and migrant communities. She has also developed projects about the
Peruvian upper class and its exploitative relationship with domestic workers. Recently her artistic practice
has turned back into visual and manual work, developing art pieces in ceramic, collage and in formats such
as children books in order to take distance from eurocentric conceptual art aesthetics. Together with her
artistic practice she is the mother of a 2-year-old, gives talks, workshops, does investigation and participates
in discussions on Europe’s migratory control system and its ties to coloniality in different contexts.

b fmVasE - B2 EHEE Florencia Portocarrero

WEEARVENE - 2RIV (1981 FANMERIE) TSR E e » B2 - MRS RE A HEE -
9t BT 5 BN 5 rR AR AT L A0 1 3R B ER R BRI SR ~ O ph SR A BRALARAS T B9 AL > DUR
BHIGRAEI R 2R B RE © 2008 FFE 2010 4R WAPAE S R EHBOR R 7200 B AT BE SR BT FERE
T4 - Mg H 2012 £ 2013 4F » 2 RYIGES BL T TS PR fm Al 5 R DR SRR
AR 2015 G BN B 2 Be e i BT BESRAE 1 o % 2 BUB R 2 BIMR 18 > H BRI S B
FOCH RIAFEEMERE - 40 CRPFETIRE) ~ CBIEED) 1 (HIFE) © 2017/2018 4 > 2RI EES
T2 T H O BT S m BRI BUE R IR T I R AR S A SR R AS B8] © 2015 £F2E 2019 4
WAER BRI FE R E R E AL ERRA > MRS BB B MIANLE L — o

Florencia Portocarrero (Lima, 1981) writes, lectures, teaches, and organizes both exhibitions and public
programs. Her research interests are focused on how to rewrite art history from a feminist perspective,
regimes of subjectivation in the context of neoliberal globalization, and the questioning of hegemonic
forms of knowledge. Between 2008 and 2010, she completed a master’s degree in Theoretical Studies
in Psychoanalysis at the Pontifical Catholic University of Peru. Later, from 2012 to 2013, Portocarrero
participated in the Curatorial Program of the Appel Arts Center in Amsterdam, and in 2015 she completed a
second master’s degree in Contemporary Art Theory at Goldsmiths University in London. She has participated
in several international conferences and her writings on art and culture appear regularly in specialized
magazines such as Atldntica Journal, Artishock, and Terremoto. In 2017 /2018 Portocarrero received the
Curating Connections scholarship, awarded by the DAAD Artists-in-Berlin Program and the KfW Stiftung. In
Lima, she worked as a Public Program Curator at Proyecto AMIL (2015-2019) and is a Co-founder of Bisagra.
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FI%I Print & Carve Dept.

RN R N) 2019 AZIARE » 251 x 246 A7
You Purchase Us But We Are Human Beings, 2019, wood engraving, 251 x 246 cm
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Jre B H BN R B AR I ]

ENZIER 2 AR F A AR 22 ~ SrRBUGRIINA - REAELFAERNERES » RREMAIE R & BIaE
BETFTREVER A > BLECA A2t 09 S iR E A AR BB RIRR 2 2F ~ HAH) A3BC ~ BHEBRIRGENTESE -
BRI AALE - W2 Bt gEE) o

You Purchase Us But We Are Human Beings was a collaboration between the Print & Carve Dept. and the

Taiwan International Workers' Association (TIWA), inviting migrant workers to create a piece of work
together through a workshop and a migrant workers' march in the street with the people during late 2019.

Migrant workers have filled a large and small gap in Taiwan's labor force, but they suffered a variety of work-
related injuries or have disputes with agents and employers over labor and wage inequalities. During the
course of their work, migrant workers suffer from visible physical wounds or psychological trauma, and
they are in the shelters awaiting for mediation, litigation, and their own futures. In the Migrant Printmaking
Workshop, the Print & Carve Dept. designed an easy-to-use production method to cut down the level of
difficulties in creation for the migrant workers. The prints were produced through collective effort with
music and stomping, and the 23 large headshots conveyed the migrant workers’ dreams, expectations, and
projections of their impression towards the agents. Even though they come from different countries, do
not speak the same language, have different backgrounds, or have disabilities due to work-related injuries,
the migrant workers still have hope for the future and show different aspects of positivity through Time for
Stomping a Song.

The Print & Carve Dept. was formerly a congregation at independent spaces such as Halfway Café, Trapped
Citizen, protest sites and parks. They had conducted exchanges with Asian printmaking groups such as the

The Institie of People Oriented Culture of Taring Padi from Indonesia, A3BC from Japan, and the Printhow
from Hong Kong. They are actively working with the community and participating in social movements.

— KB Curator | F3% ChiaYing Wang



EB% Print & Carve Dept.

(BAZIR 2019 L A) W —HEB R A LR H BT SR AR > A RS R AR AR
HRREMANEE FBOGE G A RTRENE o 8 B2 EEMA S 1E TIEY) » SN2 it &S > WSEERR
FEBERORZT ~ TIWA BIZ 5 T & - SEAMERER /A o /E5 BT TAY0-AYO ! BURIERZ &
BB AR R (BRI > 2021) ~ TRRE) (BHEYS » 2021) o

Founded in May 2019. A woodcut print collective based in Taipei, Taiwan. It consists of amateurs who are into
woodcut print and concerned about social issues. It’s collaborated with many groups and organizations, such
as Taring Padiand (Indonesia), Taiwan International Worker Association, TIWA, and Taiwan International
Student Movement, TISM. Its works have been presented in AYO-AYO! Tomorrow Must Be Better (National
Human Rights Museum, 2021), Tai-tsiong-tsong (Liberty Square, 2021), etc.

F3#%% ChiaYing Wang

ATHAN X B AT 22 Bt AT B PR RE L » 3R 27 7 s 22 R BT o BVEAL S EE - B REHRE S 3R o
REARAI IS - FBHA AR TAEEPUTEIEE ; BRI S0 AE S B - 78 2013 BRIEEAET Mam iy
JERE BT > DUR Hi N RS sm e o MAE S B BN TOEY B A A N e o B
SEIFEARER Sz (2014) FIAREY Cope NYC #FEE (2016) ©

Holds an MFA from Pratt Institute, New York. Currently works as project assistant at TheCube Project Space.
Her focus on social value, self-consciousness, and identification. She used to be executive assistant at Petah
Coyne Artwork LLC; project assistant for Asia Cruise: Kuandu Arts Festival 2013 and Asia Contemporary Art
Forum at Kuandu Museum of Fine Arts, and a cog in numerous art fairs, festivals, workshops, and galleries.
Residency experiences include Vermont Studio Center (2014), and Cope NYC Project (2016).
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S MU - B - MEEAR Kristina Kay Robinson

LR - R BERENRE) o 2018 F5 > A 35 4P
Republica: Temple of Color and Sound, 2018-present, video, 3:44 min.

1811 fE I — A » {EIEE K H i 8 5E Rt —
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Jo B IS BLAE B B AR 0 RIS —
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EES R EA R AR > E PR B AR B AR S o BRSO BR8] 2 1 A 5 EE A Y
BRBaaEE 0 RHE THRFAPGERFERE 2 EmM IR > TRE) SR 7 R -

In January 1811, eight years after France was forced by the loss of Haiti, its most profitable colony, to sell
Louisiana to the United States, hundreds of people held captive on plantations along the Mississippi River of
southeast Louisiana revolted against the planter class. It was not the first uprising against enslavers in the
region where the ocean that connects the Old World to the New meets the river that allowed the United States
to manifest its colonizing “destiny,” but in the fictitious world that foregrounds artist s installation, it is the only
successful one. After capturing New Orleans, per the artist’s alternative history, the revolutionaries continue
east through coastal Mississippi, Alabama, and Florida until reaching the Atlantic, abolishing slavery in the
deepest south decades before the American Civil War and severing the United States’ access to the continent’s
second largest port. Republica, home to Robinson’s alter ego Maryam de Capita, is the nation-within-a-nation
born of the insurrection’s imagined success. As an ambassador of Republica, de Capita travels the installation
around the world, engaging devotees in ritual, prayer, and intellectual dialogue about the personal and global
implications of white supremacist patriarchal imperialism, from experiences of sexual abuse to political unrest
in far-flung countries. The Temple is a space for healing. Pre-COVID-19, visitors gathered before its elaborate
layers of candles, fabrics, religious icons, books, and other relics, as De Capita provided entertainment and
conversation. Now that a global pandemic has compounded the travel restrictions Republica faces, she must
send the temple and her own image in two-dimensional form.

This artwork is an ontological reckoning that challenges viewers’ beliefs about the nature of reality. As
COVID-19 and international political unrest in response to state-sanctioned violence lay bare the disparities
in life chances between the descendants of colonizers and the colonized, The Temple beckons viewers to peer

b d the veil. s
eyond the vel —RJE N Curator | Fi#iTi - JEMTEENT Lydia Y. Nichols



SEMUUEER - 9L - $EEAE Kristina Kay Robinson

(1983 FFHAEMBNEBARR) (R ~ RBAFRREMRK  thFEF -~ HRERMRREEH SR
FRA BT B A S G AR o BEARNENINOAIE S SRR RRIE - HHE R - B gnE
o DUR e M B BN IRAT e IR B - B T h B3 RIS 2 Bilrst2 (LR - %
BB E R BN EENE TECEARBIIEMNARR ) ~ BRI EEE # TR ) (Ideas
City) AR RIEBRRAEMEEPRL - ZatERmERERE CHREMRE) Rk GEEUERS) BE2IE
SR o
(b. 1983, New Orleans, United States; based in New Orleans) A writer, curator, and visual artist born and
raised in New Orleans, Louisiana. Her written, visual and curatorial practice centers and interrogates the
modern and ancient connections between world communities. Robinson’s work both at home and abroad
focuses on the impact of globalization, militarism, and surveillance on society and their intersections with
contemporary art and pop culture. Her ongoing installation and performance art project, Republica: Temple of
Color and Sound has been presented in exhibition at Welcome to the Afrofuture during Miami Art Week, New
Museum’s residency program, Ideas City and the New Orleans African American Museum. Both iterations of
Republica: Temple of Color and Sound received enthusiastic reviews in Sugarcane Magazine and most recently
PIN-UP magazine.

il - JEMEIN Lydia Y. Nichols

HHET - R A AR RIFAER ~ UER & MBS IE iy fES DR N R BERGS B 2 bl
M D REA R 28 e o FTH R SR AURTA GlslEEs) ~ (i iss) ~ GERsRaiss) - M
CEfmiintam) o #MHEm AR - EREMR R =1FR ExhibitBE) HIHEMRIEFIRREA » thtHH
BN S MR LA R A TR SR BRAT 8% > DAL S R EER A2 » M RIRFAR AL B AT 240 H W BB T 2E A
7o REERSHRIE o AL [ExhibitBE) FIZREMSEMA T#EEMEE)  (#PaintWhereltAint)
H RO FE Tl - A0 2 S5 B 7 i PR e 2 Rk o B I B R A 1R B R DAL E A RO B A HE B R < bR
MR T =Mz ) ——EfTEE R RS > 76 26 SR U-Haul #5 -RE_ TR
FRRBEAAEG B EER P RN S W ATHEA R RDUE A & EAUHEE - IR B A B i A\ th
RESBLECH o
Lydia Y. Nichols is a native New Orleanian cultural critic and arts administrator. Her work centers the
lived experiences of Africans in the Diaspora and prioritizes community accessibility. Lydia’s essays have
appeared in Pelican Bomb, Liberator Magazine, Gathering of the Tribes Magazine, and The Killens Review. As
co-curator of street art exhibition and Prospect P.3+ site ExhibitBE, Lydia researched and documented the
history of the blighted apartment complex in which the work was created to guide the curatorial process,
managed community programming and daily operations, and, after the exhibition closed, coordinated the
#PaintWhereltAint Tour through which several ExhibitBE artists traveled across the southwest United States
to collaborate with artists in other cities on community-centered public art projects. Since, Lydia has created
In/Between Spaces—a mobile group exhibition series in a 26’ U-Haul that explores Black identity in various
spheres of modern life and that travels to predominantly Black neighborhoods in New Orleans to engage
those who have been alienated from the world of contemporary fine art.
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1558 - BRI Mark Salvatus

(YRR IR —F) ° 2017 ° B~ HD 2R » 22 43 05 #)
That Day Most Eagerly Awaited, 2017, mural drawing, HD video, 22:05 min.

F5oi - TERLERTRY CRAVIR A —K) » SR EA—(ZE R RIS » I HETIRRN 2 -
T 08 9% 15 R At R TR AP 1) 43 SR el At 2 ik R R G 2R P 22 ) 0 S (2 R A S M BRI Rt R M R AR
A o BEAE SR NEE A AR A5 7 ~ SR BERRIAEE - B UM B 245 RINH AR 1993
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Banahaw) L —#FELHI—8EHE o
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v R SR S 2 — K IR A 22 ] o 83 SO BRI 224 > b i E 3 — M8 Hh =y )0 AE
BREERESR 2R —— DT R RIGRE o BT — (8 KR 78 52 A 45 5 A AT o

Mark Salvatus’ That Day Most Eagerly Awaited presents and explores the home as a thriving ecology. The
COVID-19 pandemic has radically transformed our homes into spaces of shelter and confinement with
its spaces simultaneously shielding, yet isolating us from the outside world. The work and its multiple
components of video, archival materials, mural, and drawings largely take from a short story the artist’s
grandfather published in a Philippine magazine in 1993 about a hermit and a golden bull that lived in Mount
Banahaw in Quezon province in Luzon island.

From within the installation, you see the artist activating his home by constructing a view of the world from
within its confines. He references his family’s archive to build a network of associations that span local history,
folklore, communal yearnings and shared desires. Fusing his grandfather’s writings of fiction with stories
of the Philippine revolution he remakes the home as a space that is timeless and without bounds. Through
interwoven texts and materials, the work presents an encompassing view of a world remade through fiction
and fantasy wherein locality is central and the folk becomes universal. This speaks to an agency forged by
anticipation and a desire for transformation.

