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Archive or Alive?

Archive or Alive? — Crossing Through the Light Wall
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In 2009, Tao Ya-Lun was invited by Digital Art Foundation for the inaugural
exhibition of Digital Art Center, Taipei, at which Tao exhibited a site-specific
kinetic installation, The Light of Historical Ending. He addressed "the physics
of light" and created physical and sensory experiences in the specific space by
using laser projectors, smoke machines, computer programming, and sound
effects.

In 2018, Concept Museum of Art is inaugurated and launches "Save Media Art,"
hoping to reform the taxonomy of the purposes of collection, exhibition, and
education in the system of modernist museums. Museums' focus on collections
used to revolve around the authenticity and originality of the material, while
the new museology has steered its way to be people-oriented, arguing that if an

acquisition strategy fails to demonstrate its viability to represent, the purpose
of the collection acquisition is unfulfilled. Nevertheless, thriving in the age of
mechanical reproduction, the liberation from traditional aesthetics, and the
advance of media technologies, techno/digital art has fundamentally expanded
the realm of media for artistic creation.

For the inaugural exhibition, Concept Museum of Art invites Tao Ya-Lun to
reimagine The Light of Historical Ending in a different milieu and with a new
problematic. The exhibition is titled as Archive or Alive? — Crossing Through
the Light Wall for that we want to probe into the essential question: Is this
exhibition to be deemed as another version of work, a reproduction or archive
of the original? (by Yu-Hsien Chen)
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Curator / Chen Yu-Hsien

As early as 2003, UNESCO has recognized the concept of Born-Digital
Heritage during its 32nd General Conference in 2003, and draw the
attention to the preservation of digital heritage that is in danger due to the
rapid obsolescence of technologies and physical deterioration. Techno art
has the intrinsic properties of digital heritage, and its artistic expressiveness
is to be gauged with the consideration of a specific time and space. In
contrast to the experiences of the preservation of techno art accumulated
in Europe and the United States, Taiwan has just started to look for ways to
extend the life of the artworks. Your continuous attention to "Save Media
Art" and "Concept of Museum of Art."

Curator / Lin Tzu-Chuan

Can techno art be collected and preserved? We attempt to take advantage
of VR to tackle the issue of techno-art preservation. Nonetheless, how much
veracity of the original work can be preserved and represented through
VR, whereas how much is left unaddressed? And what can we see with VR
glasses on? Through practical exercise and exhibition, it is attempted to
further the exploration and also hoped to raise the awareness of the related
discussions.
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Session 1 : Real v.s. Virtual: The Light Wall Within
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Speaker : Ya-Lun Tao, Artist of The Light of Historical Ending;
Yi-Wei Chiang, VR Producer of Archive or Alive? — Crossing through
the Light Wall
Moderators : Yu-Hsien Chen; Tzu-Chuan Lin, Curators of Archive or Alive? —
Crossing through the Light Wall
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Origin of Save Media Art
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In 2018, Digital Art Foundation (DAF) launched Save Media Art, a project
that takes a closer look into archiving that used to focus on authenticity

and originality. DAF curated Concept Museum of Art and launched a



series of exhibitions with its inauguration titled as Archive or Alive? —
Crossing through the Light Wall. The exhibition used VR to bring back
The Light of Historical Ending, a site-specific work by Ya-Lun Tao, who
exhibited at the inaugural exhibition of Digital Art Center (DAC) in 2009.
During the session, the discussion, in terms of technology, concept, and
archiving, went around Yi-Wei Chiang, the VR producer, Ya-Lun Tao, the
artist, and Yu-Hsien Chen as well as Tzu-Chuan Lin, the curators. The
elements that are time-based, site -specific, sensory, and interactive in
Tao's work served as triggers for a talk on originality, representation,
and reproduction, when it comes to digital archiving and VR production.
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VR Production
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Archive or Alive? — Crossing through the Light Wall referred to the
photos and documents exhibited in The Light of Historical Ending, a
predecessor work reproduced using Unity, a VR development platform.
Chiang started the reproduction on a technical level that covered using
laser light walls, setting up scenes and spaces, and creating character
models. He also adjusted some of the details from the original, so as to
explore the originality of both the original and the reproduction using
VR. There were 2 factors taken into account for VR processing: one was
the limited number of files retrieved from The Light of Historical Ending.
For instance, only a handful of the sound tracks were to be found; the
other was the nature of VR in presentation, such as the size of the space

and the height of the ceiling that needed adjustments to create a better
visitor experience.
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Although VR technology, which stands for "virtual reality,’

seeks
simulated experience similar to the real world, the consistency of styles
in designing details is as important, according to Chiang. Examples can
be found in the modeling of users' hands with simple outlines or the
attempt to not show the body shape of users with wearables. If the
details are not taken care of well enough, users are likely to experience
VR sickness, such as dizziness.
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VR Reproduction v.s. Original: Similarities & Differences
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With sensory as one of the key elements, The Light of Historical Ending
featured the nature of light, where laser light served as an intimidation
to boost the vibe of violence that smacked into and ripped apart the
viewers. Tao believes that VR is similar to laser light, regarding their
technical feasibility and the nature of being "virtual materials." VR
technology allows the creation of worlds without physical borders and
gravity, which can even go beyond physical limitations and bring to life
the ideal worlds that artists have in mind. Yet, when it comes to sensory,



"human beings are born with the sensory that helps us perceive the
physical world around us, while VR experiences come from technology,"
said Tao. In other words, instead of addressing the reproduction of
sensory, it was the authenticity that should be the focus of study.

VR {E % B {11 88 78 A R 2R
VR as the Future of Digital Archiving
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Later on, Tao mentioned the history of modern thought where there are

materialism and phenomenology, which hold that matters are their outer
appearances in nature, instead of non-metaphysical. However, he also
talked about Nietzsche's point of view that the real world is an illusion,
just like images projected on the wall. The same applies to technology
and new media art. As Tao pointed out, human beings present their
ideas in physical forms using technology, and it is the idea that is the
essence of digital archiving.
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Yu-Hsien Chen elaborated on the 2 digital archiving strategies adopted
by museums today: one is to organize the originals in file formats
through categorizing and cataloging; the other is to preserve the core
concept of the works for future reproduction through reinterpretation,
with VR as a means to capture the content. However, the challenges in
using the second strategy lie in defining and capturing the concept of the
works in a more precise and detailed manner. This echoes with Chen's
question to Tao on how to reproduce the sensory in the original work.
According to Tao, artists have a wandering mind and their thoughts often
jump around, coupled with VR technology now serving as an extension
to their eyes and bodies, it is believed that digital archiving can be a new
approach to art creation.
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Speaker : Tsun-Hung Tsai, PhD in Design from College of Design, National
Taipei University of Technology (NTUT)

Moderator : Po-Wei Wang, Art Critic
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Crossing through the Light Wall: Technicality and
Aesthetics
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In 2018, the Digital Art Foundation-curated Archive or Alive? — Crossing
through the Light Wall exhibition invited artist Ya-Lun Tao to present The
Light of Historical Ending, a work he had completed in 2009 to kick off the
discussion. During the session, Tsun-Hung Tsai and Po-Wei Wang redirected
their focus on the development of virtual reality (VR) technology and
Tao's process of creating the work, exploring the ideas of technicality and
aesthetics respectively as well as delving into the relationship between, and

revelation of, the use of technical media and the expression of concepts.
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Recent Development of VR Technology
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Tsai began his talk by laying out the development of VR technology. The
term first came up in 1935 and was still very much in its infancy. In 2014,
Oculus, a U.S. startup, released its VR headset, Rift DK1, contributing to a
boom in such technology during the 2014-15 period. Back then, powerful
graphic cards were not as important as they are today for VR technology,
so it was easier for developers to make use of the technology and there
were an increasing number of interest-driven VR creations among the
international community. VR reached a plateau in 2016, when HTC Vive
and its Lighthouse "room-scale" tracking technology came out, allowing
users to roam virtual reality in limited space.
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Tsai also pointed out two trends in the market of VR technology: the first
being panoramic photography (Samsung Gear 360 in 2016 and RICOH
THETA V, for instance) and the second being the inside-out tracking, a
technology that reduces the deployment cost for sensors and increases
users' mobility in a confined space. Examples include Google's Mirage
Solo with Daydream and the Windows Mixed Reality headset. In addition
to focusing on the improvement of visual effects, VR technology also
concentrates on the development of motion sensing and interactive
devices. These devices come in the forms such as clothing, bracelets,
and rings. By detecting movement of every part of the body, they seek
to integrate body movements into virtual reality. As VR technology
matures, it will eventually shift towards augmented reality (AR), thus

incorporating virtuality into reality.
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The Spatiality, Materiality, and Spirituality in Tao Ya-lun's
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Wang dissected the idea of spatiality in Tao's artworks by bringing up
the presence of a systematic closedness in his early creations. A Sigh
of Relief, a work of sculpture Tao created in the late 1990s, serves as a
fitting example. The skeleton-like sculpture seems to have contracted
itself to the resemblance of an organism, presenting to the viewers on
the outside the image of a closed chamber. However, metaphors of open
space, such as holes or channels, began emerging in The Linear Space, a
work of his in 2000. He only treated the concept of space as a derivative
of his installation at the time, rather than as a major theme. It was not
until the release of the Consciousness in Vacuum Il in 2003 that Tao was
committed to exploring the spiritual space. High-resolution microscopes
first appeared in Self-consciousness |, a work of Tao's in 1997, and
became an important medium in his creations in the early 2000s. "Tao
Ya-Lun did not seek to understand the concept of space from an external
and sidelined perspective; instead, he seeks to position himself within
the concept of space," said Wang. By "enlarging" images as a way to
reach inward-looking spaces and by microscoping the minutest details as
a way to access their spiritual denotations, Tao has influenced the likes
of Yung-Ta Chang in their creations.
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Wang also touched upon the gradual shift in Tao's artworks towards
materiality and spirituality. It began with the emphasis on thickness
and density of engine oil in two of his works created in 1998, Life and
Death and Black No.2, and transformed into the use of oil-based haze
in his works in 2008, such as Unconsciousness — Drifting Speed: 300,000
Kilometer Per Second and Swirling Wall of Light, seeking to bring out the
cutting sharpness of light in these creations. In 2013, Tao's State of Mind
further removed boundaries and stressed the notion of light, allowing
viewers to completely immerse themselves in the order of light and
come to realize the spirit of a "Chinese Humanism" .
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VR has become the perfect medium for those who seek to break away

