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lllustrational Specimens Of The Human World

Text by Li-Chun Lee

PhD Candidate, Kulturwissenschaft (Cultural History and Theory), Humboldt-Universitat zu Berlin, Germany

“But of the worlds from which man is excluded each case is only a tiny sample, torn from a natural continuum that might also never have existed, a few cubic

meters of atmosphere that elaborate devices maintain at a certain degree of temperature and humidity.

Thus every sample of this antediluvian bestiary is kept alive artificially, as if it were a hypothesis of the mind, a product of the imagination, a construction of

language, a paradoxical line of reasoning meant to demonstrate that the only true world is our own... ,,

ltalo Calvino <The order squamata>'

The sight out of focus

John Berger says in <Why Look At Animals?> ‘A zoo is a place where as many species and varieties of animal as possible are collected in order that they can
be seen, observed, studied. In principle, each cage is a frame round the animal inside it.Visitors visit the zoo to look at animals. They proceed from cage to cage,
not unlike visitors in an art gallery who stop in front of one painting, and then move on to the next or the one after next.Yet in the zoo the view is always
wrong, Like an image out of focus! * Berger believes that even the purpose of a zoo is to offer the public a chance to ‘view animals, and yet such ‘viewing
would inevitably be ‘out of focus’ because no visitors can capture the sight of animals in a zoo. Berger explains that animals in a zoo are protected, isolated and
restricted inside an artificial simulative environment and have no actual contact with other animals, and hence their reactions to their surrounding would be left
to be waiting passively and stultifyingly under such circumstances. They stop ‘gazing’ and instead ‘look sideways' and move their sights around loosely. For Berger;
‘being aware of oneself by retuming the look from animals and recognising some kind of familiarity' is ability exclusive to humans. However; while animals are
gradually extinct and outcast in the modem era, the look between one another has disappeared.Visitors still look at animals, but they can only see one after
another creature alive yet against their expectation. Berger writes that in zoo, when children repeatedly asking ‘Where is it? Why doesn't it move? Is it dead?,
their questions sound more like ‘Why are these animals less animal-like than | thought? Therefore, between the sight out of focus and disappointment, zoo

visitors may feel loneliness of one’s own in the end.

Humans inside the scene of animals

At first glance, Ching-hui Chou's approach of ‘replacement’ in Animal Farm seems rather straightforward. He replaces ‘animals’ that are originally in a zoo
with ‘humans’ and puts humans, who are moved from the position of ‘active observers' to ‘species being observed), at the centre of the stage. Moreover, the

‘replacement’ here has another layer of meaning; as John Berger makes viewing paintings in a gallery a‘metaphor for viewing animals from one cage to another
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in a zoo, Animal Farm ‘simulates’ that mode of viewing animals in a zoo inside the museum. Where, these huge photographs, which are shot at a zoo, are
exhibited under spotlights in a dim environment, viewers are like looking at scenes designed for different species through a huge glass partition from a safe

distance. Additionally, the occasional how! echoing inside the museum gives visitors a false impression of being in a zoo.

Nevertheless, that is of course just an illusion. Obviously, Animal Farm does not mean to erase the line between animals and humans, nor does it plan to
categorise human simply as one species such as ‘Silver Gibbon','Chimpanzee’, Macaca Nigra' and ‘Common Brown lemur’ in Taxonomy. On the contrary, Animal

Farm intends to disturb our familiar viewing habits by displaying humans in the framework of a zoo in order to create an alien and dramatic perspective for us.

Nonetheless, we must know, in any case, the function of display areas in a zoo is more than providing basic survivable environment, caging and exhibiting
animals because these different sizes of 'display areas’ also show how we classify; group, order and define living things and reflect the ‘'system’ and ‘structure’ that
we give the world. When visitors walk through display areas in a zoo and view animals together with their scientific names, taxonomy, characteristics, habits
and distributions. .. visitors’ paths of ‘learning about different animals’ are actually an implicit guidance of knowing and understanding the world. As the matter
of fact, in the work, the nine appropriated display settings for exhibiting humans function the same. Firstly, the surroundings are transformed into stages for
showing different human states, and secondly, after the artist builds the stage, creates scenery, places characters in it and takes the photograph, the artworks
then become ‘frames’ that propose ‘how to view humans'. As an exhibition inside a museum, Anima/ Farm resembles a zoo further in also providing ‘guides”: as

indications, maps and signs are everywhere in a zoo, brochures are given to detail information of each artwork following the visiting route for the exhibition.

