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Artist Statement

Tarek Atoui

Lives and works in Paris, France.

Tarek Atoui is an artist and composer born in Beirut. His work stems from performance and
looks into how sound can be perceived with sensory organs other than the ear, how sound acts
as a catalyst for human interaction, and how it relates to social, historical, or spatial parame-
ters. The point of departure for his works is usually extensive anthropological, ethnological,
musicological, or technical research, which results in the realization of instruments, listening
rooms, performances, or workshops.

Atoui has presented his work internationally at the Sharjah Biennial in the United Arab
Emirates (2009 and 2013); dOCUMENTA 13 in Kassel, Germany (2012); the 8th Berlin Biennial
(2014); Tate Modern, London (2016); CCA NTU, Singapore (2017); Garage Moscow (2018); the
58th International Art Exhibition of la Biennale di Venezia (2019), the Okayama Art Summit
2019, The Sharjah Art Foundation (2020), The Fridericianum (2020), Pinault Collection
(2021), Tabakalera (2021), The Austin Contemporary, Flag Art Foundation, Serralves Founda-
tion, and Mudam (2022). He was appointed co-artistic director of STEIM studios in 2007, and
of the Bergen Assembly, a triennial for contemporary art in Norway in 2016. He is the recipient
of the Suzanne Deal Booth / FLAG Art Foundation Prize 2020.
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Pulses in 11 ° 2020

Composition for Sub Ink, Turntable Study, cymbals, gong, water drops and computer-generated sounds.
Variable dimensions.

Commissioned by Sharjah Art Foundation. Courtesy of the artist and Ruby Tseng.

Elements and techniques used in ancestral clocks and metronomes are combined to propose different modes of
indicating time. Inspired by Tarek Atoui’ s research into Arabic rhythms and Tarab music, each sound in this
clock cycle is an abstract measure in 11 beats. The resulting polyphony is an abstract pointillist clock, and its

time stamps and metrics can be found in different parts and pieces of the exhibition.
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Artist Statement

Ming-Chin Chiu @ Lives and works in Tainan.

Born in Tainan in 1963, Ming-Chin Chiu is a phonograph restoration specialist who used to be in
charge of the maintenance and repair of radar systems at the Air Tactical Control Wing. He is now
running the Roy’ s Café in Yongkang District, Tainan, where he shares his large collection of
phonographs and shellac records with the public. Around 20 years ago, he serendipitously bought
a 78rpm record, which prompted him to begin a self-teaching process of antique phonograph
restoration in order to play this record. Over the past six years, Chiu developed a technique for
reproducing shellac discs and recording music on them, which made him one of the few experts
who master this technique in the world, and thereby attracted many music aficionados from home
and abroad (e.g., Japan and the United States) to learn from or collaborate with him. In addition
to delivering lectures in music-related departments, he often holds workshops at his own Café,

teaching the technique of reproducing 78rpm shellac records.
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The Collection and Replication Technique of Ming-Chin Chiu

The operation of phonograph relies on the friction between the stylus and the disc that vibrates a
diaphragm which is then amplified through a flaring horn. Consequently, the groove of a shellac
record takes wear and tear every time the record is played. This is why the number of playable shellac
records is decreasing and those of Taiwanese songs become so precious. In the early days, musicians
and singers in Taiwan had to travel by ship to Tokyo to record their albums, because the recording
technology was not developed in Taiwan until 1929. However, Taiwanese records were thin on the
ground since they were only available in Taiwan and only a few wealthy families and cafés could
afford to buy phonographs. On top of that, shellac discs are as inelastic as fragile. Owing to the
calamities such as wars, earthquakes, and the demolition of houses over the past century, the existing

Taiwanese shellac records in good conditions are few and far between.

To bring vintage melodies back to life, Chiu has engaged in years of experiments and improvements,
and developed a molding technique for shellac records all by himself. He reproduced antique shellac
records in every detail, allowing the real music therein to be heard by music aficionados without
damaging the originals. It" s a great leap in the conservation of phonographic artifacts as well as the
promotion and study of sound culture. Molding a shellac record sounds easy, but it took Chiu 5 ~ 6
years of incessant experimentation to find the appropriate proportion for shellac discs to stand the
friction from the stylus. Besides, the molding process entails temperature and humidity controls,

insofar as to accurately reproduce shellac records.

As far as Chiu is concerned, the sound production by 78rpm records is not modified by any electronic
equipment and thereby transmits the sound of “material” in a straightforward fashion. Moreover,
a phonograph has the volume of furniture and a classical appearance, which renders it distinct from
modern electronic audio systems with a minimalist exterior. This is exactly its special charm that

appeals to an increasing number of music collectors and aficionados today.
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Artist Statement

Chia-En Jao

Lives and works in Taiwan.