— %R A Curator | 5 - BEHTH - 3 Tessa Maria Guazon



v - BERLEEINE Mark Salvatus

(1980 “FAATEAEE e I > BERISJERD) 7 2006 4FHE - BAITHAIR ALY Bplrat AR RE 2 THERGETE

(Salvage Projects)  Mfi #5718k 2 {15 SEISUB (i FH Z R AEAL © FLR THRfGL —ad > BE R R E ~ 8% B
IR Rt (A 9 R PR IR R, e BRI ~ R ~ St~ 2R~ 35E « 2 EEHENT QAR
BERMEENEE > 2SR RS HRASERSIR o Bl AR O ENTEIRRT —/E
AT R Mt 75 o S AN N A AR R —— L S A @ AN AR o RIS R AN RS SR AT
FE o A HTAT AR A 2 — T RN A A AR R B > A2 e A — (B RE o EREATRE - fEgs
AR R X o BEAREE thATRE o 2fE B B i H A TG AR B B it S B A > 8P he KB sk
AR R o

(b. 1980, Lucban, Philippines; based in Manila, Philippines) Since 2006, the artist call my overall artistic
project as Salvage Projects working across various disciplines and media. Basing it on the word ‘salvage’ or
to save or rescue which is also the meaning of my surname, he try to build direct and indirect engagements
using objects, photography, archives, videos, installations, participatory projects, and platform organizing
that present different outcomes of energies and experiences. His preoccupations are based on constant
movements and travels—coming from the countryside to the city and elsewhere, addressing and building
new imaginations of the contemporary land—urban and rural, the global migrant and the vernacular
historiographies. He is interested in communication and miscommunication as a form and as a structure
and not as a process. A form that is unstable, vulnerable and precarious as a fluid form and not fixed or
established. A practice that deals a lot with collecting, repetition and series based on his lived experiences and
its relationship to the world.

Z&9% - HEHIME - 5 Tessa Maria Guazon

RV - BERIER - ZEAR 2 BETR IS JERLAY SR RN BAT o St 2% 8 [ <7 5 Fe ATk BRI J6 JE 2 A AR by v
% JE o R o A0 4945 512 (Southeast Asia Neighborhood Network) o It &t 2% B £ P i 58 L35 -
EFCHNIEHT - B2 E1F 0 WL E (pedagogy ) ARFFLAZL o W 1IN Af BT A% B 4 BT S5 107 6
TR e B R E R E A = AR R R H 2 8 2 — 0 EEIEEE EREMA4 (Philippine
Contemporary Art Network: PCAN) 1] /& & {7 58 A0SR J& 43 W iff 7T o it 2 B G 3 s A SR R F UK R
FERMER 0 2019 4 > WHARIHE S 4 - BRI TFHEESHERZEE (TE A% E] (Curating in
Local Contexts) TAEY o I TAEY] S1E T IR EMNTLEAR RAFFIRR BRI AT REVE h AT IR o

Tessa Maria Guazon is a curator and educator based in Manila. She developed the proposal for the Southeast
Asia Neighborhood Network during the ICI workshop in Manila. This is a research project with women artists
Alma Quinto and Nathalie Dagmang with pedagogy as a central goal. She is part of the interlocutor program
for the 10th Asia Pacific Triennial organized by the Queensland Art Gallery/Gallery of Modern Art in Brisbane,
Australia. She is the coordinator for Exhibitions and Curatorial Analysis for the Philippine Contemporary Art
Network. Her current project for the network considers curation and curating as collectivist practices. In
2019, she launched Curating in Local Contexts workshops with colleagues Louise Salas and Mayumi Hirano.
The workshops aim to understand how curation is practiced in the Philippines, within specific conditions of
possibilities and constraints.
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AR - Béditlf Ibrahima Thiam

CAHBAN) 2020 % > 60x91 A%
Maam Ndeuk Daour Mbaye, 2020, photograph, 60 x 91 cm
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PHARLA S - R RIS 25 R 2R E B A (Maam Ndeuk Daour Mbaye) HJ##&S > /22
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This new series of photographs by Ibrahima Thiam is based on the mythology of the white horse-man, Maam
Ndeuk Daour Mbaye, the protector of the city of Dakar and its twelve Penc, the traditional villages that were
owned by the Lébou community and decimated by French colonizers in order to build a modern city. The idea
of the ghost came back with force during the current pandemic and the lockdown. Empty streets at night,
a weird quietness, time for other types of beings to occupy the space. The lockdown has offered a moment
of self-reflection, a time for observation, and new encounter with the self and with both material and non-
material beings. Humans mostly move around the city assuming to be the only living species, but the present
times have shown us the importance of giving space for nature to breathe. What would an encounter with
Maam Ndeuk Daour Mbaye be like?

The visual culture of Dakar has been partly shaped by a strong belief in set times for humans to circulate, and
other times exclusively kept for supernatural ones to entirely own the space. Thiam’s work invites us to think
about these parallel universes, and to wonder when we stopped seeing nature as sacred.

As our relationship to time, our routines and behaviors, our social interactions and the workings of our
institutions have changed, could we also consider this time as a moment for forced healing and reconciliation

with the sacred? U
— %N Curator | BERE - /B{A - fMEEH. Marie Héléne Pereira



PR LS - Béuil Ibrahima Thiam

(1976 FANENINMER 5 - BENEEZEF) BEHRRA o REWLIELHE I R AR
AERI AT o BB G AT R SRR o AthAOEE R B IR A B B R SRR fiR A H
HATRAE R A -

(b. 1976, Saint-Louis, Senegal; based in Dakar) Ibrahima Thiam, a self-taught photographer, was born in Saint-
Louis, Senegal, in 1976. Thiam takes a journalistic approach characterized by photographic writing about
human life. Intimate portraiture and innovative street photography. He captures and reinvents the visual
language of everyday life with particular inspiration from the history of African studio portrait photography.

HERE - Mifi - PR HE Marie Hélene Pereira

TSRE - M - (RES . B ML PR R 26 TE o fERIE MR TIEBUER » BL BT L A0 o iIRE
FER AR R AE YR A T Z Sz FRuy (RAW Material Company) FISHHEIZAES > F8 T 12 B RESEMEUSHE
Mam e IEE) WA RAEYR A B B R S B TRRME AR @ K HS HIEIENEM ) (246
AR BRI ST 8E) 5 BIRESR B NI R B SR B IR L =& (Curatorial Hub) — (AR&Y iR 244l
22D 5 FEUE RIS AERE MR TR o diFESRE T TRGENRET  (BHMmbhon kA
2015-17) ; 5R#1 TERENE HIERL) (EIE&ZEHTZ REH 0 2017) o (8 hi g B A E e -
B 2018 4E5E 13 JEFEANMNEE - RERIENETEERE THRRIREEE o FREBM - -
ZEEMVER T EEEFRRREA o B O BUARIRS R A 82 1 S o

Marie Héléne Pereira graduated in Management and International Business Law. After a few years of
work within the business world, she shifted her professional interest to arts and culture. She is Director of
Programmes at RAW Material Company where she has organized a dozen of exhibitions and related discursive
programs including the participation of RAW Material Company to We face forward: Art from West Africa
Today (Whitworth Art Gallery, Manchester); ICI Curatorial Hub (TEMP, New York); The 9th Shanghai Biennial,
Shanghai; MARKER Art Dubai (2013). She co-curated Scattered Seeds (Cali-Colombia, 2015-17) and curated
Battling to normalize freedom (Clarkhouse Initiative, Mumbai, India, 2017). Pereira was a co-curator of Canine
Wisdom for the Barking Dog - The Dog Done Gone Deaf. Exploring The Sonic Cosmologies of Halim EI-Dabh with
Dr. Bonaventure Ndikung at the 13th edition of Dakar Biennale of Contemporary African art (2018). She has a
strong interest in politics of identity and histories of migration.
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IR - i3mva£e)e Vajiko Chachkhiani

(ZHAGLEAR) » 2017 HD R > 12437 30 7
Winter Which Was Not There, 2017, HD video, 12:30 min.
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L o 557 K7 S I G4 AR LR ARFE-RIRF I A SRR AN — A R R IR R » ZBRPUE R e R > 1M
5B F BRI It A5 R o

TE TP 22 JE& 7 R8T ) 2 A 2 — M1 22 i R AR BRI A 20 T 75 ) B T B () A
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BMAEH TR B SINBIR LRI SRERER o 78 P12 IRE RS PR AE 2R R —AE A
I B A 75 AR T @ 25 0 M DU A Rl R SR R BLR 2K o

In Vajiko Chachkhiani’s video Winter Which Was Not There, a man watches a monumental concrete sculpture
being hoisted out of the sea. The sculpture is reminiscent of a classic depiction of a hero, but in a strange and
somewhat uncanny way;, it looks stunningly like the man who is watching it rise out of the sea. After a long
drive through a series of landscapes during which the sculpture is dragged behind his vehicle, the protagonist
ends his journey with the monument fragmented and destroyed.

Chachkhiani weaves a discourse of liberation into a multilayered visual narrative that allows viewers to relate
to the video, regardless of their origins. The artist employs a classical sculpture as a metaphorical weapon to
decipher the intangible notion of human conscience. The video presents viewers with the critical dilemma of
having to define what is private or public, and reflect on the interrelations between the public sphere and our
sense of ethics. The artist’s prophetic vision seems to echo the current situation of decolonization that has led
to the removal of many historical colonial monuments, increasingly since the 2020 resurgence of the Black
Lives Matter movement.

We are often stranded with remnants of historical experiences projected onto our present reality. Building a
scaffolding of countless salient questions, this work offers a compassionate, intellectual confrontation with
the past as a way to consciously shape the present and future.

—®E A Curator | LH 24 - JEJJ¥ Balimunsi Philip
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(1985 FAJAGIAE) JE{E R TAEAREM o (LA E Al 2 Al > L 7E 58 PL R HTRHE R 22 Al 22 B
FRER o T 7% AR AR R PR A0 DA B2 A A o 2 ) AT SR o {12 ) A WS ET AR R Al B e B B
(2009) ~ LA S (2011) -~ &% BINZ39 (2012) ~ SEEAITRZ L2188 (2013)
%mﬁlﬁ%ﬁ““ﬁ%mﬁé (2014) FHifEH o 2 BEE AR L ERSEMEE (2011) ~ 4 fEkT
4 57 47 T Stedelijk BE AR SE G 8F (2011) ~ Af 7 £% Meet Factory Zflif 22 i (2012) ~ ##k Haus am
Litzowplatz (2014) ~ fEEIREMAHTERENSEMEE (2014) ~ EBBFREMEE (2015) o G EMEE
B AEE S (2013) ~ SIREASEMEES 7 BE AT EEMEIALY ISCP BB =13 (2016) o

(b. 1985, Thilisi, Georgia) Lives and works in Berlin, he studied Mathematics and Informatics at the Technical
University, Tbilisi, before turning to Fine Art, which he studied at Universitat der Kiinste, Berlin, Germany,
and Gerrit Rietveld Academie, Amsterdam. Solo exhibitions include GRA Glass Pavilion, Amsterdam (2009),
Gallery Gala, Thilisi (2011), BINZ39, Zurich (2012), The State Museum of Literature, Thilisi (2013), and
Museum fiir Gegenwartskunst, Siegen, Germany (2014). Group shows include Museum of Contemporary Art,
Leipzig (2011), Stedelijk Museum, s-Hertogenbosch, Netherlands (2011), Meet Factory, Prague (2012), Haus
am Liitzowplatz, Berlin (2014), Museum of Contemporary Art, Wolfsburg (2014), and Bundeskunsthalle, Bonn
(2015). Chachkhiani held a DAAD scholarship (2013), was awarded the prestigious 7th Rubens Promotional
Award of the Contemporary Art Museum Siegen (2014), and was accepted for the ISCP Residency Program,
New York (2016).

CLHEPY - JEJ)E Balimunsi Philip

EHEEP - JENEAERFAMAER - PR SRR Bl S TERZ UL OIS TZR R BRI REA
L BR e B 2 SO SRS A AN IS BB 55 08 R A] DL — B AL AR A R AN AR5 o MR BT R IR
RNAIETEA R EFR R (artistic quandary) E’J*”‘IEFE?% 3t DU 2 NSRS ERIR A 76 A — A
PERIE o fthife A SO B SRR TR BL A AR 1 o 0 SZ AR B SR e A B 7E 7 3R b e 2t i o L L
R EIE > WAL 2019 4F5F 58 FEXEE&%E@%F’% S B FE KA BUEHT A Plus 3588 £ Y EUE
RIRWIFLRNE > 75 TS RBJEN B E R o MG IHERS T Rmy ; TEMRT PSR
2014 SEIRMAHLE AEEATET ; TRER SR CEERERE T [ACHUM) 1 T8 BLS TR R E iR
et A SV E 2 R SR E AL Bl SR A B B BRELAIRERGERE S E . T tHES ) ;5 Tl
BIfEKIR) 5 TSR ; FIER Tife - MBI 25 FEHRTS) M DEFEKE) - #%
NEBAR (FRIREE) b (Start Journal) ~ (ICIFsE) ~ CRIEHBEEMTESLETERE) 1 (B
U HEss

Born of Kabuye Benedict family, Balimunsi Philip is the curator of Uganda National Cultural Centre and the
Uganda National Gallery known as Nommo gallery. His curatorial focus steers towards documentation and
shaping the arena of experience to grant viewers a glimpse into an exhibition of memories and a creative mist
of conversations. His practice explores the intellectual explosion of artistic quandary in relation to creativity
as a social response to human interaction with extremely difficult spheres of life. He holds a Bachelor’s Degree
in Industrial and Fine Arts from Makerere University and received curatorial training from ICI's Curatorial
Intensive in Addis Ababa, Ethiopia and at the School for Curatorial Studies Venice by A Plus Gallery-Venice,
Italy during the 58th Venice biennial (2019) to pave way for processes of organising a Ugandan pavilion at
the Venice Biennial. He is a co-curator of the Know Go Zone, Dance in the City, KLAART014 and a curator of the
DADs and Climate Change exhibitions with Embassy of Sweden, JAMAFEST visual arts pavilion with UVADA,
Know Way Out with Belgian embassy, Art Creates Water, Hope Art exhibition, a retrospective of 25 years of
Bruno Sserunkuuma’s Ceramic Philosophy, and Anecdotes of Origin. He’s previously published articles with
Start Journal, ICI, JAMAFEST magazine, and C&, contemporary And.
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IR Hui-Hsin Chang
CoMBIr@Ey 2022 0 FHREH ~ TG 0 29.7x42 N5

Here and Elsewhere, 2022, print poster, ready-made image, 29.7 x 42 cm

B U ARBHYS > BEEEA ~ 20l BRI A3 R - (R Z=BRAER P S 2RI T - BS A RI AR -
AL B AEE H 2 B 0 PSSR BN T SR A REVHF R © 7E 2019 4F COVID-19 IR IR 312 » B
HI R BOR AR MR T RS SRR RIS - E 2 BREATE 3 Rl Bl b A T R A0 22 ] 5 e 0 S RIS Bl > 7R
AEFE N ZERE P E i SR TR B 4R, o RARME RSB E RS > S8 T M I T AR R
T2 - AR BRI S H AR A P E A A o BT RITIREI R GBI - EBrel
BRI B RNA - MEBERIIRE BT IR A - PR AT 44 b E R ARG S FE R R Y
PE B E G R - R R EA BRI ML A R AT R i -

Since the late 19th century, with the development of capital, transportation, and internet technologies, and
the rapid accelerated pace of globalization, the economical, cultural, and knowledge transmission between
countries has become increasingly tight, and cross-border movement has become the norm for citizens of the
world. In the wake of the COVID-19 outbreak in 2019, austerity policies at borders have slowed down the pace
of cross-border travel, creating room for negotiation between global and local relationships, and isolation
policies during the pandemic have forced activities in the physical world to turn to the internet. As a physical
medium for transmitting landscapes, images took part in the imagination of the others in constructing places
and play an important role in the process of global tourism and consumption. Artist Hui-Hsin Chang’s work
Here and Elsewhere uses landscape photos circulating on the Internet as content, capturing consumers'
imagination of famous landscapes through landscape photos belonging to the globalized tourism, and in the
physical form of tourist attractions and their graphic arrangement, explores the logic of desire behind the
globalization of images in capitalism and tourism.

