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Turkish artist Can Altay presented the project, Normalization Part 1, 2, and 3, at the 2010 Taipei Biennial.
Building on the 2005 group show titled “Normalization” in Istanbul, Altay’s project accumulated documentation
of all the works that participated in the Istanbul group show and of the previous works exhibited in the
museum gallery in Taipei. These documentations were mounted on semi-translucent acrylic boards, allowing
them to be seen vaguely. Therefore, Altay condensed these shows into a single installation through which he
constructed the memory of the diachronic exhibitions, reminding us of the ideology of exhibitions that were
usually naturalized and hidden within the gallery space. Altay's works revealed the logic of biennialism,
wherein a work of art can travel from one city to another, to mix with other works without the pretext of the
exhibiting history, serving as a reminder that amnesia is a part of the "normalization” of exhibition-making. By
bringing forth the context of the previously exhibited work, Altay conveys that no exhibition can stand alone
without forgetting the history of art installed in the same room. Therefore, exhibition amnesia is a necessary
part of any curatorial apparatus.
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Taipei, Taiwan, A

The Wherefore and the Why: Exploring Ways of Exhibition
Enhancement

When collecting exhibition archive documents, if there is no pre-set framework foundation, two difficulties and  * Lin Chi-Ming, "Archival Turn:
problems may arise. The first is that we do not know how to collect effective documents, which will result in the BEepAndEHLiGUE::
problem of collecting too many or too few - because we do not know how to think and arrange this material, all

related documents and records are considered as worthy of being served, which violates the basic principle

of archive constitution.® After selectively preserving them, although completely coding them in chronological

order of document production is a possibility, this will result in the problem of documents of a similar nature

but that are discontinuous in time being stored separately (for example, correspondence and meeting records
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The Exhibition as Attentional Form and Interface

Any exhibition is constituted by a great amount of attention - attention as energy, care, patience,
thoughtfulness, civility, and openness. Exhibition-making is an attention-forming technique - it directs, frames,

listens to, and materiali tention. Attention is a specific mode of epistemology making a relation to the
specific object or subject and thereby a relation to the world. Etymologically, the notion originates in the Latin
word “attendere” - to pay attention (to stretch towards, to heed), in Old French, “atendre” (to attend and to
listen), which turns to be “attend - attention” in Middle English (to listen, to look after, to accompany, to assist,
to be present).* In Japanese, attention is written “5¥®&" (in Chinese characters) which literally means to pour out
what one has kept in mind - ideas, care, intention, and meaning. The act of “pouring” implies an action and a
duration - attention in Japanese requires time and actions to form and reform relations. In this regard, the
exhibition is an apparatus to call for attention in duration as well as an interface to generate attention towards a

specific attentional form.

Modes of Attention as Methodology

Positioning exhibitions as attention interfaces leads to the idea that the mode of attention plays a crucial role to

frame the exhibition. In the fields of art and culture, several techniques to generate attention are cultivated and
accumulated - many of them are essentially different from the ones of digital market-driven technologies. One
is the Japanese “Mimi o sumasu”, referring to a specific form of listening by centering the body. “Mimi o
Sumasu” literally means to tune your ears to the phenomena in the environment and integrate the whole body
in the act of listening in order to be attentive ubiquitously in all directions. While the English notion of

" des

connotation in plural form, thereby fundamentally contradicting the western definition of attention.

“attentio ribes focusing on a specific point, thing or direction, the Japanese notion implies a spatial ti