from physical spaces. "The images shown in VR are no different from
the concept of light' in State of Mind," Wang explained. Whether it be
the projection of images or the VR technology — light has always been
what they mean to carry. Such a realization also goes back to reflect the
dichotomies between the original and the remake as well as between
reality and virtuality, as shown in Crossing Through the Light Wall
exhibition in 2018.
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Speaker : Yu-Hsien Chen; Tzu-Chuan Lin, Curators of Archive or Alive? —
Crossing through the Light Wall
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In 2018, Digital Art Foundation (DAF) launched Save Media Art and curated
a series of exhibitions with its inauguration titled as Archive or Alive? —
Crossing through the Light Wall. With Yu-Hsien Chen and Tzu-Chuan Lin as
speakers, the session started out with a discussion on The Light of Historical
Ending, a site-specific work by Ya-Lun Tao in 2009. The talk further explored,
from the material and conceptual perspectives, the difficulties and
possibilities in archiving and preservation of techno/new media art.
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Archiving and Preservation of The Light of Historical Ending
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The session started with the principles for work archiving and
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preservation, which include conservation and preservation regarding
the authenticity of the work as the ultimate goal. There are basic rules
including minimal intervention, reversibility, and identifiability employed
to preserve artworks on a permanent basis. However, do these principles
still apply to techno/media art archiving? Lin applied to The Light of
Historical Ending an idea from Lev Manovich's book, The Language of
New Media, which proposes the classification of techno/media art into
2 categories. One is human aspects with ideas, issues, and concerns
behind the creation, and the other is computer aspects with software
and hardware. In the case of The Light of Historical Ending, the human



aspects refer to the world experienced by the artists and the viewers as
well as the performativity and social concern behind the work, while the
computer aspects involve laser devices, electric motors, fog machines,
and the exhibition space. Through interviews and records, viewers
can get an idea of the artists' design concept and the way the devices
are used. When being asked about The Light of Historical Ending in an
interview, Tao admitted that there was still room for improvement in
terms of how the space and laser devices had been arranged, so he
further proposed the possible application of VR to preserve the ideal
design concept. Chen also commented that, as Crossing Through the
Light Wall is a VR exhibition derived from The Light of Historical Ending,
how they are recorded as 2 related artworks is very important, regarding
ethics in conservation practice.
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Foreign Example of Techno/media Art Archiving

IEEMEERNAERE - WHEE X Bill Viola IR EHHE H‘ﬁ‘EQ
BEREED ; MEXNLL 2018 FHEBEYE v+ BEIXEAA . EE
BEM "REBETE, RBERKRRMABEMm - H$@§T¢unmJZK~
iR MR EA(E mIREE Z ( Certificate of Authenticity ) & - &8 M+
EZhlh  MFERORBZEM " OJE/H , WY - EMTERNS HEER
B RFMBERRECEFEEYG - MCRREEFS —BHEHE - REBST
RE FE M+ LFEEHB2MENIER - MEE F2XE@IER -
MEIEBEXBEE—MN ;, XNEFRIEENREAE  ForEESEEH
EMTEE AN AR ANER - HBEFE  HRBMRARKER
HEREY  ARMARTE  UEFEXRNMERENERE -

Speaking of museums' collection and acquisition of techno/media art,
Bill Viola, a video artist who sold his artwork along with the whole set
of computer equipment, is a good example. Another classic example
brought up in the session was the acquisition of the entire online

artwork series by artist duo Young-hae Chang Heavy Industries in 2018
by M+, a museum in Hong Kong. The acquired scope covers all existing
and future artworks of Young-hae Chang Heavy Industries, including the
copies, translations, discs and the certificate of authenticity, etc. From
the discussion of this M+ acquisition, Lin pointed out the reproducibility
of techno/media art. For such artworks, the original pieces and the
expendable copies made for exhibition are preserved in the museum,
while the disc player is merely a medium. Chen further clarified that
M+ did not buy out the artworks of Young-hae Chang Heavy Industries,
but acquired the rights to their artworks instead, just like acquiring the
broadcasting rights of films. In the case where the museum exhibits
the artworks on behalf of the artists, a certificate of authenticity serves
as a proof of the museum's rights to the version of the work being
exhibited and its archiving. Some scholars, however, argued that such
practice would undermine the stability of artists' development and their
uniqueness, which may affect the quality of artwork archiving in the
museums.
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The Necessity of Techno/media Art Archiving
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The reproducibility of techno/media art has changed people's
understanding of originality and reversibility of artworks. Apart from



that, migration and regular use as ways of maintenance in software and
hardware media are different from the traditional ones, where artworks
should be taken out of their context and put under static preservation.
"If techno/media artworks fail to adapt to modern technologies, they
will, in turn, become obsolete as technologies continue to evolve,"
said Chen. The phenomenon has thus driven the paradigm shift in the
preservation strategies for techno/media art, where there are 4 steps—
storage, migration, emulation, and re-interpretation. Archive or Alive? —
Crossing Through the Light Wall, for instance, is a VR production using re-
interpretation. At the end of the session, Chen concluded by reiterating
the theme on digital art archiving behind this exhibition— "It is no
longer about whether or not we should embrace transformation, but

which approach we choose to achieve it."
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Concept Museum of Art Vol. 2 invites Wang Hsin-Jen to exhibit PATHS TO
THE PAST (VR version). The VR space of this work is rendered accordingly
to the dimension of the exhibition space to create a customized vision
of space for the viewer, which makes it site-specific yet personal. As
with Shengang, the artist's hometown, being where his memory rests
and remembrance called to, we who enter the PATHS TO THE PAST will
collect our own spatial memory of being in Shengang. Can such images,
experience, and memory as presented in the exhibition be construed as
real, and be preserved?

PATHS TO THE PAST (VR version) is different from the dual-channel
version in the automatic scheduling algorithm. This version allows the
viewer to intervene in the fluid and derivative state of the work. The
viewer can choose the viewing perspective freely. Every displacement of
the viewer's body is to be recorded during the process and turned into
triggers; thus, the viewing experiences will be distinct for the viewers, and
each is unduplicable. As with the "observer effect," when measured (or
observed), the work takes on an unpredictable reality, which reflects the
ever-changing relationship the artist has with his home.
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What defines home? Is it about the geographic coordinate in space, the place of
residence on the household registration record, or where the family members
have lived for more than ten years? Or perhaps, the meaning of home only
surfaces when one is displaced from home, left nowhere to go. PATHS TO
THE PAST is a work that delves into memories and home. The artist uses such
methods as aerial photography and 3D Immersive Virtual Reality (3D IVR) to
create a one-of-the-kind experience. Programmed by algorithms, the visual
of the work is morphed real-time, as are the scenes in the VR, juxtaposed
and interlaced, and the default landscape takes on an unexpected, fluid new
appearance. Accompanied by the audio of field recording and granular synthesis



soundscape, this work evokes a strong sense of unutterable nostalgia.

PATHS TO THE PAST (VR version) is different from the dual-channel version in
the automatic scheduling algorithm. This version allows the viewer to intervene
in the fluid and derivative state of the work. The viewer can choose the viewing
perspective freely. Every displacement of the viewer's body is to be recorded
during the process and turned into triggers; thus, the viewing experiences will
be distinct for the viewers, and each is unduplicable. As with the "observer
effect," when measured (or observed), the work takes on an unpredictable
reality, which reflects the ever-changing relationship the artist has with his
home. (by Aluan Wang)
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Paths to the Past, Vol. 2 of Concept Museum of Art series exhibition is a VR
rendition of the work going by the same title by Hsin-Jen Wang, the artist. The
space in the VR setting is rendered according to the dimension of the exhibition
space. The speaker for this session was Yin-Hua Chu, who has been studying
cartography for years and was invited to talk about how the development of
science and technology, along with images produced therein have changed the
quality of urban spaces in contemporary life.
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Screen- Boundaries of Time and Space
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Chu started off explaining the nature of a screen, a technology that
infiltrates people's daily life. Paths to the Past itself is a work viewed via
a screen that immerses viewers into personal experience, family setting,
and the structure of a city, while the boundaries of time and space are
blurred. Chu believes that before people physically arrive in a city, there
have been impressions of that city projected in various ways in people's
minds. Once people are in the city, they start matching what they see
to the impressions they already have. For this reason, these influential
media in image forms are believed to have greatly impacted all aspects
of people's life.

i RREE RV RRE
New Media to Satisfy Wants and Needs.
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People's imagination and needs always march ahead of the development
of technology, while the invention of every machine exists for the sole

U

purpose of satisfying those needs. Chu raised a question on defining the
essence of people's needs and imaginations. Should technology fail to
develop at the same pace as people's imagination runs free, is it possible
that our imagination will also be restricted by what we can build?
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As for what is new media? Yesterday's new media can become old ones

today. The question lies in how the new media at different times satisfy

the needs and imaginations of people at that time, and what is more,
how that process corresponds to that period and shows contrasts at the
same time. These, perhaps, are the issues at which people should take
a good look. Since the 19th century, there have been many concepts
proposed on the elimination of time and space. Yet, as of today, time
and space have never been changed, but, indeed, there have been new
ways formed over time to perceive the world.
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Reproduction over the History of Images
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When it comes to the nature of representation, there have been
precedents over the history where people tried to represent something.
There are Brunelleschi's Mirror and Alberti's Window in the 15th
century, along with several other applications of trompe I'oeil, where
2-dimensional imagery depicted exists in 3-dimensional optical illusion,
which is also a type of perspective often used by artists. Drawings can
serve as windows looking into the world and a medium through which
the viewers can access the world. Starting from the 19th century, the
boundaries of time and space were weakened by the invention of steam
trains, and this meant a shrinking of space and shortened distance
between humans' residences. These are the living proofs that time and
space were as dead and gone as yesterday. After the 20th century,
humans began to look into ways to convey motion on two-dimensional
surfaces. With the development of photography, regular spaces were



replaced with easily changeable scenes.

