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The Necessity of Taiwan Exhibition Histories: From Global Art Perspective
Pei-Yi, LU

Abstract

Exhibition histories, from the perspective of global art, is a notion to rethink whether Western Art
history is still applicable in other regions of the world after 1989. “Exhibition histories” which is a plural
term emphasizes on diversities. Different from the Eurocentric modern art aesthetic, it considers on those
cases from the Global South based on the shift of global structure. By discussing the meaning of exhibitions
as well as the relations between exhibition histories and art history, this article was written to understand
the value of exhibition histories from the perspective of global art and propose the possibility of Taiwan
exhibition histories. 'The author argues that as a plural term, exhibition histories can be used in criticizing
art history. Not only does it overturn the writing of art history which specifically focuses on Western
contexts but also it expands the multiple possibilities in the dynamic relationships between exhibitions and
histories. For example, we can take exhibitions as the way for historical re-narration, a reflection on public
culture histories and an effective criticism on exhibition mechanisms. This article intends to think of “Taiwan
exhibition histories,” from the multi-layered colonial histories of Taiwan and its global geopolitical position.
Furthermore, by placing “Taiwan exhibition histories” within the framework of global art, we can deal with
those internal issues of Taiwan and at the same time, pay attention to other Asian regions in views of cross-

nation, cross-field and cross-culture.

Keywords: exhibition histories, global art, Taiwan exhibition histories, history of public culture

* This article is an extension of Lu’s 6,000-word speech in the conference. Her research mainly focuses on modern curation after the 1980s and
this paper is her primary observations on exhibition histories. Further research is needed.
1. The term “Taiwan exhibition histories” here refers to the exhibition histories in the early period and contemporary curating after the 1980s.
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Introduction

The term “exhibition histories” is derived from the Exhibition Histories series published by Afterall
in 2010.> The series is an extension of two conferences, namely Landmark Exhibitions conference at
Tate Modern in 2008 and Exhibitions and the World at Large conference at Tate Britain in 2009. The
former devoted to the significant exhibitions and their contributions since the 1960s. The latter discussed
the exhibition practices in the context of globalization after 1989 with a focus on three exhibitions from
the past. The first book of the Exhibition Histories series raised an intensive discussion concerning two
exhibitions that happened in 1969, thinking 1969 as a momentous beginning of contemporary curating.
The second and the third books were with titles Making Art Global. One of them discussed Les Magiciens
de la Terre, curated by Jean-Hubert Martin in 1989; another investigated the third Havana Biennial in the
same year. These two exhibitions witnessed the global dramatic changes around 1989, including the Fall of
the Berlin Wall— the symbolic end of the Cold War and the increasing interactions among regions. Before
1989, especially in art world, “being international” meant to become part of or to be acknowledged by
Western countries. However, due to the drastic changes in international societies, politics and economics,
the Eurocentric focus has veered to other regions. These two exhibitions: Les Magiciens de la Terre and the
third Havana Biennial hailed an important shift of exhibition histories— from Euro-American regions to the

global.

Following this background, Afterall’s Exhibition Histories appeared to set 1989 as a beginning to
reconsider exhibition histories from the perspective of global art. It questioned whether the monopolistic
Western art history was still practicable for discussing contemporary art. It raised several questions
regarding the differences between exhibition histories and art history, asking if exhibition histories could
respond to current situations of global art better. This article attempts to explore the possibility of Taiwan
exhibition histories from the standing point of global art and its multiplicity. The first chapter will look into
the new implications of contemporary art from the angle of global art. The next chapter will examine the
differences between art history and exhibition histories. The third part will address the values of exhibition
histories. The final chapter will turn to Taiwan and examine the few existing studies through historical,
cultural and disciplinary shifts to propose the idea of constructing “Taiwan exhibition histories,” which
has been neglected. In conclusion, this article will suggest a road toward Taiwan exhibition histories with

Taiwanese subjectivity through a global art perspective.

