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ɢΟ�

�
ƜoŽΚ΍Ƴʠą͐ʦđİʒɺÄΎΚĹǠ�ǨóΚ( iǊΚ
�	,ΟƜoŽđ¿ȵŜʰΟ�

}ƾ¹Ł¿rY�ȗɦ¥Ď���lȍȜ΍ŁóẄ́ƺΎ�
�	- 

ÒƜoŽW¿ßr˰�ΓtΔ�
�

                                                
14 ƜoŽΚ2018Κ΍˾ʠą͐ʦđİʒɺÄΎΚˁǢmɀɟȦnĿΚp.10 
15 ƜoŽΚ2018Κ΍˾ʠą͐ʦđİʒɺÄΎΚˁǢmɀɟȦnĿΚp.121 
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�
����������������ƜoŽΚ΍Ƴʠą͐ʦđİʒɺÄΎΚĹǠ�ǨóΚ( iǊΚ
�	,ΟƜoŽđ¿ȵŜʰΟ�

�

)
���"'+��

}ƾW�Ď� zãȋǑĹW§bƑc[cŹǍΏŁó¸ÍΐWøĔΚēĶl

ΏnƂÒòƂΐW`ǪcåƦe�WŹǍΚó[mCͦʭWȍƧ¥ƤΚǄɣ]�Ȧʯ

°�Ǆl¿ßã]¹ŁǳňŨnƂΚgɗŜfWƜm¿ßΚ˞i�B³ǲf¹Łƿɿ

�îlǙǄlWǾ͕Ο�

�

eÖ�Ď_lºɖǄɣäªà¡ɟȦoŧõÀlfWͱ�Κ¼YC͓Ʌp_l

ͫ̕n�ΏʝÇžËΐWȗɦŷɗ¥ƤΟÐrʝˤWuŰΚ�BŹǍè¶wÇWÆȡ

Ȁr¶ȇuȗɦ�ÇW¥ƤƮaȲʤΟ�

� ʩȁcŹǍΚ¾÷vʉ͈WȗɦënpAʝˤWuŰΟe�;]ŹʾWY

CøĔ[Κ΍�ͅΎÞȖɠWsȼΚe�ʝˤWɟȦǵ¿ßΚÞYɲ=©ųr[ʉ͈

WɦÇWƲ�˦òΏȗɦΐͱ�³ȡrŋΞȗɦ͌�oćǤΛȲŇǘŷȇȗɦfAã

²��ȱ�	�ΚÐrɦ�ʒɺ[YŻ̒�Ώʝˤŝ�ÇÒ`c�ÇW`ǪΐΟ	,�]éT͟

ʹȗɦǀȄÉ͏̺WɱǨá̪ɗΚìuYCƲ�WxÓΚÐrĽdɚ`ΏNóΐW`

                                                
16 Rethinking History 4:3 (2000), pp. 391–406 An Old Question Raised Again: Is Historiography Art or Science? 
(Response to Iggers)Hayden White Stanford University, U.S.A., p.398 “This leads me to conclude that historical 
knowledge is always second-order knowledge, which is to say, it is based on hypothetical constructions of 
possible objects of investigation which require a treatment by imaginative processes that have more in common 
with ‘literature’ than they have with any science.” 
17Rethinking History 4:3 (2000), pp. 391–406 An Old Question Raised Again: Is Historiography Art or Science? 
(Response to Iggers)Hayden White Stanford University, U.S.A., p.398 
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Ǫ¦säuΚÐĳΚȗɦǱAY�²�áΟrȲŇb^Κ|Éȗɦ�oÄƖWȗɦ[

Y�ͱ�ŝW`ǪΚeC`ǪÐrͱ�ęˤÒ³ǲǹƶWɆƾΚ�Ʈa=¼³ȡqǰ

ĊWɦǄΟe��=¼Wͱ�ýƋΚȤȿȱ�͌�o̘˘Ä^Wȱ�ɠʼΟɠʼŞɠ

ʼ�µ=_ǿĐΚǑĹb^Κc[�Cɠʼ�µfAƽĎĲfYCǿ¼WǧǕΚ_l

̑ȚŦYCɠʼ[ãȋwɔWΟ	-�

�

]ÀºtÔũɟȦą˨˄̊·˟øƜoŽWxΚƜoŽpǘŜfΜΏÄʡƎǄ

W�ÇgȀ=ǯ]ΚɾYsÉ˓WyA¬ǄWȗɦůƖΚȐşCBǰĊΠ{�ΠĘɈ

ÒNóW¬ǄĻ�Κ�Ⱥ[]Ʉ˧=ÆWɻƶnΚűgxµ�êìΐΚ	.�ˣƃe�W

NĎŹǍΚ;ȢųrĤļ[^ȗɦfAǛr¬ǄpfAǛrWƎǄΚ�[�ŠW̫Ĝ

�uΚ�Š]¢YCͱ�n̛A=¼Wã˰ęˤΚɉƒͱ�ęˤ_lƗ¶ŭŋȗɦ�

Ç�āAƜm¬ǄáÒ³ǲȏƶΚÝb[sǁi͜Ȩ¸�ÇΚŧŠdsǁ©Ȫ�[ȗ

ɦͱ�b[d͸Ȩ]_l©ȇ¯rwWɦÇgŧŠÄʡWǱAȓȒẀ̪Ò˰ȇΟ�

�

)
���"'+��

�

YC]ȗɦͱ�nAʝAÇW˰j[ʷΛͮ˷̤Γ!AEJ�1A24ALAΔ�W΍p̿Ύ

Γ5L)E2LM��
�	(Δ¿ßΚƿÃÔxȔùˮŌʜWÄʜúˮͧbâ]ȕǝΚÝ[ŁÃWȼ

{ƾÆÁ«ɆǐļˮͧWäulǙ˴˽ΚȀʺɸ?=¼WȗɦxķΚYtĵ[ȕǝä

ůxƙiWÈ·Κfˮͧ˴˽ìu̮ŲWp̿Κk}̥��ũŝWˮͧȐ͖ǖƎÒ

Ǧİ�ȃΟeC¿ßȀfA¯ȘpǌiwÇΠʝˤΠ�Çƿɿ�îΚ�[�BAY�

ɝ́żò¶Ơʇ¹ŁǳW�¤ΟYtĵÃÌǂ»[Ś̓¶ŶŐWķƿ�ΚAeīWȼ

{ɝșáΚĦg˜íƖÇẀ̪̊xƙWˍʌΚÝöòˮͧ�}�eóöòYCʞ�

ĞWȼîΚAŤ�Œ̨W̍Ƥq�¼Ȗɠƞǂ¦in�W˼ƅÒˤčΚYıfk}ö

òȤȿɱǨÃWǄ˕ʛÌΚƭƶWŔʛ¶�ȼ{�ΚɌėǄɣǄl�ũŝWǖĝǄĠ

î»ΚĳxΚǄɣ¦aótĵA�ȲʤƗÀfƨ[öòfŦY�xķΟÝƷð�ǐΚ

]ǄŁÔtb[AY�©ŔʛˀgΏõʖΐ°W�¤Ο�

�

                                                
18Leiden University-Humanities tÎǞǪŪ�ŁÃΜChapter 3.6: Hayden White, the story of history  
 URL: https://www.youtube.com/watch?v=pT-OgRCkuUY Access Date: 2018.02.28. 
19  ƜoŽΚ΍˾ʠą͐ʦđİʒɺÄΎΚˁǢmɀɟȦnĿΚp.126 
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Ɔ¶΍p̿Ύ[]ȳŷȔùÔxâ]ǵǝW±�½ʜúˮͧΚÝŁÃıĦɩò

ˮͧ˴˽Wǂ»Κ�Bͭ΄�f̸ü̇ǒW±Y½Œͧ©ɴ¨˴ȩW{ȏΚÐĳΚe

ĨŁÃ[]�YCȗɦNóΟpc[^ΚŁÃnWƲ�[͸Ȩ]YCȓ¸=ǯ]W�

ÇgΚɟȦoo~Ȫ�rΏȗɦáWɆǐƤǡnΐΓHIP4M2ICAJ�12E�ELAC4KEL4Δ
�Κ

ΏʺĜ?�ÇÒʝˤΠȗɦÒɆǐΚɚ`¹ŁƢǐÒ¹ƹ�ǂWęĜΐΟ
	�ÐĳΚ;

Ȫe�WŁÃ[Y�ʝÇƷĜWɡ́ƤŁÃΚǄlʝÇƷĜǹW¿ßW³ȡƈ=[]

�ǲŷgWwǅÒə?Κ�[ʝˤnWęˤΚˎ�sā�;yY�Ǆ�Òʶ̑ΚÐr

łˎǵǋ?YC�ÇΚ�ȺeC�ÇWĚ]Ao~W͓ɅʅˤqÜĉǄΟ�

�

)*�$ "'+���
#�

�

â�ͼǸΉ͚˳̸] 9M'E2L��IKEP�Η�3PPA9P�ML��EK1M2AJI49�IL�024�AL'�:MJI4ICP

ÄǐΚʝˤͱ�Wé�=[]ƫȥ;ylÀɔÇsa?�v�{Κ�[];ɗ�{_

s[÷vsaWΚpâÐrͱ�[ʝˤWΚ;y¦AƇìſbW_sáΟ

�΍ŁóW

̈́ƺΎ�
�	- �WȍȜŷɗpƖfΜΏʝˤÒ�ÇžËW�ƶŁóǵ¿Κ�ʝˤW{Ů

=¾y[r?��Ā�Ïa�Κ�[]ΑʝˤΒnéT΂̣īɪÉŕW§ƢɪΚ̖Ɔ

ΑʝˤΒWȫɫáö­r�ÇW˖ǦỌ̀íΚp�ſbA?TWǵǋÒtȍW_s

áΟΐ
(�

�

àȋ¶΍p̿Ύ]¹ŁWęˤÒŔʛg˜zY�ΏʝÇƷĜΐW¥ƤΚȏuY

CAĚ]͓ɅWͱ�̽Γ'IE*EIP�TM2J'Δ,ƜoŽW¿ß΍�ʋʲΎÒ΍˂Ϳ{ŸɇΎ

�
�	
 ģeA³ǲp=N�ǄɣǆöŁÃ�nΚɝ́]ȼ{�Οe�AeďʧW�C{

ȰΚŧ^�CΏĪ­xķΐ
)Κōʆ?Œ§Ʋ�Π�ÇƿÃ�îlǙbAÀmź˿ͶŸ

                                                
20 ƳƛÔũɟȦʯƟ¥ÑƀΏŁóẄ́ƺΐȍȜ�ɮ Exhibition Review: 2018 ¿ß˅̀ΟÑþ:  
http://www.mocataipei.org.tw/index.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E4%BD%9C%E5%93%81%E4%BB%8B%E7%B4%B9-about-the-artworks Access Date: 2018.03.01. 
21 ƳƛÔũɟȦʯƟ¥ÑƀΏŁóẄ́ƺΐȍȜ�ɮ Exhibition Review: 2018 ¿ß˅̀ΟÑþ:  
http://www.mocataipei.org.tw/index.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E4%BD%9C%E5%93%81%E4%BB%8B%E7%B4%B9-about-the-artworks Access Date: 2018.03.01. 
 
22  Rancière,  Jacques, 2017. Modern Times – Essays on Temporality in Art and Politics, P. 17 
23 ŁóẄ́ƺˉȍŷɗΚɌo˾ƛÔũɟȦʯƟ¥ÑƀΚȍȜ�ɮ Exhibition Review: 2018 ȍȜ˅̀ 
http://www.mocataipei.org.tw/index.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E5%B1%95%E8%A6%BD%E4%BB%8B%E7%B4%B9-about-the-exhibition Access Date: 2018.03.01. 
24  ƜoŽΚ2018Κ΍˾ʠą͐ʦđİʒɺÄΎΚˁǢmɀɟȦnĿΚ p.126 
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ĺó�ʋʲĩjƑɗo~`cWƲ�ΚeCƲ�Wͱ�̽ŞŒ§Ʋ�ɹàrĤΟe�

Cxķ[ΏʝÇžËΐΚÝ=ó΍p̿Ύ[äªƷĜ]YhΚ�΍�ͅΎpŵ[ʝÇ

žË�ƁƷĜΚÐrsȼǡĺƀ]�ũđ́ȏuă�ÇɲW=ĜxʫÒ̟ͽËɁΚ�

ǄŠďʧ��e[ÞȖũq�ũʪ]¼YCʛ͕�nΚpc[ʝÇžËWY�ͱ��

ĎΚe[ǮY�ɑ�W}ƾΚ�Ǆɣ³ǲf=¼Wxķ¼xǯ]]YCǾ͕�nΟY

CȗɦWͱ��nΚçǮCYĊblΚ�B³ǲf͟ʹŠƀ]YCÔũWǰĊlȗɦΚ

pc[Ș�n͟ʹŠWɆƾǚîΟ�

�

ąęb^Κ]ȗɦͱ��nÏòʝˤWĞȽÒŒ§W³ȡΚA�Cɑ�ΜYC

[çʝˤsǁǵǋnA³ȡWȗɦ̪ɗΚɚ`ͱ�pAŗ;yƇìſbW_sáΝǮ

Y¥»Ȣ[=¼xķWžËΚs�BÛŊ`clǙ³ǲfÛŊ`cWǴŅΟ

�

�

)
�������	�&�

�

ȳŷȗɦͱ�kAɑ��WYC¿ß[ƜoŽW΍Ś­ȭΠ̾Ǻ̳Π̦ŠȇǐΎ

Γ
�	,ΔW¿ßΚƷC¿ß¸ÍWƾŎcaȿY�rȗɦ¥ĎŷWƺŹΟ¿ßlĭǠ

�ǨóņɁ̥�ΚȀlÙŬġµćƸ±ǭ̮Ȅ́T̹Ƭ́ʕþrǣǾΚe�[ÔxW

˾ʠą͐ʦđİʒɺÄΚĒúʒsķƸàè̮ȄΚƌÀeCǝ̋ĢÁ«˂ɒΚ�]b

_llfƜmjˋƚ`ẄȃΟŁÃ˜mͥƍͱ�ΟY¥»[ɚ`ķƿ�ƿɿ˂ɒî

þW�ʌΚîþĚbAƜm̾Ǻ̳ΚΏ̾Ǻ̳¬diǉ¶v¸ΠȣmÒnmhɷƙƛ

®�ͻĊpǌΚ]=�ÅWĈÐ�tΚĴÊxĳƛ¥Ģ�¢xřĆƄȉĆ̞ifƸđ

́Whʂ΀�ƮjΚpur˾ʠɾYW̾Ǻ̳͵ĕpΐ
�Κ̾Ǻ̳Ś­Ò͵ĕW­�ƈ

ó[Ăʣ]ͣźpÒ©ͣźpWBźΚǮY¥»Κpȃ̗çBlČWĻǰǄleƵȗ

ɦΚY�àr͋ū�Ȑşʗ³W͟ʹΟ�

�

                                                
25 ǮČYCɑ»[ɹ²áΚŒ§ÄƔ̬fWxķÒɟȦáŞ�ÇÔt�µWèɢΚe�ɹàƔ̬ŧˆʆ

Wèɢ_l�²¸ìu�ÏtÎΟôƐÏƜoŽÄ;ɗWΏʞŴͱ�ðΐW˥Ʃ(in-between narrative) 

Y� ͱ�̽Γdiegeis worldΔ Ş Ɓͱ�̽Γnon-diegeis worldΔ �µĂʣWͱ�Ο;ųre�ͱ�_lΚ

�Ǆɣ�ÏÛŊf;yr¶�Ç]ųǲŷgWǴŅΟôƐ×ΚƜoŽΚʞŴͱ�ð 

In-between Narratives �Ȧ�͍ Ν 2 ġ (2011 / 09 / 01) Κ P. 77 - 112 
26 ƳƛÔũɟȦʯƟ¥ÑƀΏŁóẄ́ƺΐȍȜ�ɮ Exhibition Review: 2018 ¿ß˅̀ΟÑþ:  
http://www.mocataipei.org.tw/index.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E4%BD%9C%E5%93%81%E4%BB%8B%E7%B4%B9-about-the-artworks Access Date: 2018.03.01. 
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ǮYƵͱ�ͥƍ[Aķƿ�]˂Ϳ͢͡W�jΚe�Ƞ?ǱA}ƾ¹ŁWĞȽΚ

ÞɿŁȭʑ̥��ǄɣΚķƿ�Ś̓W�¤paȿǮYCǄlȗɦW¬ðΟŁÃ�b

ɐÎÙŬġµW�mÒnm̜˲ƳʠWŁóΟeÖŁÃȌǬÔxđ́đ¿BĺW�Ɉ

ǨΚlv²ɐńΟǎuYŜW[eÖΏŁó[ǪƤo�çŁóǀȄ̩nȞįȀŏxˠ

ĦΚ¢Y�WɐÎMiƮa=¼WŁÃęˤΐΟ
,�

�

ƜoŽΚ΍Ś­ȭΠ̾Ǻ̳Π̦ŠȇǐΎΚĭǠ�ǨóΚ( i )� Ɋ!Ί!-�i )� ɊΚ
�	,ΟƜoŽđ¿ȵ

ŜʰΟ�

�

eĨ¿ß=yŗzƗÀi˹`WΏÞɿŁ�î˦òΐÒΏʝÇžËΐW¥ƤΚ

bÏòǪƤű�ɐÎȗɦΚÐĳ¿ßA?�m�ŝW͟ʹķµΚǄɣȀ=i©YCŇ

ÆWͱ�¥Ƥäª̉ʅΚȏuYCĹYWɦǄΟǈő§^Κe�=ȚpéȹΚpǋu

Ð èɢWɜ�Κ�ȗɦ�Ḁ̄�Y�tÎáΚ�=i͞r©Ɵ¥ŧŇÆWɪʔʨʊ

͟ʹɪΟëÇr`csaW�{ÏgÐ èɢ[Y�ŝȝΚÐrwÇ�ĀWÐ èɢ

[YC�ÏʿɸWÑʻΚȀ=[YCYrYWƍáÐ èɢΟ�

�

ćǤΛȲŇ]΍ȏƤWĚňΜͱ�§ƢÒȗɦ¾�ΎnΚŷȇȗɦůƖɚ`

Ώͱ�ȏƤΐǵǋÒȏ̡ȗɦ�Ç�ƁƺĤYCĽd©sͤÒȇuWȗɦ�ÇΟpc

[ȗɦ�ŠįǶǫYCȼ{ʅˤΓEK1JM4KEL4ΔȀÉeCʅˤǟ]ȗɦ�gΟeC͔

                                                
27  ƳƛÔũɟȦʯƟ¥ÑƀΏŁóẄ́ƺΐȍȜ�ɮ Exhibition Review: 2018 ¿ß˅̀ΟÑþ:  
http://www.mocataipei.org.tw/index.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E4%BD%9C%E5%93%81%E4%BB%8B%E7%B4%B9-about-the-artworks Access Date: 2018.03.01. 
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˺ȼ{WΓEK1JM4KEL4Δ� W`Ǫ[ȐşNó¨WΟe�WNĎǣ}pͲʆΏȏƤΐŞ