BEDE T (FEEEAOA) (1929) B (BE) (1954 ) MENER -

RHARNEEF L FEESE RBEZBERERILEER K
THEARBE GNEBBNEE - WEENEHE8MREY - E
RPWAZPMASYHZENERBEZER ; THERRITKITNE

WHRALESRHABEAEEZEAMA ; EREZER 1960 FHIEL rﬁ
MEIFRE . - BLE Mk EEZER - aRRORE D BB
BEBENKE -

Later on, Chu mentioned 2 films- Man with a Movie Camera (1929)
and Rear Window (1954), both of which adopted different imaging
techniques to allow the audience, through the viewfinder, to observe the
world and further transform it. From these, the audience has a chance to
think about the differences among being the people who watch others,
those watched, the medium, and oneself. Le Corbusier put forward his
ideas in Urbanisme that everything in a modern office is changing the
idea of time and space; a man of great wealth who completed round-
the-world flight was described in the newspaper as the person who
raced against time and space; "the medium is the message," a phrase
coined by Marshall McLuhan in the 1960s, proposes that human sensory,
through media, can be communicated beyond time and space. With
changes in technology, people's perception of time and space has also
undergone drastic changes.
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Information Communicated: In Private v.s. In Public
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In modern life, the boundaries between home and other places
become blurred. Due to the advancement in screens and viewfinders,

information from different time and space can be placed in both public
occasions or private settings. In Paths to the Past, viewers can imagine
themselves standing at an ideal spot where they appreciate the work
by peering through a crack in the world. At the same time, a dialogue is
built between the space and viewers' body; with the reconstruction of
space and time using algorithms, new memories are formed for this new
viewing experience.
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The advancement of media leads to changes in people's perception of
time and space. On the other hand, when people can turn what they
see into data form, there is a question of what icons for map indicators
people may expect to see in the future, for instance. Chu mentioned that
people in constraining situations may have an expanded imagination.
A good example would be the transition from paper maps to Google
Maps, which is happening right now, as the navigation system used to be
destination-based and is now mobile location based.
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At the end, Chu wrapped up her presentation by talking about things
that cannot be measured or perceived, which, in a way, may ignite
countless imaginations and vitality. Yet, she stressed that although many
instruments today can record incidents at any time and space down to
the last detail, the recorded information can also be too specific to leave
room for fevered imagination.
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Paths to the Past, Vol. 2 of Concept Museum of Art series exhibition is a VR
rendition of the work going by the same title by Hsin-Jen Wang, the artist.
This session was an extension of Wang's work, focusing on the excessiveness
of (artificial) intelligence after the emergence of new areas of study such as
machine perception and machine learning.
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Expansion of 3D Boundaries
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Po-Wei Wang, an art critic, explained the world created using algorithms
and the imagination for a world constructed by elements. Tien Ling,
another speaker, enlightened the audience on the 3D concept of maps
by showing a panoramic map (such as Google Earth). Ling pointed out
that when people read coordinates on a map today, they not only
pinpoint a location but expand the 3D boundaries of all locations, which
are connected to form a carrier. When you open the Google Earth app,
the globe icon rotates slowly, which demonstrates the relative concept
of user-centered design and establishes the relationship between the
app interface and objects. In addition, Ling mentioned that maps have
transformed from a functional tool into an experiential device, which, as
a result, builds stronger links between the maps and users and enhances
the gameplay within.
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Remnant: Images to Be Presented Or Not?
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Paths to Tomorrow series explored the disappearance of boundaries
and the creation of continuous images. If a path sets out from a new
coordinate system, could it lead to a thinking different from that of



today? As Wang suggested, to synthesize visual images that are usable,
shall we keep the unwanted images that were removed earlier? The
biggest doubt over Paths to Tomorrow series came from the rules for
the image world: were images in remnant removed to produce the
presentation of an artwork?
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Performance of Algorithms
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not think an algorithm different from today's thinking would be created,
as it requires a starting-point to begin the computation. When used by
human beings, there needs to be a preliminary standard to determine
a 3D space, and any further steps will not be possible without these
foundations.
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The 2 speakers responded by indicating that all presentations were the
result of computation through algorithms, and landscapes generated
from randomized algorithms can show immense possibilities. For
instance, landscapes in flight simulator games in the early days were
randomly generated, while Google Earth today adopts real-time display
of reality icons. The differences from a series of evolution could be
attributed to advances in computational performance. If there could
be a breakthrough in performance, we will be able to present an ever-
expanding and freer world. In addition, a member of the audience
mentioned the hypercube in geometry, which can be taken into account
for new concepts in projection of 4D sphere to 3D.
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Rules and Limitations of Algorithm Changes
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Wang brought up

another question on
how programmers teach machines to compute concepts about people
and clusters, and how machines control the expansion and contraction
of boundaries. It was also discussed that programming norms written for
programmers might put limits on machine thinking.
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Toward the end of the session, Ling mentioned that space was created
at a slow pace, and it did not make sense to expect observable changes
within a short period of time. This is a pattern born from the limitations
of spacetime perspective. Human beings interact and affect each
other, and the same applies to other elements in the world. Similar
to Google Earth, advances in technology and algorithms could be
topped with changes on various levels, along with more of the 3D or 4D
computational projections mentioned above.
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Archive or Alive: Shou-Yuo Liu
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Based on its fervent exploration on using digital tools, ET@T has been
driven by its relentless quest to push the possibility of "online video
archive." After their previous initiative to contextualize nearly a hundred
documentation footages on "avant-garde theatre" of the 90s, ET@T
has now furthered its attempt to archiving "Body" and "Physical

Movements," and deriving the corresponding "metadata." This initiative is
expected to provide the viewers with an understanding framework beyond
primary information such as "What/Who/When/Where/Why," and while
constructing the vocabularies available for the critics, hopefully, it will
allow more room for discourses and critiques for nonverbal performing
arts. :

This digital archiving project revolves around three sections of the physical
performance in Shapde5.5, a solo dance work by Shou-Yuo Liu in 2014.
These three sections are to be construed as more than Liu's accumulation
and crystallization of "physical performance" for the past 30 years, but
a representation of the artist's innate and true consciousness from the
inside out, as well as the thoughts of relationship between "objects" in
the spectrum of the body, the material and the immaterial. The relations
that are dealt with range from body and movement, body and nudity,
costume, objects (props), sounds, consciousness, time, space, and so on.
The digital archiving also includes three pieces of improvisations—the
very starting point where Liu's solo dance pieces unfolded.

In 2018, Archive or Alive: Digital Archiving Development of a Solo Dance
by Shou-Yuo Liu was carried out under the aforementioned attempt.

Meanwhile, we hope that, in contemporary times, archive serves more
than the purpose of conserving objects but also keeping alive the artistic
energy residing within itself. Whether it is to be viewed as performance
or probed as research materials, the immersive and dynamic viewing
experience offered by "panoramic image" , along with "VR headset,"
definitely challenges the conventional way of perception given by linear
narratives set in two-dimensional and third-person perspective videos.
The project is undoubtedly a bold initiative to structure "physical



performance" and "panoramic images of multiple viewing perspectives"
into the framework of the production relations between "documentation
and screening." This dynamic perception system is established amidst
performance, audio-visual content, and critiques. And, it is about
the documentation of and discourse on the body, the improvisation
and spiritual trance state of the performer, and the authenticity and
representation of the documentation. (by Hsing-Jou Yeh)
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SHOU-YUO LIU

Director, actor, performer and dancer. Since 1987, Shou-Yuo LIU has been
working in theatre and experienced in directing, and acting till now. He
is known for the cross-boundary collaboration works (including Drama,
Dance, Chinese Opera and Digital Technology) and physical solo dance
performance, had been participated in the production of art festivals in
Seoul, Berlin, and New York. And his solo dance works, Shaman- Working in
Progress, SHAPDE5S.5 — Shou-Yuo Liu, Solo Dance have been well received.
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ET@T

ET@T was founded by artist Huang Wen-Hao in 1995 to explore all possible
art forms and nascent states of production in digital culture. For more
than twenty years, ET@T hopes that its practice of comprehensively
applying professional knowledge to digital texts, theories, exhibitions,
and performances derived from digital culture, will result in abundant
experience and learning. In 2018, project Archive or Alive: Digital Archiving
Development of a Solo Dance by Shou-Yuo Liu was organized and produced
by ET@T. In 2019, exhibition Concept Museum of Art vol.3: Archive or Alive:
Digital Archiving Development of a Solo Dance by Shou-Yuo Liu was curated
by Hsing-Jou Yeh, chief coordinator of ET@T.
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Session 1 : The Invisible Audience- Documenting Performing Arts and the New Media
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Speaker : Wen-Hao Huang, Chairman of Digital Art Foundation;
Wen-Yi Wang, Executive and Artistic Director,
National Taichung Theater;
Shou-Yuo Liu, Dancer of Archive or Alive: Shou-Yuo Liu
Moderator : Hsing-Jou Yeh, ET@T Planning Coordinator
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The third exhibition of the Concept Museum of Art: Archive or Alive:
Shou-Yuo Liu, a collaboration between ET@T and Shou-Yuo Liu, aims to
create an audio-visual retrieval system featuring bodies and movements
for performing arts, and to record and create a digital archive for future
reference. The first session invited Wen-Hao Huang, Wen-Yi Wang, and
Shou-Yuo Liu to discuss how VR can be a possible new approach for
documenting and archiving.
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Documentation in Cross-boundary Collaborations
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Moderator Hsing-Jou Yeh began by sharing with the audience the work
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report and technical model of the project. In addition to explaining the
operating interface with innovation, she highlighted the three main
features of the exhibition: the documentation and discourse of the
body of the dancer, Shou-Yuo Liu, the improvisation and trance during
the performance, and the realistic documentation and considerations
for reproduction. From drafting concepts of the project to the shooting
and post-production, Yeh shared a lot of the close communications with