The Taiwanese artist Chia-En Jao was born in 1976. He received a BA degree from the Taipei
National University of the Arts in 2000 and then moved to Paris, where he studied in the Ecole
Nationale Supérieur des Beaux-Arts from 2001 and earned Dipéme National Supérieur d'Arts
Plastiques in 2004. After one year he moved to London and started the MFA in Fine Art at
Goldsmiths College, graduating in 2007. Since then, he has participated in numbered exhibi-
tions including New Work UK: Trust Yourself (London, 2007), The Future Can Wait (London,
2007, 2008), Multiple Intimacy (Istanbul, 2007), Calypso (Bilbao, 2008), Perpetuum Mobile
(London, 2008), Dwelling place (Tapei, 2008), Taiwanpics.doc (Paris, 2009), You Are The
Horse I Would Never Ride (Tapei, 2009), Taipei Biennal (Taipei, 2010), Taiwan calling -
Phantom of Liberty (Budapest 2010), etc.

Chia-En Jao's practice is a set of experiments that deal with the issues of identity, borders,
shared experience, and the power relationship between different aesthetic and political
regimes. In his works, he often juxtaposes heterogeneous elements in order to form critical
positions which cut off from rigid social structure to question the value system constructed
by individuals, societies, and histories.
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A Topper

A Topper is part of the Collection Radauer series. It originated from the reading of documents
during the project “The Voyage,” at the time I struck up an acquaintanceship with Mr.
Radauer who lives in Vienna. He collects documents and objects about the human zoo from
the 19th to the mid-20th century. In 2019, he acquired a rare glass slide documenting the
Paiwan walked into White City in 1910. This slide is the point of departure for our dialogue and
collaboration. My project in 2021 here in Taiwan displayed the objects from Radauer’ s
collection of the Japan-British Exhibition of 1910, and treated the journey of these objects as
the core of my work. Meanwhile, I replicated the image on that slide and wove it into an image
narrative with temporality from an alternative perspective.

The title of this collaborative project owes its inspiration to the top hat in the aforementioned
image. Top hat became fashionable at the end of the 18th century, which coincided with the
development of photography. Having been used as a prop in magic shows later, top hat on the
one hand alludes to industrialization and social classes, and on the other hand symbolizes the
fantastic moment of imaging. Our collaboration in A Topper starts from the publication of
Radauer’ s collection catalogue. More than 8,000 digital pictures serve as the coordinates and
texts for viewing. I also print and copy the objects usually displayed in his home, thereby
bringing them back to the physical space where they can be touched. Moreover, by way of
allocating back-up images, | discuss the power relationship between the translation and
interpretation in images. The colors used in the exhibition venue are based on the Dulux color
matching system. The nomenclature of the color matching system of Imperial Chemical
Industries, the predecessor of Dulux, can be traced to the politico-economic activities of
Imperialism, and the nomenclature and definitions of these colors have been continuously
perceived in our quotidian existence via multinational corporations.

Image source: https://humanzoos.net
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Chia-En Jao
A Topper
2021

Slide projector, slides, coloured plinthes, publication, magic hat, Dulux Colour Palette
4: Colonial Red, Cheery Cherry, Baby Playtime, Thatched Cottage, Brave Baby, Tea
Dance

Variable dimensions
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LEE Kit

Born in 1978 in Hong Kong, Lee Kit lives and works in Taiwan.

Recent solo exhibitions include: Hong-gah Museum, Taipei, Taiwan (2023), Kuandu Museum
of Art, Taipei, Taiwan (2022), West, Den Haag, the Netherland (2021), Art Sonje Centre, Seoul,
Korea (2019), Hara Museum, Tokyo, Japan (2018), Casa Masaccio, San Giovanni Valdarno,
Italy (2018), OCAT, Shenzhen, China (2018), TheCube Project Space, Taipei, Taiwan (2017),
S.M.A.K., Ghent, Belgium (2016); Walker Art Centre, Minneapolis, U.S.A. (2016), Shiseido
Gallery, Tokyo (2015), and the 55th Venice Biennale, Italy (2013), Shanghai Minsheng Museum
of Art (2012), Western Front, Vancouver, Canada (2011), Para/Site, Hong Kong (2007), among
others.

Group shows include: Kunstverein in Hamburg, Germany (2021); Lyon Biennial, France
(2019); Honolulu Biennial, Hawaii (2019); Palais de Tokyo, Paris, France (2017); Kathmandu
Triennale, Nepal (2017); National Gallery in Prague, Czech Republic (2016); Sharjah Bienni-
al, UAE (2015); Ural Industrial Biennial, Yekaterinburg, Russia (2015); Staatliche Kunsthalle,
Baden-Baden, Germany (2014); Bonnefanten Museum, Maastrich, Netherlands (2014);,Rock-
bund Museum, Shanghai, China (2013); MoMA, New York, U.S.A. (2012); New Museum, New
York, U.S.A. (2012), among others.



Drowned Out by Inhaling e 2023
Wall, photo images, video projection, painting and sound
Variable dimensions

Courtesy of the artist

‘A did some works and wrote some texts over the past years. Then he encountered something that changed his
life a bit. Life goes on. He was supposed to have more to share with others. Yet life is like a breeze. He only
realized later that he had already foreseen what happened in his life. Life is beautiful, like a sensitive quiet
person.’
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Artist Statement

Heidi Voet

Lives and works in Taipei and Brussels.