— 5B Curator | (%4 Wei-Lun Chen



%K Hui-Hsin Chang

JEIRE R FELDIRARY) ~ 5 B A RIS - REIDUERE ek sl St @RI as e
WD) ~ BARFREZZ MR G o AN SR TR MBS KIS NEARR - aitt A 20 (8
FHEAITER - 2021) TSRS Ok Eflr > 2016) ~ TAHEGEB) (83 - M@WEYE - S50
W RS A 0 2016) ~ T[SINLUZVISIBLE] (Azcapotzalco ACTO * SBPGEF » 2015) 5 o 84223
fEfE THAMERIZEE ) OKBE40 > 2016) ~ lafloweris nota flower| (Boven FEs&EIZEERE > 2015) & o
2015 TN H AR S (a flower is not a flower) ©

Live in Tainan. Hui-Hsin Chang creates mainly with photography, installation, and ready-made as her medium.
She has been capturing urban landscapes in the streets for a long time and reflected the relationship of desire,
power, and capitalism with the image. Chang partook in group exhibition Just what is it that makes today’s
images so different, so appealing? (Hong-gah Museum, 2021), A Conditioned Game (Waley Art, 2016), Marginal
Island (Jimei Arles International Photo Festival, Jimei Citizen Center, 2016), SINLUZVISIBLE (Azcapotzalco_
ACTO, Mexico, 2015). She holds the solo exhibition this A that (Waley Art, 2016), a flower is not a flower (Boven
magazine library, 2015). She has self-published the collection of photography a flower is not a flower in 2015.

BiHiE Wei-Lun Chen

BAETER G AL - BB 2 LB R S E 22 A 0 > FEE R - B TS Tk
BTSSR ~ 218~ SRS ESEm) o AT HARRIE DL & R 15 Bl 1 35 J A L0 0 (E 2Bk B R 0 E)
RERA G F 4T SR G BT A2 D o B SRE] TR AFEEE 0 AR ALy (BJE ~ U
2016) ~ THEMSHIER-—2017 AIFFAEE)  (BIESEMEE > 2017) ~ TR S REAE AvENRE—U
NHEHE (AEEYEE > 2017) ~ TRAEMES RIGEEARN > Aitt A7) 20 (B SETEE
2021) %o

Live in Taipei. Chen Wei-Lun holds an M.FA from the Department of New Media Art, National Taipei University
of Arts. Chen is mainly engaged in curating, critics, and researching on Art history, image, and media culture.
Recently, he endeavors to treat Taiwan as the base for video art studies, depicting trajectories of video art
development in the dynamic relationship of global and local. Chen’s curatorial works include Xanadu Project
II: A Place Without Boundaries (Kuandu &Bali, 2016), Division of Reality - 2017 Out Standing Art Exhibition
(Kuandu Museum of Fine Arts, 2017), Media Archeology: Indescribable Mark of Life (Yo-Chang Art Museum,
2017), Just what is it that makes today’s images so different, so appealing? (Hon-gah Museum, 2021).
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WOk 4 - JRAmiZE Demian DinéYazhi'

R ) > 2018 BRAISEH » 4 43 50 7
An Infected Sunset, 2018, digital video, 4:50 min.

T, PR Lt it
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WoRZ - NERZXR (BRI &) o s T hF 4 s SR s A1) > B E RV BUKA B H B R
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JEESE ~ AR AR R —— B E R A ARE R o Sl 3 R A ) AR SOR A7 8T (3 R A AT = T i o

Demian DinéYazhi”s An Infected Sunset consists of excerpts from the artist’s poem of the same name, layered
over moving images of alternating bodies of sand and water. This source poem, conceived on the heels of the
tragic massacre at the gay nightclub Pulse in Orlando, Florida, the threat of pipelines on sacred site at Standing
Rock (#NoDAPL), and state-sanctioned executions of Black men, speaks truthfully to the uninhibited and
intertwined horrors of the white supremacist, capitalist, hetero-patriarchal, settler colonial state. In the video,
DinéYazhi” speaks back at these violent legacies and the racist present to offer an invocation to queer intimacy,
Indigenous knowledge-making and remembering, and shared resistance. More than an artist, DinéYazhi” is a
truth teller.

Born to the clans of Naasht'ézhi Tdbaahd4 (Zuni Clan Water’s Edge) and Tédich’ii’nii (Bitter Water) in
New Mexico, DinéYazhi” is an artist, poet, curator, and founder of RISE: Radical Indigenous Survivance &
Empowerment. Their transdisciplinary practice spans poetry, performance, publication, and visual art making
visible and legible the historical, unresolved, and continuing violence of colonization—as well as its current
heteropatriarchal manifestations—for Indigenous and marginalized peoples, centering Indigenous knowledge
and cosmology towards liberation and survivance.

— KB Curator | PJ B4 - JFIF B P] Gubatina Policarpio
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(1983 AR EBIE IR » BERBAF ) PN IRV ES I BT R ~ 55 AFISRIB A » A2 AT SR PH B /K
EAJE AN S KRS ELEE N o TR ATE S EIR 2 BN R0E RAL BRI S 89 - BRIRTABIA R « BIER—
AHEF#E (hetero-cis-gendered) HYZE & SRFEFIRIH o M R4S FE BN R IR AL ARZ ~ s@zE R ~ 248
P2~ PERNFMERIR D) ~ AR 32 ARG 28 551 L A TE B M U ) 7 5 —— B R AR B 5 R R
HIBaFE £ > AEAAEE I o MMATETE—EC MR % —1%RKH) (post-post-apocalyptic)
5 o

(b. 1983, Gallup, United States; based in Portland) A Portland-based Diné transdisciplinary artist, poet, and
curator born to the clans Naasht'ézhi Tabggha (Zuni Clan Water’s Edge) & Tédich’ii'nii (Bitter Water). Their
practice is a regurgitation of purported Decolonial praxis informed by the over accumulation and exploitative
supremacist nature of hetero-cis-gendered communities post colonization. They are a survivor of attempted
european genocide, forced assimilation, manipulation, sexual and gender violence, capitalist sabotage, and
hypermarginalization in a colonized country that refuses to center their politics and philosophies around
the Indigenous Peoples whose Land they occupy and refuse to give back. They live and work in a post-post-
apocalyptic world unafraid to fail.

PJ o AT - DRI R BZBEK PJ Gubatina Policarpio

P 7 ELRE AR - BRI R WO AT ~ SRBA ~ TEBIRE] » MER TR o MR 8 S I SEMEY iR
(TR S =S ) 5 TR AR o P] ESEMEREIE ~ & 4R %3 e Al 244l i B 5 T () A2
B REESRTE TR 2 WRERIAE ST » BN Es S L E AR R IRV EE ~ B SUMENMTER ~ 25 AMraRA A2y
EATEE o MG N2 IEEMEE - ARG AILEERE » 45 Southern Exposure /i 22 [ ~ & 1ILHRE
TR ~ &S an N SRR - PRSI B F o P] 2 JET 2B B ZH AR 1Y LLF B3
U [ 5 B 2 B R TE R E B AU R RS B N A BB o % 1E Southern Exposure 422 [ (1456 & 1o & F1

SOMA JERRE S bt Y Bl B Se b2z B 1 o

PJ Gubatina Policarpio is an educator, curator, programmer, writer, and community organizer. He is the
Manager of Youth Development at the Fine Arts Museums of San Francisco (de Young Museum / Legion
of Honor). PJ’s thought leadership in museum education, youth development, and arts administration has
advanced institutions such as The Contemporary Jewish Museum, Brooklyn Museum, Queens Museum, and
The Museum of Modern Art. He has organized readings, exhibitions, publications, and public programming
at Southern Exposure, San Francisco Museum of Modern Art, Asian Art Museum, Dixon Place, NURTUREart,
and other unnameable spaces. PJ is co-founder of Pilipinx American Library (PAL), an itinerant collection
and programming platform dedicated exclusively to diasporic Filipinx perspectives. He serves on Southern
Exposure’s Curatorial Council and SOMA Pilipinas Cultural District’s Arts and Culture Committee.
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fuf 3 Yen-Yen Ho
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The Sleep Building, 2020, video, pencil, paint, paper, toughened glass, rail and wood, dimensions variable

iR MERECEM (ERKRE) & fRHDABSESS C R SRR 7% BB R EREES D
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In her work The Sleep Building, artist Yen-Yen Ho proposes a method of interpreting tidal rhythms through
human brain wave transformations, using “sleepwalking disorder,” a physiological response that often occurs
during the transition from childhood to adolescence, as a metaphor for human consciousness and social
relationships in this era, comparing it to the tidal waves on the eve of the full moon, the disorderly energy, and
repetitive behaviors of human beings in distress. In this exhibition, a part of the work is presented in the form
of video and drawing installation, in which the reconstructed text is interspersed in the furniture pieces, while
watching the ebb and flow of a preschooler's breath mingling with the sound of waves in his sleep.

The world maintains its equilibrium through the disorder and reorder of various orders, and we are
repeatedly in the order given by the system. The Sleep Building is a reminder of the overflow of consciousness
and the inability of today’s social system to alleviate such emotional states. The potential energy of the
individual, which cannot be ignored, and the possible imbalance of the order, are hints of the world of
tomorrow, and are questions that come from the experience of the individual in the world order.

— K@ N Curator | ##3#F Yu-Hsuan Lin

R - BSR4 R
Special thanks: Apple Tree Preschool



i ZiE Yen Yen Ho

(1993 @ HE B AIL) TR BN A LB &S 200 ST BRI o LIRS - R
VAL A 2 TR AN A 1 1 R E BRI B R 2 IB152 » RHRIORI 1A 2 L R AE BRI
BT 2 IR - SRR T BRSO BN - e ML A NN R MR SRIR o 5 B M
A (2020)  EREIHTESE (2017) ~ HEAIESREDRSE (2016) % » 2017 R E MR %)
BEA o

(born in 1993 in Taipei) Yen-Yen Ho graduated from M.EA. in School of Fine Arts, Taipei National University of
Arts. Mainly developing from architectural/spatial installation, images and object assemblage, her works have
long been inspired by personal sensibility toward the present and exploited scientific knowledge, specically
of astronomy and geography as a metaphor of individual mindset. By synthesizing spatial experience and
sensing the relationship between space and narrative, She captures the connectivity and looseness between
reality and fiction. Ho was awarded the 2017 Next Art Tainan Award, shortlisted for the 2020 Kaohsiung
Award, and received the 2016 Taoyuan Contemporary Art Award. She had participated residency in Seoul Art
Space Geumcheon, Korea in 2017.

MR Yu-Hsuan Lin

MIREF > 1994 A THERERGE AL BABN KRB o MIEHLAZ A E R & BEERE
SO A AR RFRAM > 4 fE e A BB T B (e P kA R A TR ) o N — 20 B TRl iR A kA
EERAE A o MIRET FIR R E A & 1A LA 0 MR AT BT R A AR A
A LR EI 775X 0 2R B O R BRI B TOREE o BTE G LB SR E RSB R E B 7 K
iah e o W HAHR Y ER RPN (M ARTOUCH) - SREEBMEZREEEEE (Eamnir (B
JEEBREM R 0 2021) ~ TR (BIRIERMIEM 22 > 2018) ~ =RAH ] (FHER_FE
EAREE 0 2017) ~ TRATSEMAEMHE —EA5 558 (FIbARENMEY > 2017) ~ T8I (B
bz EMAE 0 2018) ~ TWEBREUR) (BEEZFEE A 2018) ~ TAESRMIFE) (SILEEZEME
2018) % » {E Mille-feuille de camélia| (& ARKO ART CENTER ’ 2016) ~ [&I8HEK 5T
(BILEEEE > 2020) FEEHETREE o

Yu-Hsuan Lin, born in 1994, in Taipei, lives and works in Taipei. He works as an independent curator. With
multifaceted practices from different roles he holds, Lin questions how artists, within a system, could
displace or deconstruct the social structure both independently and collectively, and further inquiries into
the contemporary issue-"How to Become us.” He has long dedicated himself to investigating social movement
and the art eco-system, researching the cultivation of young artists and the generation gap in depth through
his multifarious artistic production and curating. In 2019, Lin initiated the discussion The Demand from Young
Artists in VT Artsalon (Taipei) and Sin-Pink Pier (Kaohsiung) and published a series of articles in ARTOUCH.
His curatorial practices included Detour (Taipei Artist Village, Taipei, 2021), Guerrillas (VT ARTSALON, Taipei,
2018), The Taipei Dream (Taipei Fine Arts Museum, Taipei, 2018), Notice of Remova (Sian-Guang 2nd Village,
Taoyuan, 2018), Pigs don't Fly (Kuandu Museum of Fine Arts, Taipei, 2018), Aerobraking (The Pier-2 Art
Center, Kaohsiung, 2017), Inexpressible Signs of Subjects and Mediums Archeology (Yo-Chang Art Museum,
Taipei, 2017). He was the curatorial assistant of Assembly of Communities: MIX (Museum of Contemporary Art
Taipei, Taipei, 2020) and Mille-feuille de camélia (ARKO Art Center, Seoul, 2016).
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Pl - RZ&HE Ali Kazma

URAZEY » 2016 ° HD ¥ > 33 18 F
Safe, 2016, HD video, 3:18 min.
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Ali Kazma'’s Safe consists of exterior and interior footage of the Global Seed Vault, situated in the Svalbard
Islands, between Norway and the North Pole. It was filmed in 2016, when access to the area was limited only
to those with special permission. This specific vault is the largest of over 1,000 vaults across the globe, which
were designed to serve as depositories for seeds in case of a man-made or natural catastrophe, and contain
the world's largest collection of agricultural biodiversity. While the wars of the last century prompted the
construction of military bunkers to save human lives, the need to save plants (and clean water) continues to
intensify and may arguably be taking precedence. Kazma’'s emphasis on our collective solitary life experience,
a metaphorical portrait of an isolated being, self-sufficient and protected, is not lost, as our emotional and
national insulation solidify daily. That is to say that Kazma’s video, Safe, is in Notes for Tomorrow to look
squarely in the face of what needs to be done practically and logistically, regardless of personal biases or
political positions, to prepare for the worst, while also empathetically acknowledging the intimate human
sides of fear, abandonment, and uncertainty.