Shou-Yuo Liu and the difficulties in the creative process.
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According to Wen-Yi Wang, documentation in cross-boundary
collaborations has always fallen into two different traits: the adoption of
different technologies must keep in focus their nature in their respective

fields; also, the purpose of merging these two unrelated technologies
with their own essence.
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Wang mentioned an article she read in The New Yorker- Must the Show
Go On?, which was about how the dance troupes could continue to
flourish since the passing of Martha Graham, Merce Cunningham, and
Pina Bausch, the 20th century masters that belonged to the groups, and
how their works have been documented and presented. What was more,
a few decades ago, traditional opera knowledge was mainly acquired
through video tapes referred to as "video teachers" . These examples

all show that recording and documenting have become substantially
important for performing arts where some moments disappear in a blink
of an eye.
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Wen-Hao Huang explained that in terms of the knowledge involved in the
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Concept Museum of Art, works or their concepts are marked by indexes
of correlative subscripts and keywords, which distinguish them from
the generally subjective interpretations of scholarly discourse and allow
the audience to understand the works on their own through a more
scientific and objective approach. Furthermore, this system of knowledge
conforms to the way in which the academic and the general public views
it, but, at the same time, allows the performing arts community to make
reference to it. In the process of conceptualizing a work, the creators of



performing arts often use proscenium-arch stages to present what they
have in mind. For this, panorama documentation provides a broader
perspective, allowing the creators to look back at the arrangement of
their work.
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Besides, putting the documented physical performances into the Al
system provides possibilities more worthy for reference by means of
data comparison. Huang also stated that since the launch of the three
exhibitions at the Concept Museum of Art, many people have commented
that these exhibits have been seen as more than simply documented
works, but rather created works that have been remodeled. It can be
seen that, in addition to the general ideas for archiving and documenting,
there is also a huge potential for creativity. Meanwhile, this observation
also confirms Wang's statement that when heterogeneous media collide
with each other, the original purpose of documenting the essence of an
artwork is maintained, but at the same time, a new and reflexive purpose
is created.
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Speaker : Ya-Ping Chen, Assoc. Prof., Graduate Institute of Dance, Taipei
National University of the Arts;
Ling-Chih Chow, Curator / Dramaturgy Consultant
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In the second session for Archive or Alive: Shou-Yuo Liu, a Dance history
scholar, Ya-Ping Chen was invited to join the curator in a dialogue on the
history of the body; particularly the body in Taiwanese experimental theater
from late 1980s to early 1990s.
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Dialogue between the Body and the Camera
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Ling-Chih Chow started the discussion by pointing out that this project
is different from Shapde 5.5, as the meanings that image design
superimposes on the dancer typical of the theater is abandoned; instead,
the dancer in Archive or Alive: Shou-Yuo Liu directly faces the camera
that is recording the performance. When the dancer's body is dissected
and minutely recorded by the camera in different angles and positions,
it is touching to see how the integrity of the body can still be preserved.
The images document the completion of the dancer's body, and the
recording technology is bound to move into the future.
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As a practitioner of the body performance, Shou-Yuo Liu has compiled
a brief history of his own body for the viewers to understand how the
body intends to look at itself in strategy during performance or when it is
photographed with the effect of time, and what the retrospection will be
as time goes by. Although Liu is performing his dances in the past, these
are not quite re-enactments, but rather how Liu invokes his past roles in
solo dance.
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Ya—Pin,Chen suggested a "two-way path" for the response and rebellion
against the body of martial law over the past 40 years: a.pting the
epistemology of historicizing as well as existentialism of the via negativa.
The epistemology recognizes the discipline and conditioning of the
body by the martial law system, and then recognizes the historical
consciousness and the Taiwanese subject that is shaped by the body.
The via negativa aims to remove the layers of constraints and to recover
the body's instincts, such as desire, perception, and impulse, which have
been restrained by the state and the martial law system. Both paths
lead to the search for the authentic body and subjectivity, and at the
same time, reflect the two major types of foreign dance and avant-garde
theater in Taiwan's performing arts: German dance theater and Japanese
Butoh. About Archive or Alive: Shou-Yuo Liu, Chen also proposed three
ideas for image retention for Liu's work: body and consciousness, original
points of the theater and body, and inquiry of self and establishment of
identity.
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Chen quoted a scholar, Dee Reynoldsd, on the affective turn in the
materiality, corporeality and historicity when it comes to the body in
contemporary body performance and dance studies. "Affective" is about
embodiment, and "body" also becomes the interface between the
subject and the world. With the combination of affective turn, the trance
of the dancing body, and the ritual of performance, consciousness enters



through the body and transcends the possession of dramatic roles, in
which the audience becomes the participants.
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Reconceptualization of Performance and Research
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The two speakers also discussed that if performance is about

embodiment, what happens when technology (e.g., vide,o,_VR) intervenes

to change the so-called embodiment, the site-specific feature, and the

unigueness of specific time and space.
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Performance, on the one hand, serves as the object of study and, on the
other hand, reveals a method and vision of research. In other words,
performance (embodiment in practice), as an epistem®ogy and a way of
knowing the world and the self, emphasizes the study of bodily behavior
and corrects the traditional academic research approach that focuses too
much on writing and studying the text.
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Speaker : Chun-Yen Wang, Critic of PAReviews

Panelist : Shou-Yuo Liu, Theatre Director / Actor / Dancer / Dancer of
Archive or Alive: Shou-Yuo Liu

Moderator : Po-Wei Wang, Art Critic
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The third session for Archive or Alive: Shou-Yuo Liu kicked off from Jun-Yen
Wang elaborating Mo-Lin Wang's theory of the body and the performances
of the U Theatre and the Rive-Gauche Theatre Group. Jun-Yen Wang
reflected upon the refinement of the body in the experimental theater
from the 1980s to the 1990s on multiple historical levels. Then, the panelist
Shou-Yuo Liu shared more about the development of physical bodies in the
history of experimental theater movements in Taiwan, exploring why his
solo dances need to be archived.
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The interesting thing about "artwork being archived" , said Jun-Yen
Wang, is that during the twenty years since Liu's solo dances in 1999, the
performing techniques in Taiwan have changed much, and the archived
documents serve as the best proof. Yet, at the same time, a piece of
work "being archived" also means that its story "has become history"
. The question reflected from that will be, if the body of the 1990s has
gradually drifted apart from the present, what the role of archiving is in

this transition, and how the archived is viewed afterward.
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People often talk about physical performance, such as Liu's Improvisation
and Spiritual Trance, which in fact showcase the body refinement in the
experimental theater in the 1990s, as well as the approaches for such
refinements. Jun-Yen Wang believed that these approaches need to be
translated at the same time, because when the body has experienced
various Eastern and Western training systems, it remains unsolved to
see how the dancer's body translates these techniques for physical
performances.
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Continuing Experience in Solo Dance
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Liu explained why his solo dances are always related to his previous works,
mainly because each performance features different issues as a focus or
people to work with, and every performance has something to do with
the training the body received in the past. When Liu does a solo dance,
the experience needs to be extended so that the emotion can be real.
Also, he thought that Mo-Lin Wang's theory of the body brought up thirty
years ago actually hinted at the possibility of showcasing "ugliness" . But
the approach Liu adopted was more concerned with improvisation, as
improvisation is capable of integrating all the different training systems of
the body, rather than simply taking in those systems.
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In response to Jun-Yen Wang's reference to the operatic elements in
Liu's solo dances, Liu explained, which does not happen often, that
his performance was influenced by the Garden Tour passage from The
Peony Pavilion, and that physical training in the 1990s did often draw
inspirations from the traditional opera. The theatrical element has also
become one of the historical complexities of the body in solo dances.
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Body in Solo Dances as History and the Archived
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After the lifting of martial law in Taiwan, Jun-Yen Wang stated, based
on his observation, that the performing body has gradually become
more pluralistic, fragmented, deconstructed and decentered. Yet, in



Liu's case, it seems to be cohesive and introspective in a continuous
manner. Therefore, from Liu's body, which keeps on extending and
flourishing through performances, it seems that he has carried the
memories of miscellaneous performances from the 1990s onwards, and
such accumulations have resulted in his solo dances. Although Liu's solo
dances take the form of an autobiographical account of a person's life,
all these lives portrayed in autobiographical ways cannot be separated
from the multiplicity and ambiguity of unsettled theories that were
simultaneously brewing and contemplated in Taiwan in the 1990s.
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When Po-Wei Wang brought up the question whether it was possibles “{

to define or name the body in the 1990s, Chun-Yen Wang suggested
that the wonderful thing about the 1990s lay in the inequivalence of
"translations" . That is, when the body performance by Jerzy Grotowski or
Tadashi Suzuki is applied to Taiwanese people, it is no longer the original

training methods by Grotowski or Suzuki. In Mo-Lin Wang's Body and
Urban Theatre, he specifically pointed out how the body performances
in Taiwan make use of Suzuki's training method not via "translation" as
an equivalent appropriation, but via "reversal" where the whole idea
is completely changed in its order. This "reversal" revealed exactly how
people imagined the important messages the 1990s had had about
localization and Taiwan's search for self-validation and identity since the

start of the 2000s have taken two very different paths.
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Go Astray - Afterimage for Tomorrow
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As a VR film, Afterimage for Tomorrow is an immersive experience
recounting a man awakens in somewhere of his consciousness. What he
sees, hears, and feels, are these just memories? Is it a dream? A virtual
landscape? Or a flashback before death? In the context, with Afterlife
Memory Trust, memories fragment in human neurons are presented as
afterimages. The protagonist revisits the specific point of his life in a
light time. Herewithin, space is no longer rational, and time is not in
chronological order.