ΏĚňΐȀ=[�Cɹ͖ΓKR4RAJJ9� E8CJRPI6EΔW˥ƩΚ�[ɟȦÄįWΏȏƤΐp

[ļ¿ßĚňWYĨŰΟ�]eĀ¿ßnΚeCNó¨WĨiΚ[ž˺ǄɣcŹʾWΚ

_lŗ¿ß�ǱtÎÒmĞáΟeȯ�[_s[Y�āAÛN¬ȡŧ^˱ˬ͗ûǢW

͟ʹΚÐr_sǋu͟ʹ˸ȑ˛ƄÛŷ} WYC_sápxiìu�³ȡΚó[}

�ũ¬ȡ]ŇÆW̻ʻtpi»ʥY�Ðr�t̲ƺ�Ĳ=f³ȡWɨȰΚÝ[lƺ

ɪʔͱ�ŧ_lˊƴ©ǫYŇÆ³ǲȏƶ̉ʅWǄ�blΚe�Wͱ�¥ƤˎAł_

ɞWȫɫƺʃ̔sΓ1M4EL4IAJI49ΔΟ�

�

ǮY¥»ǪƤƾŎÄˤuWΏű�áΐǋcΏ=ȚéȹΐWȗɦΚëÇ[zŁ

óWͱ�ȏƤb^¯ȗɦWʝˤáΚ˛Ƅɯ¾�īY�WʎȪc[ȀfAÄʡWȗɦ

ΏƲ�ΐΚyA˸ɸWǀȄΠɄ˧WĘɈΠ�ĎɔÆWwàΟâ�ŁÃnWˈïŜfΜ

ΏhĨiW̏ʀΚ]żɭÀ̢ΚcÁ«Îö̮ɛ̚ɛǆ?ΟŘĐΠvġΠBĢΠ�ĀΠ

À}ȬɘΠÐ èɢΚäªfAȎȒΚy˔t=_ƏWɄ˧ʍȃΟΐ
-�=`� ª�

pȲʤȗɦͱ�WÐ èɢΚ_s͞r�ǲŷgWʝ�¬ȡΚó[ųrȗɦäªM[

ǅWΚŧĘɈªĨM=_ƏΚ�Ďȳŷ`cΚŧŜn`c[�Ď¾�We�WʎȪΟ

]ĳΚȲŇ�¾�r;yŜʰYCŊǟW¥ĎΚ|ųΈȗɦ=Ǉz͓ɅYȾá

ΓJM*ICAJ� CMLPIP4ELC9Δ³ŏƗAYCĈȢΚ]çeCĈȢǡ͉Úŷnë|ƝĔΚ]ȗ

ɦůƖg;y[ziɶWYȾáΓ'IPCR2PI6E� CMLPIP4ELC9ΔbŷɗΚiɶWYȾá[ę

ĜŤ�=¼ǪĊW¾�¥ƤΚ�eÖ¾�¥ƤʽĳWèɢ[ΏȤãèɢΐΟ
.�çeC

Ǆ�bl΍Ś­ȭΠ̾Ǻ̳Π̦ŠȇǐΎc�ÏA³ŹΚķƿ�Ȥã̾Ǻ̳ȤãŬɍ

ƨtWv¸BÒƳʠBΟ�eC¿ßWŤ�=¼Wͱ�ͥƍΚpó[=¼ɑ�W¾�

¥Ƥũå=¼»ħWȗɦ�ÇΚķƿ�_lũåɎȦɦWĻǰΠ̴̳ũåƁBĻǰ(�Κ

̜˲�ũåǫ�ɱǨÃȗɦƤWǄ�Κe�CǰĊɹrȤãΚà̅a̱Κ�ű�ɐÎ

eCȏƤ̡ǋ?Y�tÎÐ èɢΚe�ɜ�WÐ èɢȯ�ȀfAŉǻɦ�Wʉ͈Κ

                                                
28 ƜoŽW΍Ś­ȭΠ̾Ǻ̳Π̦ŠȇǐΎΓ2017Δ 
29 Rethinking History 4:3 (2000), pp. 391–406 An Old Question Raised Again: Is Historiography Art or Science? 
(Response to Iggers)Hayden White Stanford University, U.S.A., p.392 
“Discursive consistency, in which different levels of representation are related analogically one to the others, is 
quite different from logical consistency, in which one level is treated as being deducible from another.”  
30  ôƐ×ΜƁBxµͥglȗɦΜɋͨˏŷƜoŽT¿ΏƠÒïΐ | ARTFORUM ¹Ł 
https://www.xuehua.us/2018/12/02/%E9%9D%9E%E4%BA%BA%E6%97%B6%E9%97%B4%E8%BD%B4
%E4%B8%8A%E7%9C%8B%E5%8E%86%E5%8F%B2%EF%BC%9A%E6%9E%97%E6%80%A1%E7%A
7%80%E8%AE%BA%E8%AE%B8%E5%AE%B6%E7%BB%B4%E6%96%B0%E4%BD%9C%E9%BB%91
%E4%B8%8E/zh-tw/ 
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Meta-cinema as a historical methodology — cases study of the 

exhibition, The Rebellion of Moving Image and the works of  

Hsu, Chia-Wei (part I) 

[insertion of banner] 

Foreword 

The exhibition, The Rebellion of Moving Image was held in 2018 in Museum of Contem-

porary Art Taipei, curated by HUANG Hsiang-Ning. This exhibition has included many works of 

video art in which are meta-cinematic techniques and nonlinear narrative are used. The aim of the 

exhibition is to trigger the discussion of how the narrative structure of the video as well as to 

demonstrate how the way of displaying shapes an alternative methodology of history studies. The 

word “alternative” here refers to the rejection of authoritarian the grand and one-way narrative of 

history. 

This article is divided into two parts. The first part is an analysis of how meta-cinematic 

techniques trigger a conversation with History. The meta-cinematic techniques include presenting 

the shooting scene or the equipment, as well as creating a multi-linear narrative by displaying the 

video in multi-channeled screens. I adopted the idea of post-cinematic condition proposed by 

Rosalind Krauss as the framework of approaching the development of meta-narration in the video 

art.1 Instead of passively accepting the message carried by the video, the audience experience an 

alienation from the story while still feel involved. Thus they would become conscious of the limit 

of the representation. Moreover, two cases will be discussed here in the first part: Ten Thousand 

Waves (2010) by Issac Julien and  Takasago (2017) by Hsu, Chia-Wei. I will focus on the question 

of how the form of meta-cinema and multi-linear narration represent history and become the rebel-

lion against the authority and how this form permit a room for multiple interpretations.  

The second part is about the intertwining of fiction and fact. In the recent works, Hsu, Chia-

Wei often integrated the mythology and traditional theatrical art with the documentary-liked foot-

ages or historical archives. However, since the artist did not deal with the history in a definitively 

realistic way, neither did he aim at represent the fact, what is the meaning of his discourse of his-

tory? In addition, I would like to investigate the difference between the history narrated by the artist 

                                            
1 Krauss, Rosalind, A Voyage on the North Sea: Art in the Age of the Post-medium Condition. New York Thames & 
Hudson, 2000. 
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and that of a historian. Can we tell what exactly happened? How can we tell the factual events from 

the fictional stories? 

In this article, I want to compare the story composed by the historians, based on the facts, 

and the video art works with mythology and theatrical works intertwined within.  I want to analyze 

the difference between the two from the aspect of narrative structure and from that of epistemology. 

The theoretical framework here is based on the book Metahistory, written by Hayden White.2 In 

this masterpiece, White analyzes the different methodology of historical studies and categorizes 

various narrative structure adopted in writing history.  At the end he makes a statement—which is 

still shocking to the historiography till now—that from an epistemological perspective, history 

studies is closer to literature than to science. For White, historian’s perspective of history is a pro-

cess of narrativize. This process would be affected by different narrative structures and the pre-

sumed ideologies and thus lead to interpretations of history with different meaning and from dif-

ferent point of view.3 Hence, the point of interpretation and approaching this type of artworks is 

not to tell if it is what have really happened or not. It is more important to analyze the narrative 

structures and what they refer to. From this point of view, I reinterpret the following works: Inferno 

by Yael Bartana, Drones, Frosted Bats and the Testimony of the Deceased (2017), Ruins of the 

Intelligence Bureau (2015), and Huai Mo Village (2012) by Hsu, Chia-Wei. I reconsidered the true 

definitions of fiction and fact in the historical narratives and researched into the artworks that inte-

grates the two and into how they allow the audience a brand new comprehension of the alternative 

historical methodology. 

In the article “The Rebellion of Moving Image of MOCA: the rebellion in order to return 

and The Justice or reentering the scene”, Wu, Mu-Ching and Yen, Xiao-Xiao have proposed that 

what in this exhibition, rebellion here is not one-dimensional because at every different historical 

moment, under different context, the target of this rebellion changes along. For example, the so-

called contemporary video art has been received as “anti-narrative (which means the general lack 

of perceivable complete narration,) […] has evolved and resulted in an aesthetic strategy which is 

completely distinct from the mainstream visual culture.”4 However, quite a lot of scholars have 

also pointed out the fact that, the current video art has demonstrated a tendency of returning or re-

                                            
2 White, Hayden, and Michael S. Roth. Metahistory: The Historical Imagination in Nineteenth-century Europe. Bal-
timore: Johns Hopkins University Press, 2014. 
3 See: Introduction in White, Hayden, and Michael S. Roth. Metahistory: The Historical Imagination in 
Nineteenth-century Europe. Baltimore: Johns Hopkins University Press, 2014. 
4  “The Rebellion of Moving Image of MOCA: the rebellion in order to return and The Justice or reentering the 
scene”, by Wu, Mu-ching and Yen, Xiao-Xiao, Artco, 2018.05.03. URL: https://artouch.com/view/content-3965.html 
Access Date: 2018.03.05. 
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directing to narrative.5 Thus, it becomes problematic to identify the exact target of this rebellion of 

the artists and their works. 

[insertion of photo: Ten Thousand Waves of Issac Julien]  

Ten Thousand Waves by Isaac Julien is played on multi-screens that spread out in the cham-

ber. Thus the experience of the viewers would be different from that of watching a single-linear 

movie in a black-out theatre. This manner of presentation reminds us of the Expanded Cinema 

Movement in art history. (For more information about the origin of the movement in 1960, please 

refer to my other article, “Lexicon Research: Expanded Cinema”) However, there are diverse def-

initions of Expanded Cinema. A movie being played outside a theater—in  a museum, for exam-

ple—does not necessarily guarantee that it can be regarded as the Expanded Cinema. I think it 

would be more adequate to explain this exhibition by using the idea proposed by Rosalind Krauss. 

According to her,  Expanded Cinema is a “post-cinematic condition.”6 Thus, here the notion of 

expanded cinema can be regarded as a rebellion power, which loosen the traditional way of watch-

ing movies— in a movie theater, passively. 

The post cinematic presentation of the videos does not only take place in a movie theatre. 

It can take place in museums or other places. The audience in a museum can move around when 

watching the movies. They can decide the amount of time they are willing to spend on each video. 

For example, in the case of Ten Thousand Waves, The videos are played simultaneously on differ-

ent screens. The audience has the right to choose which screen to watch. The artist also put the 

same scenes in frames with different sizes. Thus, the audience can also choose with which size of 

frame they want to watch the particular scene. As the result, comparing to the passive audience in 

movie theaters, the audience in the museum is more active.7 

[insertion of photo: Issac Julien’s Ten Thousand Waves] 

                                            
5 “The Rebellion of Moving Image of MOCA: the rebellion in order to return and The Justice or reentering the 
scene”, by Wu, Mu-ching and Yen, Xiao-Xiao, Artco, 2018.05.03. URL: https://artouch.com/view/content-3965.html 
Access Date: 2018.03.05. I think each case is different. I keep a skeptical attitude toward the classifications and 
movements in the study of art history because the movements and classifications are never static. With the creation 
of new works, they change along, and never follows the logic of deduction. Moreover, the development of history is 
dynamic and diverse. Thus, I have no intention to force Ten Thousand Wave into the artistic movement of Expanded 
Cinema. Rather, I am trying to identify a similar form. In addition, inspired by this movement, I am trying to find an 
approach of the interpretation of this work. 
6 I think Isaac Julien’s Ten Thousand Wave  has a relatively weak connection with Gene 
Youngblood’s Expanded Cinema as well as with the Fluxus movment, from the perspective of history.  “The 
Rebellion of Moving Image of MOCA: the rebellion in order to return and The Justice or reentering the scene”, by 
Wu, Mu-ching and Yen, Xiao-Xiao, Artco, 2018.05.03. URL: https://artouch.com/view/content-3965.html Access 
Date: 2018.03.05. However, it presents some features of Expanded Cinema with another definition, the post-cine-
matic condition. See �Youngblood, Gene, Expanded Cinema. New York: Dutton, 1970. Also see �Krauss, 
Rosalind, A Voyage on the North Sea: Art in the Age of the Post-medium Condition. New York: Thames & Hudson, 
2000 
7 Please consult related discussions on the dispositif theory. 
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This meta-cinematic presentation of historical events has influenced the anti-authoritarian 

history from two aspects. Firstly, it is to challenge a one-directional production of the description 

of history, the author, or the artist represents a certain ideology which would be instilled into the 

audience and thus it lacks the room of reflection. Secondly, when the audience notices the condition 

and the place in which they are watching the videos, they are also pushed to think about the logic 

behind the works and about how they are produced. Ultimately, they would be able to challenge 

the logic of narrative and thus  to initiate the the communication between the artwork, the maker 

(the artist) and the audience. Such as in Ten Thousand Waves, the scene in which Maggie Cheung 

Man-yuk played Mazu (the guardian Goddess of sailing ships) in Guilin is juxtaposed with the 

green screen used on the shooting set. In another part, there is a staff is wiping away the calligraphy 

work of the Chinese characters of “ten thousand Waves” (wànchóng làng 萬重浪). These two clips 

invite the audience to reflect on how the movie is made. This causes alienation, which is a common 

meta-cinematic technique. Thus, it is reasonable to take the Expanded Cinema into account and to 

consider Ten Thousand Waves as a post-cinematic condition. 

The same concept can be applied to the three works of Hsu, Chia-Wei. The equipments and 

techniques used in the movie production are shown to the audience. In addition, the audience can 

see how these factors influence on the artist’s interpretation of a certain historical event. In his 

work, Huai Mo Village (2012), Hsu invited the local habitants to work as staff on the scene. This 

part is also in the film. 

[insertion of photo, Hsu’s  Huai Mo village] 

Besides showing the set and working scenes, in his individual exhibition entitled Industrial 

Research Institute Affiliated to the Japanese Governor Office, Hsu has presented a multi-layered 

virtual studio. The first layer is a set of studio with a screen in the exhibition room. In the video 

played on screen, the same set of studio and screen is shown. Within this second screen, a docu-

mentary of the industrial research institute is played. At the beginning, the audience would see the 

screen frame in which the documentary is played. Then the camera zooms in, at the end, the audi-

ence would see the documentary in the size of the real screen. However, the viewers are already 

aware of the existence of the screen frame. This installation makes the video penetrate through the 

three different layers: the virtual interface, the set and the presence of the visual experience. Thus 

the installation enables a further reflection on the importance of an artist’s choice of interface in 

the discussion of history in a digital era. His new works in 2018, Black and White—Giant Panda 
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and Black and White—Malayan Tapir is available both “on cellphone and on computer.” This work 

also allow the audience to  think from the point of view of animals, as a political satire. 8 

[insertion of photo: Hsu’s Industrial Research Institute Affiliated to the Japanese Gover-

nor Office] 

The same notion of reflecting on the making and the displaying of the video can be used to 

approach an another work of Hsu’s, Takasago (2017), we would be able to find the different layers 

of this film, especially the “moving frames” Takasago is how the Japanese called Taiwan under 

the Japanese rule. Takasago is also the title of one of the work of Zeami Motokiyo, the playwright 

of Noh theatre in the Muromachi period.9 The story is about the love and mutual understanding 

between an old couple who are in fact the incarnations of two pine spirits. The theme of the story 

is how the physical distance cannot separate their love.10 This story was also the origin of the name 

of the company, Takasago International Corporation, when the first factory was set up in the 

1920s.11 The actors in the film is performing this Noh play in a perfume factory of the Takasago 

International Corporation. The frames slowly slides from the left to the right. The artist thought the 

movement as a “continuous space in a full shot” and can be considered as an “alternative of one 

long take.” 12 My first impression on these two classic-looking performers seem to be having a 

modern long-distance relationship. The moving frames generate the effect of the frame of a video 

chat. In other words, through these frames, the audience will become aware of the frame of the 

film.  

Sing, Song-Yong also pointed out that the two actors who played the couple “response to 

the questions from the off-scene priest, Tomonari and to the chorus while chanting the touching 

story of how the couple of pine trees are separated”13 and thus there are “a frame within a frame, a 

painting within a painting, and a play within a play.”14 In an interview, Hsu mentioned, “The actors 

of Noh sometimes even jump out of the narrative and criticize the play itself or talk about the 

meaning of literature […] The main actors of this performance […] Their songs trigger the actions 

in the plot, but other than that […] the priest and the chorus at the singing the ‘ji-utai.” The priest 

and the chorus are heard as the voice-over. The priest and chorus at times conversed with the old 

                                            
8 A more detailed reflection on the interface, digital technology and online society can be found in the Taiwan 
International Video Art Exhibition, Offline Browser, curated by HSU Chia-Wei and HSU Fong-Ray.  
9 HSU, Chia-Wei., Industrial Research Institute Affiliated to the Japanese Governor Office, p.57 2018: Liang 
Gallery. 
10 Ibid. 
11 Ibid. 
12 Ibid. p.121 
13 Ibid. p.10 
14 Ibid. 
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married couple but at times they were commenting on what happened on stage”15 In other words, 

the meta-cinema is this film is established with the voice over and the visual effect of the moving 

frames. The former mentioned works present the contemplation on the process of making a movie 

in a more literal way. However this film is a reflection of the narrative of cinema. Based on this 

context, the second part of the article will be mainly about the relationship between fact and fiction 

in the narrative of cinema. 

Meta-cinema as a historical method — cases study of the exhi-

bition, The Rebellion of Moving Image and the works of Hsu, 

Chia-Wei (part II) 

[insertion of photo] 

The meta-cinematic technique can be briefly summarized as a reflection on the image itself. 