As mentioned above, Berger says in <Why Look At Animals?> “Yet in the zoo the view is always wrong, Like an image out of focus. Having read this sentence,
| went back to look at each of the subtitles that are given by the museum to these photographs which are taken in the surroundings of a zoo: gym, modular
life, aging, infertility, poverty, melancholia, pop aesthetics, technology communications and sex, and it occurred to me to wonder about would it be too ‘explicit’
to appreciate Animal Farm via those ‘subjects? In other words, if we view these images through such specific subject matters, could some things, which are

ambiguous and cannot be properly, suitably placed in order or reasoned at the beginning, be ruled out forever?

For all that, what are those ‘some things?

I
— 1 (ABJHENO.2) B=: (ABHEENO.36)
Figure 1: Animal Farm NO.2 Figure 3: Animal Farm NO.36
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‘Some Things'

Artist uses the former display area of the silver gibbon in Hsinchu Zoo for the set of Animal Farm NO.2 (figure ). The image in front of us is divided into two
parts: one presents a private home setting, and the other part looks like a public convenient store. The clock on the wall to the right shows eleven pass seven,
and the supper should have been served for a while if it is in the evening. All the family members are there surrounded by things which are placed meticulously
including instant noodles, cans and processed food: the housewife is preparing the last dish, the son and baby are waiting to eat and the daddy s sitting at the
table already. The father sitting in front of a birthday cake and looking in the distance seems to be waiting for something; the baby who is holding a plastic spoon
and sitting in front of a corn can looks like he is conscious of the viewers on the other side of the print, and the son is eating microwave food respectfully... On
the other side, there is a married-like woman who has just finished her shopping falling asleep on a table, a teenage girl playing her smart phone and drinking
and also a middle age male staring at a computer screen in concentration. However, it is bizarre that no one in this photograph seems to have connection.We
can neither be certain about whether the son’s dinner is prepared by the mother, whose birthday it is, nor do we know what the relationship between the two
settings on the left and right is.We may only be confident about recognising the role, function, purpose and meaning of each and every person, tiny object and
symbol displayed here. Nevertheless, when they are connected and collected together; the one association for understanding seems to be gone. The clues that

we find cannot be put together for a reasonable scenario but instead make the scene more fragmental, anomalous and suspicious.

If we move our eyesight away from the image, we will realise that there is a ‘plastic baby’ (figure 2) exhibited at the corner which is exactly the baby in Animal
Farm NOZ2, and we will soon find that he, or we should say ‘it is also a character in another portrait photograph Animal Farm NO36 (figure 3), and things
become even more complicated. Eventually, we might start to wonder whether the figures we see are ‘real humans’, or the photographs are actually wax

settings inside a Museum of Ethology.

As a'sample’ of displaying infinity

Such ‘riddles’ can be found everywhere in Animal Farm, and each ‘riddle’ appears to be alive and may accumulate also reproduce itself endlessly. Even so, these

mysterious people, objects and settings have a subtle correspondence with each other:

For instance, the 'fake baby' in Animal Farm NO.2 is actually like those industrial mass product food around it as ‘manufactures’ via industrial modular production.
We may easily imagine that apart from this image in front of us, there is a great number of ‘it which has been or going to be produced. Just like the photograph
that we are looking at, there will not be some ‘it’ being more real or authentic between any ‘it’ and it’ from the past, the future or being parallel to the present
because they are all ‘duplicated’ out of a same mould. Here, pars pro toto, each and everyone of it' represents the whole. This is the common feature of a

photograph also a product in this so called* the age of mechanical reproduction!