By means of dance, it recounts the ineffable notion of memories.
Through the medium of image, it records the dance that symbolizes
the drifting state of disassociated body and soul. The collaboration of
Afterimage for Tomorrow between the director Singing CHEN and the
choreographer Shu-Yi CHOU surpasses the expressive form of dance
video. Audience as nomad wander through afterimage of memories
which appear when the 3 matches light up. Thus, Audience travel
through spaces disassociated around singularities, and wander through
scenes of visualized world. They are lingering in the world which is
constantly pulled apart. In the visceral performance, by means of virtual
technology, narrative film, and physical dance, audience is stirred up with
ineffable and sentimental perception coming from deep inside.
Transformed into digital art collection of the Concept Museum of Art, Go
Astray -Afterimage for Tomorrow invites audience to shift between literal



and lateral, integrate technology with their bodies, call for the flashback
of memories, and experience the state of going astray before everything is
evaporating. (by Chih-Yung Chiu)
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Singing CHEN

This is my first VR video. During the research and brainstorming process, | kept
wondering questions like, what has VR brought to us? How does VR extend and
change human senses? What is reality hereafter? | was also wondering, in the
history of civilization, how many vestige of sound, graphic, language, characters,
image, and virtual media get to travel through time and space, and become
visible to us (or to the future)? With these pondering and weighing, | try to
integrate form/medium with the core value of content. Thus, this film is set
upon a futuristic world where memories and consciousness can be uploaded.
Through Shu-Yi CHOU's choreography, it captures the ineffable emotions as
one lingering at the edge of death. Also, it is to discuss what's worth remaining.
In the future, could VR be rooted inside of our brain? If we put this VR film of
dance into meta-thinking, could this work traverse time? Or on the contrary,
everything would turn to ashes in the end.
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Speaker : Chih-Yung Chiu, Prof., Interdisciplinary Program of Technology
and Art (B.A.), College of Arts, National Tsing Hua University
(NTHU) / Curator of Go Astray - Afterimage for Tomorrow;
Singing Chen, Director & Playwright of Afterimage for Tomorrow;
Shu-Yi Chou, Choreographer & Performer of Afterimage for
Tomorrow

Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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Exhibition Vol. 4 of the Concept Museum of Art, curated by Chih-Yung Chiu,
is a VR film- Go Astray: Afterimage for Tomorrow, co-created by director
Singing Chen and dancer Shu-Yi Chou. In the first discussion session for this
project, we invited the curator of this exhibition, Professor Chih-Yung Chiu,
Singing Chen, and Shu-Yi Chou to share how VR films explore the subtle
issues of physical perception and the relationship between virtuality and
reality.
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Professor Chih-Yung Chiu began by sharing the process of curating the

exhibition, stating that he was moved by Shu-Yi Chou's dance in the

work, which told a lot of stories without words. VR should not be created

out of vacuum, as the work is based on the life of birth, aging, illness,

and death, and the feelings that can be recognized. In a sense, this allows

people to have a peek through the past. That is why Chiu coined the term

"Go Astray" as the title of the exhibition, referring to a state of trance

and uncertainty.
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Critic Po-Wei Wang then asked the director how he created a sense of
space. For example, when the dancers are very close to the audience,
some of whom feel startled but others want to reach out and hug
the dancers. Chiu explained that Afterimage for Tomorrow makes the
viewers want to touch the dancers, but with a very heavy helmet, the
physical sensation would pull the viewers back into the real world. It
is known that VR is an immersion technology that amplifies people's
somatic senses, which will continuously expand the psychological and
physiological responses during the viewing process. Sometimes, the
world in the film is so beautiful that going back to reality becomes
cruelty itself, which leads to the so-called "post-VR sadness" .
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Chen pointed out that she watched a lot of documentaries on VR before
producing the project, and she found a scene where two people were
interacting with profound affections for each other, but the audience's
focus was scattered all over the place. This is very disturbing for someone
with a background and long history in traditional narrative films, because
storytelling is about capturing the audience's attention. She realized at that
time that VR is not like traditional films. Yet, regardless of technology or
traditional images, it is human emotions that the creator wants to evoke.
Hence, Chen asked herself an essential question about creation: who is the
viewer? How do you construct a world that people believe in?
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The next is a technical issue, such as the distance between the viewers
and the apple. People have been living with the world they see since birth,
so it is easy to sense it when the aspect ratio and distance are distorted.
Another surprising and important thing was that Chen and Chou had video
discussions quite often; there was one time when Chou was dancing in
front of the camera, the two of them made eye contact suddenly through
the camera, where they realized that they had built connections with
each other through the images. That was the origin of their search for the
distance between the dancers and the audience.
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Viewing Positions of the Performer and the Audience
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Chou shared his previous experience with Just for You Festival by
Riverbed Theatre, where there was only one audience and one performer
in the room, which, to him, was an experience very close to experiencing
VR, since VR, unlike the traditional stage or 2D video, features a certain
direction for navigation. When there is a need to face a certain direction,
the viewers' body will change. In comparison, the room from Just for You
Festival is a 360-degree stage. For Chou, the expressions in a VR project
that cannot be edited pose challenges to the dancers to live inside the
lenses for shooting, a form that also determines the language of the
body in the performance.
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Chiu concluded with the film The Purple Rose of Cairo (1985). The story
is about the time of the Great Depression, when the only way for the
heroine to escape from her life is to go to the movies. At one time, the
hero of the story comes out of the screen and suddenly, the audience
loses their role as viewers. That, to Chiu, was like pre-VR. VR is not just
about what is said, but more importantly, what is meant. The perspective

of viewing the work is constantly changing along with the viewer's
subconscious, and the body enters the immersive experience when it can

no longer tell the differences.
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Speaker : Chih-Yung Chiu, Prof., Interdisciplinary Program of Technology and
Art (B.A.), College of Arts, National Tsing Hua University (NTHU) /
Curator of Go Astray - Afterimage for Tomorrow;
Min-Chun Hu, Assoc. Prof., Institute of Information Systems and
Applications, National Tsing Hua University (NTHU)

Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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Go Astray: Afterimage for Tomorrow, Vol. 4 of the Concept Museum of Art,
had the curator of the exhibition, Chih-Yung Chiu, art critic, Po-Wei Wang,
and VR specialist and observer, Min-Chun Hu as attendees of the second
session of discussion on how the technical challenges in VR create the
limitations for the physical perception for the viewers.
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Technical Development of VR and Its Limitations
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Chih-Yung Chiu first exemplified various recent creations using VR
elements to raise the troubles people encounter when viewing VR,
such as holding the heavy equipment and feeling dizzy, and whether VR
would be more convenient and potential for further development in the
future. In addition, the preceding exhibition of Concept Museum of Art
allowed the audience to re-experience the dance works by performance
artist Shou-Yuo Liu at the Guling Street Avant-garde Theatre through
VR. However, due to the confusing contemporary dance languages, even
if we feed Al with a lot of data for recognition, it is unlikely to have a



model. In that sense, what is the scope of VR's role in the archiving of
performing arts?

THERSEHRTERD  HBWERR - RREIZENEEERAREN -
ReBINEEHESRENEE  BNRBLTER—EER &
BB e 2R ?

Po-Wei Wang then added that the imagination created via technology
is one thing to which the art world is least familiar. The images we see
now still feel like they are presented within a screen; if we want to see
a presentation as good as a whole world, how far away from us is such
technology?
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Formation of Virtual Images
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Min-Chun Hu first introduced the state of VR development today,

explaining that National Tsing Hua University (NTHU) focuses mainly on

software development and interactive mechanism design, as well as how
to provide users with intuitive interactions in VR. Although there are
usually controllers, it is actually impossible to toss out the controller, if
the users want to perform an action of throwing. For this reason, Leap
Motion is a common option for capturing the users' gestures, along with
a large database for the machine to know the meaning of the gestures.
Therefore, it can be said that the technology for interaction using hand-
gesture recognition is relatively mature.
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Then there is the generation of content. Producers have collected a
large number of photos and used algorithms to capture and present
the features of the materials. Sound is another essential element, as
the vocal sounds placed at a point on the x, y, and z axes can attract
the audience to cast their sight into certain directions. Some works will
be presented with olfaction, where essential oils are used to direct the
users into scenes matched with certain smells. Combined with brainwave
detection, a different signal will be generated when the users find scenes
unmatched with the elements. However, there are still too many external
stimuli that can affect people's brain waves, which makes it difficult to
make accurate decisions.

ZRIEENEE  BZE2 IRcamera U A BENEEEMNAE - BEZ
AHERNBHEZEW - RECEZANBEEEE  SEHENEE
5 MBEFES WIRZBZBIEBANERZERE - IRTEA redirected walking
EfEN SERAREENRETERE  2REREBEETE - £H
EETERASHEREBECEER BEHESE—EERBEMA
= HEHSSENEFIEEAREBUERE -



As for eye-tracking, devices such as IR cameras can detect locations
based on the position of the iris part of the eye, but still cannot pinpoint
infer the exact location at which people are looking. Now, there are also
many people doing tactile feedback, the simplest of which are vibration
response and touch-screen gloves. For increasing the virtual space, there
is redirected walking, which uses the sense of sight to deceive the users,
or virtual images to interfere with them. The users do not feel that he or
she is going off course when walking, but in fact their body keeps circling
around the same place. In this way, the visualization in the virtual scene
is making people feel that they are going considerably further away.
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Pursuit of a Holistic View
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For the VR-based archiving of performing arts, Hu mentioned that
there is another Al algorithm called "Zero-shot, Few-shot" that has
been known to people in recent years. As long as the key features of a
specific object are known, it is easy to make analogies to similar objects;
however, the algorithm is currently used mainly for visual objects, and it
is not certain how well it can be applied in the case of moving images.
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Hu also stated that "to see a presentation as good as a whole world"
is not possible with current technology. To be able to do so, one must

first have excellent equipment and profuse camera images to simulate
what is seen from every angle. Generally speaking, if there are not
enough cameras, there will be no images from certain angles. Lastly,
Hu expressed that the discussion conducted in the session was very
valuable; after all, more exchanges of ideas from different fields will
facilitate cooperation in research and development among one another