The process often include the alienation from the narrative and the engagement with it at the same 

time, such as the display by using multi screens. The audience is more likely to feel alienated from 

the works in a museum than in a movie theatre, since they can walk around. The above-mentioned 

works also raise the awareness of the fact of the movie is made with the presence of the shooting 

scene and the frame. 

These techniques break the audience unconditional dependence on the narration in front of 

them provided by the artist. Similarly, the same theory can be applied to the development of a 

historical narrative that involves the fiction and the fact. The fictional part would induce the audi-

ence to reflect on the definition of truth and to doubt the methodology of the justification of histor-

ical facts. 

More specifically, even the most compact historical fact contains the fictional parts. Hsu 

has included a play of Noh, which is a fictional artwork, into the historical narrative in Takasago. 

I thus asked myself what the meaning is. The historian philosopher Hayden White stated that his-

tory is “more in common with ‘literature’ than they have with any science.”16 because the study of 

                                            
15 Ibid. p.121 
16 Rethinking History 4:3 (2000), pp. 391–406 An Old Question Raised Again: Is Historiography Art or Science? 
(Response to Iggers)Hayden White Stanford University, U.S.A., p.398 “This leads me to conclude that historical 
knowledge is always second-order knowledge, which is to say, it is based on hypothetical constructions of possible 
objects of investigation which require a treatment by imaginative processes that have more in common with ‘litera-
ture’ than they have with any science.” 
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history is a fictionalizations of fact and of past reality.17 In the process of re-interpreting the histor-

ical materials and turning dry documentary description into a story, imagining is an essential step. 

Thus, history possesses, to a certain degree, the literality. For White, The writing of history by the 

historians is a process of narrativization. Based on different narrative structure and the individual 

presumed ideology, different meaning and point of view would be generated. The relationship be-

tween those different narratives is similar to those between scientific paradigms according to 

Thomas Kuhn. That is to say, two paradigms are incommensurable. In brief, there is no way to find 

a standard to justify which paradigm is more factual.18 

During an interview hosted by Chen Chia-Jen, former director of Open Contemporary Art 

Center, Hsu mentioned, “The so-called objective fact does not exist. The only thing we are sure 

about is that the subjective writing about history. It is full of personal opinions, emotions, memories 

and subjective perspective. Moreover, it is at an ambiguous state which keeps being reshaped as 

time goes by.”19 

The intertwined historical narrative of fact and fiction 

Another example of this type of historical narrative that includes the mixture of fictional 

and factual elements is Inferno (2013) by Yael Bartana. During the making of the film, the Temple 

of Solomon in São Paulo, Brazil was still under construction. However, in the film, the completion 

and the destruction of the temple is foreseen. The scenes are not organized in a chronological order. 

The film begins with the joyful carnival, which is the celebration of the completion of the temple, 

followed by the scenes of the fall of the temple in a fire, just as if in Inferno. It ends with the scene 

in which the modernized temple filled with tourists and commercial events. In this film, there is no 

strict distinction between the fact, the fiction and the actual shooting scene. The audience of this 

film would feel engaged in the dark theatre. The opening scene is a shot from a birds eye view from 

above the city, like flying. This scene is easy for the audience to feel immersed in the story. This 

scene is followed by a realistic portrayal of the carnival. However, the scenes in the temple looks 

like a theater in another dimension, with mysterious rituals and compositions as well as postures 

that appear only in classical oil paintings. In the end, the camera movement becomes static and 

lacks of action. The documentary-like, observant camera guides the audience to go through the 

modernized space full of tourists. It is at this moment that the audience starts to doubt the order of 

                                            
17 Ibid. p.398 
18 Leiden University-Humanities Open Course：Chapter 3.6: Hayden White, the story of history 
URL: https://www.youtube.com/watch?v=pT-OgRCkuUY Access Date: 2018.02.28. 
19  HSU, Chia-Wei., Industrial Research Institute Affiliated to the Japanese Governor Office, p.126 2018: Liang 
Gallery. 
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the sequence   of these scenes. However, generally speaking, throughout the movie, the audience 

still feels that theirs eyes are guided by the camera movements. 

The theme of Inferno is the third Temple of Solomon, which was still under construction 

then in Brazil. However, the story jumps directly to the destruction of the temple. Thus, the whole 

film is a historical imagination. In other words, the story in the film is based on a fact that never 

exists. The artist calls it a “”historical pre-enactment,20 a methodology that commingles fact and 

fiction, prophesy and history.”21 Thus, this kind of film is immersive but can be regarded as an 

integration of fiction and fact. The aim of watching this type of film thus is not to differentiate what 

is true and what is not from an epistemological point of view. The importance is that the structure 

in the fiction stills brings out the critic and give the audience a viewpoint. It still creates a reality 

of its own, within which there is a logical structure and a conception of the world. 

The importance of fictional elements in a historical narrative 

As what Jacques Rancière says in Modern Times – Essays on Temporality in Art and Poli-

tics, the importance of a fictional narrative is not about what exactly happened but about how things 

might possibly happen. In addition, it is because of the fictional narrative that there exists the pos-

sibility to change the future.22 In the description of the work The Rebellion of Moving Image, 

“Moving images are used to overlap fiction with reality, allowing fictitious plots to serve beyond 

sensationalizing certain incidents, and regaining the right of discourse from the authority. ‘Fic-

tional’ political-ness is applied to negotiate with and seize reality, with the future filled with new 

creative and developmental possibilities.”23 

In Inferno, the camera movement and the structure of the film generate the integration of 

fiction-reality and thus it forms a diegesis world with its own inner logic. On the other hand, in 

Huai Mo Village, and Ruins of the Intelligence Bureau, Hsu, Chia Wei consciously blocks the 

audience from engaging with the film and from immersing themselves in the story. In these films, 

there are three clear situations, or three parallel universes24: The mythology, the shooting scene and 

the scene of a former KMT secret agent telling his own story to the children in Huai Mo Village. 

The diegesis world of agent’s story corresponds to that of the mythology. The mixture of the three 

                                            
20 Museum of Contemporary Art: The Rebellion of Moving Image, 2018. URL:http://www.mocataipei.org.tw/in-
dex.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E4%BD%9C%E5%93%81%E4%BB%8B%E7%B4%B9-about-the-artworks Access Date: 2018.03.01. 
21 Ibid. 
22 Rancière, Jacques, 2017. Modern Times – Essays on Temporality in Art and Politics, P. 17 
23 Museum of Contemporary Art: The Rebellion of Moving Image, 2018. URL:http://www.mocataipei.org.tw/in-
dex.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E4%BD%9C%E5%93%81%E4%BB%8B%E7%B4%B9-about-the-artworks Access Date: 2018.03.01. 
24  HSU, Chia-Wei., Industrial Research Institute Affiliated to the Japanese Governor Office, p.126 2018: Liang 
Gallery.  
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universes is a juxtaposition of fiction and reality but not fully integrated, like in Inferno. Takasago 

also is a juxtaposition of fiction and reality, not integration. The Noh actors standing in a modern 

factory creates a surreal juxtaposition and reminds the audience of that the ancient and modern 

time is juxtaposed on the same set. This is a narrative skill to mix fiction and reality. It is meta-

cinematic from another dimension. In a single frame, the audience sees temporal-spatial multi-

layered scenes from different historical moments and becomes aware of this fact. Thus, the audi-

ence would realize that the interpreter is viewing the history from a contemporary angle, and thus 

highlight the preconception of the interpreter. 

To sum up, there are two aims of putting fictional and mythological elements in a historical 

narrative. One is to create a more profound description of history with fictional parts as well as 

reminding the audience the possibility to change the future. Another is the juxtaposition of different 

time and space. This let us understand the past and realize the limit of the past.25 

The fiction/reality integration and the open cause-effect relationship 

Drones, Frosted Bats and the Testimony of the Deceased is the work with the richest layers 

of historical narrative. The design of the work is almost a reflection of historical methodology. This 

work is presented with a four-channeled installation. The background is Hsinchu Branch of the 

Sixth Japanese Naval Fuel Plant. During the World War II. This place is the Industrial Research 

Institute of the Government-General of Taiwan, specializing in producing the aviation fuel. The 

building is now a ruin and there are still the traces of bullets in it. The films is a nonlinear narrative. 

From one side, a drone is used to shoot the old factory form above. There are many frosted bats in 

the building.  “Frosted bats are mostly found in the high latitudes of Japan, Korea, and North China. 

Yet, for unknown reasons, this northern species of frosted bats resides in the chimney of the mili-

tary plant from May to July in recent years. The plant is the only place where the frosted bats can 

be found in Taiwan.”26 The migration and habitation of the frosted bats is like the migration of 

people from one colony to another. On the other side, it is a symbol of viewing the history from a 

point of view other than that of a human being, which has an alienated and poetic interpretation. 

 

                                            
25 Moreover, there is the intertextuality. The mythological and contemporary time forms a cross referential 
relationship and opens up the discussion of the text. Please connsult Hsu’s explanation of the concept of  in-between 
narrative—a narrative that wavers between the diegeis world and the non-digeis world. I think this concept of 
narrative can help the audience realize our limit in epistemology regarding the fact. See Hsu, Chia Wei, “in-between 
narratives” Journal of Fine Arts : 2, pp.77-112 
26 Museum of Contemporary Art: The Rebellion of Moving Image, 2018. URL:http://www.mocataipei.org.tw/in-
dex.php/2012-01-12-03-36-46/upcoming-exhibitions/2574-2017-12-19-09-51-
42#%E4%BD%9C%E5%93%81%E4%BB%8B%E7%B4%B9-about-the-artworks Access Date: 2018.03.01. 
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Another narrative axis includes the drone lingering in the ruin. Besides presenting the cam-

era to the audience, a technique of meta-cinema, the drone almost becomes another agent of gazing 

the history. The film also includes America and China’s bombing Taiwan during WWII. These 

videos are played along with the memoir of the worker of the plant, in Japanese. Another worth 

mentioned point is that “the video archive manipulated by a computer program are arranged ran-

domly on the playlist to constantly shift the structure of the video.”27 

[insertion of photo.]  

Besides the former mentioned techniques such as inclusion of shooting scene and the fic-

tion/reality integration, the videos are randomly played, calculated by a computer program. Thus, 

there is a bigger room for diverse interpretations. The audience would not be full limited by a 

specific narrative and thus form a single point of view of history. In other words, The endless 

reforms move the cause-and-effect relationship between events. The historical events are open to 

more possibility instead of being interpreted by an official or any other specific authority. Con-

cluding the past events into a cause-effect relationship is actually a reduction, for the cause and 

effect between real events is a complicated network, not a one-on-one linear relationship. 

Hayden White in The Content of the Form: Narrative Discourse and Historical Represen-

tation stated that the writing of history creates and forms history through the form of narrative. It 

does not reflect a fact that needs to be rediscovered or justified. It is to say, the historian chooses a 

certain employment and put it on the history. The process of the employment if full of imagination. 

Thus, the form and the content are not two mutually exclusive concepts. The form of an art should 

be part of the content of the work. In this work, this part requires the audience’s imagination. This 

makes the work more open and diverse. Perhaps this interpretation seems idealistic or utopia, for 

the lack of consistence in interpretation might make the work become meaningless. This situation 

is just like post-modernism in certain context, lacking meaning while being to open. However, 

since the anti-authority narrative can avoid the limit of a single idealism, the narrative still has an 

invaluable potentially in the political rebellion. 

Also, the randomly and continuous reformed history explains the fictionality of history by 

using videos. Moreover, there might not be the so-called history; there are only piles of archives, 

blurred memory, truth that cannot be proved.  As the narrator recounts: “After the War, most of the 

documents were incinerated. Quantity, date, people, accidents, sequence, cause and effects, evi-

dence were all lost. Now, only the abstract and unreliable images remain.”28 However, if we doubt 

                                            
27 Ibid. 
28 HSU, Chia Wei., Drones, Frosted Bats and the Testimony of the Deceased  
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every cause-and-effect relationship in historical narrative, we would fall into an epistemological 

nihilism and thus regard the history as fake, declare that all memory is unreliable, or that there is 

not able to either discuss or represent the pass. Here, White again points a way out. He thinks that 

logical consistency does not work on history. Logical consistency means that at fast, there is a 

principle, from which are deducted other propositions. About historical writing, it can be explained 

with the concept of discursive consistency, “in which different levels of representation are related 

analogically one to the others”29 From this point of view, Drones, Frosted Bats and the Testimony 

of the Deceased becomes even richer. The drones and the bats are metaphors of the Japanese and 

Taiwanese people in the war. The different narrative axes are like the historical facts from different 

dimension represented by the different levels of representation. The drones represents the view-

point of the history of technical history, while the bats the non-human angle.30 The bomber airplane 

represents a viewpoint of a certain historical documentary. The three angles forms is the analogy 

to one another and echoes with one another. The random display forms an open cause-and-effect 

relationship, which is not as strict as traditional history. However, the point here is not whether it 

is true or not. It is a problem of aesthetic and ethics. It is a choice of value. 

Conclusion 

White inspires me. I believed that the story woven by historian based on all kinds of facts 

are no more truthful than artworks. The two are epistemologically speaking, both fictional. Both 

the artists’ and historians’ viewpoint of history is a process of narrativize. Due to the narrative 

structure and the preconception of idealism, this process will produce a history from different angle 

and with different meaning. Thus, comprehending this type of artwork is not to tell whether it is 

true. The point is to analyze the narrative structure or to reflect on the interface on which the work 

is presented. The works analyzed in this article all contains meta-cinematic elements. The artists 

are consciously thinking about how the narrative of a film and the condition of the making influence 

the produce historical knowledge. In the second part of the article, I analyzed in detail the narrative 

axis of a video art work that discuss history. I generally divided them into two types. One is the 

juxtaposition of fiction and reality, the other is the integration of the two. The two narrative will 

bring the audience different level of involvement but both allows a deep reflection on the limit of 

                                            
29 Rethinking History 4:3 (2000), pp. 391–406 An Old Question Raised Again: Is Historiography Art or Science? 
(Response to Iggers)Hayden White Stanford University, U.S.A., p.392 
“Discursive consistency, in which different levels of representation are related analogically one to the others, is quite 
different from logical consistency, in which one level is treated as being deducible from another.” 
30 See “A non human chronology of history: Lin Yi Xiu on Hsu Chia Wei’s Black and White.” 
ARTFORUM:https://www.xuehua.us/2018/12/02/%E9%9D%9E%E4%BA%BA%E6%97%B6%E9%97%B4%E8%
BD%B4%E4%B8%8A%E7%9C%8B%E5%8E%86%E5%8F%B2%EF%BC%9A%E6%9E%97%E6%80%A1%E7
%A 
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our comprehension of the past. Moreover, they triggers the discussion on whether it is possible for 

us to intervene in the history with the power of videos and creates a brand new imagination of the 

future. 
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[1] Milica Zec and Winslow Porter Collaborating with film directors, Xin Liu and Yedan 
Qian (Umeå Institute of Design) from the Fluid Interfaces group. See also: 
https://vimeo.com/199868099 
 
 
[2] Ƅ>�ŝǳ� quoted and translated from MIT media lab officlal webiste: 
https://www.media.mit.edu/projects/tree/overview/ 
 
[3] Ƅ>�ŝǳ� quoted and translated from MIT media lab official website: 
https://www.media.mit.edu/projects/tree/overview/“Collaborating with director Milica Zec 
and Winslow Porter, we designed and constructed the entire tactile experience throughout the 
film. With precisely controlled physical elements including vibration, heat, fan and body 
haptics, the team created a fully immersive virtual reality storytelling to, where the audience 
no longer watches but is transformed into a new identity, a giant tree in the peruvian 
rainforest.” 
 
[4] Ƅ>�ŝǳ� quoted and translated from MIT media lab official website: 
https://www.media.mit.edu/projects/tree/overview/“Collaborating with director Milica Zec 
and Winslow Porter, we designed and constructed the entire tactile experience throughout the 
film. With precisely controlled physical elements including vibration, heat, fan and body 
haptics, the team created a fully immersive virtual reality storytelling to, where the audience 
no longer watches but is transformed into a new identity, a giant tree in the peruvian 
rainforest.” 
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[5] ŹxŧŅ credit : Commissioned by Abandon Normal Devices and Forestry Commission 
England’s Forest Art Works.Produced by Abandon Normal Devices and Marshmallow Laser 
Feast.Supported using public funding by Arts Council England and Forestry Commission 
England.Equipment Support by Nvidia and Sub Pac. 
 
[6] ŘĊ�ŝǳ� revised and translated from https://www.wired.co.uk/article/virtual-
reality-grizedale-forest “The artwork also includes close-ups of animals captured with a 
photogrammetry rig and CT scans by the Natural History Museum.” 
 
[7] Ƅ>�ŝǳ� quoted and translated from https://www.wired.co.uk/article/virtual-reality-
grizedale-forest"We've always had a hunger for hacking people’s senses by combining art 
and technology,” said “Using VR to immerse someone in the sights and sounds of animals 
creates empathy by simulating the way that others sense the world.” 
 
[8] �qñŭ��űȔ¨ď�ȕThe latest version of the entry “Scientific Reduction” may 
be cited via the earliest archive in which this version appears: van Riel, Raphael and Van 
Gulick, Robert, “Scientific Reduction”, The Stanford Encyclopedia of Philosophy (Spring 
2019 Edition), Edward N. Zalta (ed.), URL = 
<https://plato.stanford.edu/archives/spr2019/entries/scientific-reduction/>. 
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Can We Become Bats in Virtual Reality? 
 
Author: H. Y. Huang 
 
English Translation: Shin Chang 
 
 I Became a Tree in VR 
 
In Tree (2017)1, released by the MIT media lab, the spectator enters virtual reality and 
becomes a rainforest tree.  With arms as branches and body as the trunk, we experience the 
tree’s growth as we slowly rise upon the earth, looking down upon the vast landscape at the 
end.2 According to the creative team, they have created a "tactile experience"3 - vibration, 
heat, fan and body haptics are all precisely controlled to allow the spectator to experience 
these tactile sensations.  Unlike in movie theaters where one sits and gazes at the screen 
faraway on which the story plays out, virtual reality provides an immersive storytelling 
experience "where the spectator no longer watches but is transformed into a new identity."4 
 
This kind of first-person perspective, by which human beings turn into plants and animals of 
nature, is an essential quality of VR which is unrivaled by other artistic mediums and has 
become one of the a key development trends of current VR narrative. Marshmallow Laser 
Feast's In the Eyes of the Animal (2015),5 a project that is part of the Abandon Normal 
Devices Festival in the Grizedale Forest in England, is a precise example of such first-person 
human-animal transformation. In this work, the spectator transforms into frogs, mosquitoes, 
dragonflies and owls in the forest wearing headgear and backpack. The team referred to 
scientific studies to construct visual effects, for instance, how some animals see colors more 
saturated than we do, and how mosquitoes can sense the level of carbon dioxide in the air. 
Optically, they also incorporated close-ups of animals captured with a photogrammetry rig 
and CT scans by the Natural History Museum.6 
 
The most distinctive part of In the Eyes of the Animal is that it includes two different 
versions. The website version lets the spectator explore the scene 360 degrees freely on the 
computer, whereas the other one offers a virtual reality experience which lets us enter the 
forest directly as we hear sounds sampled beforehand by the team in the forest. The spectator 
can therefore compare the differences between his experience of the forest from a human 
point of view, and the forest perceived through the animal's sensory organs.  As people take 
off their headgear, many felt like they've just woken up from a dream, with the world 
becoming strange and different. Sound samples of the exact location are integrated into the 
VR work, so that the virtual is merged effortlessly with the everyday world. 
 