Nonetheless, is it not the logic of ‘displaying animals’ in a zoo as well? Even though each animal in a zoo may have its unique nickname or peculiar temper; it can
never just be itself. it has to be acknowledged as an ‘example’ (from Latin exemplum, meaning ‘the thing that is taken out’) with the logic of ‘'displaying animals’
in a zoo and acts like a ‘sample’ that represents a whole ‘species’ to lead viewers to think beyond individuality conceptually. Inside a zoo, each independent being
would ultimately expend, spread and be abstracted to turn into a term, a concept and knowledge that includes various creatures, just like a huge net capturing
the complex world. This is a technique to show ‘concept’ via ‘individual and collect ‘infinity’ with * limitation’. Here, we may even see these two installations as
some kind of metaphor for that technique: the wallpapers with repeated, juxtaposed and extended singular patterns (figure 4), which are everywhere in Animal
Farm, or ‘artefacts’ of the Jinjin Asparagus Juice easy open can and the calla model, which are exhibited on the hallway and reflected in mirrors like unlimited

copies.
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‘Stage’ (Stellen)

It is the characters, objects and settings in almost every photograph that are covered with an intentionally mimicking, fictitious and ambiguous atmosphere in
Animal Farm making us sense bizarreness and anxiety. On the one hand, such ‘sense of fiction’ comes from how the artist stages deliberately a real world scale
life theatre with actors, costumes, props, everyday objects, specimens, settings, backdrops and artificial lighting; on the other hand, it comes from the naturalism
jungle representation, artificial mimicking native habitat planation, fake rocks and simulated waterfall that are built originally to cover concrete walls and metal
gates inside a zoo. However, there s still one essential difference between a zoo and Animal Farm: a zoo s a forged natural world' that its artificial essence is
intentionally disguised by ‘manufactured procedures’ and tends to make visitors believe that they are viewing animals in their native habitat. Ching-hui Chou's
Animal Farm may be also another ‘artificial scenery’ that is built theatrically inside a ‘forged natural world' and vet it does not plan to dissemble or to invite
viewers to join the play. It does all it can to make everything even more affected, false and ridiculous to let viewers be aware of the artificiality and falsehood

profoundly.

By reason of that, for me, the aim of Animal Farm does not (merely) use zoo'to symbolise the status of humans being prisoned and watched severely in the
civilised environment, or just take ‘animal theatre’ as a metaphor for individuals being actors on a stage whose true self-esteem is taken and may only gag or act

according to the script. it means further to present images as a medium for analysing oneself and expressing one's artificiality.

In terms of technique, Ching-hui Chou uses so-called ‘staged photography’ (inszenierte fotograhie in German) for Animal Farm, which means the process of
after all elements are diligently designed, arranged and adjusted, a photographer would then press the shutter button to capture the image. Here, | do not
mean to tell the history of ‘'stage photography’ or any similarity between Ching-hui Chou and other artists in the history. In Animal Farm, | am intrigued and
fascinated by the idea of ‘stage’ in 'stage photography’ and the artist's imperative call'Don't Move!' right before pressing the shutter button that | hear in the

documenting film.

How should we understand ‘stage’ and ‘Don't Move!" in Animal Farm?

‘Stage’is stellen in German, meaning place something to one place and let it stand. If we prefix dar- (meaning ‘to be there’) to stellen, it will become darstellen
indicating ‘present, ‘illustrate’ or ‘express'; if we prefix aus- (meaning ‘inside out’), it will turn out to be a verb ausstellen that we commonly use for ‘display’, and
may be turned into a noun Ausstellung meaning ‘exhibition’ in German. From the perspective of Etymology, ‘stage’, ‘present’ or 'display’ are all related to the

process of moving things from their original place to another place and keep them ‘stand firmly'.

204 Room204 203ER Room203
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G, TR, —E22HhEEE, S —2REHEE, AMmeMEREEEE DT AN EREAR, B NFETR, Back to Animal Farm, it not only 'stages’ objects but also humans, and that is the reason why the artist shouts'Don’t Move' before he presses the shutter button.

FAAEILOEBME S B R, EHARECLEEFEREERY [TEAZ ] (Tableau vivant) | HEARGIEE. BEIMESRPT Since any blink, slight movement or unconscious absentmindedness might result in the image differ from the design and cause smudge like ghosts. As the

B ARFRREIE S - sl 2 T AT — HHC IR TR BER [FE AR | - B E o e, FEEE RS IE AL matter of fact, at the beginning of the invention of photography, people have already noticed the controversial essence of photography: only the stayed, still and

T8 BT ARG EEEBE., AEERANEBYENY, ERENEEEANY, 2 NBEE] BEEEN AL B stopped things can be captured, and because of that, photographers at that time even invent a series of supports to help people who are being photographed

B9, (AR, (AT AMREIR—ERFRERRES, THRRN TS, FEEMEER SN EAEERR to keep a fixed posture.