based on mutual understanding.
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Session 3 : Dance, Image, and Sensation
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Speaker : Ruey-Horng Sun, Image Designer;
Wu-Kang Chen, Art Director of HORSE
Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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Go Astray - Afterimage for Tomorrow brings out the relation between
performance and images. In the third session, moderated by Po-Wei Wang,
an art critic, we invited Ruey-Horng Sun, an image designer and artist, and
Wu-Kang Chen, the art director of HORSE, to discuss the relations among
dance, image, and physical sensation of the film Afterimage for Tomorrow
by Singing Chen.
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Co-producing of Performance and VR
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Po-Wei Wang first introduced the performance Thank You So Much
for Your Time, conducted by HORSE in 2019. In that project, the entire
cast went on stage in an impromptu way, which Wang believes to bear
a resemblance with VR - the stage becomes a place where everything
happens all at once at that moment. Yet, what sets VR apart is that VR
requires more meticulous planning. During the session, Wang asked
about the speakers' experience in film-watching, and raised questions
regarding the relation between Shu-Yi Chou, the main character and the
dancer in the film, and the audience. There was another question to



invite discussions on the ways of using VR technology for future creation.
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Wu-Kang Chen shared that he had experienced being led astray when
he watched the film because he, as a viewer, is also learning how to
immerse himself in a VR experience. Chen referred to it as remolding the
physical sensation through a sense of being surrounded. The distance
built up by the images was real to him, but it was not wrong to say it was
unreal. When the figure of Chou approached Chen, he had this sudden
impulse to reach out to chou. Chen thought this move would have
been foolish, but a bit intimate also. To create a piece of work using VR,
Chen suggested that it should be a chance to break the norm for film-
viewing, for VR productions are entirely different from traditional theatre
performance. Yet, it might be even more challenging if more audiences
join the setting and interact with the actors simultaneously, for that
would require more VR headsets.
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Viewers' Physical Sensation
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Ruey-Horng Sun believes that audiences trust the VR settings when they
are invited to watch the film in the first place. But then, the audience
started to feel their body drifting apart, because their visual and auditory
sensation are dominated by the VR setup, which can be irritating. The
olfactory sense, on the other hand, can assure the audience that they are
still safe and sound in the same place, for they still have control on the
ability to smell. Sun also felt a sense of being surrounded and intimacy
in this long period of viewing. Even more, he could sometimes relate
the images directly to his mind, just like feeling the images through
his touching, the haptique of VR. Sun thought that the VR creation is a
relatively new concept and thus it bears more challenges on the technical
level. In the early days in the movie industry, films could be burned
to test their format, while the VR productions today have little room
for error, and it is still a question if VR can be used for entertainment
purposes. According to Sun, if he were to create a piece of work using VR
technology, he would have played with the VR settings until the system
crashed, so as to get familiar with the technology before exploring and
breaking the rules.
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The presence of VR during producing and viewing
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Slnglng Chen responded in this talk that she spent most of the time
studying the viewer experiences of VR before she started producing the
film. A pivotal decision for making this film was that she tried to really
put the viewers into the VR scenes. As for the process to reach this goal,
instead of not having much fun, she had actually had so much fun using
VR technology and screened the better parts to be included in the film.
Take choreographing as an example, Chou must familiarize himself with
the environment in a short time when arriving onsite and sort out the
elements that Chen wanted. That being said, for a dancer, the presence
can only emerge at present, which may never come back again sometime
in the future. Despite careful planning, there can still be uncertainties
that lead to unpredictable results.
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In the end of the talk, Wang asked about ways to present the idea of
being in a group using VR, which is a crucial topic in film-making. Chen
believes that viewers could be lonely in VR because they are blockaded
in the film where they have to experience the story on their own, which

is nothing like watching a classic movie with others aside. Sun agreed
that 3D technology makes movies more natural, and VR allows viewers
to immerse themselves even more in the movies. He also added that the
VR features individual experience, so viewers may feel like they have the
privilege of watching the film all to themselves. This may be a new form
of physical sensation brought by the unique viewing experience from
using VR.

A
~ ¥
1 3
1




Vol.5 | 1582 iE— SR LU E R

TAO in a Moment — Wu Yi-Lin Solo Exhibition
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"In the rhythm of music a secret is hidden; If | were to divulge it, it would overturn
the world." — RUMI.

TAO in a Moment is based on the artist's epiphany of Tao. This work is derived
from an audio context in which the audience's consciousness is guided by the
sounds to pass through different dimensions. In this journey, the status of time
changes along with the transitions in dimensions.

The first character in the Chinese title, "zhi," refers to the intention of the human
being. In just a moment, shifting around from one intention to another, and
wandering from one thought to another, the exploration of intention can go
beyond the limit of time. The artist is in search of the mind shift of the human
being and the myriads of changes that could happen in just a millisecond. (by Po-
Wei Wang)
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Whether in my journey of creating video art or sound, | cannot help circling around
"time," the subject | cannot leave behind. Thus, | try to sort out and reflect on my
creations which constantly circling around time for years. Back in the spring of 2016, |
started a new passage of journey in which | entered a dimension like no other in just
few hours, and my personal value and ways of seeing are therefore turned around.
The mother earth's tender guidance, transcending culture and time, overturned my
perception toward "time" and "sound" from the past.

In 2017, the audio installation Bear with me, as | pluck the occasional thread from
your train is intent to represent the characteristic of sound, which is able to pass
through dimensions, and the potentiality of time after it dispatches from linear
timescale. TAO in a Moment carries on my path in creating, further includes the
subject of "space" and "moving perception," and also invites the butoh dancer Tully
in 360 VR film production to interpret the work concept.

Wu Yi-Lin, graduated from Department of Applied Music in Tainan National
University of the Arts, served as game sound designer, digital music composition
lecturer, concert musician. Currently, Wu is graduate student of Department of New
Media Art in Taipei National University of the Arts and the sound designer and the
composer in Weelin Studio, has won 39th Golden Harvest Award for Best Score.
Wu's works varies from popular music to experimental music, and from film score to
audio installation, and she's dedicated in music creation, design, film score, and art
creation in recent years.
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Speaker : Jacky Jiang, Animator / Game Designer;
Yi-Lin Wu, Artist of TAO in a Moment—Wu Yi-Lin Solo Exhibition
Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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TAO in a Moment—W.u Yi-Lin Solo Exhibition, presented in Concept Museum
of Art Vol. 5, is based on an artist's epiphany of Tao. It starts with a string of
words and sounds and guides the audience's consciousness through ever-
changing times and space dimensions. In the first talk, Yi-Lin Wu, the artist,
and Jacky Jiang, the designer of game and animation, shared with us the
philosophy behind the artwork, the difficulties on the technical level, and
how they overcame the challenges from an artistic perspective.

® VR VRN EZER R

VR Features and Space Creation
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Wu aims to deliver a sense of transmission by using sounds to turn the

work into a piece of art with dimensions, which allows the audience to
get a sense of the relativity between space and time perceived. With the
help of VR technology, the audience could set foot in a virtual 3D world.
To optimize the experience of immersion, the artwork had to come
with ways to simulate human senses such as vision and hearing, and
also provide the audience with an interactive environment. Therefore,
creating art with the use of VR technology is still somewhat limited

today, compared to other approaches to art creation.
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Jiang also mentioned problems related to the use of VR and ways
to overcome them. Speaking of problems, he had to consider how
independent audiences could get in the VR world, how long they could
wear the headset without getting fatigued, and how to transform 2D
elements into 3D presentations in the artwork. Jiang is not only an
animation enthusiast but also armed with a wealth of experiences in
animation art, thanks to his study and various work experiences in
the U.S. To him, the most challenging part of the work was to capture
a cubical space using 6 cameras to create a spherical space similar to
the one in Google Map. The making of the work was a long process
of adjusting lines and planes in order to integrate and correct the
components and transform the sphere into the cube seen in the VR;
at the same time, the vision differences caused by the focal length of
human eyes also needed to be taken into consideration.
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Harmony between Humanity and Senses in VR
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Since she intended to make her work a bit unreal for the viewer, instead
of building a world-accurate space, Wu added curves to mimic the effects
of impressionist drawings, which is an art style that features contrast
between light and shadow and impressions about times. Jiang further
explains this idea by holding up La Chambre a coucher by Vincent Van
Gogh as an example; he said the perspective in that work is without
order and a vanishing point, but the work was incorporated with
humanity and humans' interpretation for the space. Jiang believes that is
what the 3D animation nowadays needs, an emphasis on human senses.
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TAO in a Moment is a harmonic creation born under cooperation
between an artist and a game designer. Starting from the origin of an
idea in the first place to the completion of the final result, both sides
had their fair share of influence over the work and this has allowed
them both to learn and thrive from the making of the work. The major
difference between a VR artwork and others lies in the immersion
experience, where the audience can enjoy a certain level of interaction,
which is out of the creator's control. Both Wu and Jiang consider this
unpredictability a valuable factor. They also shared their opinions on the
outlook of VR development in fields such as 3D art, dance, performance
art, where they believe VR can be used to capture and scan works in
a dynamic approach for recording and archiving, leading to endless
possibilities for future art creation.
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Speaker : Ying-Tung Lin, Asst. Prof., Institute of Philosophy of Mind and
Cognition, National Yang-Ming University, (NYMU) / Member of
Philosophical Education Development Organization;