Becoming-Animal: From a Philosophy of Mind Perspective 
 
In an interview with Wired UK, Barney Steel, co-founder of Marshmallow Laser Feast, 
stated that, it is possible to generate empathy by immersing someone in the sights and sounds 
of animals, using VR technology to simulate the ways that other species sense the world.7 
Can humans really empathize with animals? Or is it just our own projection or fantasy? 
Before we discuss this issue, we can first think about whether we perceive color and 
temperature in the world the same way as other species. 
 
Scientists study and observe animals as best as they can to acquire sensory data, for example, 
by converting the feeling of warmth into an objective temperature. They have also discovered 
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how bats use ultrasound to sense their environment and how squids change their body color 
to communicate with others. However, could these scientific data and physical explanations 
really stand for the subjective point of view of bats? In 1974, American philosopher Thomas 
Nagel wrote a famous article named What is it Like to Be a Bat? In this piece, he explained 
that, even if we could acquire all the scientific data on the physical states that bats 
consciously experience, we still couldn't "experience" how a bat really feels. If we could 
know the mathematical data of ultrasound, it means that such information are not completely 
subjective. There's still no way for us to really perceive it and enter the bat's subjective 
consciousness.  Furthermore, psychological experiences cannot be "reduced" to physical 
phenomenon,8 the same way that we cannot say that when I feel the sun's warmth, I am just 
experiencing 32°C temperature. In other words, every living creature has its own unique 
subjective perspective and consciousness, and such subjectivity cannot be replaced by 
scientific data. For Nagel, it is therefore impossible for us to know, imagine or use objective 
terms of science to describe what it is like to be a bat. 
 
Imagine there is a VR device that employs all known scientific evidence to create a "Be-a-
Bat" VR for the user. It contains every known bat-related physical data. Once inside, we are 
able to really see the world upside down, while visual effects are triggered each time 
ultrasound is detected. Could we, by such means, really experience what it is like to be a bat? 
 
In fact, VR can only, at best, increase our understanding of these physical data. As Nagel 
argued, there's a gap between physical and psychological states that does not correspond with 
each other. Since psychological experience cannot be reduced to physical phenomenon, the 
device cannot fulfill its objective and make us become bats. 
 
From another point of view, the main question is that, when ultrasound passes through, what 
kind of reference should we device for it, suppose we really could create reference points 
corresponding to a bat's body structure? Because these data must still be perceived by our 
human eyes and body which are different from what bats have, we still cannot, in the strictest 
sense, subjectively experience the their actual feelings once we enter virtual reality. Which is 
to say, according to strict philosophical criteria on epistemic justification and discussions on 
the mind-body problem, it is only a projection and not real empathy when human becomes 
another living creatures. 
 
Becoming-Animal: From an Aesthetic Perspective 
 
Aside from considering the problem from the subjective/objective and psychological/physical 
aspects, whether or not humans can turn into bats also depends on whether animals actually 
have consciousness. In Nagel's argument above, we in fact assume that bats have some sort 
of subjective experience (its feelings, emotions, perception, etc.). The problem is just that we 
don't know what it is.9 
 
In ethics and critical ecology, there are two contending lines of thought. One believes that 
animals don't in fact possess consciousness, only human beings do. This has always been the 
more popular one which critics contend is an anthropocentric way of thinking. Faced with 
environmental disasters and mankind's exploitation of animals, when "posthumanism" began 
to emerge, scholars influenced by it began to seek new relations between humans and 
animals. They hope that metaphysical symmetry and ethical  equality can dictate the human-
animal relationship,10 so that the world can continue to develop in a sustainable and balanced 
manner. 
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In posthuman thought, it is not a central concern whether animals have consciousness, but 
rather, how is it possible to transcend the binary opposition between nature and society, 
human and nonhuman, and to know whether scientific data and facts that we know can really 
uncover an authentic reality? Posthuman scholars who favor social constructivism believes 
that we cannot find an objective reality independent of society using the scientific method. As 
scientific discoveries all involve social-related processes and dynamic connections, we can 
thus assume they'd argue that, while the actual content of a bat's subjective consciousness 
remains a mystery, scientific data converted by scientists from their physical activities and 
perception are part of the social construct and does not represent the whole actual 
condition.11 
 
It is under these assumptions that Bruno Latour presented a scenario he called "Parliament of 
Things," in which humans and nonhumans such as rocks, mountains, trees are all included in 
the assembly, where each is an agent who can negotiate its relationship with others. This idea 
sounds like an utopia from a crazy artist. How can rocks hold meetings with us? Latour's goal 
is to portrait a network beyond the binary opposition between nature and society. Since there 
is no objective reality beyond society, we should instead focus on ways to create 
sophisticated relationships between society and nature, or rather, to describe this interwoven 
composite. Through such assemblies, we would discover previously unimagined relationships 
and reconstruct the interweaving ties between nature and society, human and nonhuman. 
 
The assertion that nonhumans have agency still has many unrefined points and could be read 
as pure speculation or fantasy. For instance, how could we prove that our understanding of 
nonhumans are not an anthropocentric description or projection? The definition of nonhuman 
agency is also very perplexing. Maybe we would never become Nagel's bat or the human-
animal composite in Latour's theory. 
 
For this, I would like to seek a new angle to approach Latour's theory: If objective reality 
does not exist, what is wrong then with imagination? By this, I would argue that it's better to 
call Latour an artist instead of a philosopher. In his theory, practice precedes abstraction, as 
value presupposition precedes logical inference.  It is better to understand Latour from an 
artistic perspective. By setting sustainability as goal, he suggests that we humans should 
develop a new way of thinking. As such reasoning already transcends the boundaries of our 
thoughts, we are in need of new narratives and more imagination, which makes this view 
more similar to artistic creation. For Latour, if we could devise a "Parliament of Things VR," 
we would no longer just become animals or plants under these circumstances, but indeed 
nonhuman-human or human-nonhuman composites.12 
 
[1] Milica Zec and Winslow Porter Collaborating with film directors, Xin Liu and Yedan 
Qian (Umeå Institute of Design) from the Fluid Interfaces Group. 
 
[2] MIT media lab official website: https://www.media.mit.edu/projects/tree/overview/ 
 
[3] MIT media lab official website: https://www.media.mit.edu/projects/tree/overview/ 
“Collaborating with director Milica Zec and Winslow Porter, we designed and constructed 
the entire tactile experience throughout the film. With precisely controlled physical elements 
including vibration, heat, fan and body haptics, the team created a fully immersive virtual 
reality storytelling to, where the audience no longer watches but is transformed into a new 
identity, a giant tree in the peruvian rainforest.” 
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[4] MIT media lab official website: https://www.media.mit.edu/projects/tree/overview/ 
“Collaborating with director Milica Zec and Winslow Porter, we designed and constructed 
the entire tactile experience throughout the film. With precisely controlled physical elements 
including vibration, heat, fan and body haptics, the team created a fully immersive virtual 
reality storytelling to, where the audience no longer watches but is transformed into a new 
identity, a giant tree in the peruvian rainforest.” 
 
[5] Production Team Credit: Commissioned by Abandon Normal Devices and Forestry 
Commission England’s Forest Art Works. Produced by Abandon Normal Devices and 
Marshmallow Laser Feast. Supported using public funding by Arts Council England and 
Forestry Commission England. Equipment Support by Nvidia and Sub Pac. 
 
[6] https://www.wired.co.uk/article/virtual-reality-grizedale-forest “The artwork also includes 
close-ups of animals captured with a photogrammetry rig and CT scans by the Natural 
History Museum.” 
 
[7] https://www.wired.co.uk/article/virtual-reality-grizedale-forest "We've always had a 
hunger for hacking people’s senses by combining art and technology,” said “Using VR to 
immerse someone in the sights and sounds of animals creates empathy by simulating the way 
that others sense the world.” 
 
[8] For a definition of reduction, see the latest version of the entry “Scientific Reduction,” 
which may be cited via the earliest archive in which this version appears: van Riel, Raphael 
and Van Gulick, Robert, “Scientific Reduction”, The Stanford Encyclopedia of Philosophy 
(Spring 2019 Edition), Edward N. Zalta (ed.), URL = 
<https://plato.stanford.edu/archives/spr2019/entries/scientific-reduction/>. 
 
[9] See: Allen, Colin and Trestman, Michael, “Animal Consciousness”, The Stanford 
Encyclopedia of Philosophy (Winter 2017 Edition), Edward N. Zalta (ed.), URL = 
<https://plato.stanford.edu/archives/win2017/entries/consciousness-animal/>. “For many 
authors, Nagel’s formulation of phenomenal consciousness as “what it’s like” serves as a 
reference point for what’s at stake in the debate on animal consciousness — in investigating 
whether a group of animals are conscious, the crucial question is whether there is ‘something 
it is like’ to be those animals, i.e. whether there is a subjective experience of life or being for 
them, a proprietary perspective that individuals have on their own perceptual, cognitive and 
emotive processes. 
 
[10] More on this concept, see: flat ontology or object-oriented ontology and STS' discussion 
on symmetry. 
 
[11] In fact, post-human scholars do not use the word "social constructivism," as they wish to 
go beyond the binary opposition between nature and society. For instance, Latour once wrote 
an article named "Constructivism", stressing the importance of removing the word "social". 
The word is retained here for better understanding. This point also illustrates how we, in fact, 
lack words to describe relationships beyond binary opposition, when the two concepts have 
stood in opposition of each other for so long. 
 
[12] This is a variation of Latour's "composite person-gun (or gun-person)" used to describe 
VR animal/plant metamorphosis. 
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The Visual Art Critic Project is sponsored by National Culture and Arts Foundation, Taiwan, 
Winsing Arts Foundation and Mrs. Su Mei-Chi. 
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Introducing Casco Art Institute: Working for the 
Commons  
Author: Hsiang-Yun Huang  
Editor: Shin Chang 
 
 
 
“When we were using art as a research tool, we were not questioning about art itself so much. 
In taking art beyond the research tool and part of the agency for social change through the 
commons, we came to inspect how art operates. The artwork within the wall of institutions – 
be art center, museum or so tend to create a wall that separates the art from the outside world, 
which limits the power of art. Casco’s proposal is to situate art where actually change take 
place by collective actions and at the same time to imbue the institutions with those collective 
forces.”—— Binna Choi  
 
Introduction 
 
Can we imagine and create a more equal and sustainable society beyond capitalism?1  Or, to 
put it another way, is it possible to change the world through artistic measures, where climate 
change and social inequality are brought about by capitalism? 
 
Casco is an art institute based in Utrecht, Netherlands who focuses on the above-mentioned 
questions. In 2017, Casco changed its name from “Casco Office of Art, Theory, and Design” 
to  “Casco Art Institute: Working for the Commons,” reframing its ongoing focus to engage 
art with political and social domains with the notion of the commons. 
 
Casco uses “the commons” as its core value. The concept of the commons originally refers to 
the collective management of resources in economic and political discourses. However, if we 
think further, commons is not only a political tool but also a value system. It means more 
egalitarian governance, alternative systems beyond capitalism and the will to bring both 
“humans” and “non-humans” into the fold.  
 
According to the current director Binna Choi, her vision for Casco is, “as an art institution, to 
consider ‘commons’ as the paradigm shift that would undo the oppressive binary structure, i.e. 
private/public, subject/object, culture/nature, art/non-art.” Here, non-art means the work 
which is the foundation of artistic production, and people from non-artistic backgrounds. Art 
shouldn’t be confined in the “white cubes” of the museum industry. Instead, they aim to bring 
art to places and situations where people are already striving to change, and the institutional 
program consisting of coop study groups, exhibitions and assemblies could operate to support 
and inspire those changes on a regular basis. 

                                                
1  p.2. Casco Art Institute: Working for the Commons. A new name and modus operandi in the making 
Exhibition phase: 26 May - 16 July 2017 Exhibition Guide. 
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I was curious about the motivation behind turning Casco into an institution for the commons, 
their strategies as an art institution to fulfill these principals, and how they used them in their 
institutional operation? Also, as an art institution working closely with politics and social 
relations, what are their views on how art could engage politics and change the society. It was 
my honored to interview Binna Choi, the director of Casco, with the above-mentioned 
questions. She shared her idea passionately and genuinely with me.  
 
 
How “the Commons” Became the Institute’s Core Value 
 
The team of Casco and closely collaborating artists around are experts in art and curation. At 
first, they used the commons as their research subject, considering its definition and various 
strategies, and looked for ways to put it into practice. This included not only abstract 
knowledge, but also practical knowledge – as to have led the organization to consider its own 
way of working, especially around how they could work within an ecosystem between 
different art organizations and individuals. 
 
After a rather stable period of artistic research around the commons, one of the most 
challenging questions which emerged was about mediation: finding artistic ways to make 
people understand the concept of the “commons,” or rather, how they could create situations 
in which people can grasp it naturally and implement it in their daily practice. 
 
Casco wishes to eliminate the borders between the public, artists and lecturers, to create 
opportunities in which people from different disciplines, especially non-artistic ones, could 
gather. It’s not simply to bring art into public sphere. In emphasizing the “commons,” more 
subtle reframing and negotiating with the existing ways of presenting art has been necessary, 
as Choi say. 
 
 events usually identified as seminars and symposiums are renamed as “co-op study groups” 
or “assemblies.”  
 
For instance, unlike the traditional notion of viewership where the viewers are interest-less 
contemplative subjects over free and aesthetic forms of expressions, Casco Art Institute 
works to introduce art as to cultivate the sensibility and knowledge on the commons.  
Differing from conventional exhibition methods, Casco’s art exhibitions focus on making an 
exhibition space with art as a dynamic field of interaction and discussion. Events hosted by 
institutions should be about “sharing and co-creating”, hence Choi prefers to call them 
“composites” or “compositions.”  In the following paragraphs, we will use a exhibitions at 
Casco presented in 2017 during its transitional time to new name, and what they call “study 
lines” and study groups as examples, to further discuss how they are “working for the 
commons.”  
 
Exhibition Working for the Commons 
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When I visited the exhibition titled with new institutional name Casco Art Institute: Working 
for the Commons (May-June, 2017) in Casco, it was like finding a new world in an ordinary 
building. The style of the exhibition was lively and welcoming with lots of cardboards and 
engaging interactive sections. This was quite different from the traditional cold and distanced 
white cubes (museums) where you were required to admire the artworks. This exhibition not 
only used multi-media techniques but also a multi-sensory experience. Moreover, it held 
workshops that evoked democratic discussions about the relationships between the commons 
and art.  
 

 
Casco Art Institute: Working for the Commons 

Casco Art Institute: Working for the Commons, exhibition phase at Casco Art 
Institute: Working for the Commons, Utrecht, the Netherlands, 2017. Photo by Niels 
Moolenaar. Image courtesy of Casco Art Institute. 
 
 
For instance, in the artwork Postcards from the Desert Island by Adelita Hushi-Bey (2010-
2011), the artist cooperated with children between 7-10, and together turned the hallway in 
the school into a desert island. The artist then set up limited resources for the children to 
develop a self-governed society.2  
 
 
                                                
2  p.20. Casco Art Institute: Working for the Commons. A new name and modus operandi in the making 
Exhibition phase: 26 May - 16 July 2017 Exhibition Guide. 
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Casco Art Institute: Working for the Commons, exhibition phase at Casco Art 
Institute: Working for the Commons, Utrecht, the Netherlands, 2017. Photo by Niels 
Moolenaar. Image courtesy of Casco Art Institute. 
 
 
Another example was the work Army of Love which was co-developed by Ingo Niermann and 
Dora Garcia with many others. The idea of the commons not only included sharing natural 
resources but also a social relationship. A social relationship that was not commodified but 
genuine. A relationship that was based on community and beyond capitalism. The artists 
reflected on the hook-up app in the contemporary society, where “ugly” and aged people are 
being devalued as money. Therefore, the artists designed a workshop, inviting people to 
discuss the possibility of non-commodified love relationships.3 
 

                                                
3  p.12-13 Casco Art Institute: Working for the Commons. A new name and modus operandi in the making 
Exhibition phase: 26 May - 16 July 2017 Exhibition Guide. 
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Army of Love, Army of Love Training Camp (Utrecht), Days 1 – 4 (2017), four 
day program organized by Casco, video installation; Army of Love Reference 
Material (2017) with Ingo Niermann and others, design concept by Miguel Hervás 
Gómez and Ott Metusala; furniture and exhibition design by Dora García in 
collaboration with architect Olga Subíros, in Army of Love with Dora García and Ingo 
Niermann at Casco Art Institute: Working for the Commons, Utrecht, the Netherlands, 
2017. Photo by Carlijn Bakker. Image courtesy of Casco Art Institute. 
 
 
Unmapping Eurasia Long-termed Study Group  
 
Unmapping Eurasia is a post-colonial study line, next to seven other study lines,  initiated by 
Casco in 2018. The aim of the study is to explore ways to transcend the unjust and unequal 
binary structure within the ideas like Europe or Asia, considering Eurasia as a landmass that 
destabilizes clear geo-political borders. It attempts to create or redefine a new kind of 
geography and politics through innovative and nomadic thinkings. For example, gathering 
people from different backgrounds to read the works by Élisée Reclus (1830-1905) and Peter 
Kropotkin (1842-1921) on anarchy and political systems beyond the state apparatus.  
 
Every study line evolves with the formation of study groups, and collective learning 
situations. This mode distinguishes itself from one-off lectures where unschooled people 
come to be taught. There is a hierarchy in lectures often seen in museums. The goal is to 
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create long-term, process-based, collective and communal modes of practice of learning and 
creating, instead of producing plenty of short-term projects that are rushed to be completed 
with tangible results. 
 

 
Unmapping Eurasia study group (in partnership with Dutch Art Institute), Epen,the 
Netherlands, April 2019. Photo by Zoe Scoglio. Image courtesy of Casco Art Institute. 
 