The multidisciplinary practice of Heidi Voet is concerned with the place of an individual in
contemporary societies, and locating this within cultural, historical and universal narratives.
The interconnectivity of these elements is evoked in her practice through the use of everyday
objects which are placed in large scale installations, sculptures and performances, creating
links between the singular object or individual, and larger entities.

Informed by her transcultural experience of both residing in Europe and Asia, mass produced
objects are remade, copied or crafted, as a way to convey the distribution of cultural legacies,
value systems and time. With a humorous and playful approach Heidi Voet builds layered
images which expose the properties of today’ s material culture, while challenging fixed
systems of power embedded within.

Heidi Voet had recent solo exhibitions in BANK Shanghai (CN, 2012), Project Fulfill Art Space
Taipei (TW, 2020); Sint-Lukas gallery Brussels (B, 2018). She participated in group exhibi-
tions as Beaufort21l Triennale (B, 2021); Unfolding: Fabric of our life, CHAT, Center for
Heritage, Art and Textile Hong Kong (HK, 2019); PLAY, Kortrijk (B, 2018); How beautiful it is
and easily it can be broken, S.M.A.K. Ghent (B, 2017); Why not ask again? 11th Shanghai
Biennale, Shanghai (CN, 2016); The Morality Reflex, CAC Center for Contemporary Art Vilnius
(LT, 2016); and Un-Scene, Wiels Brussels (B, 2008).
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Unconscious as we cross (Endless House)
2019-ongoing

Plaster bandages, paint, varnish
Variable dimensions

Courtesy of the artist

For the project, Unconscious as we cross participants remake second-hand souvenirs which
were bought at online marketplaces. The pre-owned souvenirs, which originally came from the
artist’ s country of birth, Belgium, are material traces of people’ s movement and memory *.
The objects represent an era juggling tradition and modernization, and carry signs of
imbalanced power dynamics. During workshops the participants reproduce the objects, which
are afterwards remade again by another person, and so on. Through the gesture of looking and
forming, the objects gradually become removed from their original shape and meaning, as if
the participants are processing a past while drafting a possible future.

For the display of the reproduced souvenirs at Vital Space, Heidi Voet combines ordinary
tables, a shelf and museum plinths. The placement reflects the ambivalence that the souvenir
objects hold. Some material objects might end up in a display case in an archeological
museum, while others might be lost and destroyed over time. Just as some memories become
treasured, and others are forgotten.

The title of the complete installation at Vital Space is Unconscious as we cross (Endless
House), a reference to an architectural model from the 1950" s designed by Friedrick Kiesler.
The model of the house was conceptualized as a space free and unbound. The concept for the
Endless House expressed a desire for a connected, continuous space, similar to “culture”
and its material culture as a boundless, endless exchange and continuum.

® In French, the word “souvenir” means memory or to remember.
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TheCube Project Space

TheCube Project Space is an independent art space dedicated to the research, production and
presentation of contemporary art. Since its opening in April 2010, TheCube has carried out a
wide range of programs from curatorial projects and public forums to screenings and perfor-

mances in addition to international and interdisciplinary collaborations.

TheCube’ s objective is fourfold: (1) to explore local culture in depth; (2) to connect people
from diverse backgrounds; (3) to forge long-term relationships with cultural practitioners;
and (4) to promote cultural exchange between Taiwan and the international community. Up
till 2022, TheCube has organized more than fifty exhibitions and presented research on sound
cultures in the form of publications, archival websites, and online radio. It is one of the few
independent art spaces in Taipei capable of organizing quality international exhibitions and

events on a non-profit basis.
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Live Forever Foundation

Founded in 2012, the Live Forever Foundation is dedicated to the promotion of sustainable
ecology, cross-age exchange, as well as arts and humanities. It has regularly organized
various events such as lectures, exhibitions and charity sponsorships that are expected to
clearly communicate the missions of the foundation, namely protecting lives on the earth,
raising ecological awareness, and cultivating artistic aesthetics. Via the praxis and perpetua-
tion of the foundation’ s philosophy, we have endeavored to expand aesthetic and ecological
inquiries in contemporary society, deepen philosophical cogitations on contemporary issues,
and en-courage meaningful dialogues between contemporary generations. Treating the
foundation as the main axis, we are actively engaging the sectors of industry, academia and

art in the cause of establishing a humanistic style of creative aesthetics with concerted efforts.
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Exhibition Artists: Tarek Atoui, Chiu Ming-Chin, Jao Chia-En, Lee Kit, Heidi Voet
Curator: Amy Cheng

Curatorial Team: Jeph Lo, Ileana Tu, Wang Chia-Ying

Exhibition Production Coordination: Yuyu Chen, Vian Wu

Communications and Marketing: Andri Chang, Henzo Hsu

Visual Design: Maybe Chang

Co-organizer: TheCube Project Space, Live Forever Foundation
Exhibition Sponsor: National Culture and Arts Foundation, Department of Cultural Affairs of
Taipei City Government, Live Forever Foundation

Special Thanks: Rudy Tseng
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