Yi-Lin Wu, Artist of TAO in a Moment—Wu Yi-Lin Solo Exhibition

Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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In addition to artist Yi-Lin Wu and art critic Po-Wei Wang, the third session
of TAO in a Moment — Wu Yi-Lin Solo Exhibition invited Ying-Tung Lin,
an assistant professor of Philosophy of Mind to discuss the relationship
between the self, consciousness, and body in the absent-minded experience
and the epiphany of Tao by asking how philosophy of mind addresses these
issues, and what sort of experiments can be conducted to look in to them.
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Absent-mindedness
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Yi-Lin Wu opened with a brief introduction of her work and the idea
for the creation, mentioning that she primarily wanted audiences to
comprehend changes in the dimensions of their consciousness in the
VR setting. She described when she experienced absent-mindedness
in the past and the process for her creation, which mainly focused on
shifting in consciousness and self-contemplation. The exhibition TAO in
a Moment uses immersive VR to subject audiences to the traversing of
conscious dimensions in the epiphany experience of Tao, so as to develop
awareness for the relativity of body, space, and time.
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Approaching from the perspectives of philosophy of mind and applied



science, Ying-Tung Lin observes and analyzes the manifestation of self-
consciousness during the process of creating TAO in a Moment. She
exemplified with experiments to illustrate that, during the absent-
minded state, outside forces can provoke different sensory experiences
to cultivate a person's awareness. Furthermore, another possible mental
state of absent-mindedness is akin to the mind distracted or wandering,
creating a new dimension of imagined space to respond to all the settings
made possible within the scene changes in TAO in a Moment. Many
details during production were also discussed, including the interaction
between audiences and the overall space, the impact of scene changes,
the significance behind sound effects, and so on.
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Audiences' Acceptance of the Experience
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Lin commented on a potential challenge — the contrasting subjectivity

of the creator versus the audience, which leads to diverging perspectives
and experiences in viewing the artwork. This piece exhibits the creator's
personal experience, but the audiences' distinctive consciousness makes
it impossible to verify what his/her experience is like and whether or not
that experience can be replicated. In response, Wu acknowledged that
the expectation for the audiences to enter her conscious state is indeed
a challenging task. The process of creation involved conceptualizing and
curating in accordance with the audiences' bodily experience to ensure
that there is adequate context for the audiences to understand the
piece of work. Nevertheless, there was only so much experience to be
conveyed, and the diversity of thought from the audiences is one of the
elements that add to the richness of her artwork.
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Lin and an inquiring audience member agreed that Wu made an
exceptional attempt in expressing her idea via the work, basing off of her
epiphany experience and providing a relatively clear context. Towards
the end of the session, they recommended that the context be expanded
beyond text and the visual medium. With the current structure as the
main focus, the creator could consider adding in other senses such as
touch, smell, and more, in order to invite other possibilities.
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Time Capsule-VR Photography Project
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| firmly believe that the actual audience for Time Capsule: A VR Photography
Project exists in the future, a hundred years from now.

| have always found the concept of time capsule to be very romantic. It is a
way to converse with humans from the future, and it can also be a thought
experiment to review the present. If we could all reflect on our present
actions from a macroscopic, far-away future point of view, what would
the world look like? Would we argue over trivial matters? What would we
change? What would we cherish more? Five years ago, | started Time Capsule:
A VR Photography Project, keeping record of stories of people in the streets,
stories of everyday life that seemed ordinary yet worth preserving.

This exhibition contains only a small part from all these records. The selected
pieces share a theme: the mass. | appreciate the English saying "same same
but different" , meaning that we are all alike yet different. When reversed, it
can mean that, although we are all different (for example in age, background,
religion, etc.), we can also be alike. My selection aims to convey this meaning.
This exhibition is not the end of this project but its beginning. Through this
exhibition, | wish to encounter like-minded people to continue this project
together, and hope to bring a further, more complete version of the work to
the audience. (by Ming-Yuan Chuan)
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CHUAN Ming-Yuan, VR Supervisor of Funique VR Studio, an experienced VR
creator specialized in VR cinematography and post-production with a solid
filmmaking and visual effects background. He produced many renowned
music videos when he was the VFX Supervisor in Grass Jelly Studio. His recent
works are screened in several international film festivals including Sundance,
Venice, and Tribeca film festival.
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Session 1 : Dynamic and Static: Dialogue between VR and Films
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Speaker : Ming-Yuan Chuan, Artist of Time Capsule - VR Photography Project
/ Director of Funique VR Studio;
Stephanie Su, Film Selector - Department of Program, Taipei Film
Festival

Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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Time Capsule -- VR Photography Project is the sixth exhibition series of
Concept Museum of Art. With the masses as the theme, artist Ming-Yuan
Chuan records stories of the ordinary people in life through VR static
panoramic photography. The first session was about the starting point of
Chuan's project, and the visual imagination and different experience created
through settings in VR and films.
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Different Viewing Experiences between VR and Films
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As an art form of the 21st century, VR is a fusion of the three major
art forms of the previous century-- film, jazz, and programming. Chuan
believes that VR is not only a way or a device to produce panoramic
visual images, but rather a medium that combines the real and virtual
worlds, allowing an individual to be immersed in an environment. Some
movies are similar to VR, where the audience gains a VR-like immersive
experience via long takes used by the director. However, the static
images of VR in this exhibition are dissimilar to films. For instance, in a
film, the depth of field changes as the director adjusts the lens; while in
static images, the identical focal length makes all objects relatively equal
in expression, and everything is crystal clear.
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Although the Time Capsule is presented via static images, viewers can
still feel the dynamic instant of shooting and the fast passage of time.
Chuan explained that the purpose of this project is to preserve the
disappearing beauty of Taiwan using digital archiving, so that people in
a hundred years from now can open the capsule to reproduce the life
experience of people in the past.

VR By T ELiE 4
Craftsmanship and Spirituality of VR
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In the early days, VR technology was still in its infancy. Producing a VR
project required photo collage through complicated post-production,
like a craftsman meticulously marking the traces of an era stroke by
stroke. The works were presented in black and white, stirring infinite
imagination among viewers. To the artists, black and white images
were limits created by devices at that time, but they also allowed the
expression of a certain tension and reflection among the audience.
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Stephanie Su gave the example of the artist Chuck Close, whose early
self-portraits were expressed in photorealism. Immobile in his later
years, Close made his portraits using mosaics instead. This change is
similar to the post-production of photo collage mentioned by Chuan.
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Sound and Sense of Theatre Created via VR
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Some VR producers in the audience wondered if sound will be part of the
digital archiving and be broadcasted in the future. Chuan stated that due
to the poor quality of sound collected in the early works, the exhibition
is presented soundlessly for now. Yet, if he could work with boom
operators, he will try to collect sound in the future. Po-Wei Wang pointed
out that the sound of static VR photos is processed differently than that
of films, since views can easily grasp the sense of space of a still image
through hearing. It is a key issue to strike a balance when inserting sound
to photos.
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Does VR provide a perspective closer to theater than film? Chuan took



the VR film In the Mist as an example, pointing out that the film was
produced based on the idea of a theatre. Unlike film directors who
control the camera and image, theater directors have a better grasp of

the narrative of an environment, where the level of freedom in viewing is
similar to that in VR.
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In the end, Chuan

said he would
like the public to participate in the exhibition and gradually develop an
interest in VR. In addition, he hoped to work with artists with the same
insight to further develop this project of digital archiving and bury the
time capsule that will be opened in a hundred years with reproductions
in full blossom.
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Session 2 : VR, Documentary and Photography
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Speaker : Ming-Yuan Chuan, Artist of Time Capsule - VR Photography Project
/ Director of Funique VR Studio;
Liang-Pin Tsao, Visual Content Creator / Founder of Lightbox Photo
Library

Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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In the second session of Time Capsule—VR Photography Project, the visual
content creator Liang-Pin Tsao and the artist of the exhibition Ming-Yuan
Chuan touched upon issues related to the use of VR in documentary and
photography, and draw from many cases in the history of photography
to discuss the relationship between Chuan's VR photography and the
documentary.

¢ A: 04 ol
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Liang-Pin Tsao began with the history of photographic technology and
its development to talk about documentation and representation in
photography. Documentation is the foremost characteristic of still
images, while representation is a matter that has been relatively harder
to address since the dawn of photography. The very first photographic
image was taken by Joseph Nicéphore Niépce, a French inventor using
bitumen. It required an exposure of eight hours, yet preserved limited
imagery and did not truly capture what was happening in the moment.



Although exposure time for taking photos gradually is shortened as
technology of photography develops, the time consumed was not
relatively shortened or images were not more authentic. It may be worth
considering whether photographic images back then had been preserved
more than lost or it was the other way around.
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New photographic techniques came into being as time progressed,
such as the daguerreotype that produced the more realistic images, the
replicable calotype, the collodion wet plate process with short exposure
time, the dry plate that improved upon the wet plate, and even the film
camera that made photography more accessible. The aforementioned
photographic techniques have their own feature, yet they exist for
the same purpose = — to document everything magnificent and worth
capturing.
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When Robert Adams spoke of The Pencil of Nature by William Henry
Fox Talbot, he questioned why people took photographs. Other than
to document, most people approach photography in a ritualistic and
reverential manner and thrive with it. At the same time, it is not the
photographer that defines the subject, but the other way around. Tsao

finds these implications to be quite fascinating.
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Nowadays, people are increasingly used to photographing themselves.
When we view images in a VR setting, the technology expands our
surrounding space, yet it does not allow us to see ourselves —
contradictory to Robert Adams's idea. Thus, VR images give out a greater
sense of isolation and detachment. Additionally, still images have the
unique feature of bringing the viewers back to reality, which is something
that staged VR settings lack.

MREEMAIKE VRETE
Sustainable VR Project for the Public
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Following up on Tsao's introduction on still images, Ming-Yuan Chuan
commented that early photographers making stereographs are like the
predecessors of this photography project. In regards to Robert Adams's
theory, Chuan held his reverence and respect when photographing. He
believes that what he is doing is documentary photography rather than
art production, and hopes these works become public goods that inspire
more people to join the project. As to Tsao's question on the use of
black-and-white film, Chuan replied that he wanted the audience to feel
a sense of detachment, so that they have space to contemplate whether
or not actions taken a century ago will impact the world after a century.
This is also one of the reasons he chose this theme.
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In terms of how the exhibition will be preserved, Chuan asserted that VR
needs to be preserved with high-tech. Input and output devices of poor
quality will strain what the creator wishes to convey. Should there be
concern that image carrier technology will disappear or be depleted, so
long as the files and technology remain in use, both digital and analog
photography will be eternally passed on. As long as knowledge persists,
progress will be made and perpetuated by the viewers.
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Low Life: Li Yi-Ho Solo Exhibition

HEZRE—EER  FABRRSEWAEOHEHR - EB/I\WEB - <
ARBRIEMSES - RECHIPTEEFIRIERIESR - B8 VR ABRNZHE -
FREASHENNEENS B REZXHREBLENEE - UK
BWEEMEMEFEHENRRE - KGARBB ZBNAHEF - £
FREREME—RBRTNTSR  SHEFEELLENERESMH &1
WA AANBEERZENNELERE - fFmakst JEE B - EE=fE%
B - RRBEWRWINTA R RIE#T - (FRIEMIVISREE - E5
MISLIEA TRR— S5, B9)0R ISR
ANEEWNRREBZEERETZEN  AENRUEREMNNR - BWAE
ERAMZIREABREERAETH - QI - #EEEBEIENBR?
ERMEZFZBEASLZHNNEY ? BEEMEEZEMENBERNX
BEMB?HEZZBELE[E  SEMBHENZNENRERIERA
B—ARRBONE - HIRFM—1% - (X /F88E)

| would like to create a bridge between humans and cockroaches, providing
humans with a chance to know how cockroaches perceive the world.
Confined by a restricted vision and the disgusting body of the cockroach,
the audience could get a glimpse into how cockroaches recognize the
appearance of their habitats. With the story design in Virtual Reality, this
artwork is aimed to change the negative perception that humans have on
cockroaches. Moreover, | utilize my own imagination for the cockroach
community and their symbiosis with other creatures in the kitchen, to
blur the boundary and deconstruct the dominant-subordinate relationship
between humans and cockroaches. With the guidance of the cockroach,
the audience visit the kitchen in the ground level viewpoint in which the
cockroach become the main narrator among the human living space.
Thus, | also design installations of antenna, wings, and cerci to imitate the

feedback mechanism that cockroaches use to receive external messages.
These installations create an immersive experience which makes it easier
for the audience to become an embodiment of cockroaches.