— % & Curator | HEA] - B 7 H4E Mari Spirito
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(1971 FHAEW BN T HHPHEEE) B T > MIMERRR TE AR TR 81T R R0k -
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(b. 1971, Istanbul, Turkey; based in Istanbul) A filmmaker whose work explores a fascination with the actions
of work and labor enacted by human bodies. Many of his works capture the minute specializations of a range
of professions, performed by people who have developed a knack for their task; over the course of his career,
Kazma has filmed a taxidermist, studio ceramicist, brain surgeon, factory worker in a blue jeans assembly line,
watch repairman, butcher, and many others. His most famous and ambitious work to date is seven-channel
film titled O.K. (2010), studying the stupendously fast hands of a notary stamping stacks of papers. For Kazma,
processes of work, particularly those that have involve mechanical repetition or artisanal hand labor, are
related to national and global issues of production, commerce, and social organization.

H5F) - S MFE Mari Spirito
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Y 2442 B /] (Participant, Inc) AUHESEKE

Mari Spirito is Executive Director and Curator of Protocinema, a cross-cultural, site-aware art organization
commissioning and presenting exhibitions and public programs in Istanbul and New York, since 2011.
She launched Protocinema’s Emerging Curator Series mentorship program in 2015. In 2020 Spirito was
commissioning curator of Ahmet Ogiit: No poem loves its poet, Yarat Contemporary Art Center, Baku, and Theo
Triantafyllidis’ Anti-Gone which premiered at Sundance Film Festival, New Frontier; she curated public talks
for Beijing Art Summit, 2019; was faculty for Independent Curators International (ICI) Curatorial Intensive,
Bangkok, and guest curator, Alserkal Arts Foundation Public Commission, Dubai, with Hale Tenger, in 2018.
From 2013 - 2018 Spirito programed Conversations for both Art Basel and Art Basel Miami Beach; served as
International Advisory Committee Member for the Inaugural High Line Plinth Commissions, New York, 2017;
was Curator and Director of Alt Art Space, Bomonti, Istanbul from 2015 to 2017; curated On the Nature of
Justice exhibition and talk for Onassis Cultural Center, 2017. She is on the Board of Participant, Inc, New York.
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AT - W Luiz Roque

(SY 2017 HD K » 5 535
S, 2017, HD video, 5 min.
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Luiz Roque employs the vagueness of the present to arouse our imagination about the future, using science
fiction as a tool to question dominant understandings of the world. S is set in an unspecified location made out
of nocturnal, underground train carriages and tunnels, where androgynous figures adorned in shiny clothing,
jewelry, and makeup appear with a gleaming rotating sculpture, an appropriation of Brazilian neo-concrete
sculptor Franz Weissmann’s Cubo Vazado (1951). While the figure in the train quotes in sign language a text
by Brazilian artist and activist Jota Mombaga titled Towards a gendered anticolonial disobedient redistribution
of violence (2016), the movements in the tunnels combine break dance with voguing. Both instances, sign
language and dance, become clear instances of the body as a site and tool for action and thought.

The black-and-white images add to the defused temporal nature of the work in parallel to the bodies and
sculpture moving in an erotic ritualistic choreography that blurs combat and seduction, echoing broader
power dynamics and embodies social tensions. In this collapse of perceived opposites, seen through imagery,
actions, and references, Roque’s interest in queerness as an emancipated state of fluidity shapes the work’s
open-ended narrative as much as its content and form. In a context of growing extremism and isolation,
grounded in binary structures of world making historically enacting myriad forms of violence, which today
manifest in the generalized state of ecological, economic, health, humanitarian, and political crisis, the
nuanced qualities of S, are urgent, celebratory, and sensual statements about other more mysterious ways of
being, forcefully reclaiming utopia as a tool of social reformulation.

— %A Curator | 5 - ¥ Jodo Laia



50 - A Luiz Roque
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(b. 1979, Cachoeira do Sul, Brazil; based in Sdo Paulo) Attracted by the power of image and, in particular,
by sensations that stem from the sense of vision, his work crosses different territories, such as the genre
of science fiction, the legacy of Modernism, pop-culture and queer bio-politics, in order to understand the
propose ingenious and visually sensual narratives. The plasticity of the allegories he uses in his films takes us
through the current conflict between technological advancement and contemporary micro and macro power
relations.

Roque’s works inhabit a space between cinema, art and critical theory; all within the scope of political
dispute that is both real and imaginary. Furthermore, his works comment on the dissociative conditions of
being: between the latency of life and respective bureaucratic definitions. In this sense, his works combine
the splendor of science fiction—as a device for the dissemination of hypotheses—with resources from the
language of cinema in order to present us with scenarios of social tension and complex public debates.

PIE - A Jodo Laia
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Jodo Laia is the chief curator for exhibitions at Kiasma - National Museum of Contemporary Art, Helsinki.
Recent projects include Masks (2020) at Oporto City Hall Gallery; In Free Fall (2019), CaixaForum, Barcelona;
Vanishing Point (2019) at Cordoaria Nacional, Lisbon; Drowning in a sea of Data (2019) at La Casa Encendida,
Madrid; foreign bodies (2018) at P420, Bologna. Laia co-curated the 19th and 20th editions of Videobrasil
(2014-18) in Sao Paulo. Other exhibitions, performance programs and screenings were held at Parque Lage
(Rio de Janeiro) Moderna Museet (Stockholm), Xcentric / CCCB (Barcelona), Videoex (Ziirich), Calouste
Gulben, Kurzfilmtage - International Short Film Festival Oberhausen and Cell Project Space, DRAF - David
Roberts Art Foundation, Delfina Foundation, South London Gallery and Whitechapel Gallery (all in London).
He edited and published in magazines such as Flash Art, frieze, Mousse, Spike, and Terremoto. In 2021 together
with Valentinas Klimasauskas, Laia curated the 14th edition of the Baltic Triennial at the CAC - Contemporary
Art Center in Vilnius.
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HESHE - LB Madiha Aijaz

(PTA G B2 TLER) » 2018 2 4Ky - 15 70
These Silence Are All the Words, 2018, 4K digital film, 15 min.
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Madiha Aijaz's video These Silences Are All the Words explores the locations of three neglected libraries in the
city of Karachi, Pakistan. In careful, slow, and nuanced ways, Aijaz investigates the politics of language and
culture, the production and dissemination of knowledge, and the simultaneous militarization, surveillance
and repression of these sites.

Aijaz reflects on the changing and increasingly divisive landscape of Karachi by activating these alternative
spaces and archives of cultural debris, which refuse and resist the state's manipulation of time, history and
language. She makes us aware of the hidden rhythms, affective histories, and intimate relationships of being
and belonging that do not follow official dictates.

While governments and military-states alike have used the pandemic to silence dissent and tighten their grip
on cultural spheres, Aijaz's video returns us to the slower, durational forms of violence that have marginalized
alternative spaces of radical knowledge production in the city in the decades leading up to our present
moment. Through a focus on these sites and accompanying practices of bodily inhabitance, Aijaz traces the
continuities, slippages, and tensions among past, present, and future.

— KB Curator | PIGHB - 447 /E Shahana Rajani
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(b. 1981, Karachi, Pakistan, d. 2019) was a filmmaker and photographer, whose practice explored how
pleasure and entertainment are experienced in public spaces. She photographed railways, devotional towns
and public libraries, studying spaces and communities that have become peripheral to civic life, but which
by tenacity and chance continue to survive. Her book on Hindu temples, Call to Conscience was published in
2014. Aijaz was an Assistant Professor at the Indus Valley School of Art and Architecture and received an MFA
in Photography from Parsons with a Fulbright Scholarship.

WK - #i¥JE Shahana Rajani
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Shahana Rajani is an artist and curator based in Karachi. Her work and research trace the emerging visualities
and infrastructures of development and militarisation using interdisciplinary methods and media. She is a
co-founder of Karachi LaJamia, an experimental project seeking to politicise art education and explore new
radical pedagogies and art practices. She also has a collaborative publishing practice with Zahra Malkani and
Abeera Kamran called Exhausted Geographies that explores the relationship between image, text and the city.
She is an Assistant Professor in the Liberal Arts Program, at the Indus Valley School of Art and Architecture
Karachi.

A1eiqr] 010yd xoqaysin | isioiErEeEs X0q1y31]

47



48

FAEST ROREA r Bl A 3T

A Liberated Library for Education, Inspiration, and Action

ZNEHEZFIE Undocumented Project
B LA BE Lennon Wall, Gongguan, Taipei, Taiwan
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In 2020, many people across the United States, in the middle of a public health crisis and racial reckoning, are
re-thinking what is needed to make communities truly healthy and safe. This library of zines, booklets, and
guides created by artists and community organizations based in Chicago provides tools, vision, and inspiration
for community transformation.

Chicago has a long history of intervention toward community transformation. The artists and community
organizations in this temporary library continue the Chicago legacy of reimagining communities through
intervention, education, and creativity. Community organizers and artists, in their resistance to neglect and
state-sanctioned violence, present these zines and share knowledge gained from local action, so that we all
can imagine the communities of the future and the steps we need to take to get there.

Since our current crises in public health, racial justice, and democratic institutions have deep roots, these
publications respond to the events of 2020, but may have been made many years prior. Their relevance today
only makes their information more urgent. Browse the pages and find information to help defend democratic
principles, learn about actions that challenge state-sanctioned violence, policing, and prisons, and examples of
how to defend human rights.

Know a zine created by an artist or community organization that should be added to the temporary library?
Email the name and title to rossjordanart@gmail.com. As the exhibition travels, the temporary library can
grow.

— % B Curator | ZEHT - &} Ross Jordan



B ALY Lennon Wall, Gongguan, Taipei, Taiwan
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For the Southern Taipei version, this work is exhibited at Lightbox Photo Library and has exclusively
included two works that respond to the project call to action by Ross Jordan. One is a collection of nearly
740 photographs taken by artist Pin-Hua Chen at the Gongguan underground passage in Taipei during 2019;
another is an art zine by a Hong Kong artist based in Germany.

W - 757 Ross Jordan
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Ross Jordan is Curatorial Manager at the Jane Addams Hull-House Museum in Chicago, IL. He is a curator
interested in the confluence of American politics, visual culture, and artistic production. Since coming to
Chicago in 2010, first as a graduate student and then as a full-time staff member of SAIC’s Department of
Exhibitions and Exhibitions Studies, Ross expanded curricular exhibitions on the campus and transformed
graduate and undergraduate led exhibitions and programs into research driven and collaborative experiences.
Ross also made himself a vital presence in Chicago’s art community curating six independent exhibitions
over the last five years in several of Chicago’s tenacious arts venues. Previously, Ross was a 12-month intern
in the Department of Painting and Sculpture at the Museum of Modern Art where he was a contributor to the
museum'’s blog Inside/Out and provided research support for exhibitions including Lee Bontecou: All Freedom
in Every Sense (2010), Diego Rivera: Murals for The Museum of Modern Art (2011) and Abstract Expressionist
New York (2011). Ross is the recipient of the Studio Art Fellowship, Trinity College; the Graduate Curatorial
Fellowship, SAIC; a 2015 ACRE Curatorial Fellowship; and was a 2014/15 inaugural curator-in-residence at
the Chicago Cultural Center.
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IR Rei Hayama

(&5 R 0 2018 0 fEH 0 4 S8
On the Collinear and Reflected on the Water, 2018, video, 4 min.

when I see my self watching the Emu,
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During the pandemic, | was very lucky to live in a small house surrounded by trees and the ocean on an
islet in Hong Kong, which helped tremendously to ease the fear of eschatology in the time of quarantine
and lockdown. The soothing power of nature is unquestionable, it humbles you when realizing all of your
surroundings are larger than life itself. In these moments, I believe art can transmit such energy and help us
understand more non-human centered intelligence than ever.

When I came across Rei Hayama’s artwork a few years ago, I was immediately struck by her sensitivity to
images and her relationship with nature. In On the Collinear and Reflected on the Water, one enters a hypnotic
journey while listening to the protagonist recount a strangely intimate encounter with an emu against the
backdrop of projected and re-photographed film footage showing the bird behind bars at the zoo. As Hayama
filmed the emu, she noticed a tear dropping from the corner of its eye, suggesting a complex reflection and
miniaturization of our inner and outer world—it evokes the selfishness of human behavior, the cruelty of
disaster; and more. This magical moment captures and enlarges, frame by frame, the sense of deep anxiety
and guilt that emerges from staring at the emu, or visa-versa. It is as if the more you look at the bird, the more
embarrassed you feel. During a pandemic and amidst ever accelerating contemporary tragedies, we wish for a
sight of grief for relief, even if it’s as fleeting as a teardrop.

— K& Curator | %2 Freya Chou
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(b. 1987, Tokyo, Japan; based in Tokyo) A Japanese artist who works mainly with moving images. After many
thoughtful and practical experiences amongst wildlife in the unique environment of her youth, she studied at
the Department of Moving Images and Performing Arts, Tama Art University and has been making films since
2008. Hayama's films revolve around nature and all other living things that have been lost or neglected from
an anthropocentric point of view. Through film and video works with sound, poetic writings and symbolic
imageries, Hayama gently seeks the harmonious connection between nature and human beings, bringing
forward the invisible layers of our natural reality into the human imagination. The philosophy of Hayama's
work is deeply engaged with cinema and interprets the cinema space as an artificial nature. She describes her
work as “A Humble Cinema” and explores multiple dreams after the dream of humans.