I. Perspectives of Global Art

In the 1980s, many art historians declared the end of art in their discourses to present an art world that
is not dominated by modernism. Arthur C. Danto, an American art philosopher, claimed that the evolution
of art history had come to its end in his article “The End of Art” (1984). A further explanation was provided
in his publication After the End of Art in 1997, saying that the development of contemporary art was the
result of the philosophication of art. With the fallen of the traditional art discourses and the disappearance

of the purity praised by modernism, paintings was no longer exclusive among art activities. Accordingly, art

2. See Exhibition Histories: https://www.afterall.org/books/exhibition.histories/. Accessed 1 April 2018. So far, this series has included nine
monographs and covered regions such as South America (Havana Biennial and Bienal de Sao Paulo), Asia (Independent Art Festivals in Chi-
ang Mai) and so on.

3. Arthur C. Danto, After The End of Art, translated by Lin Ya-qi and Zheng Hui-wen. Taipei: Rye Field Publishing Co., 2004.
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museums should repositioned itself and the multifaceted dimensions of the contemporary art world became

unprecedented.’

Around the same time, Hans Belting, the German art historian and theorist of contemporary art and
image, published The End of the History of? (Das Ende der Kunstgeschichte?) in 1983. In Belting’s book,
Giorgio Vasari, the advocator of progressive art history from the Renaissance period was challenged and
Belting argued the limitations of art field were caused by its discrepancy against the reality and practice. In
1995, the reformulation of The End of the History of Art was published with a changed title, After the End
of Art: Contemporary Art and the Pale of History. Then, Belting rewrote the third edition under the heading
Art History after Modernism. He admittedly explained that the meanings of modern art were ever-changing.
Whether art historians admit it or not, these changes would inevitably affect the languages and discourses
of art history.” The book 4rt History after Modernism not only put the alternative forms of modern art under

the lime light but also declared the turning-around of art discourses.

Ever since 2005, a serial of roundtables had circled around global art histories and the globalization
in academic fields. Is Art history Global? (2007), asking, “how should the art history, as a Western notion
and academic practice, respond to globalization?” and “whether Western art history can be a valuable
reference to those non-Western regions?” In the meantime, in 2006, Peter Weibel and Belting curated the
project called GAM-Global Art and the Museum, in Zentrum fiir Kunstund Medientechnologie (ZKM)
in Germany. It reassessed those notions, developments and history of art embodied by the global and
universal ideas. Also it discussed how the progress of globalization had blurred the boundaries and contents
of diverse art forms. The project lasted for a decade along with numerous major global conferences,
workshops, discussions and publications. Three books were published, namely Contemporary Art and the
Museum (2007), The Global Art World (2009) and Global Studies (2011). From this project, the exhibition
called The Global Contemporary Art Worlds after 1989 was realized by ZKM in 2011. With its two clear-
cut concepts, “the period after 1989 and “contemporaneity,” this exhibition depicted how the series of
global events reshaped art practices and productions.” The art from outside Western regions and the shared
contemporaneity were also embraced. Along with this exhibition, its extensive discussions, activities and
articles were allocated as the catalogue named The Global Contemporary Art and the Rise of New Worlds
(2013).

This ten-year project showcased a significant transformation of contemporary art and “global art” was
no longer synonymous with “world art.” Belting differentiated “global art” from “world art” in his article
“From World Art to Global Art: View on a New Panorama,” claiming that world art was colonial in spirit
which viewed art from non-Western regions as exotic ones. They were neither treated as part of collections
in art museums, nor analyzed by any art critics. Instead, they were isolated in museums of anthropology.
In the phase of globalization, many art productions have been problematized, challenging, “Can art history
become global at all?”” and “Who writes art history in the future, and does it need to be art history in the
common sense and with a command concept not only of art but also of history?”® Different from the
framework of world art, global art is consist of groups of people with various mother tongues and viewpoint
to perceive art. Therefore, global art acknowledges geographic and cultural diversities and witnesses the

emerging new world map containing plural histories— discursive practices and voices with multiple centers.

4. See preface I to the Chinese Version in Hans Belting, Art History after Modernism, translated by Su Wei. Beijing: Gold Wall Press, 2013.