 
Possibilities for Commons-Based Organizational Strategies 
 
As we can see from the above depiction, unlike conventional art institutions, Casco engages 
itself with social and political issues, and how to practice in the commons. When I heard what 
Binna said, I felt really touched. People who are influenced by social theories would 
undoubtedly wish to promote equality and reduce alienation. However, it is difficult to 
change the internal structures of an institution and initiate an everyday-level revolution. Even 
an equal opportunity to speak is rarely present. Therefore I would like to know is it possible 
to use decentralization as the principal for organizational operation? Is this the proper way to 
work for the commons?  
 
According to Choi’s experience, decentralization is when taken as a dogma of horizontalism 
quite dangerous. It could lead into disorganization and chaos.  As a dogma, it may not take 
into account the heterogeneity of the members, as well as the particular political 
circumstances and cultural differences. Therefore, she believes it is better to say that their 
goal is to eliminate the oppressive binary system and accommodate differences by different 
situations.  She says, you could use the notion like heterarchy.  
 
The meaning of decentralization is not that everyone should do everything together, but that 
everyone work in tandem while contributing their expertise. In Casco, they hope to assign 
tasks to different experts and distribute their works properly. This arrangement of 
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responsibilities does not mean a division of labour or any intent to foster alienation, as when 
a worker can concentrated on making a wheel only but with a picture of the entire car, while 
respecting different expertise and skills. It is therefore important to have effective 
communication channels and degree of transparency where everyone knows what the other 
colleagues are doing.  At the same time, it’s important to be aware that there likes the 
limitation in communication and there won’t be total transparency.  Sharing not only words 
but struggles in words, for instance, Choi says.  
 
As an institution, Casco also seeks to find possibilities to eliminate the oppressive binary 
between knowledge producers and reproductive labourers.4  For example the cleaning staff, 
most of whom contractors whose work is often unacknowledged. There is therefore a time 
during working hours in Casco, where everyone has to do collective cleaning. “However 
symbolic it is,” explains Choi, “this is a way to practice the commons.” 
 

 
Casco Team and Annette Krauss, “3. Cleaning Together (with Mierle)” As part 
of Site for Unlearning (Art Organization), at Casco Art Institute: Working for the 
Commons, Utrecht, the Netherlands, 2014. Photo by Annette Krauss. Image courtesy 
of Casco Art Institute. 
 
 
Can Art Really Intervene in Politics and Change the Society?  

                                                
4  Reproductive labour is a term used in sociology and feminism, usually referring to work such as cooking and 
cleaning. Although traditionally seen as voluntary domestic labour, it is, nevertheless, the very basis of the 
production of the producers.  
 

56



  

 
The relationship between art and politics is a challenging one. It is also a question that I 
continue to explore. I often ask myself, if we want to change the society, why don’t we just 
join an activist organization, initiate social movements or even engage in politics directly and 
change from the inside? When I see art being used as a tool in some political situations, I 
have even more doubts on its capability to intervene in politics. One possible answer is that 
there are many layers to changing the society. Because everyone is different and face 
different social conditions, the levels of intensity for their potential action vary. Therefore, it 
might be best to always deal with issues case by case, focusing on the specific events and 
their reception and influence on social changes. To me, Casco is truly a place brimming with 
passion and optimism, who sees the art institution as a site for political discourse. Through art 
and education, they reveal the unequal power structure in a temperate way. Although this 
approach has its limitations, it is still a beautiful admirable endeavor. 
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Interview of Experimental Case -- Embassy of the North Sea  
 
The Embassy of the North Sea is an experimental case study based in the Netherlands, whose 
aim is to methodologically develop and put into practice philosopher Bruno Latour’s concept 
of the same name,  proposed roughly 25 years ago (Latour 1993, 144).1 In his proposal for a 
“parliament of things,” Latour imagined a kind of inclusive parliamentary form where both 
human and non-human interests (i.e., those of non-human animals, plants and other 
organisms, but also of non-living entities such as mountains,2 rivers and oceans) could enter 
into political negotiation and deliberation. 
 
During an interview with initiative co-founder Anne van Leeuwen, she stated that the 
motivation behind the initiative can be found within the context of emergent and 
interconnected climate emergency, biodiversity loss and political polarization. Their 
collective believes that the currently used mechanisms of (liberal representative) democracy 
are unable to cope with the challenges of the 21th century. The world needs new imaginaries 
to emancipate humans and non-humans alike toward different modes of democracy and 
multi-species resilience on a warming planet.  
 
Conversation-Making Theater 
 
The Embassy of the North Sea uses, among others, the method of experimental theater, with 
which they invite the public, artists, policymakers and scientists of varied disciplines to join a 
simulated parliamentary discussion. During the event, one can choose to embody and 
represent either human or non-human entities, such as the sun, CO2, or future generations. 
Throughout this reflexive process, they are pioneering a whole new area of research and 
fundamental questions regarding the practical possibilities and limitations of negotiating as, 
or on behalf of non-human entities or species. 

                                                
1 Latour, Bruno. 1993. We Have Never Been Modern. Cambridge, MA: Harvard University Press. 
2 Seed, J., Macy, J., Fleming, P., & Naess, A. (1988). Thinking like a mountain: Towards a Council of 
All Beings. Philadelphia, PA: New Society Publishers. 
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Props of Experimental Theater of of a parliament session of the Embassy of the North 

Sea. Image provided by the Embassy of the North Sea 
 
One of the participants who attended one such session reflected that, in fact, when we 
imagine ourselves in a certain relationship with humans, we actually tend to project human-
centered perspectives on the non-human entity we are attempting to represent. This is at least 
in part due to limitations of our knowledge regarding the complex, multi-level and multi-
scale relations between human and non-human worlds. Another question is, should the 
participants be representing species as a whole, or a particular individual or community 
beings in a particular place and relationship? 
 
Perhaps, therefore, as a first step in such attempts, we need to deal with the fundamental 
question of “Is it even possible to transcend anthropocentrism?,” or rather, should we keep 
our focus mainly on how humans and non-humans can co-live together in practice, instead of 
arguing if humans can represent or sympathize with non-humans in ways that truly channel 
their other-than-human sensibilities.  
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   The activities of the Embassy of the North Sea, Image Provided by the Embassy of the 

North Sea  
 
There are two important philosophical aspects behind the idea of the Parliament of Things 
that I will write about. On the one hand, it rejects nature-culture as a false dichotomy. Both 
humans and non-humans have agency and form complex multi-species networks in which all 
the entities influence each other and are in constant negotiation, whether visibly or invisibly. 
On the other hand, the Parliament of Things also represents a new method for creating 
alternative narratives and imaginative futures. Due to a long-standing human-centered 
worldview, it is difficult for us to reimagine even the possibility of other kinds of social 
institutions or frameworks that would include non-humans in our moral and deliberative 
circles. Therefore, the notion of the parliament of things also represents a much needed 
practical methodology for experimentation with and the imagining of such paradigm shifts.  
  
Embassy of the North Sea co-founder Anne van Leeuwen said that even from a purely 
utilitarian standpoint, it doesn't make sense to exclude non-humans from political 
negotiations, due to the fundamentally coupled nature of human (social) and non-human 
systems in the Anthropocene. Non-humans should not just become passive players in a more 
systems-based, yet still very much anthropocentric and rational-administrative planning of 
economic affairs. They instead argue that non-humans should be recognized as players whose 
interests and stakes in the pasts, presents and futures should be more morally equal to those 
given a priori to humans.  
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Project Embassy of the North Sea 
 
The Parliament of Things recently embarked on a 10-year long project in which they will 
listen to, speak in the name of and negotiate for the North Sea and its constituency. The goal 
of their project, Embassy of the North Sea, is similar to that of the Maori in New Zealand, 
who managed to establish legal personhood for the Whanganui River. The North Sea, one of 
the busiest seas in the world, is surrounded by England, Norway, Sweden, Germany, the 
Netherlands and France. The Embassy aims to establish a new model of political 
representation of the North Sea and the humans and non-humans interwoven with it. 
However as Anne says, in order for this to happen, they need to first actually listen to what 
the Sea and its constituency is telling them. Because at this point we actually know quite little 
about what the sea and its multitude of living and non-living entities do. In this respect, Anne 
says that the core question their initiative asks is not “What is the North Sea?,” but rather, 
“What does the North Sea do?” 
 
The North Sea is a sea very close to the Dutch but also distanced from them, as most human 
residents around North Sea lack knowledge about what is going on around the sea; seeing the 
Sea as a landscape painting, a static image, not as the aquatic jungle, interwoven with social 
worlds, that it is. Their project is not on about generating knowledge, but also about affect, 
and how those two interrelate through and are mediated by culture, discourse, media, power 
and knowledge institutions in particular spaces and times. Therefore, they initiated the project 
Embassy of the North Sea. This project is comprised of three distinct, yet interrelated and to 
some degree overlapping phases: listening, speaking and negotiating. The process also shifts 
between local contexts to the scopes of trans-local and international relations.  
 
Listening to the Sea and Enriching the Imagination  
 
The main point of the listening phase is that the Embassy will connect with all kinds of 
scientists, policymakers etc.; who will feel and explore the sea in many ways (from hard data 
on the population of cod, to sounds created by ships, etc.; to other more artistic ways of 
knowing and engaging the sea). So the point of listening is to get to know the sea in many 
different ways. Only for their public events you can say that the aim is to encourage the 
public to listen. Actually, this is not just about listening but understanding and feeling with all 
your senses, at all kinds of scales. This includes knowledge from the experts but also 
embodied and experiential knowledge coming directly from sensations. The knowledge 
concerning the North Sea is not just about scientific knowledge but also knowledge from 
bodily experiences. This corresponds to the idea of Bruno Latour that subject-object and 
nature-culture are false dichotomies.  
 
However, co-founder Anne said that their goal is not to make the Embassy of the North Sea 
become a knowledge institution because there are already many existing professional 
organizations focusing on knowledge production. What the Embassy aims for is to find the 
networks between humans and non-human globally and translocally, i.e., the networks that 
are usually taken for granted and are excluded in mainstream research processes. For example, 
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some animals suffer and even die due to marine noise pollution, whose source are human 
activities, and changes in eel populations and their ability to regenerate have direct impacts 
on consumers and the livelihoods of fishermen. Such huge and complicated networks can be 
only understood and explored through a mode of knowledge that lies in between social and 
scientific inquiries. This kind of narrative is rarely proposed, let alone pursued in actual 
practice, and requires effort to turn these interrelations into stories to be discussed. This idea 
is influenced by the latest book by Anna Lowenhaupt Tsing, Mushroom at the End of the 
World: On the Possibility of Life in Capitalist Ruins. Anne, referring to the book, said that if 
listening and speaking stories are methods, why not make them into a science?  
 
This year (2019), the Embassy of the North Sea held an event of “listening” on a public beach 
in Scheveningen in the Hague in July in the Netherlands. They put imaginary flags which 
marked as the Embassy of the North Sea. Artist Frank Bloem put different cans on the beach 
to let the passersby smell different parts of the sea, the jellyfish, the sea weeds, etc.  
 
Composer Stef Veldhuis turned the data about the temperature and cod population of the 
North Sea  into music. Interestingly enough, the audience had to put their head into the water 
in order to listen to the music. For Veldhuis, it is a spiritual experience as the audience has to 
take the time to immersive in the installation, kneeling, breathing, and resurface again to feel 
the air.3   

                                                
3Composer Stef Veldhuis’s  Website:  http://www.stefveldhuis.com/ 
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The artist put different smells in the container to let the public experience. photocredit: 
Hsiang-Yun Huang  
 
Anne explained that actually the public and experts from different disciplines are really 
willing to share their knowledge about the North Sea because there are always parts of 
knowledge from them that are excluded from the institution. For example, when we try to 
approach an expert on harbour porpoises, we find that actually, she has a lot of sound 
materials and data that are considered as not scientific enough, and therefore become useless 
in the research. However, this data still of great value and potential , so she is really happy 
that she has the opportunity to share this data with the Embassy of the North Sea.    
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                                  lecture-performance on the sea. Photocedit: Hsiang-Yun Huang  
 
Speaking and Negotiating to the North Sea  
The next phase of the Embassy of the North Sea concerns speak to and on behalf of the North 
Sea and its non-human constituency. In this phase, there will already be a collections of 
knowledge from the listening phases, and the initative will become more activist. Although 
changing society embedded in the neoliberal system that has long been exploiting nature, it is 
challenging to change: it is a long-term process. However, the people behind the Embassy of 
the North Sea think that it is already a big step in starting to make actions. There will always 
be negotiation processes and power struggles.  The process is to recognize the multi-
stakeholders around the North Sea, and in the final stage to make the North Sea a legal person, 
that can be represented in the court, and give a voice and right for the North Sea themselves. 
 
Anne reflected that through the long-term process from listening and speaking, maybe when 
the Embassy reaches the point of negotiation, we will have different approaches to the North 
Sea, but we cannot know now. However, as an organization with the principle of sustainable 
development, we always want to have a long-term vision. The Embassy  positions itself as an 
organization that is beyond the binary of culture, nature, science, art, and that attempts to turn 
this knowledge into actions. They are aware of the limitations and challenges, humble and 
critical about what they are doing.  
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%rĂˡ,Ĕ¥d˝˂ʸÊ,ǖʛǋsř%yý�˝ǁƒ6D¾(Ǧˉ%irˡ 

  

ȋi5Ĉ£ġ˝&;ɰǪ£ġ%d ,ucƫì7ƂĄZǞ9w±>%d ɵŴ˝u

Ɯ£ġ�ħƂȪƈ¢ĴºȻĴ%Ǟ9d ˡđƸ˖+`č³oˠ˗%ë¸)5Ĉ¬ȧ

ǪŊǞ9d ˝Ý)Ȼy%dǜ˝@ȋiˊr%Ɔĩ˝Įb�ö�Ʋ%M�Ȧž^Ǟ

9d Ƴ-Ƭ�ƂµÉˡ 

 

,ˊr7˝5Ĉ¬ʙʦG¼ľŻȽǞ9>(¥ƻž%d ˝Ý)ȻĴ%d ˢŜĵǓ

ʻ%d uƜȣƁyM�,(¥dƔ%/ÙˡƯD�¤˝5Ĉ£ġ@ĮhG˘£ġ>

%£ġ˙%vï˝˖+`č³oˠ˗ǽhïȷɕʳ·ɀɫ%˖ďŃŞ˗˚1959˛ˡ,£

ġ%d øɴºǐŬ7˝5Ĉ£ġ@ǮĄɷǵ�ǫʘ˒(Gilles Deleuze)˘d ˜ġÝ˙
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%ɵŴ˝¸B˖+`č³oˠ˗(Åȋi˘Ȭ¬Ĵ%ę ˙ʖwd %a¶É˝@¸

B£ġʔ,w±ˢįǩº;Ý� ˝Į˘d ¢µ˙×cD/ȅôˡ1 

 

¢�%�D/¤ćɐʈ,ǪŊ˖+`č³oˠ˗,Ļ�ƫì7ƂĄŻťÞÜlñĒd

ľ%Ǟ9d ˡlñĒǞ9Ţ%)Ǟ9%ǥț�ɄĿƽɐʈ,ƈɎˢĎƢ�ǉǄ%Ź

Ç7˝�œuš,ñʃ>%MŹºǯƓˡ2ƘƗ�˝2)ɐʈ¡�Ʉ%ƧÇMŹʢɓ˝

ĨȮ.�¢µ%ƧÇˡ 

 
 

lñĒĴ%dľ%d ȧ)ŚÉ%�)œŚÉ%ˡD�¤�ŨĴ˝Įd ×cƽD%

d ˝dƑ2)ƨƙĴd %ľÎ˝¥dƨƙĴ%ŚÉd @)Į�Ũƈ¢īØcB

hC%Ô4�ģ�DˡƯD�¤˝ʜvɈĒºĥǿɯÙ˝ä1�ì%ƈ¢Õ�ˢɍ�

Õó˝ǁǐcD/ǧ8%Ȗ�¹ɓ˝ƨŰp¿āƈ¢�Ǡd )D�œŚÉ%¹ɓˡ

BʙȇlñĒĴ­ŹM%d ɵŴ§BD�Ǟ9ɑʍ˝¢�ÆʭǽǞ9z[ƾʏ�ǫ

ȼ˚.!#��309�2˛%˘ƿƍǞ9˙ºʰz[ǫʘ˒˚�373!$3˛ĲZ%˘ȯģǞ9˙§

B˃ɒ˖+`č³oˠ˗%ʺȭ˝rʀ£ġ>-Ļ¾þǴǮĄ67ȇɵŴˡ�

�

Ö�˝&Æȋi�/rʀÃŊ1ǪŊ£ġ%źrƆ°Ɯ£ġ¢µ)()-ƂȪlñĒ

Ĵƈ¢�Ǡd %hCÉˠ�D/)ŭʟǵˣǫˣʄɻ˚Michel De Certeau˛,˖dė

M�±ʵ˗(1984�­ĲZ%˘Łǣ˙˕˕ȋiƳ-Ʒ�%dė��ɧ�Ǟ9ȧ°%ȭ

ɴ�˟�Â/)ǫʘ˒˖£ġ II˞ġÝ˕d ˗˚1985˛Dń�>˝ĲZ%Ŋǆ˝kŇ

B˘d ˜ġÝ˙%ǐŬ¢µƳ-D�ƂȪƈ¢�Ǡd %hCÉ˝ƷƓD�a¶ǲ

                                                
1 ǫʘ˒˚Deleuze˝1985˛  
2 ȫpÞÜñĒĴ%d 8ǝ)íƪÄȡ¿ā˝ŻȽǡ),Dǰqɣfľ˝¡d¢ˇŌdāˡƈǅ1

Ȓ˞In Europe and the U.S.A., Industrial Revolution started in the late 18th century. (Stearns, 2007, 1-2.) The 
type of workers marking this era were those who worked in the factory doing monotonous labours according to 
the use of clock time. (Doane, 2002, 6.) In Taiwan, the industrial era is said to have started in the 1930s, notably 
under the Japanese colonial rule. (Lin, 2009, 112.) 
3 �������	 �CerteauCerteau, 1984, 93-94.� 
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Ȼň%d ɵŴˡ	�ǫʘ˒ɨŕyÞDţŊǆ˝˘d ˜ġÝ˙CƷƓD/Ʒ�ǲa¶

%d ˝ÔAÆilˢw,ˢő1�ZˎA%ōø˝¸ĔƳ-;ÝºƷƓƯǢǞ9w

±%hCÉˡ
 

  

P6G�
��!(@N 

 

˖+`č³oˠ˗%ƥƿƂĄZlñĒĴdľ%Ĥà˝@ºǫʘ˒­ʙȇ%˘ȯģǞ

9˙(control society)ÈȤǮĄˡǫʘ˒ĲZ˘ȯģǞ9˙%ÃŊƥƿ)D/ª�ÞÜ

˘�ŨĴ˙z˘lñĒĴ˙%dľˡ4ÃĦ˘ȯģǞ9˙˝huÐÖºʤˆ­ĲZ%

˘ȚȈǞ9˙%ǜȻ>ÃĦˡʤˆŇB?íƪÄȡ6ÂíÄȡu1˝Ǟ97ư,Ŧ=

ȚȈ�ɴ˝ɽ�˞zƊˢɶʥˢ�ǥ�Ñ˝ȋię Ɔĩ˝n�ȚȈ,x¤%.�ȧ

-%ș�ȭɴƶģ˝�ĘlƂȪ%C�ˡ�5�wǄ(ǶǶư,¡Ĥ°�ɴ�>˝ɨ

ŕ×cD�Ǟ9�ģ˝.e,dėM�>@sǐ%�,5�%?&ɶȯ�>ˡ6 

 

ǫʘ˒ÿĴʤˆ%ÃŊ˝ŇB,¼ľǞ95�ȚȈª�sǐ%ˌȋ,dėM��>˝

ǁ¡�ŨĴzȖ�ĴȤÈøüǐcD/ȯģ¹ɓ˝,˘ȯģǞ9˙�>˝-è1è=

%ʜv8ɈĒ˝Bğůt8ŗɟbŽȾ�ĺyƆǺǔo˝Ǟ9@Zwè1è=<Ƿ?