ABGHE] B2iurasRe—EEmE. MERGR22rsE. BREETLE M TEESHRTNSER —RESERE

HEOEEEY AWEENOS (BX) , AMFELTGEECHANEFANAT BENANIE | HMAEEETERIUES Moving and still, live and dead

NEAMFAENER I EEFENSG R, N6, REEREN, BEfosmEstf2IREEh EWER  BEEEEE

FAMBMER, TEMESEMNERT, RASEIESAESNTES (85 . AT, RESEEEA ~EGLTERHIETE When all the actors, dolls and specimens are on-set and fixed as still images, Animal Farm reveals a situation how these images ambiguously wander in

S SRR R AR AR A T 2 A BTEINO.S) thiEs, 2 —EEIEWAIES M) Lrres, a/2, =E 2 between live and dead, moving and still. Humans, who are placed in the setting being asked not to move, become 'still life’ — ‘life being still, and specimens,

HIERIES | BERAFFETN, F2E0 WLk =S, which are animals being artificially processed after their death, and their bodies being postured as if they are seized in a particular living moment, that can be
seen everywhere in the scenes present the mimic of life. Here, one is from movement to stillness; the other one is from deadness to live, and ultimately they

MESHEBEEERY (Bt) BRIBOHART. EBRESESE (B4 WEEE L FSE2msl e Feaes become eternal images under the sight of Medusa of a camera. All these makes me think about Tableau vivant’ which can be traced back to Ancient Greek

B GEE) B RBED THE L IS (BEAL IS B DR R L RS, \BEEehIEE T, also reinvigorated after 15" century in the West: still scenes with living humans imitating the figures in paintings or of sculptures; or ‘Postmortem photography’

ISR A ETERAE. D8 BN hE RIS, BT, ESI RN, AR which is popular in the Europe and America during the mid-19th to 20th century: a series of portraits in which dead body is manipulated like a living one

S ST with the help of the stands that are also used to support the living humans. No matter using life to be dead or dead to mimic life, Animal Farm shows us the

paradoxical yet dialectical relationship between moving and still, live and dead via gathering living individuals, dead objects, humans being dead objects and

objects being live together into one still image.

Animal Farm focuses on intentional managing, staging and displaying every gesture, detail and symbols, and nevertheless, the artist seems to make his creating
# process the theme of Animal Farm NO.J5 (figure 6) which is the last exhibit of these huge photographs shot inside a zoo: we can see four groups of different »
characters acting painters who are painting, but it is obvious that there is a difference between the scenery in front of them and the illustration on their canvas
and such contrast presents ridiculous and unreasonable situation. VWWe may learn that the subject of this work is ‘poverty’ from the information given by the
museum. However; | rather believe that the point of Animals Farm NOJ is actually the specimen of antelope that seems to be placed inside a photography

studio waiting to be taken a picture in the bottom right corner of the image. This is a setting that is ‘staged’ by the artist as well, and vyet this ‘staged setting’

reveals the fact that it is all ‘being staged' to us.

Looking at this antelope (figure 7), which is displayed and staged as a still image (specimen) and waiting to be transformed into another still image (photograph),

it occurs to me that in this world, human being maybe is the only species that is capable to transform themselves and everything in the world into images. It

is inside images where humans see themselves, capture the world and pursue eternity. However, humans might also be the only species that even meets their

Bl7< 0 CABGHENOS) Bt 1 CARHENOS) &

Figure 6: Animal Farm NO.5 Figure 7: Animal Farm NO.5 loneliness, death and the invalidity of images inside images and still never stop producing them.
EIEREMEPER, AKHEENOA7 81 . AWHE NO41 (B&)  Animal Farm NO47 - Coins, Animal Farm NO41 -Birdcage, At Central Stairway, Moca, Taipe
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EPEEEESMEE BFRENNEE We are all imprisoned in a zoo, living a restricted life.
HEE—EETF MEMBEZEMABTER Society is a cage, and we are staring with a smile at others encaged.
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ANBJEEE NO.1 - Animal Farm NO.1
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ABIHE NO.20  Animal Farm NO.20

ABHE NO.22  Animal Farm NO.22

ABIHE NO.21  Animal Farm NO.21
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ABIHEE $RENO.1 Animal Farm Video NO.1
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