Ji4%2 Freya Chou
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Freya Chou is a curator and editor based in Hong Kong and Taipei. She was a curator of Para Site, Hong Kong
from 2015 to 2019. Prior to that, she was co-curator of the 10th Shanghai Biennial (with Anselm Franke,
Cosmin Costinas, and Liu Xiao, 2014), Assistant Curator of the 7th Taipei Biennial (co-curated by Hongjohn Lin
and Tirdad Zolghadr, 2010), and Curatorial Assistant of the 6th Taipei Biennial (co-curated by Manray Hsu and
Vasif Kortun, 2008). She has edited and contributed writing to many artist books, magazines, and catalogues.
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BIEE van Shi

€010013) 2019 HD 4K ¥ F » 12 4)4#
010013, 2019, HD 4K video, 12 min.
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Yan Shi’s 010013 is set in Anguri Nunu, meaning a lake with swans. This is the place where the nobles of the
Khitan Liao dynasty (907-1125) once hunted swans with eagles. It was said that the blood of those swans
dripped down like rain, and historians indicate that it is this culture of violence that ultimately led to the
collapse of the Liao dynasty. Today, the memories of this history have been erased from the area and all that
remains is a busy road, the site of Yan’s performance.

With a camera taped to his leg, Yan runs across the road, back and forth, avoiding the cars and trucks that are
roaring past. Every step is dangerous. The video implies a potential tragedy while gesturing to the precarity
of life, captured all on camera. As the artist says, the recording functions “like an anthropological museum
that preserves the swan-killing gadget that is usually made of fine jade, like a screwdriver, and can pierce the
swan’s skull.”

Moreover, by dangerously traversing the busy highway, the artist—both his vulnerable flesh and the
momentum of this crossing action—calls attention to the universal conditions we are faced in 2020:
conditions impasse, finiteness, and transcendence.

— % JE A Curator | fkfE Su Wei
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(b. 1975, Shenyang, China; based in Guangzhou) Yan Shi studied at the Photography Department of LuXun
Academy of Fine Arts and Multimedia and Mixed Media Department at the Art College of Xiamen University.
He now lives and works in Beijing. Yan Shi's artistic practice is inclusive and unrestricted by media or
materials. Yan's profound observation of contemporary life is deeply rooted in examining, and dialogue with,
art historical narratives. His artworks are presented in a straightforward manner, summoning the object itself
to speak, and inviting the viewer into the unknown and open-ended exploration.

R Su Wei
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Su Wei is an art writer and curator based in Beijing. His recent work focuses on re-depicting and deepening
the history of Chinese contemporary art, exploring the roots of its legitimacy and rupture. In 2014, he was
awarded first place at the first International Awards for Art Criticism (IAAC). He was the Senior Curator
of Inside-Out Museum Beijing between 2017 and 2019. His curatorial projects include: the 7th Shenzhen
Sculpture Biennale Accidental Message: Art is Not a System, Not a World (OCT Contemporary Art Terminal,
Shenzhen, 2012); No References: A Revisit of Hong Kong Media and Video Art from 1985 (Videotage, Hong
Kong, 2016); Crescent: Retrospectives of Zhao Wenliang and Yang Yushu, The Lonely Spirit and Community of
Feeling: Emotional Patterns in Art in Post-1949 China at Beijing Inside-Out Art Museum, 2017-2019, etc. In
2015, he participated in the symposium Dislocations: Remapping Art Histories at Tate Modern, London. He co-
curated the symposium Transcultural Research and Curatorial Practice in China’s Contemporary Art at Centre
for Chinese Contemporary Art (CFCCA) in Manchester. He has published a number of articles in local and
international art journals including YISHU: Journal of Contemporary Chinese Art, Journal of Contemporary Art
(Bristol, UK) and Kunstforum.
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BaPE AR INVASORIX

(i N\ ETE) 2014 0 B 0 39 6 B
Nadie aqui es illegal (Here No One Is Illegal), 2014, digital video, 3:06 min.
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INVASORIX is a feminist/queer working group that produces publications, performances, songs, and videos
to imagine alternative ways of inhabiting the planet and relating to each other. In their projects, they are
committed to collaboration and solidarity as a way of facing the current state of things in society.

Here No One Is lllegal invites us to imagine other possible worlds. Recorded in Cerro de las Navajas de
Nopalillo in Hidalgo, Mexico, the video captures a series of individual and collective movements, carried out
by the members of the group, to the rhythm of the song that gives the video its name.

Calling for desire, pleasure, and freedom, the video shows the play of bodies that coexist, interact and support
each other by executing push-ups, pirouettes and various other movements. The ethereal music and the
landscape, in combination with the colorful costumes, give the work a spatial, extraterrestrial quality. The
video calls for the care and recognition of the dignity of all the people on the “(she) planet,” as the group calls
it. The lyrics of the song advocate listening and respect for others, and point out that no one is illegal here, no
one is normal, and that pleasure must be shared to fight.

Against the background of the control exerted by capitalism, the rules of hetero-patriarchal society, the
violence and racism that prevail today, as well as the great environmental crisis of our days, INVASORIX
reminds us with humor and a strong, playful spirit that another world is possible—a horizontal world, which
fits all the bodies and universes of all the people on the planet. This call takes on great force and becomes
more urgent and necessary today than ever.

—REA Curator | BHFFE - ©-W@EFHEHT Esteban King-Alvarez
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(formed in 2013; based in Mexico City, Mexico) A working group interested in songs and music videos as a
form of queer-feminist protest, composed of eight women artists who are between 25 and 36 years old and
live and work in Mexico City: Daria Chernysheva, Waysatta Fernandez, Nina Hoechtl, Maj Britt Jensen, Natalia
Magdaleno Loépez, Liz Misterio, Naomi Rincén-Gallardo and Mirna Roldén. Since Spring 2013, they have met
regularly to collectively write songs and make videos that are based on their experiences: on precarity and on
power dynamics in their environments, among others.

R ES - -PIARLENT Esteban King Alvarez
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Esteban King Alvarez (México City, 1986) is researcher, art historian and curator. His work focuses on
modern and contemporary art and its relationships with music and literature. He has developed projects
that interwove sound, archive and writing from the perspective of art history and contemporary art. He has
written several articles in books and art catalogues, among others: “Strindentism and Urban Imaginaries”
for the catalogue Avant-garde in Mexico, 1915-1940 (National Museum of Art, 2013); “New narrative
strategies: the works of Salvador Elizondo” for the catalogue Defying stability: artistic processes in Mexico,
1952-1967 (MUAC, 2014) and “Sonorama. Art and technology from hi-fi to MP3” for the catalogue Sonorama
(Museo Universitario del Chopo, 2014). He is curator of the collective exhibitions Transcripciones (Museo
Universitario del Chopo, 2014), Una red de lineas que se intersecan (ESPAC, 2016) and La nueva onda del
silencio (El cuarto de maquinas, 2017), among many others. From 2012 to 2015 he was curator and chief
researcher at the Museo Universitario del Chopo, and from 2015 to 2019 curator and editor at ESPAC, Espacio
de Arte Contemporaneo. He’s currently part of the curatorial team of the XIV Bienal FEMSA Inestimable Azar
and works as a freelance writer.
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Dealing with a wide range of themes, these works represent Nothando Chiwanga’s performance and
photographic practice. Reflections shows an almost deserted kombi rank (commuter van stop) in Harare, a
rare occurrence before the COVID-19 related lockdown, and is quite prophetic of the ghost city Harare has
become during the pandemic. Beyond this, it reveals the poor maintenance of the majority of the city, which
is usually obscured by the constant throng of people. Trapped addresses the historical suppression of black
women. An Act and Zvokudya (Food) are, by extension, a commentary on the need to counterbalance rising
unemployment and poverty with education—issues that have been exacerbated by the global pandemic. In a
nation where we do not ask enough questions, the national and municipal government systems have taught
us to be resilient. We are constantly negotiating ourselves into situations that lead us to suppressing our
emotions instead of expressing them.

There is a haunting beauty to Chiwanga’s portrayal of life in Harare, and in Zimbabwe more general. The
city is named after a chief of the Seke area in the 1890s, Chief Neharawa, whose nickname was Harari,
which translates as “he never sleeps” and has come to embody the essence of the city. There is movement
everywhere in Harare, at any given time. An incessant rush of people and traffic jams have come to
characterize the city. Chiwanga’s works in the exhibition speak about the complications of being Hararian:
bodies are in a constant state of motion to survive in a city that is divided along the lines of lack and privilege.

—RE N Curator | S¢#2 - #EsE/EF - k50 Fadzai Veronica Muchemwa
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(b. 1997, Harare, Zimbabwe; based in Harare) An upcoming visual artist based in Harare, Zimbabwe. Currently
studying at the National Gallery of Zimbabwe school of visual arts and design. She has participated in various
workshops like the Realism by John Kotze, art ethics by Julius Mushambadope, performance art by Sithembile
Msazane. She has participated in the tavatose art competition in 2013 and she was awarded with a first prize.
Recently, she has exhibited in the new signature exhibition at the National Gallery of Zimbabwe in 2019.
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Fadzai Veronica Muchemwa is a researcher, writer and curator from Harare, Zimbabwe. Currently, she is a
Masters researcher in the Arts of Africa and Global Souths research programme in the Fine Art Department
at Rhodes University. Her research explores new communities of protest and transgression, histories of cities,
topographies of knowledge production and sites of transition. She was Curator for Education and Public
Programming at the National Gallery of Zimbabwe from 2017- 2020, and Assistant Curator from 2016-
2017, where she co-curated Moulding a Nation: The History of the Ceramics Collection of the National Gallery
of Zimbabwe (2018-2019), Dis (colour)ed Margins (2017), Culture in Communities (2016), and Jazzified:
Expressions of Protest (2016). In addition, she curated The Unseen: Creatures of Myth and Legend (Lusaka
National Museum, 2018), an exhibition of artworks by Isaac Kalambata. As visiting curator at the Bag Factory
in Johannesburg in 2019, she produced the publication Curating Johannesburg: rest.less, under siege/in
transition. Muchemwa is a 2017 fellow of the International Training Program at the British Museum. She is
a collaborator for Independent Curators International and the Zimbabwe Pavilion at the International Art
Exhibition in Venice.
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Sci-Fi Agit Prop, 2018, bulletin board, posters
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Tamas Kaszas’ Sci-Fi Agit Prop (The Science Fiction of Agitative Propaganda) is a series of graphic works on a
bulletin board. The posters are displayed as the communiqués of a fictional, self-sufficient, utopian community
living in a rural area. While Sci-Fi Agit Prop is set in an imagined future and puts forth possible practices and

» o«

knowledge after a fictitious political-economic-technological collapse (“innovate and simplify,” “conquer the
permafrost”), this futurist project from the past, has now, in the current moment of rupture, arrived in the

present.

Kaszas has engaged with experiments in self-supported living for more than fifteen years, both in his work
and in his private life. Consequently, the means and the ends of his artistic practice align: He uses low-quality,
low-technology, easily available, easily reproducible, cheap materials and methods, that—with a bit of practice
and dedication—could be followed without much reliance on any infrastructure. At the same time, there are
several cultural references and quotes in Sci-Fi Agit Prop. In terms of format, the Hungarian artist deploys
and queries twentieth-century political visual communication: grassroots, revolutionary, agitative practices
as well as the state socialist propaganda circulated to people in Eastern Europe, among others, on wooden
bulletin boards.

The current significance of Sci-Fi Agit Prop lies in its practical, embodied approach. Rather than solely
theorizing about ruptures, Kaszas proposes an alternative in practice: Engaging with the surrounding,
resorting to available means and creativity, one could become more self-sufficient and thus more autonomous.
Cutting across ideological, historical, and territorial dividing lines, “here comes the folk science.”

— %N Curator | HBHiH; - [ERIFE Eszter Szakacs
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(based in Budapest) Born in 1976 in Dunatjvaros, Hungary's first socialist town (former Sztalinvaros, “Stalin-
town”). He graduated at the Intermedia department of the Hungarian Academy of Fine Arts where recently
he has continued with his doctoral studies. Kaszas usually creates complex projects inspired by theoretical
research. Then applies traditional and new media as well. By mixing poetic images with useful inventions in
his exhibiting practice, art pieces appear mostly as special constellations in the frame of large installations
(visual-aid). His projects are based on social questions and spiritual science. Keywords like collectivity,
collapse and survival, self-sustainability and autonomy, theory vs practice, folk science, home-made homes,
cargo cult, etc. might give an idea about his main topics. In accordance with his conceptual background, Kaszas
tries to make an economic and ecological art practice using mostly cheap or recycled materials, techniques
easily available for everyone.

BRIDTRE - BEFLE Eszter Szakdcs
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Eszter Szakacs is a curator, editor, and researcher in Budapest. She works at the contemporary art organization
tranzit.hu, where she is co-editor of the online international art magazine Mezosfera, co-editor of the book
IMAGINATION/IDEA: The Beginning of Hungarian Conceptual Art—The Ldszlé Beke Collection, 1971 (Budapest,
Zurich: tranzit.hu, JRP|Ringier, 2014), and she curated the collaborative research project Curatorial Dictionary,
which has been realized in online and offline formats, including being one of the participating projects of ICI's
exhibition Publishing Against the Grain. She was a research group member of the ..OPEN MUSEUM... project
initiated by the Museum of Ethnography, Budapest (2014-2018). She is co-editor with Naeem Mohaiemen of
the forthcoming anthology Solidarity Must Be Defended (tranzit.hu- Van Abbemuseum- SALT- Tricontinental-
Asia Culture Center, 2020). She is a curatorial team member of the civil initiative OFF-Biennale Budapest. Her
practice revolves around questions of internationalism, methods of cultural resistance, relations between
Eastern Europe and the Global South, as well as the exhibition form of research.
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Renewal, 2017, site-specific mural
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In 2015, Mona Marzouk created a series of eight murals at Villa Romana in Florence, the city from where the
Medici once rose to power, the formidable ruling dynasty of Renaissance Italy and the potent patrons of a new
era in art. She used iconography developed by artists working under Medici patronage as a source for her own
imagery. She took the family’s Latin motto and translated it into English for her title: Renewal. But, Marzouk’s
murals also scratch at something underneath the grand Medici myth: the banal reality that is the coarse
pursuit of power.

Across her oeuvre, Marzouk has sought to limn the power structures that arch over and undergird our daily
lives. Her meticulously delineated, polyphonic collages are rooted in extensive research—historical research,
often, though Marzouk does not see history as a fixed subject, but a container of concepts and patterns that
recirculate and reshuffle. Power was firmly in the grip of the privileged few in Renaissance Italy; Renewal
might remind how authoritarian fists still wrest power over the people today. Artists re-brokered their
understanding of themselves and the world during the Renaissance; entering this unpredictable twenty-first-
century, we too may sway in confusion as we question even what it means to be human.