Ŗ%ȿdñļuòȩB�%ñ§˝Î¤7<T1˝ñ§Ǘřè_Ǌ�@èº�Ũō

ø˝±Ǹ7nɍ�ûãy·(ə°˝�Ĕ˝.eyÍ�ƴ64lƂȪ˝@yÍƂȪ˝

¸B,˘ȯģǞ9˙>˝ƂȪ%^Ǆª�()D/-ǐ%�ɴ˝�)D/�ŨĴƈ¢

¹ɓˡ7 

 

Ð˘ȯģǞ9˙%ƲìlÃĦ˖+`č³oˠ˗˝&ehu_w,£ġ>˝Zw,Ƨ

Ēę %dƑuƜÖ>D/ƄÁǭǓķdƑ%iƿ˝0Ƿ,ʙʦ�ŨȗŪīØļĸƧ

                                                
4  See: ‘The Memory of Resistance’,in: D. N. Rodowick, Gilles Deleuze’s Time Machine. Durham/ London: 
Duke University Press, 1997.�
�
��	 
5  Colebrook, 2002, 54.Understanding Deleuze. Sydney:Allen & Unwin.������� 
6 À˞ǫʘ˒ (Deleuze, 1992, 3–7.) 

7 ǫʘ˒ (Deleuze, 1992, 3–7.) 

78



ĒÉd %˘~â˙˚£ġǁo-ðɀŐľ�Ȅ%yo˛˝5�%ġÝĶ˘ȯģǞ

9˙%ƥƿȤÈǮĄˡmǍÐr%ʬʿȘĒ˝Ǩ{(),ß�¿āƈ¢�ǠŲaZw

%ȿdñ˝ǁœ)ȏƻ%lñĒĴ%ȿdñļ?ˍĸ(precarious workers)˝Å)ūǠ%

1Š˝ʬʿ%ñdºñ§Éňɢ)-½¡,ñĒĴdľ%ñʃ˝�ǲľÎD��ì(

ə°É%�Ē˝uƜD�sǐ%ȯģˡ8�ľÎ>Źʒİ%˂ʸƳ-Ⱦ�%C�˝Ķ

˘ȯģǞ9˙%ǮĄËǈēĆ˝)D��ŨĴdľŲa˝ŹM%Ĥʝ%dęǬʓºœ

ŚÉÙƭˡ 

 

Ƞøüǫʘ˒%£ġrʀÃŊ˝˂ʸ%�ÙÉ@huÃĦBǫʘ˒­Jʙȇ%˘d 

˜ġÝ˙(time-image)%Ö>D/ɵŴ——˘Àĸ˙˚seer˛9˝�˂ʸ­ǋý%y�@

cB¿āƈ¢�ǠǞ9>%˘ł�ę ˙(any-space-whatever)10ˡǫʘ˒,ʙȇ˘ł�

ę ˙Ķ�Ʋ˚Àĸ˛)o-ōø%˝�ƲĘĬy�,ȆȬhuņd�ǺƐƏ%ƈ¢

ę �>ˡ11£ġ>˝˂ʸǋý,o-�ȄĤà%y�˝,5/�Ǡa˝ŻȽĶǖʛ

%ę ª�o-uc(¥˝:)Ȭ¬Ĵ%ę ˝ę ºę � %ōøo-¸�Ñ

Ȑ˝ǚŰZD�ĘĬºȺę%Ȧžˡǫʘ˒Ǥ5�£ġ)˘ȁʼ%Ĝ�ºÒ�i

ǩ˙˝�()ǎǔ˘~�˜�§˙�ōøˡ12,Ĕ˝˂ʸgCȁʼƍ<˝Ï(ʂbĝ

�ħƂĄÏ­<6%ƿǄ˝g)(Ǜy,ǖʛ��ˡ 

 

ǫʘ˒,ǪŊ˘ł�ę ˙º˘Àĸ%ǋý˙d˝(ǶǶg),ʙȇ£ġ%øɴ¢

µ˝kN�ZıƖ%ȴǤ˝kŇB˘d ˜ġÝ˙5�£ġøɴCƉǯƓd ˝�ǲ

)ƷƓD�a¶%d É˝¸�CȌ�ȧ-%ˢ�ȚȈ%˝ļȯģ%d ȭɴ˝¸

Ĕ˝˘ǋý˙C§BD�^ƨƙĴd %ɁȪˡ&Ň˔5�%ŊoĶ˘ȯģǞ9˙­

                                                
8 5DoȠ4ǆ�Ğ4¦lȸȥŻȽ%ʬʿǙȔ˝�yǂʉ%ǙȔʢɓrʀˡ 
9 §ĸ?ʧˡǫʘ˒ Deleuze, 1985, 272.   

10 §ĸ?ʧˡǫʘ˒ Deleuze, 1985, 5. 

11 ë�ŝƕ˞[It] is a setting which is already specified and presupposes an action which discloses it, or 
prompts a reaction which adapts to or modifies it. But a purely optical or sound situation becomes established in 
what we might call ‘any-space-whatever’, whether disconnected or emptied.” Deleuze, 1985, 5.   
12 §ĸ?ʧˡë�ŝƕ˞“the sensory-motor link” is replaced by “pure optical and sound situations.” Deleuze, 
1985, 41 
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ʙȇ%Ǟ9w±ǐcD�ʗʕˡɱ{,ñĒĴǞ9>˝ǋýhuĜBD�Ƃ^ƨƙd

 %ƂȪ˝Å)5�ƂȪ)D�ñĒǞ9%ƂȪ˝{�lñĒǞ9%ŁØª�ÐMŹ

ȞÿćŜĵȞ˝�ǲſ/Ǟ9@cBGD/˘ȯģǞ9˙˝ȯģsǐyˌȋ6M�>

ºĺ�ȿdñz�ŨĴ%Ⱦ�>˝@2)Jĥƽ7%ǋý§BD�u˘œŚÉd ˙

ɁȪƨƙĴ%d ª�ĘŶ˝œŚÉd �ª�¦Ĕ�ƈ¢�ǠüÃĴG˝¸Ĕ˝ǋ

ý,lñĒĴ%Ǟ9>ªsïcBD�üÃ%ƂȪˡ 
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ʶ�ŵ%˖+`č³oˠ˗——ƂȪƈ¢�Ǡd %hCÉ˚a˛ 

 

�# 
C�VP6�
��!(@NW
Y M�:�VD3W[V�!X5/W

�VP6G�W
&������=�@NY�	��Y)$5
%�
>Q78-

�USY�FRI
D;&��0���"VP6G�W�@NY��8-<JQ7

��E�$5
�L�@N���,Z�L�*�+9TO��H94K12Z�

BAG�
��!(@N 

 

£ġDaĖ&e<6mǍ,Żť%3ɩ7Ƽvʲ˝5/Ƌ¤QēĆyÎůk),˘Ƽ

d ˙˝0Ƿ,Ëˈ,ƈ¢�ǠǞ9>&eh?m%d Ɛlʮ�ˡÈǈ¡˂ʸ˝C

Ɖ-ƈ¢?Ŗy6ĺyȾ�˝mǍ%d )��ǲŸǹyƞ,ʁuŎM�Ģ˝Ê�ʰ

z[ˏƺ�ʾɾʠ( Jacques Rancière )­Ɨ˝ŲȂʒİ%.egC��%Ćâd ˝@

gC�,¼a˝nrĂǶǶg)D/ĆpD/ʖw˝M�)ƶģºÔɖ%MŹº¦M

Ź˝ke(ƛ�â��%ř%uƜuȕˋBř%%d ˡ13 

 

ƎĮ˖+`č³oˠ˗)DĈǞ9Ť±%£ġ˝mǍ(}hC-ȕˋd ˝ʊļaĖ

�ǼŻťÆdƑÿcǖʛ%dƑ˝mǍ%�§ËǈÝ)D/˘;Ý%˙��˝ļĸ)

�BÎƤˡdƑǄʑƈ¢�Ǡ%ƨƙĴd ˝Å,5Ĉġ¬>dƑ�ʗʕy¥dľÎ

mǍ;Ŵ˂ʸú,%fÃd 14ˡȋiųſdƑ˝mǍ0ǷÞ�D/Ǟ9z[ŭʟǵ

�ǫ�ʄɻ­ĲZ%˘Łǣ˙(tactic activity)˝uƷ�%�ŬĮhdƑ˚ȧ°%dȉȚ

ǡ˛˝ʐĔÔAˑɱ?m%�ƍd ˡ15mǍÐɞ.ę %dƑɗɗų6Áǀę %

                                                
13 §ĸ?ʧˡˏƺ�ʾɾʠ˚Rancière˛, 2017, 25. ĔńǑőZ>�Ġˡ 

14 5x%úfd ˚interior time˛)â Mary Ann Doane ˃ɒ Henri Bergson %ɵŴ˘ɲɮ˙

˚duration˛˝ÏŇBʷŘʋĲZɲɮɵŴ%ǙȔƥƿ)^¡ƈ¢�ǠŹMZ%ÃÉĴd %D�ʈɡ

�Ąˡ(Doane, 2002, 9.) 

15 ŭʟǵ�ǫ�ʄɻ ˚Certeau˛, 1984, 93-94. 
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dƑ˝ɨŕ-DɅɛ6D/8Ǐ%ŕ�oųÁǀdƑ˝Ȩġ�ʞʫ˄ːŉī%Ƌ¤˝

,5/Ƌ¤>mǍŒ,:īȚȜĸ%ĜƲ˄ːŉī˝ǄʑÉyÿĴ?m%ș�öǺˡ

16(iʗʕ%)˝5��ŬɢsïɆɃdƑ%ƶģ˝mǍ(ƞy,ÿdƑ˝Åăo-

ƄïÌ�çèdƑ%�ģˡ 

 

mǍųſdƑ%�§ǁo-ƄïeÊyƂȪd %ɵŴ˝�k,£ġ>b6%ȕˋd

 @)˝5�%ȕˋd hCg)ƠĕɚȲŤ±ȢyZĉˡ,mǍ%˘Ǝ;˙ȕˋd

 >˝kaĖ<ïv£ġºşïv%ŏŧ˝5¾iǩ^Ą6ǫȼ,˘ƿƍǞ9˙(the 

society of the spectacle)­ʙȇ%ƿǄ˝.eM�,ȆȬ%ŜĵġÝ�>ˢ.º.� 

%Ǟ9ÑȐ)ŖƧÇŐĽŹMƩɜ�c%˝2ÝmǍĶ˂ʸjȶ%Ʃɜ2)æƼvʲ

5ǗŐĽˡǫȼŇBM�,ŜĵǞ9%.e�>%Ǟ9ÑȐ)�˘¦w˙º˘ġÝ˙

­ɯɝ%˝@2)JƧÇºĶƧÇ-Ñ%�ȟġÝˇŌ.e%M�˝,5/�Ǡ7˝

˘ƿƍȄƝGÎǄ@ȄƝ.ǢM�%�ɪ˝5Ī)J˝Ǟ9M�ǶǶg)ÎǄˡ˙17 
 

,£ġ˘¦wę ˙%ǐŬ7˝ſĈ¬%ȹ´%Įh˝ǁǲo-Ĥ½lƇȨŉī%ƨ

ɂÉƟʇĂ˝Ý)Żť 101 ļĸǖʛ%ʣɺǵȓɿˡȨġȹ´óė)ʞʫ�Ʋ,ɞ.

ę ļĸ,á7��%>ƿȹ´˝5�%ƆǺn.sïƌ7Ǖǔyo�ʍǛġÝö¡

ĻD/ŉī˝@n�/<Ƿċ�%dę-Gjɏ%ÈǷ�Ģˡ 

 

ġ¬đƸ%ØƿÝ)ƚɊˢŜĵØ­ˢĭɉŐó@:ĳ¡.Ǣz[ƌƺ�ȫʌ˚Marc 

Augé˛­ĲZ%˘œy�˙(non-place)%ɵŴ˝˘œy�˙)n.�iļĸŜĵ%y

                                                
16 À˞ǫǱɻÆÐʡǝ8ʆšaɌː%Ĝɇ­<6%ǉǄŉīĶ,y¤7�.%ĜƲ­<6%dėM�

�^Ëˡ©ĸ):īȚȜĸˢ-ș��ǒøɴ%.˝lĸ)/Ù%��ĸˢĮhøɴ%.ˡǨ{ke(

Cƀ°øɴ%�s˝ăCƀ°�ħĮhøɴˡ( 
(Certeau, 1984, 93-94. ) 
 

17 ǫȼ˚Debord, 1967, §10.˛ ŝÀë�˞This corresponds to Debord’s idea that the social relations between 
people in a consumer society are mediated by representation and images. This, in short, means that the 
commodification penetrates or colonizes the social fabric. As Debord states, “considered in its own terms, the 
spectacle is affirmation of appearance and affirmation of all human life, namely social life, as mere appearance.” 
Debord, 1967, §10. 
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�˝,˘œy�˙x¤.Ǣo-ÑȐÉˢǙȔÉzµŅŇ¥ˡ182Ý˂ʸ,ġ¬>˝

ÏD/.ʯŀy,ǖʛý�˝Ķɳĕ%.rĂĶÏ:o-Ĺƹyōø˝Ï)D/ɦM

.ˢƍĀśˢŜĵĸˢD/ȣƁ%ư,ˡ19Ð5/ƍo1<˝y··ČG˂ʸ%ǋý

ǁ()ƂȪ%ƍo˝ÏǶǶg)˘ƿƍǞ9˙>ŹM%ȣƁư-˝5@2)J˝˘œ

y�˙%Éň@Ê�˘ƿƍǞ9˙­ʙȇ%iǩ˝g)5x%�Ù(Ƕg)Ǟ9Ñ

Ȑ˝NĨʎ˞y�ºę �ƈ¢Ĵº�ȻĴ%iƫˡ 

 

ÐlƆ%ƍo1<˝˖+`č³oˠ˗5Ĉ£ġ-��¤%ƆǺƳ-ƂµÉ%§h˝

n.ŋƕ£ġ�ħʖww±ºÎǄ˝ɨŕſĈ¬¢µ@)D/˘ƿƍǞ9˙%ġÝˡ 

 

�D/ĈŅ)¼˂ʸ,£ġx¤ƒ6ɀɫ%˖ďŃŞ˗x¤%ƤěǑƅʠ�ȱɤ˝g

)kª�(Ýk,˖ďŃŞ˗D�)mÓĊG˝k<T1ÝD/�ʪ%á.˝�ǲ£

ġ@o-Ĥ½ĶƍȑŐľk)Úˡ5/ɩż)D�lƆ£ġ%vï˝ŋƕ£ġ�ħƷ

ƓD�ȺȲ%ġÝ˝�ĮƤě,£ġ>cBD�(âd ġǾ˚timeless˛%ư,˝¥

d˝@ǮĄ˘ƿƍǞ9˙­ʙȇ%˝&eª�ĘlƔr˘ÎǄ˙º˘w±˙%C�˝

�-d»ȺȲ%ġÝ˚˖ďŃŞ˗%Ǒƅʠ·ȱɤġÝ˛Ëw±˚,w±>ª��l%

Ǒƅʠ·ȱɤ˛N4e±ˡ20 

 

�Â/ĈŅ)Ð£ġ¢µ%øɴzˊrſÙ1<˝˖+`č³oˠ˗ſĈ¬,éDØ

e±ºÎǄÍrÍĦ%ýŔ˝¸BſĈġ¬,˂ʸǖʛˁĬǋýºmǍŋŴ˂ʸ%Ę

ȉ�B�>(ǛŮƐ˝�/.Ý�,ċ�dęă�¸Bĺ�ĂÇºrãǄʑÉ%ōø

,DTˡ�5Ĉ¬%ɚȲŤ±%øɠ——˂ʸ¨pl˝(�t)�įN)w±˝Ïƒ

6GmǍ,¬´2ªiÄ%ȳ÷ˡ5�%øɠnſĈ¬ĘlGe±%˘Ţʚ˙�cB

                                                
18 ŝÀë�˞These non-places are defined by Augé as being the opposite of anthropological places. This is 
because they cannot be relational, historical, or concerned with identity. Augé, 1995, 103. 
19 ŝÀë�˞These non-places are defined by Augé as being the opposite of anthropological places. This is 
because they cannot be “relational, historical, or concerned with identity.”  “neither singular identity nor 
relations; only solitude, and similitude.” Augé, 1995, 103.  
20 ŝÀë�˞This corresponds to Debord’s idea that the society of the spectacle makes it not only difficult to 
distinguish appearance from reality, but makes “the authentication of illusion more real than the real itself.”Best 
and Kellner, 1999, 144. 
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Gȁʼ%ġÝ˝¸�cBD�˘ƿƍ˙ˡ,5/ƿƍ�>˝e±º;Ýˢw±ºįǩ

ɹüDÙ˝ǐcǫʘ˒%˘d ˜ġÝ˙˝�¥d˘?&Ţʚ˙%cBD�˘ƿƍ˙

ġÝˡ 

$5�L�����/V@NG��!W��?Z 
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Resistance of the Capitalized Temporality in Tsai-Ming Liang’s What Time 

Is It There? (2001) Part 1  
 

Introduction 

 

Tsai-Ming Liang’s new film Your Face (2019) just released in the cinema. The 

director is renowned for bringing films to the museum, however, this time he brings films 

that are meant for museum to the movie theater. The whole film lasting for 78 minutes 

consist of close-up long takes of 13 faces, the whole film is narrated without storyline only 

pure seeing. In this article, I am going to analyze his early film What Time is it There? (2001) 

which is also a film consist of long take and around the theme of temporality.  