Humans and cockroaches would certainly have mutual effect on each
other. The home to humans are also the home to cockroaches. Also,
cockroaches conform to the house-owner's lifestyle. Are cockroaches
entitled to their true freedom? Can they freely choose which leftover food
to eat, and freely decide under which furniture to rest? By raising these
questions, this artwork hopes to give cockroaches the power as individual
entities—they are not some disgusting insects anymore; they are just like
us. (by Li Yi-Ho)
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Li Yi-Ho, a prospective graduate from Department of Communications
Design in Shih Chien University, is an artist specializing in video editing
and installation design. She went to University of Fine Arts in Poznan as
an exchange student in 2020. Her artwork {Mar.12 May.4) was selected
in the Poznan Art Week for online exhibition.
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Session 1 : Game Feel and Experience Creation
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Speaker : Jacky Jiang, Animator / Game Designer;
Yi-Ho Li, Artist of Low Life: Li Yi-Ho Solo Exhibition
Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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In the 7th exhibition at Concept Museum of Art — Low Life: Li Yi-Ho Solo
Exhibition, artist Li Yi-Ho creates an XR installation by combining VR with
devices featuring immersive technologies. Her work provides audiences with
a chance, from the perspective of cockroaches, to view the daily lives of
humans. The artist kicked off the session by sharing her artistic conception
and how she converted the presentation of the project into an immersive
experience. She then discussed with the animator and game designer Jacky
Jiang the pragmatic skills involved in creating a project with XR, as well as
the distinction between creating experiences with XR and that with gaming
projects.
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Imitation of Cockroach Perspective
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Yi-Ho Li first explained the inspiration for this project and its naming.
The "low" in Low Life refers to how humans perceive cockroaches to be
lowly creatures and associate them with negative images. "Life" refers
to the freedom that VR can facilitate as a medium for more imagination
and better immersive experience. When the audience first steps into the
installation, their vision is enclosed in a confined space; in the same way
that humans deem cockroaches to be creatures with negative images
that lack freedom, this idea echoes the theme of low life.
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In his response, Jiang applauded the artist for slowing down the
perception of time in her design. On the one hand, this gives the
audience time to adapt; on the other hand, the decreased pace exhibits



the switch from
the dimension of
humans to that
of cockroaches.
However, he
mentioned that it
might be difficult
for audiences who
have not read the
artwork description
to immediately be

aware that they
have been placed in a cockroach's perspective. For that, Jiang offered
two suggestions: introduce the description right at the beginning and
add in elements for perspective shifts or deliberately slow down the
transition of surrounding objects; these can serve as indications for
the audience to realize that they have become a cockroach and make it
easier to for them to relate to the following display.
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Immersive Installations - Feedback on Sensory & Concept
of Freedom
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There are three immersive devices in the project that provide passive
feedback— the antenna, wings, and cerci. Li mentioned that her original
idea on how to display these three devices was not the same as how she

did it in the end. She started out with something more intuitive, such as
arranging the wings and cerci into the shape of a fan to demonstrate how
air flows through open wings. However, she had some problems finding
the right material and testing. After taking everything into consideration,
she decided to use vibrations to display the antenna, wings, and cerci.
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As for replicating the perspective seen via compound eyes of
cockroaches, Li said she had found a couple of wide-angle filters
that were suitable, but she decided against them in order to make a
statement- "The major difference between the human perspective and
the compound eyes of insects is that we can decide what we want to
look at, while insects can receive a lot of information at the same time,
but they can't precisely focus on the objects seen." She believes that
the discrepancy between humans and insects is obvious, and there is no
need to imitate and reproduce it completely.
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There are three routes for experiencing that the artist designed for the
project. Echoing the theme of limited freedom, the route that each
person takes at each checkpoint is decided by the direction where the
audience's helmet is facing and how many seconds they wait. In response
to this, Jiang said, "There is no such thing as absolute freedom, because



the audience can only navigate within the framework set by the creator."
He proposed that the artist could mark the routes clearly and guide the
audience to make their own choices, so that they feel more involved.
Another way is to allow the audience to go about by random, but arrange
for certain routes to be chosen, so the audience has a higher chance of
taking them.
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Defining Games and Art
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Towards the end of the session, Li brought up a question that she has
been reflecting on during the process of production— how to define
games and art. She explained that this installation is not at all different
from a game; it is made with gaming software and is playable in a sense.
Jiang responded that life is a game. The difference lies in whether the
creator wants to be serious or nonchalant in her creation. His advice
is to remain neutral. The more serious a work is, the more inclined the
audience will be to make fun of it. The focus should be on viewers'
experience.
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Art can be accentuated by alternating between playing and not playing,
or be presented via constructing specific endings. For instance, if a
choice someone makes leads to that person being eaten and that ends

the experience, this
will create a gap in
viewers' perception
and inspire self-
reflection.
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Only the creator of a piece of work can dictate whether or not it is art.
Since the perimeters of art have to do with creativity and imagination,
there is no need to dwell on its playability.
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Speaker : Chih-Yung Chiu, Prof., Interdisciplinary Program of Technology and
Art (B.A.), College of Arts, National Tsing Hua University (NTHU);
Yi-Ho Li, Artist of Low Life: Li Yi-Ho Solo Exhibition

Moderator : Po-Wei Wang, Art Director of Digital Art Foundation / Art Critic
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In the second session of Low Life: Li Yi-Ho Solo Exhibition, Chih-Yung
Chiu focused on Post-human Viewpoint. Taking works which use Animal's
Viewpoint in the history of literature and performing arts as examples,
he started a conversation with the artist Yi-Ho Li about the motives and
intentions of human beings in changing their viewpoints. Chiu then
explained the transformation of viewing devices in human history by talking
about the reasons why people pursue realism in the process of technological
advancement, allowing the audience to have a better understanding of the
post-human viewpoint.
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Change of Viewpoints between Humans and Animals
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In the beginning, Chiu stated that different kinds of creatures or animals
see the world differently. For example, dogs' eyesight is actually pretty
poor; horses can hardly see things in front of them, but from both the
left and the right side; snakes can sense heat, which allows them to
perceive the world with infrared sensing; insects are especially unique as
their compound eyes produce a kind of mosaic vision.
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In addition, Chiu named works related to animal's viewpoint in Western
and Taiwanese literature, film, and performance to illustrate how writing
as a first-person point of view can be freed from the power structure of
anthropocentrism, and, with the use of political vocabulary, how people
imitate animals' conversation. Therefore, viewers can imagine that in
Low Life, should humans become cockroaches, it is not only a change of
viewpoint, but also an expansion of their horizon because cockroaches
can walk on flat, along walls, and even across ceilings.
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Transformation of Viewing Devices in Human History
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Afterwards, Chiu introduced naked-eye 3D views and Virtual Reality
(VR). In the mythology of the 3rd and 4th centuries B.C., the ancient
Greek painters Zeuxis and Parrhasius had pursued realism in painting.
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In addition, Filippo Brunelleschi invented perspective in architecture,
which was later applied to painting by Da Vinci, showing that human
beings began to apply scientific theories to art. With the invention of
camera obscuras and cameras, photos taken have been able to represent
scenes nearly the same as the original. Unlike the human brain and eyes,
which have a selective function for paying attention to, understanding,
and memorizing certain things, cameras capture everything through the

lens. By 1968, the Sword of Damocles came out as the world's first VR
display system. These devices come to existence to bring back our bodily
experience in spite of the world dominated by vision.
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Many people regard VR as a kind of simulation, as proposed by the
postmodernist Baudrillard that there are only replicas instead of real
prototypes. If applied to the virtual aesthetics of VR works, this theory
suggests that there is no need to pursue what is real. However, Chiu
holds a different view, for he thinks that the characters and scenes in
VR are all created based on that from the external world, so that they
can be real enough to prevent the viewers from being confused in terms
of the cognitive structure. Therefore, artworks, such as Low Life, are
related to the post-human viewpoint, allowing people to reconsider the
relationship between humans and the world, as well as that between
humans and creatures.
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Opportunity for De-Anthropocentrism
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The moderator Po-Wei Wang also pointed out that people seem to
presuppose human's perceptions of cockroaches and project them in



Low Life. For instance, cockroaches' cerci are reproduced via devices that
vibrate, which is using the human's body to experience a cockroach's
perception. The audience is like being put into a cockroach robot that

imitates the appearance of a cockroach.
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Artist Yi-Ho Li expressed that the initial concept and ideas did not end
up as intended in the final production. Compromises have been made
between the technology applied and the sensation for the audience to
feel at ease. She realized that this work is just an imagination, where it
was impossible to represent the viewpoint of a real cockroach, even if
she tried to remove anthropocentrism as much as possible. However, art
begins in imagination, without which, there can be no creation. Although
Low Life is not able to fully present a world seen from a cockroach's
viewpoint, it still creates an opportunity for the audience to experience
de-anthropocentrism, judging from an artistic point of view.