But history doesn’t repeat itself—it only rhymes. It's hard to find the right words to accompany Marzouk’s
abstract grammar, but her abstractions may help us picture our own re-brokering with reality and help us
picture something new beyond the horizon of the past.

—RJE N Curator | HifEMHE - $1845¢ Alexandra Stock
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(b. 1968, Alexandria, Egypt; based in Helsinki, Finland) Mona Marzouk’s interest in architectural histories is
visible in many of her works—in painting, sculpture as well as site-specific murals and paintings. Blurring
the boundary between past and present day, man-made and natural, biomorphic and geometrical, personal
and political, beautiful and ugly, and masculine and feminine, Marzouk redefines how we see the world.
With the sensibility of a maverick architect, Marzouk envisions aesthetic systems that draw on a diversity of
cultural traditions but which can only exist in the realm of the imagination. Her early paintings and sculptures
reassemble disparate architectural elements from history as well as animal and body parts to construct
unified compositions. Castles and cathedrals, crenellations and crustaceans merge together in fluid form. Her
compositions, which often float in the center of a frame, reference post-minimalism, with their hard edges and
flat expanses of solid color.
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Alexandra Stock is a Swiss/American curator, artist and consultant with over a decade of experience in
curatorial practice and arts management in the Middle East. She is the Creative Director of ARCHiNOS, Egypt’s
leading architecture, design and conservation firm that operates at the intersections of tangible & intangible
cultural heritage and contemporary art & design. She previously held curatorial and/or managerial positions
at the Townhouse Gallery and Beirut, both in Cairo, and Al Riwaq Art Space in Bahrain. Stock graduated
from the Zurich University of the Arts with a BFA in Art Theory, completed De Appel’s Curatorial Program
in Amsterdam and studied Arabic at the DEAC in Cairo. She is a participant of the yearlong Townhouse
Curatorial Program and the Townhouse ISP in Cairo, the first initiatives of their kind both offered in and
focused on the history & historiography of art in the greater Middle East. For three seasons, Stock represented
the MENA region on the International Council advisory board of PBS’s Peabody and Emmy award-winning
broadcast program Art in the Twenty-First Century and later consulted for the Bahrain Authority for Culture &
Antiquities.
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In ‘Olelo Hawai‘i (Hawaiian language), the word “huli” evokes many layered and contextually dependent
meanings. Composer Mary Kawena Pukui and linguist Samuel H. Elbert recorded the following definitions in
their co-authored Hawaiian Dictionary, “To turn, reverse; to curl over, as a breaker; to change, as an opinion
or manner of living. To look for, search, explore, seek, study. Section, as of a town, place, or house. Taro top, as
used for planting.”

In the 1970s, “HULI” was a rallying call across Ka Pae‘aina o Hawai'‘i (the Hawaiian archipelago)—written with
conviction, painted on cardboard signs and bed sheet banners, called out during sit-ins, pickets, marches, and
broadcasts. Amidst this reawakening of Native Hawaiian culture, demands for increased self-determination
and action against the U.S. Empire in the Pacific were commonplace. In 1979, Kanaka ‘Oiwi (Native Hawaiian)
poet, translator, journalist, and educator Wayne Kaumualii Westlake (1947-1984) channeled the energies
of the moment in an unassuming print, four letters hand stamped in black ink on paper—HULI. Westlake’s
simple and unsettling gesture, presenting the word flipped and reversed, literalizes its transformational
potential, allowing its meaning to be sensed, if not necessarily understood, by all readers. Over four decades
later, HULI continues to encapsulate longstanding and ongoing grassroots efforts for systemic change.

HULI appears in its current form courtesy of Westlake’s former companion Mei-Li M. Siy and his friend and
collaborator Richard “red flea” Hamasaki, co-editors of Westlake: Poems by Wayne Kaumualii Westlake (1947~
1984), first published in 2009 by the University of Hawai‘i Press.

As we each work towards the causes that we believe in, may the dead continue to speak through the living and
the living through the dead. E ho‘ohuli!

—RIEAN Curator | fEl& - FHIZHL - ffifiE 5% Drew Kahu‘dina Broderick f&#F - #M| Josh Tengan



B ZIGH - BNy Wayne Kaumualii Westlake

(1947 AR E BFEBM BN > 1984 FANEHERE) REGAERA  BREEFEFA &
BT~ BTR ~ BENATE TR o AR GRS AR H BR SR R IS B B2 - B2 o fEM R AT
BT RN T RIRTAE RN | B RSB H AR o RAEIR B B R 5 A (R AR R A A
TREVEFI BT o MfE R3S R 1FF 282 8 32 EFRR B HARMIFDA » /N AR AB N7 R o EL i 1%
e (GBRETHR B - B - BUHTHOERESE (1947-1984) ) o HARH - FESRAIEE - EIRARE (B
R RS RRAE 0 2009) 0 BEHE TR 200 EEF 0 HPFFZRE AR o

(b. 1947, Lahaina, Maui, Hawai'‘i; d. 1984, Hilo, Hawai‘i United States) He was a Hawaiian poet, a journalist,
an educator, an artist, a scholar, and an activist raised on the island of Oahu. He earned his BA in Chinese
studies at the University of Hawai‘l. Before his tragic death, Westlake produced an innovative body of work:
He translated Taoist classical literature and Japanese haiku and interwove perspectives from his Hawaiian
heritage into his writing and art. The only collection of his poems available during his lifetime was a 32-page,
limited edition chapbook independently published by a small press. The posthumous collection Westlake:
Poems by Wayne Kaumualii Westlake (1947-1984), edited by Mei-Li M. Siy and Richard Hamasaki (University
of Hawai‘i Press, 2009), includes nearly 200 poems, many previously unpublished.

TEAS - RN - MESM 5 Drew Kahu‘aina Broderick

A - R - M E R K B B R SRS S (Ko‘olaupoko) ~ HUERT (Kailua) ~ H-
# (Mokapu) EIRMER ~ J 2R AR @B EE o BAbT > M EE EEE R LR et & 2B
TR R AR o M A B RO MAE TREE) MEEME (2015-18) » EMHRERREE BN
A L) SPF BVEAMTEHE (2012-16) - it 2014 FILFEBIN. THEE AN EERE 152
o AR EATIOEHE B4 1 2019 4F DEIEMIEIRE ) - &R - EElT-RAL - 80F) ~ JEER - FROK5E
BA - B - BT BEAL - BERE ~ B - 8 0n PG F R T BR EE SR 4 A B R A R B 5 2020 FIR B R
MSZFEMGRE e HANELA] - RAN-REHE - RS RRHRISREIN THRFEH £

Drew Kahu‘aina Broderick is an artist, independent curator, and community educator from Mokapu,
Kailua, Ko‘olaupoko, O‘ahu. Currently, he serves as Director of Koa Gallery at Kapi‘olani Community College.
Previously, he was a contributing member of Hawai‘i-based collective PARADISE COVE (2015-2018),
operated SPF Projects (2012-2016) an artist-run initiative dedicated to building capacity for contemporary
art in Honoluly, and co-founded an annual open call thematic exhibition, CONTACT (2014-present). Recent
and forthcoming projects include Transits and Returns (2019), co-developed by Sarah Biscarra Dilley, Freja
Carmichael, Léuli Luna‘i Eshraghi, Tarah Hogue, Lana Lopesi for the Vancouver Art Gallery; Mai ho‘ohuli i ka
lima i luna (2020), co-curated with Ka‘ili Chun and Kapulani Landgraf for the Hawai'‘i State Art Museum.

Far - AWl Josh Tengan

T - A EAE A LR E MR R o MG 2019 5 2 JEEE LS FERE [BITHREik
JET) RBEEREA o B 2015 FH 0 MBMEEEFERER - EMRSUETEE S  HRIEE
FIEAMAHAR —F SES % E (Pu'uhonua Society) R E EREERAMNEREMRE 23 >
7 {18 2 AR I A AR S 2 T B AV B IZ MR IR SRR 2 0 2019 4F o SR EI7E B g R B0y JiE B it
HARE AR REE (221 BT 40 o LR DUE Y AR TR0 A S el i B R [ 5 e > PR
JE SR TE R R B o

Josh Tengan is a Honolulu-based contemporary art curator. He was the assistant curator of the second
Honolulu Biennial 2019, To Make Wrong / Right / Now. Since 2015, he has worked with Native Hawaiian
and Hawai‘i-based artists and cultural practitioners, through the arts non-profit Pu‘uhonua Society, to
deliver Hawai‘i’s largest annual thematic contemporary art exhibition, CONTACT, which offers a critical and
comprehensive survey of local contemporary visual culture. In 2019, he curated CONTACT, Acts of Faith,
presented at the Hawaiian Mission Houses Historic Site and Archive, which explored the role of religion in the
colonization of Hawai‘i through artistic interventions in the historic collections and an artist book library.
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KNG - JALEE David Lozano

GREfERE) > 2016/17 > 28 RAFII A
La Hortua inhospitalaria, 2016 /17, 28 series photographs

LR B R - BRALFATE 2017 4 THSREAG B (R ER T &g & ) (World Summit on
the Arts and Culture for Peace) ARA% NUTIAIITEIRE CRimAIFERE) o FRIBEATHLRS (L 1E 5 5 22 1
Hre&ke (San Juan de Dios Hospital) FYEEEREENE » (LA W % BF i b2 B #R I B RBO A B R 00K o

HFSHT AT SRIRAT TG AR ~ AS R BT IR T A (PR R A 38 2 MO BRI © BURFiE
fE A B REER tH LB N LR Al % - DURCHIE 76 T 305 55 19 BTN B s\ BT IREXA IE AN B A8 Rk
E o

FEALGE IOREAHIME R BLE A R o SRERFRMIEOR ~ SET BB CAS R A B AR TR IR B A v —
BT o B AMR TAET IR ~ FORIRAAVAEIE « A B R HEEE B AR » UK BB
AUAT A T BTSSR 1 o TSR AR AR - SR MR REE A5 B R IRE O RER) o

These photographs are derived from La Hortua inhospitalaria, a performative action by artist David Lozano,
presented in the context of the "World Summit on the Arts and Culture for Peace" in 2017. It was held in the
ruins of the architectural complex of the San Juan de Dios Hospital, a former icon of the public health system
in Bogot3a, Colombia.

The work acquires new meaning and additional relevance in light of the health and economic emergencies
resulting from the COVID-19 pandemic. The governmental response to the crises revealed an attitude of
abandonment and indolence towards the public healthcare system, as well as the citizens and healthcare
workers who are facing this virus.

Lozano's critical commitment is reflected in this performance, and reminds us that illness, death, and
healthcare have become a business in a capitalist system that disregards human life. These images reflect on
the loneliness of the dying, the experiences of those trying to find a bed, the immobile healthcare workers
who are victims of bureaucracy, and how hospitals are territories of oblivion and desolation. This work is a
permanent cry for help that demands the right to access healthcare.

— KB Curator | B¢ - RI&HT - IS - J5 TNZX Luis Carlos Manjarrés Martinez



K - AL David Lozano

(1960 4F tH AR K1 BFHm LLERICEF KD 1H RAEEAIR B BITR o MR 37 BF i bh R K E2 4 5 B3l
TE 2207 o (EZUARIRHE B ERAN R EHBOREE ~ GHITRE: ~ BEFEHEHT - FERBLGE K SRR B K s AR Bl £
B o 1 AT 2% B 37 BF A b EE K SRR B B SR e 1) o R BR AT © B 25— (BT AV BRI 2 3R
KA ZERIEE B (globalized body) [IHF%E ©

(b. 1960; Bogota, Colombia; based in Bogota) A visual artist with a specialization in painting. He has a Master’s
degree in Visual and Fine Arts from the Universidad Nacional de Colombia. He teaches at the Pontificia
Universidad Javeriana, Universidad de los Andes, Santo Tomas de Aquino and the Academy of Superior Arts of
Bogota. Currently he is a teacher and the director of the School of Visual Arts at the Universidad Nacional de
Colombia. As an artist, his work has focused on the investigation of the postmodern and globalized body:.

LW - R - BIRET - IS TR Luis Carlos Manjarrés Martinez

FEG T - RIBIT - BT - BT LA A B b SR B RS S SE A AR AR IR LB R R Y AR SR R
N 02018 4F  fIE(E TOREEME L <12 FREEHISR R BIKAR B o It 32 25l BF 4 bb 5 Ay B a4
FEMVELRHRER - 3 S 35 3 RS CH 33 5 L et 2 B A bb i JRE B2 RTR () B 0 1 e 1 28 B P R
HIRIABATEAN 23 o IR TLAEPY MU 52 YRR SR T VUSH BRI ESR ~ 1 ~ MEZ TR Al
B o DUBYIBR SRR R A B S 07 ~ PERIZRIR ~ JRNERISTHERT PER A A MR Rt IR 3 IR AR
{2 MM R 2 R S R Y R A BGR 53 © LR > AR 2015 4E 2B T B A bh i B V7 K B2 1Y) B AR v
DT AL € 1% (Social Agreement of the Faculty of Arts) > MR Z iR IPEEN —H S
ANEYEEIE AL o

Luis Carlos Manjarrés Martinez is currently the curator at the Queer Museum and Maloka Interactive Center in
Bogot4, Colombia. In 2018 he was part of the curatorial team of the exhibition of Voices to Transform Colombia.
This exhibition aimed to address the enormous challenge of recounting the Colombian armed conflict,
starting from the perspective of its victims; Voices is for the long-run script of the Museum of Historical
Memory of Colombia on the armed conflict and peace. In the last five years, he has curated four art exhibitions
on sexuality, sex, sexual diversity and gender expression with the MuseoQ, a museological initiative to make
visible that makes visualized stories and memories related to identity and gender expression as well as the
non-hegemonic sexualities and orientations, as an essential part of the national story. In addition to this,
he participated in 2015 in the creation of the Thinking Center for the Arts and the Social Agreement of the
Faculty of Arts of the National University of Colombia and served as the public coordinator of the Ephemeral
Museum of Oblivion in the National Salon of Artists of 2015.
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MR+ KM Ting Tong Chang + Hsien Yu Cheng

Clth BRI ) 5R) 0 2021 0 RREESY
Ayase Tsukiai, 2021, hologram display fan

—NNEHERIGHATH H-Game—— B0 H ARG ——AMET R T R E TR - thals
TR G o WEE R IR R E AT BRI B R D R H R o (it LR At ) A
E) LI H-Game AEA » Al — K LB E/ D LR AU o B s FRULES > SRR AY) T4 5
(Ayase Tsukiai) JEEFEHTHEZ A - A7 40 BLAHEIR 22 A6 H TGS > A N BB S R A TR A

HEIEBRT) o {65 —EMAERE & H-Game RIBTRBEE B3R > Wik A (it B R B (19 4 )

HIBCR > L& S8 B R BRI/ D A Al - i L B O ZE TR AR 2 B 2R o AAERT L
HE—AERES - BN ARG | SR N EE 2 BB SOa A BT N ? B2 IRAE(E HI A8
B TEA R 2

Ayase Tsukiai is an interactive girl-raising game based on the blue print of a popular adult game (H-Game)

from the 1990s. Players download the game and allow the virtual character Ayase Tsukiai to reside in their
cell phones. Through daily conversations with Ayase, they establish a relationship of pure love, control and
violence between a single person and the game, and thus imagining the defunct Guanghua bridge, where
electronic shopping malls, otaku culture, technology and lust once existed everywhere. From another
perspective, when H-Game players gradually immerse in the story of Ayase Tsukiai with the development of
the game, they will find themselves entangled by the beautiful girl in the game, and consequently not able to
withdraw their lives from the game. This is a contemporary parable about the relationship between humans
and things: Are humans the ones who are playing the games or the games teasing humans in turn? Are you
using the Internet or is the Internet making use of you?