 

Cinematic time and Social time, When we problematize the issue of Temporality 

 

Tsai-Ming Liang’s What Time is it There? (2001) portrays two lonely individuals 

living in Taipei. One of the film’s two main characters is Hsiao-Kang, who comes from a low 

social class and sells watches on the street. The other main character is Shiang-Chyi, a 

woman who comes from the middle class and who travels to Paris. One day Hsiao-Kang sells 

a watch to Shiang-Chyi. After this, they never meet again. Hsiao-Kang starts to change all the 

clocks in Taipei to Parisian time, and becomes obsessed with everything that is related to 

France. This might be his way of dealing with the fact that he is missing Shiang-Chyi. In the 

meantime, Shiang-Chyi is shown wandering around Paris without direction. While in Paris, 

she has an unsuccessful love affair. 

 

 Resistance of Time in Control Society  

 

The background of  What Time is it There? (2001)  corresponds to the features of a 

post-industrial society and also Deleuze’s concept of control society. The notion of control 

societ is adapted from Michel Foucault’s concept of disciplinary society. Foucault argued 

that, from the 18th century onwards, and most prominently in the 20th century,1 individuals 

were confined to closed spaces that imposed on them “hierarchical observation, normalizing 

                                                
1 Foucault, 1978, 6.  
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judgment, and examination.”2  The example of disciplined institutions include, schools, jails, 

administrative institutions, etc. 

Applying an adapted version of the disciplinary society, Deleuze argues that the 

individual in the control society is no longer confined in an enclosed space but is instead 

confined in an abstract globalized network.3 In this network, the individual is required to 

constantly “modulate” in the rapidly changing environment in order to keep with the mantra 

of self-sufficiency.4 As such there are more and more flexible workers (or, the precariat) who 

no longer do work based on permanent contracts, but instead do small, on-demand and 

project-based jobs, and are no longer fixed by location . 

The two characters’s life experience correspond to the temporality of control society. 

Hsiao-Kang, a member of the lower class and working as a street vendor, his experience is 

similar to that of the flexible or precarious workers. Unlike workers in the factory, he seems 

to have more freedom because he is not confined in an enclosed space.  

As to Shiang-Chyi, a middle class, traveling to Paris and wandering around in the 

city. She is drifting around the streets and public places. This can relate to the non-linear and 

open format in control society. The film expresses Shiang-Chyi’s ennui and sense of feeling 

lost by fragmenting the spaces she visits. The spaces Shiang-Chyi occupies are fragmented or 

disconnected. The connections between the places are unclear to the spectator because of the 

lack of establishing shots.  

The above-mentioned fragmentation and abstraction of space to some degree 

corresponds to Deleuze’s idea of any-space-whatever. In this new kind of cinema “the 

sensory-motor link” is replaced by “pure optical and sound situations.”5 The fragmentation of 

space breaks the link between cause and effect. The characters wander and drift, looking at 

the world without response. This turns the location where the dramatic action takes place into 

an abstracted space.6 “[It] is a setting which is already specified and presupposes an action 

which discloses it, or prompts a reaction which adapts to or modifies it. But a purely optical 

                                                
2 Gutting, 2014. 
This model of power relations is based on Jeremy Bentham’s panopticon, an architectural structure where a 
large number of people can be watched by an unseen controller. It is as an efficient technological model of 
control over the citizen because those who are controlled can be seen by the surveillance without themselves 
being able to see the surveillance Bentham, (quoted in Foucault, 1978, 7.)  
3 Deleuze, 1992, 7. 
4 Deleuze, 1992, 4.  
5 Deleuze, 1985, 41.  
6 Deleuze, 1985, 272.   
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or sound situation becomes established in what we might call ‘any-space-whatever’, whether 

disconnected or emptied.”7  

As a result, Shiang-Chyi becomes a “seer” who does not know how to respond or 

react but “has gained the capacity to see what has been lost in action or reaction.”8 With these 

scenes showing Shiang-Chyi in Paris, Tsai-Ming Liang presents the cinema of the seer. This 

cinema is lacking in dramatic action and instead presents characters drifting in a version of 

Deleuze’s any-space-whatever.   

Deleuze suggests that the presentation of wandering characters is a pure act of seeing 

without judgment which occurs when a person is wandering is an important first step towards 

unpredictable revolution.9 It is the first step of crossing the boundary of the thought itself.10 

For him, the act of wandering is presented in these films as a form of resistance to the linear 

working time in the industrial society.11 These depictions of characters wandering are based 

on an open time model.12 

Theoretically, the real problem here is that if we apply Deleuze’s ideas about the 

wandering characters in the post-industrial society/control society, we see that it lacks 

explanatory power. In the post-industrial society, the non-linear and open time which 

Deleuze points to as a form of resistance has become the norm. Therefore, it is difficult to 

argue that embracing this kind of open time is still a creative way to live and a form of 

resistance.   

 

 

 

 

 

 

 

 

 

                                                
7 Deleuze, 1985, 5.  
8 Deleuze, 1985, 272.   
9 Deleuze, 1985, 133, 142. 
10 Deleuze, 1985, 214.  
11 See: ‘The Memory of Resistance’, in: D. N. Rodowick, Gilles Deleuze’s Time Machine. Durham/ London: 
Duke University Press, 1997.  
12 This model is to a certain degree more creative than the notion of movement-image. Although Deleuze tries 
not to say time-image is more valuable than the movement-image, it is difficult not to have the impression that 
he prefers the time-image for its creative power.  
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Resistance of the Capitalized Temporality in Tsai-Ming Liang’s What Time 

Is It There? (2001) Part 2  
 

Resistance of Time in the Society of the Spectacle 

 

Hsiao-Kang, is shown standing on a skywalk near to Taipei Main Station and selling 

watches. This activity is immensely symbolic: Hsiao-Kang is selling ‘time’ and he spends his 

time working. In Hsiao-Kang’s actions the film is almost certainly making a comment about 

the nature of labor in capitalist society. Hsiao-Kang is literally selling time in exchange for a 

salary. He is selling products to those with money, who are likely to be the owners of the 

means of production. The scenes emphasize the conditions endured by the marginal social 

classes who must work all day and do not have the ability to travel. These are the outsiders, 

the ones left behind by developed society. Their lives are controlled and entrapped by 

capitalist structures, of which time is an important element. These lower-class workers live in 

a kind of passive temporality: 

“[They] are people who live in the present of things which merely happen, one after 

another, the restricted and repetitive time of production and reproduction of life: in short, the 

time of those who don't have time; those men are called passive, not because they do nothing, 

but because they passively receive time, without enjoying either the ends of action or the time 

of leisure which is an end in itself.”13 

In What Time is it There?, the director also gives the street vendor ways to go beyond 

the social reality. In the film Hsiao-Kang who is passive receiver of time is given the 

possibility of having leisure time which is not the same as the real social situation of Taiwan. 

In the first place, the scenes where Hsiao-Kang is shown selling watches are not so much 

social realistic portrayals but feels more like imaginary scenes or symbolic performances. In 

real life, Taiwanese vendors would not normally have the kind of leisure time as Hsiao-Kang, 

so this is more of an imagination.  

After Hsiao-Kang meets Shiang-Chyi, he starts to turn all the clocks in Taipei to 

Parisian time��This is might be a non-real performance or imaginary action. To some extent 

the act can be seen as a form of resistance against the capitalist structures, and the capitalist 

time, which is entrapping him. The clock Hsiao-Kang’s s are a symbol of the standardization 

and the measurement of time.  

                                                
13 Rancière, 2017, 25. 
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By using clocks creatively, the act corresponds to the notion of tactic activity coined 

by De Certeau. De Certeau argues that the daily activities occurring on the streets have the 

potential to reverse this power structure.14 This is because every individual living within the 

city uses the place creatively, even if the overall structure of the city is still predetermined.15 

For this reasons, De Certeau describes daily practices as tactic activities. These activities are 

in contrast to the strategy belonging to the planners of the city.16  However, by turning the 

clock, it is still trapped in the globalized system, so there is a paradox here. 

Even if the changing of the clock time is not completely successful as a form of 

resistance, perhaps Hsiao-Kang’s other actions might also be a kind of resistance. Is it 

possible that Hsiao-Kang’s fantasizing about Paris, by drinking of French wine and indulging 

in French cinema, is an attempt by him to create some leisure time and create a way out by 

magical realism? However, I argue that it is quite the opposite. To some extent, Hsiao-Kang’s 

consumption of French things and his fantasy actions can be seen as a realization of Guy 

Debord’s ideas about the “society of the spectacle”, namely, a society which is represented 

and broken by images.17 This society of the spectacle is a model of contemporary consumer 

and media society which is in stark contrast to earlier capitalist forms organized around mass 

production and standardization in order to efficiently make more products.18 In consumer 

society, there is a general problem of overproduction, so much more emphasis is put on 

marketing strategy and mass consumption. People (as consumers) are alienated in two 

aspects: First, money present itself as a quantitative and universalizing way to deal with 

everyday life, social interactions, and consumption, presents itself as the main reason for 

working.  

Furthermore, in What Time is it There? there are quite a few scenes set in the so-

called “non-place” . For example, hotels, places of consumption and means of transportation 

all correspond with the phenomena seen in late-capitalist society. Augé argues that “‘Non-

place’ is a specific kind of place designed to be passed through or consumed rather than 

appropriated.”19 These places retain little or no trace of an individual’s engagement with 

                                                
14 Certeau, 1984, 93-94. 
15 Certeau, 1984, 93-94. 
16 Certeau, 1984, 93-94. 
17 Debord, 1967, §1, §2. 
18 See: L. Georg, History and Class Consciousness. Cambridge/ Massachusetts: The MIT Press, 1971. 
19 Gelder and Westgeest, 2011, 131. Quoted in: Augé, 1992, 73, 89. 
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them.20  These non-places are defined by Augé as being the opposite of anthropological 

places. This is because they cannot be relational, historical, or concerned with identity.21  

 

Is it possible to resist the social time through the imagination of the film?  

 In this article, I argue that the film reflects the capitalized an alienated time of the 

society by not only the plot device but also the structure of the film itself (editing, camera 

movement, narrative, and the self-referential structure.) Although it is not absolutely 

legitimate to apply theory from the West to a Taiwanese context, most of my arguments are 

from an abstract and meta-level, which is not so contextualized by the conditions of culture. 

It is my hope to add on some knowledge of culture study and history to make the argument 

more solid.   

If we look at the film from a meta point of view, the whole film is consist  of reality 

and appearance, and it is difficult to distinguish. This corresponds to Debord’s idea that the 

society of the spectacle makes it not only difficult to distinguish appearance from reality, but 

makes “the authentication of illusion more real than the real itself.”22  Take the last scene as 

the example, Shiang-Chyi meets the already passed away Hsiao-Kang’s father at the end, that 

we are not sure if the whole trip in Paris is real or merely a dream. In the world film and in 

the society of the spectacle,  the real, the imaginary, the reality, the dream merge together as 

well as becoming series of self-referential images.   

 
 

                                                
20 Gelder and Westgeest, 2011, 131. Quoted in: Augé, 1992, 73, 89. 
21 Augé, 1995, 103. 
22 Best and Kellner, 1999, 144.  
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Expanded Cinema 
 
 

“Expanded Cinema” can be understood in a historical context and as a general post-

cinematic condition. On one hand, it is difficult to position expanded cinema as a historical 

movement in the strict sense due to its heterogeneity. It may be better understood as a 

constellation, connecting to different conventions in art. One may trace it to the postwar 

experimental music of the so-called ‘Fluxus’ artists1, whose performative video art began in 

1960s in Europe and the U.S.A.2 A most notable example of their work is John Cage’s 4’33’’ 

(1952), which put forward the idea that sound is not about sound itself but about the 

environment surrounding that sound. Their distinctive focus on environment further involved 

the activation of spectatorship through the creation of a situation or event. Much like Cage’s 

work, Nam June Paik’s Zen for film (1964) presents a performance in front of a projection of 

nothing but a white field of an unexposed filmstrip.3 Uroskie (2014) notes that “this formal 

reductive […] was not a reflexive investigation of the essence of the material itself, but rather 

a foregrounding of particular situation of spectatorship, the manner in which the aesthetic event 

must always take place within a given environment.”4 Additionally, combining performance 

and video art is one of the ways to activate the spectator, as performance creates a unique 

moment in the present that requires the spectator’s embodiment, whereas the traditional 

function of screening took the form of mechanic repetition.5 

 

However, the “Fluxus” movement is only a point of departure of the understanding of 

the openness of expanded cinema. The earliest definition which attempted to encapsulate 

expanded cinema as a whole is one proposed by Sheldon Renan in 1967. Renan argued that “a 

whole new area of film and film-like art has appeared in the sixties (in America): expanded 

cinema.” He framed expanded cinema not as the name of a particular style of film-making, but 

as a name for a spirit of inquiry that is leading in many different directions: “it is cinema 

expanded to include many different projectors in the showing of one work. It is cinema 

expanded to include computer-generated images and the electronic manipulation of images on 

                                                
1 A loosely organized international group of avant-garde artists set up in Germany in 1962 and flourishing until 
the early 1970s. There was no common stylistic identity among the members, but they revived the spirit 
of Dada and were opposed to artistic tradition and everything that savoured of professionalism in the arts. Their 
activities were mainly concerned with happenings. ( Ian Chilvers. The Oxford Dictionary of Art and Artists (5 
ed.), Oxford University Press 2015.)  
2 Liz Kotz 2003, p.47. 
3 Liz Kotz 2003, p.46. 
4 Andrew V. Uroskie 2014, p.33. 
5 Andrew V. Uroskie 2014, p.34.  
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television. It is cinema expanded to the point at which the effect of film may be produced 

without the use of film at all.” 6  Under this definition, we can reaffirm the heterogeneity of 

expanded cinema in another way. While Fluxus artists focused on happenings and environment, 

Renan draws our attention to the use of intermedia in these works. That is to say, the 

development of technology in part shaped the interdisciplinary practice of expanded cinema.  

While Renan’s idea of expanded cinema is a “spirit inquiry” embedded in history, 

another scholar Gene Youngblood’s idea of expanded cinema, although also based on the 

historical arrival of technology and the practice of intermedia like Renan’s definition, extended 

to an even broader domain: human consciousness. His definition, published in 1970, proposed 

that the works that belong to expanded cinema are those works that involve intermedia. For 

him the term alludes to “a human-machine environment afforded by new communication 

technologies that went beyond traditional notions of cinematic reality and apparatus.”7 In this 

sense, artists use advanced technologies to create a new kind of reality, a new sensorial 

experience. Youngblood even goes so far as to say that “‘expanded cinema’ is ultimately 

nothing less than life itself: ‘a process of becoming, man’s ongoing historical drive to manifest 

his consciousness outside of his mind.’ ” 8 In short, one may understand expanded cinema as 

“expanded consciousness.”9  For example, Stand VanDerBeek (1927-1984)’s Movie-Dome 

(1957) is a multimedia artwork that presents the audience with a sensorial spectacle of images 

and sounds that do not depend on the objective form, but rather on the participants’ 

experiences.10 Through this example, we may gain insight on another form of expanded cinema, 

one not so much revolving around the happenings and performance, but rather on the constant 

developing of viewing experience with sensory impression in an immersive environment 

conditioned by new technology.  

As a general idea of post-cinematic conditions11, expanded cinema may be understood 

as a conceptual force that destabilizes the total conditions of screening, and is as such opposed 

to the modernist aesthetics. Post-cinematic screening is not constrained by traditional 

conditions, i.e. passive viewership indulgent in an illusionist and narrative film in a darkened 

                                                
6 Sheldon Renan 1967, p.227. 
7 Ji-hoon Kim  2011, p.33. 
8 Andrew V. Uroskie 2014, p.9. 
9 Gene Young Blood 1970, p.41.  
10 Gloria Sutton 2003, p.143. 
11 The reasoning for why expanded cinema can be viewed as a post-cinematic “condition” can be traced back to 
Rosalind Krauss’s Sculpture in the Expanded Field in which “she argued that her field as ‘logically expanded’ 
yet contained by a ‘finite set of related positions […] there was a more specific discursive lineage from which 
Krauss would have wanted to distance herself: Gene Youngblood’s Expanded Cinema.” (Andrew V. Uroskie 
2014, p.9) 
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cinema, but instead creates new forms of screening situations. The total conditions of screening 

have been deepened through theory of apparatus or dispostif.12 In these theories13, dispositif 

included not only the material conditions of production, but also the institutional conditions of 

screening and the psychological conditions of spectatorship.  

Awareness of the material condition of screening can be found in Claes Oldenburg’s 

Moveyhouse (1965), in which he prohibited the audience from sitting in their seats, and 

instructed them to do actions that disturb the normal concentrated viewing. Some works even 

‘display’ material condition itself as artwork, for example, Anthony McCall’s Line Describing 

a Cone (1973), in which the artist put the projection of light in fog to make it visible.14 In this 

way, the spectator “experiences light not as the mere bearer of coded information made visible 

on the screen as illusionary image. Moving free from the room, he or she interacts with a light 

figure that indexes no reality beyond here and now.”15   

One of the alternative screening institutions is a gallery or a museum in which a 

spectator becomes an active agent rather than passive consumer. The gallery itself can activate 

the spectator because the film in the gallery is an installation that requires spectator’s 

embodiment. It is an experience of existence in between “the fictional time and space of the 

cinematic image and the literal time and space of the exhibitionary situation”16 An example of 

this is Janet Cardiff and George Bures Miller’s The Paradise Institute (2001), in which the 

artists create a staged cinema environment in gallery to let the audience experience the physical 

space of the theater, while distinguish it at the same time due to the fact that they are in a gallery. 

The psychological conditions of spectatorship can be found in Andy Warhol’s Sleep 

(1963) – a nearly six-hour long film without sound, color and narrative – where the audience 

cannot concentrate on the film but instead gradually become aware of the environment in the 

theater. It is a statement of anti-illusionism through non-narrative film.  

From the above-mentioned examples, we can conclude that the destabilization forces 

are anti-illusionist which leads to the activation of spectatorship as well as anti-institutional 

which leads to the reorganization of the space in both the material architecture and the 

institutional/ideological context of the artwork.  