One of my recent curatorial projects, the exhibition Listening to the Stones,” utilized the act of listening in the
form of Mimi o Sumasu as the general framework. This exhibition and the accompanying publication represent
22 artists from ten countries in Europe and Southeast Asia dealing with the theme of general ecology. As
implied in the title, the project took an aesthetic curatorial position to address the specific attentional form

driven by the power of poetics. By doing so, it attempted to become an interface to generate the attentional
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form of visual documentation for the work, that is, there's no material documentation relative to the wor

entering the museum’s ar e.* However, what if someone else has written a description of his work? This

poses no objection. Sehgal’s rejection of the existence and v lity of documents or files for his work, along
with a written record, is good enough to warrant his refusal to align with the instituti ized convention of a
modern “d e formation.™ It is important to note that his work should not be classified as conceptual art
because it lacks the documentation characteristic of the latter. On the contrary, Sehgal’s written word is not
intended to support the demonstrative function of archives, but rather to aggressively prohibit any visual
archive, ensuring that performances can only circulate through word of mouth.’
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6. From Agamben’s apparatus to Foucault’s disposif; from Hegel’s positive to Kant’s a
priori; and from Heidegger’s Das Gestell to O0Q’s the real quality

Agamben apparatus

\

Hegel positive
Foucault

dispositif

governmentality

Kant
Heidegger
Das Gestell

a priorn
transcendental aesthetics
Technology

The Origin of the Work of Art 000
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* i
Artist Sao Sreymao and her sound: ippl Ing at the * Ing Cityscap Currents 2019, Photo by Miguel Jerénimo.

Any place in the city is an image of memories: an image recording a palimpsest of recollections of triumph and
sorrow, boom and bust, the heroic and the mundane. As part of the city, we walk through it observing its
present landscape and reflecting on the past, until these images are boldly printed into our memories. Noted by
the eye of vision and by the soul of memory, a city’s streets, structures, and buildings contain great discourses
on history. These discourses set up a spatial order, the images that capture the manner in which the transitory
present is perceived. A city’s decomposed images become a way of seeing, knowing, remembering, and
representing the city. Representational forms of the city become aestheticised commodities Tepresenting a
livable city, turning urban artifacts into events that people remember, and reflecting different stages of social
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Esther Lin Sandy Hsiuchif Lo Sorayut Aiem-Ueayu

Thai Art and
Authoritarianism

* For me, it is sad but true that the
Erogress of Thai art in the 1990s has
ecome a reminder of the glory of

nationalist ideology, while at the
same time, it has fallen short of its
potential and can not continue to
exist in the contemporary era. Its
status is an artistic ruin waiting to be
bolstered by an authoritarian regime.
It therefore exists as an aesthetic and
political contradiction in relation to
the freedom of artistic expression in
Thailand.
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* MI You, “What Politics? What
Aesthetics? Reflections on
documenta fifteen,” e-flux,
Issue #131 November 2022,
https:fwwiv.e-
flux.com/journal/131/501112/wh
at-politics-what-aesthetics-
reflections-on-documenta-
fifteen

* Gavin Grindon, “Curating
with Counterpowers: Activist
Curating, Museum Protest, and
Institutional Liberation,” Social
Text Vol. 41, No. 2, June 2023,
p.19-44. See also: Laura
Raicovich, Culture Strike: Art
and Museums in an Age of
Protest, London: Verso, 2021
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experiences. This vivid insight has been the most characteristic part of his exploration.

However, given the overall framework of this issue that seeks a complementary synthesis between the
grassroots and the exhibitionary, it’s intriguing to explore how Yang’s later curatorial career decisively diverges
from his early grassroots exhibition practices—or at least how this critical synthesis might have appeared
otherwise, To contemplate this, one may trace from the extension lines of Difference-Gender. One of the
participating artists with whom Yang has developed a long-term relationship, Xiyadie, is currently showcasing
his personal recollections of the Beijing gay scene through ,Kaiyang (2021), a papercutting epic currently on
view at the major theme show of the 2024 Venice Biennale.Titled after a legendary gay sauna at the heart of
Beijing, the papercut infuses the yin-yang cosmology from his rural northern Shaanxi upbringing, depicting the
abundance of queer desire rampantly flourishing beneath the ultimate symbol of control and surveillance,
Tiananmen Square, in the proximity of this underworld haven.

Xiyadie, Kaiyang, 2021, papercut with water-based dye and Chinese pigments on Xuan paper, 140 = 300 ¢m (work), Photo: Daniel Terna. Courtesy
the arntist and Blindspot Gallery, Hong Kong
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Step Out Art Group, Lin Kai With No River, 2009. Performance walks at the front court of Lin Kai Temple. Courtesy of the artist.