—RJE N Curator | \Z77#1#|%[# TheCube Project Space



STt Ting Tong Chang

(1982 F4) BINBUEKRBEESRE L MBRBRIELHEE R - HANEEMBEREE - &E
RIHBLRG > WREARE ~ £WE - EVE N BFEAR R EL > AR ~ G HIBE G o LA
JEFANLTT AT =R ~ JEESEAEE ~ B IEMIZRITREERT ; M2 B ILEERE - BIN=fR - AT 2 -
Compton Verney ={liflf + BFEE S & 2 RERIEFLE o HHPESOUAEE 19 B G W EME « & ILRi1E
H3% - B Art Central EE107 58 &4 &5 5O ~ HLLAISSIHE - BRI SR MEB R G 4%

(b. 1982) Received his MFA at Goldsmiths, University of London, Chang has exhibited internationally, with
solo exhibitions at the Cube Project Space, the Museum of NTUE and Taipei Fine Arts Museum. He has
participated in group shows and commissioned projects in Guangzhou Triennial, Taipei Biennial, Saatchi
Gallery, Compton Verney Art Gallery and Wellcome Trust. Chang’s major awards include the 19th Taishin
Arts Award, Taipei Art Award 2020, Hong Kong Art Central RISE Award 2016, VIA Arts Prize 2016, and Royal
Society of Sculptors Bursary Award 2015. His works can be found in the Taipei Fine Arts Museum, Embassy of
Brazil London, Noblesse Collection Seoul, JM SR Collection Mexico and private collections in Europe and Asia.

SB5EM  Hsien-Yu Cheng

(1984 EHAETAGE ST - BURAETMERGIL) & ILE RE2MTBIG LR o A RAS 2 SR %
K% Frank Mohr Institute > Academe Minerva 4l 5% [ HUS Sl S R 1= > B 2 B4l 52 BALAR 8 A 4%
ANE  AEZ DB T4 HE ~ El ~ AMETERKELT > WA NETS ~ HE - RSB
Z R o BEDERE R RER TR EA R BERE AR - RS LR B 5 BN EE R
SRR e L 22 0 2013 SR S LB Al i 5 0 2017 RIS IS SET R A Sl AR (B % 0 2019 4F
FEISERGE BT 0 2021 FFIETHEE 19 B AW E 5L o

(b. 1984, Kaohsiung, Taiwan; lives and works in Taipei) Graduated with a BFA from the Department of
Theatrical Design & Technology, Taipei National University of the Arts, Cheng holds a MA from the Frank
Mohr Institute at the Minerva Art Academy, Hanze University Groningen, the Netherlands. As an artist
and a software developer, CHENG’s working process expands into electronic installations, software and
experimental bio-electronic devices, with an aim to explore the relationships amongst human behavior,
emotion, software and machinery. In a humorous manner, he attempts to endow his works with vital signs
and existential or empirical significance, to metaphorically embody his own experience and observation of
the environment. He was selected as Young Talent 2011 in the Netherlands and won the first prize of Taipei
Digital Art Award in 2013, New Media Art of Kaohsiung Award in 2017, Tung Chung Art Award in 2019, and
19th Taishin Arts Award in 2021.

VA al#IZ2I] TheCube Project Space

BBSLTTErEZE R RS R P2 o
About TheCube Project Space, please see page 2.

o\
—+

woas 10aloid | (o

67



68

st RIS wn multitude
(BRI ° 2015 ° BSEEF S » 38 43 59 #

procession, 2015, single-channel video, 38:59 min.

1E (BKARY fES » —BESFANTEI ERE T E K
M > AAC 225 il B 30 385 3 2 I A M1 % ELYR] (Volga
river) ° Z& ff 1F & 51 FH %8 Al - 0& KF (Michael
Hardt) fIZHER - 4% H (Antonio Negri) <3
fE gAY (Multitude) AIEEMW > M4 A AHAL T
Prek B 3 B BRI Rk o Lhid 2 S g
N EE > SEAEERSIKENIFPERE D
HIREE H AR o S % GER) MR - st L B
) TEMERASREERE R o SET- M efI s 2 » sk
EAE > MM TEIE A — Bl B ST —5%
72 R PR LA S EE N 0 B — 1T R B’ H DR
AT E A 45 R o MEMtE st 7 GBAMD  (Ship
of Fools) & fEah MR AR I B2 A UK - b
H—A—RE A2 [RIFRF LR T3R8 -
FEMAEEENFEAE SRS -

EIFE RIS o B GBI —E [JHERE ) MRS BURMERETH > DR M ERBRERERRN
AN Bt R A R R 0 AR B B2 PR RE S AR o EEBUAITEIREHATIY 2015 4F 0 E )1
EFIR RS S EREERMERY LG o FEEEA AR R R R Al SR B ATRA o —aIFFZ AT
FHIE » EEREEMARE TSGR R R B o flanwmE s DRSO ZBUEREEN
B o Rt > AMIEZSRATHE - RBE - #Ese S HIR 2 EPER - B R SORIEEE Y R H H o fEitt
RIEART - ZMEIMN > IR mAEBE (0 RN REZRGAEM) BERER T Hiz
THR R - MG R IR RS RRIE N OR B AE o BIME TRAM IETEILRT -

In procession, a group of musicians and activists in a provincial shipyard town are walking along the main
street leading down to the Volga river wearing paper hats. This work references a metaphor from Michael
Hardt and Antonio Negri’s book Multitude, who compare the collective complaints and requirements of
organized protest movements to a choir singing in harmony, with every person pursuing their own particular
goals in the fight against globalization. This interpretation of Multitude is ironically suggested by the
cacophonic structure of procession. The musicians either play in harmony or discordantly, while the roaring
activists are trying to imitate them, and some passersby who happen to join them follow the procession until
they all finally immerse themselves in the river. It also refers to the totemic story of the Ship of Fools, which
identifies the symptoms of times of change, and—as a contemporary symphony—to the parable by Ted
Kaczynski bearing the same name.

This work problematizes the situation of a society following a “leader” or who makes populist gestures of
greeting during the procession, but is blind behind the mask and follows the hints of a sly eminence grise.
This political score was executed in 2015, before Trump and Bolsonaro came to power in the United States
and Brazil respectively, and long before people covered their faces as a precaution against COVID-19. As many
intellectuals suggest, global crises and uncertainty lead to the rise of right-wing populism. Byung-Chul Han,
for example, observes: “As is widely known, fear is the cradle for autocracy. In a crisis, people long for strong
leaders again. Viktor Orban is benefitting massively from it. It establishes the state of emergency as normal.
And that is the end of democracy.” Not surprisingly, those same countries governed by right-wing politicians
(and “strong” populist authoritarian leaders) are the ones where the COVID-19 situation is worst and that
can’t cope with the pandemic due to lack of accessible healthcare. Our “Ship of Fools” is going to sink.

—%HEA Curator | L - FIEERK Ivan Isaev



dRBEA wnmulticude

(2014 SRR MRBN TR RAEE) B T2 R AR PR ERR T A%
HEAMASATE A E AR DRI o SR ARBMMR SR TBIGITENRE ) o FEIE S > EEE B
AR ER » B 4e2 — MR A NS R A2 B o BEERIT R RIS T BUAAR S -

(formed in 2014, itinerant collective based in Moscow, Russia) u/n multitude is a community of artists and
music historians, whose practice is inextricably linked with the performative and public activities. The authors
call their works «political scores». Music in this case is a kind of lacuna for understanding social and historical
conflicts through experiencing the moment in its duration. Music and performance become the politics itself.

eIl - PHBEHRR  Ivan Isacy

P - FHEEER R R B B TR B LR B o i Al SR & AR B ATE Y BRI SR E N B2
B 2018 K+ ELZEM Klingental FERRAY SR BN 5128 o FHARGEIEAE © 2017 FHLMAAIE T5_ B

(blind_spot) “F& ; 2014 4E5 2016 FAEEMTRHLFEIKSZ T=#MA ) (Triangle) KRB TLIEE ; 2016 4F
SPE 11 8 RIFEERIERET G o HER I G B R ST RRRALIRE S i D 2R & (platform
Star) HISREA (2014-15) - WiSRE|T TBHHREZ) RE o /2 2014 A MBHRIR 1CI SRR &
BRI K ©

Ivan Isaev (1986) is an independent curator, based in Moscow. He currently serves as the Curator of Garage
Studios, Garage MCA in Moscow. He was the Curator-in-residence at Ausstellungsraum Klingental, Basel, in
2018. Previous projects have included, co-initating theplatform blind_spot in 2017. co-founding “Triangle”
curatorial studios in Moscow. from 2014-2016, as well as a participating in the Infra-Curatorial Platform at
11th Shanghai Biennale in 2016. He also served as the Curator of platform Star, Winzavod, from 2014-2015,
and curated the exhibition Leaving Tomorrow. He is a Curatorial Intensive Alumni, participating in the Moscow

Intensive in 2014.
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Hidl - fuffiidd Maeve Brennan

Yy 0 2018 HREEEE
The Goods, 2018, photographic installation

CEYr) =i - AnfmrE BE R
HERWHEH - AESEERT
(Christos Tsirogiannis) THLH&
YEstEIRH R —E85) o bhaErERE
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A E o PR S JERTR S
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F BRI ZE LT ILE - GBI
HEYIRE ~ WO ~ FSEEEL 0 A
HEAT R AT BEVEE A IR ST © 58
WSS ] 0 S E S A E AR
EL B R 2R 7 A Y 2R
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R ORI A U AR T R T e A JRE Y 0 EMAR E SR 0SSR R IR ALK
A KESG I EE > MR E S SEH - HrHIG R FA AR o DUEE T PR G 22 0] B - P8R
(Ariella Azoulay) HRARBAEFTZ —2ak » (B MIFHE 7 TTEERE L) (potential history) HYEES -
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AT > (AR BT o

P25 T 28 B P = R BRI P B Wl o 2 T Bl (R < % A paBIER TR C BRI S 2
T B R B S IR RS - DURCEE M8 AR A & R E R TR I 2 o

The Goods is part of an ongoing series of billboards by Maeve Brennan, produced in collaboration with the
forensic archaeologist Dr. Christos Tsirogiannis. The series draw from Tsirogiannis’ digital archive of over
30,000 images depicting more than 100,000 illicitly traded antique objects. The images give a sense of the
largely invisible economy of the illegal antiques market, which is one of the most profitable, after weapons and
drug trafficking. Tsirogiannis uses this archive to identify antiquities of potentially illicit origin in museums,
collections, commerecial galleries, and auction houses by comparing the objects to images from the confiscated
archives of three convicted dealers. As a result of his work, the objects are often seized and repatriated to their
country of origin.

Each billboard in the exhibition features an artifact identified by Tsirogiannis as illicitly traded and discovered
in various locations, including Frieze Masters, London, The Metropolitan Museum of Art, New York and
the private collection of the New York billionaire Michael Steinhardt. Embracing one of art theorist Ariella
Azoulay’s most poignant definitions, The Goods seems to enact the practice of “potential history,” a rehearsal
in non-imperial critical thinking not intended to “mend the worlds after violence but rewind(s) to the moment
before the violence (of looting) occurred and (setting) off from there.”

At a moment when there is increasing awareness of the relationships between colonialism and the histories of
museum collections, Brennan sheds light on forms of exile and repatriation that affect dispossessed objects as

much as the communities they belong to. S s
— B Curator | ZE#( % - FIBH  Giulia Colletti



HEdl - fffids Maeve Brennan

(1990 4F HAERFEBRMH) JEE B TAER SN HE R o it i B I AR5 41k L) £ 19 JEE SR RBLR 46
S LU BB RN ES o thRIERE T SRR A M ELGHE R E VIR GBI - B
SEAAEE N B R IS —RERF AR ~ WA SO SR M E B AR 38 A — T A A 28 (R AR RR T e 17 > [R] F 88 ek
B -

(b. 1990, London, England) Lives and works in London and Beirut. Her practice looks at the historical and
political resonance of sites and materials, culminating in moving image and installation works. She carries
out long-term investigative research and seeks out proximity and intimacy with people and places. Forming
personal relationships allows for a particular kind of documentary encounter—one extended by familiarity
and complicated by subjectivity.

ZEHAE - WIZEFF Giulia Colletti

ZRHHE - B SRAE R AL B S AR o WRIRTFCH s M A S 52 ~ BRIRAO A AE A B4R AURE TS © B
FFERAFEMRBIAR AR E 5 AR 85 A St St BB IR A B o WA P25 19 JEBM
BT BT R R RIS RZ B GRS o MR M T EF BTS2 Be R & B AT 0 [FIRF 2 2019 4F
P E BRI TG I © 2017 48 > AR A F 4 g BRIE R EER R A o thATHE R AT
B AR R4S QS SRS h T AR E BT D ~ 2015 AR MITRIFREE4ERR ~ 55 56 JE B T8 4
& TRMSEIRAE o W7E 2019 FERHAER AR TRFSRER & BT Bt T35 280R - Haam @ &
ERIAER ) —fR > A2 BREREET]

Giulia Colletti is an art historian and curator. Her research feeds into complex cartographies, liminal existences,
and marginal grammars. She is in charge of the Public Programs and Digital Sphere at Castello di Rivoli Museo
d’Arte Contemporanea. She has been recently appointed member of the Curatorial Board of the 19th Biennial
of Young Artists from Europe and the Mediterranean. She has been a Visiting Lecturer of The Glasgow School
of Art and the recipient of UK Young Artist Research Fellowship 2019. In 2017, she was Visiting Curator at The
Hunterian Museum, Glasgow. Her professional experience includes curatorial and editorial training positions
respectively at CCA: Centre for Contemporary Arts Glasgow; at OFF Biennale Budapest (2015); and at 56.
Esposizione Internazionale dArte La Biennale di Venezia. She has independently curated an array of exhibitions
with artists including Elisabetta Benassi; Sarah Browne; Marcel Broodthaers; Ntria Giiell; Adelita Husni-Bey;
Hanne Lippard; Wolfgang Tillmans; and Sue Tompkins, amongst others. In her capacities at Castello di Rivoli,
she has recently coordinated the exhibition and co-edited the monograph Giuseppe Penone. Incidences of the
Void (2019).
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Y - 2Efh Shezad Dawood

CRI4EsH)
Leviathan

(E—% ¥ 2017 1253 52% (EEVHEE © BDRAL) 20187 10 47 36 #
Episode 1: Ben, 2017, 12:52 min. Episode 4: Jamila, 2018, 10:36 min.