                                                
12 The term dispositif is commonly translated into English as “apparatus” or “device.” These translations 
however tend to obscure the original meaning of the word (from the Latin dispositio) by focusing on its 
technical dimension. (André Parente et Victa de Carvalho 2008, note 1.) 
13  “Dispostif  has been defined by Jean-Louis Baudry and Christian Metz as “how spectators situate themselves 
in relation to filmic representation,” more precisely, “a particular set of technologies […] and conditions of 
projection […].”   (André Parente et Victa de Carvalho 2008, p.41) 
14 Eric de Bruyn, 2004, p.168.  
15 Eric de Bruyn, 2004, p.168. 
16 Andrew V. Uroskie 2014, p.33.  
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As an antithesis to modernist aesthetics, expanded cinema can be understood through 

Rosalind Krauss’ distinction between structuralist and other films one which focuses on the 

apparatus that emerged in 1960s. Andrew V. Uroskie took this one step further by saying that 

these films focusing on apparatus counted as expanded cinema for their subversion of the idea 

of medium-specificity through their “constitutive heterogeneity.”17 More precisely, Krauss 

positioned structuralist films as modernist because they single out one specific trait of film as 

a reduction of the essence of film. A marvelous example of this is the reduction of the essence 

of film to a 45mins zoom-in.18 This is quite contrary to expanded cinema, as the latter pays 

attention to apparatus or dispostif. Agreeing with Krauss, Andrew V. Uroskie argued that the 

term expanded cinema entails elimination of cinematic ontology, by reformulating the question 

“what is cinema?” and starting to ask “where is cinema?” Artists in expanded cinema no longer 

concern themselves with the ontological/timeless form of film but rather the historical, cultural 

contingency of film. Expanded cinema challenges the exhibitionary model of this historical 

contingency. It expands screening place to in-between space of the gallery and other media 

environments.  

However heterogeneous expanded cinema is, there are still some notable common 

features. The inter-medium and apparatus or dispostif is common to most definitions and 

consists of two aspects – spectator’s active role, and institutional dislocation. As Uroskie 

argued, these features foster a destabilizing force over the modernist aesthetics19, offer a 

critique of established institutions, and disorganize spectatorship. These conceptual forces are 

the general idea of post-cinematic conditions, which pose the theoretical distinction between 

art and non-art, and therefore position expanded cinema in the practice of contemporary art.   

 
 
 
 
 
 
 
 
 
 
 

 
                                                
17 Krauss takes the term “constitutive heterogeneity” from Samuel Weber’s important essay “Television, Set, 
and Screen,” in Mass Mediauras: Form, Technics, Media (Stanford, CA: Stanford University Press, 1996), 
110.� 
18 Rosalind Krauss 2000, p.25.   
19 Andrew V. Uroskie 2014, p.237.  
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Medium-Specificity 

 

The receptions of “medium-specificity” have changed as different film/video theories 

have developed. The term started to be widely used after Clement Greenberg’s interpretation 

published in 1940, 1which is labelled as the standard of modernist aesthetics. “Medium-

specificity” refers to the standard of a modernist work, “[I]n principle, to avoid dependence 

upon any order of experience not given in the most essentially construed nature of its medium. 

This means, among other things, renouncing illusion and explicitness. The arts are to achieve 

concreteness, ‘purity,’ by acting solely in terms of their separate and irreducible selves.”2 

Therefore “each art form has its own domain of expression and exploration, and the domain is 

determined by the nature of the medium through which the objects of a given art form are 

composed. Often the idea of ‘the nature of the medium’ is thought of in terms of the physical 

structure of the medium.” 3  Under this definition, an abstract painting is “purer” than a 

representational painting because it represents the essential material trait of painting: flatness. 

When applying the idea of “medium-specificity,” the properties of the medium are reduced to 

formalism.  

Under the influence of modernist “medium-specificity,” artists and theorist started to 

try to find the essence of cinema by proposing different kinds of formal qualities. Although 

throughout the development of these theories, the content not constrained themselves in the 

physical trait, the debate is nonetheless within the domain of ontology. For example, structural 

film makers in the 1960s and 1970s, emphasized the specificity feature of film in its chemical 

base, the projection of light and the grain of the film etc. 4 On the other hand, in the field of 

theory, theorists proposed different kinds of essentialism, as an example, realist essentialism: 

cinema’s essence lies in the relationship between cinematic medium and physical reality, “the 

referentiality of the indexical”5 is the essential property of cinema.6 

However, the qualities claimed by the above-mentioned artists and theorists as essential 

properties are indeed diverse, it is difficult to argue which essentialism is the ‘real’ essentialism. 

The ways to solve this problem are either to change the discussion to the “degree” of medium-

specificity, to disagree with medium-specificity, or to redefine medium specificity.  

                                                
1  In Clement Greenberg’s article Towards a newer Laocoön 1940. 
2  Clement Greenberg 1961, p.139. 
3  Noël Carroll 1985, p. 6. 
4  Mary Ann Doane 2007, p.132. 
5  Ibidem, p.143. 
6  Brian Price 2012, p.13-14.  
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The starting point of the challenge to “medium specificity” can be found in Christian 

Metz’ idea of film as language7, in which the question became “the degree of specificity.”  Film 

language is a signifying procedure that has its own ways of expression, lighting, camera 

movement, to name a few.8 And Metz proposed that cinema is structured by the distinction of 

specificity codes and non-specificity codes which shared with languages other than the 

cinema.9 Therefore, this theory entails that the cinema is in its essence diverse, and crosses 

boundaries with other mediums. 

Later in 1970s-1990s onwards, the notion of “medium specificity” has been challenged 

through philosophical argumentation by Noël Carroll (1985) and by art critics/ art historical 

argumentation by Rosalind Krauss (1999) and Raymond Williams (1977). All of them 

emphasize the definition of artistic medium as a cultural / historical question instead of an 

ontological one.  

Carroll analyzed the argument of “medium-specificity” by divided into ontological 

domain and normative domain. In the ontological domain, Carroll argued that it is physical or 

logical impossible to define what kind of specificity exclusively belong to a medium because 

the traits belonging to one medium are incompatible with each other. For example, the narration 

of film contradicts montage. On the other hand, in the normative domain, “medium-specificity” 

offers two requirements for arts: excellent requirement and differentiation requirement. 

Excellent requirement entails that there is something that each medium does best, and 

differentiation requirement further orders that each art should do what is distinct from other art. 

However, Carroll argued that if excellence requirement is of priority, then differentiation 

requirement is an obstacle for excellence because excellence doesn't mean that it is distinct. 

Therefore, if we accept the priority of the excellence requirement, it is more reasonable to 

disagree with “medium-specificity.”10 Carroll further proposed that “art is not self-consciously 

invented, each art arose due to a chain of events that led to its discovery or invention and to its 

subsequent popularization. The result is a collection of arts […] The arts are not systematic, 

designed with sharply variegated functions, as the medium-specificity thesis holds. Rather, 

they are an amalgamation of historically evolved media whose effects often overlap.”11 

In a similar fashion, Krauss and Williams also focus on the historical and cultural 

“specificity” of the medium. While Krauss derives her idea in the context of art criticism and 

                                                
7 Robert Stam 2000, p. 120. 
8 Annette Kuhn and Guy Westwell  2012 A Dictionary of Film studies (online), Oxford University Press  
9 Robert Stam 2000, p. 120. 
10 Noël Carroll 1985, p. 12-14. 
11 Ibidem, p.16-17. 

115



therefore redefines medium specificity as “differential specificity” in order to reconcile 

Clement Greenberg’s medium specificity with the historical arrival of inter-media work that 

challenge the definition, Raymond Williams traced back to the development of the terminology 

“medium” in art history and redefining medium as “material social practice” with a focus on 

the conditions of production. 

Krauss argued that a medium as “a set of conventions derived from (but not identical 

with) the material conditions of a given technical support, conventions out of which to develop 

a form of expressiveness that can be both projective and mnemonic” 12 “For, in order to sustain 

artistic practice, a medium must be a supporting structure, generative of a set of conventions, 

some of which, in assuming the medium itself as their subject, will be wholly ‘specific’ to it, 

thus producing an experience of their own necessity”13  By doing so, she eliminated the direct 

link to physical and formal quality of the medium proposed by Greenberg, and drew our 

attention to “artistic expression,” and therefore reconciled the material specificity of a medium 

with the formal diversity of art works.14 This is a new idea called “differential specificity” that 

constructed and constrained by historical/ cultural conditions at the same time. 

Raymond Williams argued that medium is defined by the social or cultural context they 

are practiced in and that artworks have come to be understood as contextually embedded 

products.15 “(medium) is a ‘material social practice’, not a specifiable essence dictated by some 

elemental materiality (paint, stone, metal) or by technique or technology. Materials and 

technologies go into a medium, but so do skills, habits, social spaces, institutions and markets. 

It is more like the specificity never derived from a singular, elemental essence.”16  

The historical arrival of the so-called the digital age is also a challenge to “medium-

specificity” in itself because the digital medium has the ability to combine all kinds of media.17 

Furthermore, digital film lacks materiality and exists without any referentiality of the 

indexical,18 for instance, video is presented on the Internet in a totally non-physical way. The 

historical arrival of digital video and film directly challenge the ontological inquiry of medium-

specificity because digitalization of media interconnects different kinds of medium in terms of 

non-physical structure.  

                                                
12 Rosalind E. Krauss 1999, p. 296.   
13 Rosalind E. Krauss 2000, p.26. 
14 Ji-Hoon Kim 2009, p.114. 
15 Emma Bee Bernstein 2004, The University of Chicago , Keywords Glossary. In: Theories of Media (online) 
16 William John Thomas Mitchell  2005, p.260-261. 
17 Robert Stam 2000, p. 319.  
18 Mary Ann Doane 2007, p.143. 
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The concept of “medium-specificity” originated in an ontological inquiry in modernist 

aesthetics has changed its reception in the ontological domain through the debates between 

different kinds of essentialism. Later, being defeated within the field of ontology, extended to 

semiotics (film as language) and to different cultural/ social/ historical study. Now, in the face 

of digital era, the invalidity of “medium-specificity” in terms of physical structure seems to be 

defeated naturally.  
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Metaphysics of Virtual Reality: Plato’s Cave (Part One) 
 
Author 
Hsiang-Yun Huang  
 
How to differentiate virtual reality from the real world? 
 
When we put on a virtual reality headset we no longer see reality but are instead immersed 
into another world. This isn’t just a shift in space but also a change in time. When we take off 
the headset, we may start to doubt reality, thinking what if what I perceive as the real world is 
merely a dream or another simulation? How can we differentiate virtual reality from the real 
world?  
 
Plato’s Cave 
 
“What is reality?” is a longstanding philosophical problem which can be traced back to Greek 
philosopher Plato’s Allegory of the Cave in his work Republic. In it, Plato describes a dark 
underground cave with only a shed of light from a tiny hole on the side connecting it to the 
surface. He describes a group of people who have lived all their lives chained inside the cave, 
facing a blank wall and unable to turn their heads. The group watches shadows as they are 
projected on the wall, cast by objects passing in front of a fire behind them which they cannot 
see. Thus, the shadows become the prisoners’ reality.  
 
This allegory allows us to recognize that, due to visual and sensory limitations, we can 
misinterpret shadows as real objects, since we might not have the ability and the right 
reference points to determine what is real and what isn’t. For Plato, rational debate and the 
pursuit of knowledge are better than sensory experience itself  as ways of approaching the 
understanding of reality. After all, if we use sensory experience to determine what is real, it is 
easy for us to think, like the cave-men, that the shadows are ‘real’.  
 
Historical Development of Media Arts: From Photography and Film to Virtual Reality  
 
If we look at the development of media arts through the progression from photography to 
film and, more recently, to virtual reality, they all face a common problem, that is, “through 
‘technique’ or ‘medium’, can we capture a world that is more ‘real’ than the everyday 
world.” As Susan Sontag writes in the first chapter of her book, On Photography, 
“humankind lingers unregenerately in Plato's cave, still reveling, its age-old habit, in mere 
images of truth.”1 “Although there is a sense in which the camera does indeed capture reality, 
not just interpret it, photographs are as much an interpretation of the world as paintings and 
drawings are.” 2 
This is to say that photos capture a reality that is not the real world we live in but instead an 
interpretation of the world. However, without thought we often misinterpret photos as 
evidence of the real world.  
 
As mediums shifted from ‘photography’ to ‘films’, one of the world's first ever silent films, 
Arrival of a Train at La Ciotat by the Lumière brothers, was featured in 1895. Legend has it 
that, when featured, audiences were scared to death and thought the train existed and was 

																																																								
1Susan Sontag, On Photography, New York: RosettaBooks, 1973, 1.  
2Susan Sontag, On Photography, New York: RosettaBooks, 1973, 2.  
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really heading towards them, thus many ran out of the theaters. Yet we know that if this 
‘silent’ film was shown today, a wholly different (most likely less overwhelming) reaction is 
expected.  
 
Illusory Sensory Immersion in the Virtual World (Part Two) 
 
Today, when we put on a virtual reality device of choice, we feel astonished of how ‘real’ it 
can feel like. From this vantage point, we can better relate to the reaction of audiences upon 
seeing their first ever films. Not only does virtual reality entail visuals but also sound and an 
entire three-dimensional (and sometimes also even haptic) experience. Everytime one puts on 
a VR headset, they immerse themselves in a new world as if they were on another planet, or 
inhabiting another, parallel reality. Michael Heim, in his book The Metaphysics of Virtual 
Reality, states the following: “Audio with three-dimensional acoustics can support the illusion 
of being submerged in a virtual world. That is, the illusion is immersion. According to this 
view, virtual reality means sensory immersion in a virtual environment.”3 
 
As people put on their virtual reality devices, many attempt to use their hands to touch and 
verify what seems to be effectively in front of them. In its current state, virtual reality is 
dominated by sound and visuals, and thus we intuitively use our sense of touch as the basis 
for judging whether we are inhabiting reality or a virtual world. Yet according to Plato, the 
sense of tactile perception is not any more reliable then audio-visual perception. In the future, 
when tactile perception becomes an intrinsic and indispensable part of virtual reality 
technologies, reality and virtual reality will become ever harder to differentiate, or it may be 
perhaps that we never had a reliable way of differentiating the two to begin with. 
 

Metaphysics of Virtual reality: Plato’s Cave (Part Two) 
 
In part one, we discussed a key question raised by the onset of virtual reality, that is, "how do 
we differentiate the Reality from everyday reality?", which also makes us consider the 
problem of metaphysics in philosophy. Metaphysics is an important field of philosophy. It 
entails fundamental questions pertaining to the notions of nature and existence, hoping to find 
a system that would unfold the structure of the world (or worlds). Questions such as whether 
“I” exist or not?, What is the nature of art?, What is the formation and the structure of the 
world? These all fall under the domain of metaphysics. The rise of virtual reality allows us to 
rethink how to define the structure of the world. The emergence of this medium allows 
philosophers to re-discuss new metaphysical theories of reality.  
 
Metaphysical Laboratory 
 
In The Metaphysics of Virtual Reality, Michael Heim describes virtual reality as a 
“Metaphysical Laboratory.”4 Unlike art forms of the past, based on representation, 
reproduction and replication (or, as Susan Sontag states in On Photography, on 
“interpretation”5), virtual reality specifically entails the capability to create new worlds, form 

																																																								
3 Heim Michael , The Metaphysics of Virtual Reality, New York : OXFORD UNIVERSITY PRESS, 1993, 112.  
4 Heim Michael , The Metaphysics of Virtual Reality, New York : OXFORD UNIVERSITY PRESS, 1993 
5Susan Sontag, On Photography, New York: RosettaBooks, 1973, 4. “Although there is a sense in which the 
camera does indeed capture reality, not just interpret it, photographs are as much an interpretation of the world 
as paintings and drawings are.”  
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new outlooks or create simulations that are purposefully wholly detached from reality.6 As 
such, virtual reality is usually more than just a “reproduction” of reality. In this sense, virtual 
reality is a metaphysical laboratory that can produce structures or even systems for a new 
world.7    
 
Virtual reality as a Contemporary Form of Plato’s Cave 
 
In the chapter The Erotic Ontology of Cyberspace in his The Metaphysics of Virtual Reality,,  
Michael Heim compares virtual reality to Plato’s Cave. 8 
 
The people inside Plato’s Cave are ignorant and passively using their “eyes” to perceive the 
world, so they see only fleeting illusions. These people chained in the cave are similar to 
people in the present wearing virtual reality devices. These people are deeply immersed in 
various sensory stimuli, losing their awareness of the “real” reality.  
 
Plato’s goal was to pursue a pure concept rather than a sensation. He believed that people can 
walk out of the cave by actively using logical thinking and rationality, so that they could 
comprehend a higher level of reality and “form”.9 
 
The meaning of Form can be understood in the following way,  the Plato’s cave allegory 
argues that through rationality, people can obtain knowledge and truth. This kind of truth can 
be presented through the idea of Form. For example, we can calculate or depict a “perfect 
circle” using Mathematics, while in everyday life, we can see lots of round objects that are all 
merely the approximations or imitations of this perfect circular shape, i.e., the Form of the 
circle.  
 
Virtual Reality is a perfect FORMation  
 
Looked at from another perspective, virtual reality creates a type of computerized 
representation of knowledge.10 This kind of knowledge is in line with Plato’s ideal form of 
pursuit because computers as mathematical machines can produce an ideal form of 
knowledge that can be combined with empirical data in the human consciousness. This is 
something that we couldn’t have done prior to the invention of computers. In this sense, the 
knowledge produced by virtual reality is similar to the concept of Platonic ideals, as virtual 
reality can produce stable knowledge11, that is, the kind of universal knowledge that doesn’t 
vary depending on empirical instances. That is to say, cyberspace is marked by knowledge 
produced through information and mathematical operations. From the aspect of using 
mathematics or reasoning as a method of "generating truth", the knowledge captured through 
the device of virtual reality is similar to that of Platonic knowledge. 12  
 
Technical tools such as virtual reality thus come very close to Plato's definition of 
knowledge. Wearing virtual reality devices is unlike the direct sensory experience received 
																																																								
6 The word choice of “form” is inspired by the use of formation written in  
Heim Michael, The Metaphysics of Virtual Reality, p. 88. 
7 Heim Michael , The Metaphysics of Virtual Reality, New York : OXFORD UNIVERSITY PRESS, 1993 
8 Heim Michael , The Metaphysics of Virtual Reality, New York : OXFORD UNIVERSITY PRESS, 1993, 
chapter7.  
9 Heim Michael , The Metaphysics of Virtual Reality, p. 87. 
10 Ibid., p. 88. 
11 Ibid., p. 88. 
12 Ibid., p. 87. 
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by the people in the cave; instead the sensory experience is mediated through electronic 
computation. Therefore, virtual reality has the ability to shape ideal content due to the 
process of computation. The content is comprised of stable “empirical specifics” that Michael 
Heim names as “perfect FORMation,” to show that it is similar yet different to Plato’s 
“perfect FORMS”. 13 
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13 Ibid., p. 88.  
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