Speaking of studio spaces like Poor Space, it is these privately run small theaters, along with site-specific ! Hiu Kok Theater, Theater
theater plays, that sustained Macau's cultural manifestation during the long interval between the opening of the :;'e'::e's'l;;"z‘::“;:"::;l“‘;
T N A -
Macau Cultural Center in 1999 and the inauguration of the Black Box Theater in the Old Court Building in 2014. Visual CUT Association also
Mok once characterized these privately run small theaters, typically located in old districts outside tourist managed their own spaces.
destinations, as distinct from the Cultural Center or large casinos in reclaimed areas. He further noted, “These Mok Sio-chong, New Century

old neighborhoods feature narrow streets, a close-knit community, a much slower pace, and vibrant local life,s ~ Chinese Theater in Macau
(Revised Edition), Macau:
Cultural Affairs Burcau, 2019,

Mok first truly sensed the political aspect of collective walking during a performance of The Rise and Fall of o

Long Tin Troupe (2010). On that day, over fifty audience members participated, but they encountered
roadblocks and detours due to a traffic jam. Following a large puppet, a flag, and a portable sound system, the * Mok Sio-chong and Jane Lei,

y
group wandered through several streets. Some scenes were silent, evoking a ritualistic feeling of collective ‘Thf Politics ot Y ’sm".a"d
Navigation: Site-specific
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Zheng Bo, Karibu Islands [l (Birth Certificate), paper, size variable, 2008, Courtesy the artist.

“Difference-Gender”

1 deeply reminisce about the vibrant energy that permeated the air before and after 2010, a period marked by
the privilege of curating Difference-Gender: The First Chinese Art Exhibit on Gender Diversity in Beijing during
the summer of 2009 As [ recall, the venue at Citizen Film Studio, a gray brick studio in Songzhuang, was
graciously lent to our organizing team free of charge through an introduction by Xiaogang Wei, founder of the
online program Queer Comrades. At that time, contemporary art had gone through its initial flourishing, yet the
voices of the Chinese queer community remained largely unheard in the art world. The exhibition featured
artists who were friends from the community and others recruited online, many of whom have since fallen out
of touch. Although the exhibition faced censorship, the atmosphere was relatively permissive compared to
earlier times, when gender-themed art exhibitions were often shut down before opening. I can only recall one of
Ren Hang's works was removed-—a provocative piece depicting the lower half of a person soaking in a bathtub,
with their private parts obscured by a fish that appeared to be performing oral sex,

2 The year 2009 is named as
“the Year of Gay™ by China
Dally, December 28, 2009.
http:#www.china.orgen/china/
2009-

12/28/content 19142822 2. htm.
Accessed June, 4, 2024,
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Brook Andrew, The Space Between, 2018, This work emerges from archives of dispossession and colonization, featuring a series of suspended
banners with archival photographs, along with glant inflatable orbs inscribed with texts in Malayalam and the artist’s Indigenous mother tengue,
Wiradjuri. Installation view at TKM Warehouse, Possibilities for a Non-Alienated Life, Kochi-Muziris Biennale 2018, Courtesy of the artist,
Photograph by Jamie Powell,

Bose Krishnamachari, the founder of the Kochi-Muziris Biennale, attributes the impulse behind
institutionalizing the artist-curator to his own experience as an artist. He understands how artists are
committed to both artistic processes and site-specificity, making them perhaps the best-suited candidates to
envision and realize an international biennial for Fort Kochi, a locale with no prior precedent for such an event.
From his early years as an art student and later as an educator in Bombay, he gleaned from the experiences and
encounters made possible by the city, which was his classroom and studio, shaping his understanding of his
artistic and subsequent curatorial practices. He therefore was interested in similar approaches from artists
dedicated to situating such transformative encounters in Fort Kochi. Upon further reflection on the concept of
the artist-curator within the specific context of Kochi, one can potentially trace its roots back to
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