(& D MAABD 0 20170 2247 107D CGERS - DUEIEM) 20180 1943 28 %)
Episode 2: Yasmine, 2017, 22:10 min. Episode 5: Ismael, 2018, 19:28 min.

CE=4E B > 2017 17 57 257 CEE/NEE - TERBATINRE) © 2020 18 53 46 #b
Episode 3: Arturo, 2017, 17:25 min. Episode 6: Ding Ling & Senait, 2020, 18:46 min.

(RIHEE) 22— ARG > BIEARARFBIEIEFARLL +1& « BUATIRER I SR AR 52 PR o
FESE b o MIAESE R RS P AR Y o TS - B AR ARG e MR AN o R R AP
SEREMAE R o BALLGE G 2 HLA R R - (FM 2 BTEIRR » 20 - AR - AR IR

A 7B 2B ERNFEREE > dER g o

CRIAEE D) AT DU A5 2I A E 3RS IR lavah > EARAS & ~ ZRAIINA o 40 L5 E AR EF LU
A VB I B R 2 < (IR - FEWE ~ AL RO B AT S i HOAR DU o AGHER IR AN
A RFEEUR Rl FUE R I BCR - BRI 2R PR BURRR » EERMLHAISBERE
5 o il A RN B EFE D - (ks BB A\ S S0 0 2P ROARRIRHIR - DU SRR 2R B
/BSOS SF I 7)< i PR T A 2 o

Leviathan is a proposal to envision a future that is very much like our present, where the boundaries of the
social, political, and scientific are genuinely challenged. Historically, Leviathan is the primordial sea serpent
depicted in Jewish mythology, brought to collective consciousness by Thomas Hobbes’ treatise on human
nature. In Dawood’s expansion of the mythology with socio-philosophical critique, Leviathan takes the form
of meditations on time, space, human nature, ecology, and the source and unfolding of life through an episodic
reveal of connecting threads and contradicting realities.

Leviathan can also be associated with its roots in the Hebrew word lavah, meaning to couple, to connect and
join, as the project interweaves seemingly disjointed practices and bodies of knowledge, drawing outstanding
parallels between species, communities, and cultures. Based on extensive and thorough research, Leviathan is
the outcome of ongoing dialogues with a wide range of marine biologists, oceanographers, political scientists,
neurologists, and trauma specialists. This approach is typical for Dawood’s practice, which often involves
collaboration, working with groups and individuals across different territories to physically and conceptually
map far-reaching lines of inquiry.

— R Curator | {EHGIF - SSHi#E5C Fatos Ustek
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This film and the after talk are exclusive for the exhibition

RER Time | 2022.03.05 (Sat), 2:00-5:00pm
%G Venue | HZE1E/)VEIES Guling Street Avant-garde Theatre
BAZK N Speaker | BiSZFi Rikey Tenn Bun-ki » Ji#H#% Bowie Shen

e - 3L Shezad Dawood
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(b. 1974, London, England; based in London) His works across film, painting and sculpture to juxtapose
discrete systems of image, language, site and narrative, using the editing process as a method to explore
meanings and forms between film and painting. His practice often involves collaboration, working with groups
and individuals across different territories to physically and conceptually map far-reaching lines of enquiry.
These networks chart different geographic locations and communities and are particularly concerned with
acts of translation and re-staging.

ILFEIRE - SITHEVE Fatos Ustek
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Fatos Ustek is director of Liverpool Biennial, jury member for Turner Prize 2020, external member of
acquisitions committee for Arts Council Collection (2018-2020). She is recipient of curatorial fellowship
at Tornabuoni Art, London 2018, curator of Do Ho Suh’s largest commission in the UK (2018-2020), co-
commissioned by Art Night and Sculpture in the City. She formerly acted as director and chief curator of DRAF
(David Roberts Art Foundation), curator of miart Talks (Milano, 2018); Art Night (East London, 2017); and fig-
2, 50 projects in 50 weeks ( ICA Studio, London, 2015). Ustek is contributing editor to Extra Extra, chief-juror
for the Celeste Prize 2017. She is a founding member of Association of Women in the Arts (AWITA); Art Nights
Trustee, member of AICA UK, and ICI Alumni. She curates, lectures and publishes internationally, recently at
Sotheby’s, Goldmisths College, RCA and in art magazines such as Mousse, L'Officiel and Camera Austria.
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ML - R Joiri Minaya

CELAE) © 2017/19 0 BEFZALSRELIG /
The Cloakings, 2017/19, photo documentation and postcard
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Tropical prints and patterned fabrics have long been part of Joiri Minaya'’s critical toolbox, having incorporated
these materials in her work via photographs, performances, and installations. For some of those pieces, she
would cover herself or others with a full bodysuit that simultaneously would make the wearer extremely
noticeable and conceal them in a critique of exotification and otherness in relation to nature.

The Cloakings is a series of digital and real coverings for public monuments that represent colonial legacies.
The specific interventions realized so far include a digital rendering of a Christopher Columbus statue located
in Nassau, Bahamas; and the actual wrapping of another Columbus monument as well a statue of Juan
Ponce de Le6n in Miami, Florida. In the case of the latter two, these tropical print coverings were specifically
designed as metaphors of resistance, incorporating plants used in Native American, Black and Afro-Caribbean
rituals that reference poison healing, purging, cleansing, casting evil spirits away or protection, as well as the
very plant that poisoned Ponce de Ledn.

Through this process, Minaya resignifies her own work in order to create a statement on public space and
national identity in relation, but not limited to, touristic and commemorative sites. The massive worldwide
movement in defense of Black lives that took center stage during the Summer of 2020 demands a more just,
decolonized future, and has consistently critiqued the reasons for keeping such monuments. By intervening
on the statues, Minaya makes them hyper-visible and calls into question their place in our cities, and their
ideological repercussions in our societies and our minds.

— RN Curator | FEHI{H - FFHCHT - FEEARF Marina Reyes Franco
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(b. 1990) A Dominican-United Statesian multi-disciplinary artist whose work investigates the female body
within constructions of identity, multicultural social spaces and hierarchies. Born in New York, U.S, she
grew up in the Dominican Republic. She graduated from the Escuela Nacional de Artes Visuales of Santo
Domingo in the Dominican Republic (2009), the Altos de Chavon School of Design (2011) and Parsons the
New School for Design (2013). Her work is a reassertion of Self, an exercise of unlearning, decolonizing and
exorcising imposed histories, cultures and ideas. It’s about reconciling the experience of having grown up
in the Dominican Republic with living and navigating the U.S./global North; using gaps, disconnections and
misinterpretations as fertile ground for creativity. She describes, "I've learned there is a Gaze thrust upon
me which others me. [ turn it upon itself, mainly by seeming to fulfill its expectations, but instead sabotaging

them, thus regaining power and agency."

IR - HUBIT - PBIIRE Marina Reyes Franco
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Marina Reyes Franco is a Curator at the Museo de Arte Contemporaneo de Puerto Rico (MAC). In 2010, she
co-founded “La Ene”, an itinerant museum and collection. Some recent projects include De Loiza a la Loiza, a
“MAC en el Barrio” public art commission by Daniel Lind Ramos; Resisting Paradise, at Publica, San Juan and
Fonderie Darling, Montreal; Watch your step / Mind your head, ifa-Galerie Berlin; The 2nd Grand Tropical
Biennial in Loiza, Puerto Rico; Caliban, MAC in San Juan; C32: Sucursal, MALBA in Buenos Aires, and numerous
exhibitions at La Ene. As curator and researcher, she has focused on the work of Esteban Valdes, artistic and
literary manifestations on the frontier of political action, and the impact of tourism in cultural production
in the Caribbean. She received the 2017 CPPC Travel Award for Central America and the Caribbean and was
nominated for ICI’s 2014 Independent Vision Curatorial Award.
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Soothsayer Serenades, 2020, Spotify playlist updated weekly
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Amrita Hepi is a dancer and choreographer with an interdisciplinary practice. In Soothsayer Seranades,
she invites collaborators to develop playlists accompanied by provocations to move which are released at
4pm every Wednesday via the music streaming service Spotify. This format provides insights into how the
COVID-19 pandemic has precipitated ways of rethinking how art can be experienced and distributed across
place and time to transcend geographical and physical boundaries. The pandemic has highlighted how
the internet and free social media platforms have provided connectivity during a time when we have been
estranged from friends, family, community and workplaces.

The playlists in Soothsayer Seranades encourage listeners to actively participate, to reach out, and enable
others to move in the shared moment of its release. The physicality of dance and the sensory qualities of music
provide an experience of embodiment that either counters the isolating conditions of lockdown or suggests
ways of reconnecting thereafter. The work invites us to experience the present, while also referencing the
role of a soothsayer who has clairvoyant abilities to predict the future. If the pandemic has provided a portal
to imagine different ways of being and living in the future, Soothsayer Serenades demonstrates an artistic
response to how we could re-imagine our shared, global community and reaffirms the importance of our
interconnection to each other.

—RFEN Curator | 702K+ - {iif# Sharmila Wood
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(b. 1989, Townsville of Bundjulung and Ngapuhi territories, Australia; based in Melbourne) An award-
winning First Nations choreographer and dancer from Bundjulung (Aus) and Ngapuhi (NZ) territories.
Her mission as an artist is to push the barriers of intersectionality in form and make work that establishes
multiple access points through allegory. Her work is characterized by hybridity and engages in extending
choreographic practices by combining dance and movement with other domains such as visual art, language
and participatory research.

Kb - e Sharmila Wood
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Sharmila Wood is the Director of the curatorial initiative JINA. Since 2012, she has worked as a Senior Curator
with FORM. Previously, Sharmila has held a plurality of roles, from fostering market access with artisans in
India to safeguarding intangible cultural heritage for Aboriginal communities in Australia and developing
curatorial place-based strategies for public art projects. She is interested in interdisciplinary approaches to
addressing concerns around heritage, environment, social, and spatial justice. Sharmila conceptualises and
develops community projects through socially engaged processes, creates installations, collaborates with
artists on major commissions, and makes art interventions. Sharmila in 2017 was the recipient of an Asialink
residency. She has edited books and writes regularly for publications, and journals, most recently for the
Journal of Public Space, and Springer. Currently, she is working on a curatorial project, Actions for the Earth, a
participatory platform for ecology, healing, and kindness in response to COVID-19 and the climate emergency.
Her long-term curatorial project with Aboriginal artists from the Pilbara region of Western Australia was
presented in 2021.
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kM Omehen
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Omehen: The Garden as Chronicle and Strategy of Resistance, 2019-present, audio testimonies and
stories from the garden
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The project Omehen (which means “harvest” in Manobo Talaingod, the Indigenous language of the Mindanao
region in the south of the Philippines) was conceived by Alfred Marasigan, Karl Castro, and Guelan Luarca
in collaboration with the Lumad Indigenous community in exile in Manila. Following the bombing of Lumad
schools during the ongoing armed conflict in Mindanao, the Lumad people found refuge in various academic
institutions in Manila, including the Ateneo de Manila University, where the artists teach.

Harvesting is an integral part of the cosmological practice of the Lumad communities, and therefore
fundamental to their systems of education and knowledge sharing. Thus, the artists worked together with
members of the Lumad community and students of the University to create a space of harvest within the
academic institution and to facilitate the continuation of this practice and the mutual sharing of knowledges.
Over the course of a year, the artists, students, and Lumad communities engaged in artistic and agricultural
practice together. In response to the ideas of Notes for Tomorrow, the project Omehen was invited to present
this ongoing work (presented here as audio testimonies and archival materials), which operates at the
intersection of Indigenous knowledges, food security, forms of precarity and labor, and addresses questions
that are central to thinking about the worlds to come.

— KB Curator | WEL/i - #£4 Abhijan Toto



kHER Omehen

(BEAHR 2019 4 > BERIERE BN AEGE) KEE S ER A U AT - DI R - I
S - BRIPUAR - RE - RETRRRE > NS BRI o

(Conceived in 2019, based in Metro Manila, Philippines) Organized in collaboration with the Lumad Bakwit
Schools, Alfred Marasigan, Karl Castro, and Ateneo de Manila University.

FifLE,t - FEFE Abhijan Toto
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Abhijan Toto is an independent curator and writer, and with Pujita Guha, the co-director of the Forest
Curriculum. He has been the Curatorial Assistant to the Artistic Director of the Samdani Art Foundation,
and Assistant Curator for the 2018 edition of the Dhaka Art Summit. Previously, he served as the Programs
Manager at the Bellas Artes Project, Manila and Project-and-Curatorial Assistant, Council and the Against
Nature Journal, Paris, France. He is currently a fellow of the Forecast Platform at the Haus der Kulturen der
Welt, Berlin, and has been a fellow of the Tate Research Centre: Asia, at the MMCA, Seoul and researcher-in-
residence at the HSLU-University of Applied Arts and Sciences, Luzern Switzerland and at the Tentacles Art
Gallery in Bangkok. He is a member of the Chareon Contemporaries collective, based in Bangkok. Selected
exhibitions include Occupy Exhaustion (Haus der Welt, Berlin, 2018); Postscripts, Bangkok Biennial (with
the Chareon Contemporaries Collective) (2018); History Zero (Mumbai Art Room, Mumbai, 2017) and is
participating in the School of Storytellers, part of Ghost:2561, with the Forest Curriculum, and Southern
Constellations, Moderna Galleria, Ljubljana (Contributing Curator, 2019).
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Notes for Tomorrow was made possible with the generous support of the Andy Warhol Foundation for the
Visual Arts, VIA Art Fund, and ICI's Board of Trustees and International Forum.
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Culture and Arts Foundation, Winsing Arts Foundation and Po-Wen Chen.
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