5. For Details about “The Global Contemporary. Art Worlds after 1989” exhibition, see http://www.global-contemporary.de/en/exhibition. Ac-
cessed 1 April 2018.

6. See Hans Belting, “From World Art to Global Art: View on a New Panorama,” The Global Contemporary Art and the Rise of New Worlds.
MIT Press, 2013, pp.183.
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Belting talked about the nature of global art in his article “Contemporary Art as Global Art: A Critical
Estimate” (2009). “It [Global art] clearly differs from modernity whose self-appointed universalism was
based on a hegemonic notion of art,” he wrote. It pays much of its attention on new perspectives and art
developments outside the Western world. Yet, since the definition of global art has been unstable, it has
become a paradox. “Art on a global scale does not imply an inherent aesthetic quality which could be
identified as such, nor a global concept of what has to be regarded as art. Rather than representing a new
context, it indicates the loss of context or focus and includes its own contradiction by implying the counter
movement of regionalism and tribalisation, whether national, cultural or religious,” he added.” Global art
indeed results in some contradictions; nevertheless, “The globalization of art, in the meanwhile, represents a
new stage in art’s exodus from the patronage of art history. Global art flourishes in parts of the world where

art history has not been a concern at all.”*

Belting defended, “Global art may be critical in political terms
but it is also critical in terms of art categories that are defined by inclusion or exclusion,” and ‘“Museums
of contemporary art are no longer built with the idea of art histories but make the claim to represent an
expanding world in the mirror of contemporary art.”” The connection between contemporary art and the
society and culture of its time has become tighter than ever before. Global art tends draw a certain map of

geopolitics and even geo-aesthetics, presenting the heterogeneity of contemporary art.

Consequently, modernism regards Europe as the center and puts emphasis on universal values and
aesthetic paragon in a singular historical context whereas global art looses any ties to world art and reveals
the diversities of contexts, perspectives, paths, voices and historical points. Their flexibility and intertwined
threads reflect dualism of global art— being global and local.

Il. Exhibition Histories and Art History

The preface of Afterall’s Exhibition Histories series pointed out, “History of modern art has
conventionally focused on artistic production, emphasizing the individual artist in the studio and
the influences on his or her practice. Exhibition Histories challenge this approach by arguing for an
examination of art in the context of its presentation in the public realm. Every decision about the selection
and installation of work, the choice and use of the venue, the marketing strategy and the accompanying

! Here exhibitions are rather a collective

printed matter informs our understanding of the art on display....
presentation of artworks but the one comprise complicated relations, including work/ artist, time/ space,
curatorial awareness/ concept/ practice, collective community, political/ social/ economic situations,
cultural discourse, participation of audience and so on. These inter-relations can be regarded as a compound

complex.

“Art history” is in favor of a chronological narrative of artworks and marks the importance of paragon
heritage among one and another.' Modern art, for instance, refers to the narrative of Western world from
the end of the 19th century to the beginning of the 20th century. Alfred H. Barr, Jr., the first director of The
Museum of Modern Art (MoMA) in New York City in 1929, designed a flow-chart of different modern art

schools. In this famous chart, Barr’s historical viewpoint was clarified and it illustrated the inter-relations

7. See Hans Belting, “Contemporary Art as Global Art: A Critical Estimate,” in The Global Art World: Audiences, Markets, and Museums, edit-
ed by Hans Belting and Andrea Buddensieg. Hatje Cantz, 2009, pp.38-73.

8. Ibid., pp.40.

9. See Note 7., pp.40, pp.48.

10. See preface in Exhibition Histories: Making Art Global (Part-1) The Third Havana Biennial 1989. London: Afterall, 2011.

11. Giorgio Vasari was an artist in the Renaissance. He used to be an anonymous craftsman. Ever since his book of art history 7he Lives of Art-
ists was published, the narrations of artists’ biography and their famous works became the main writing pattern of art history.
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and influences among art schools. Since then, MoMA has taken this significant chart as standard, organizing
exhibitions by schools. With an intensive and careful process of researches, exhibitions, collections and
catalogue designs, the significance of every avant-garde art school has been determined and organized. Ever
since the 1980s, the fields of art history have met its public: from fine arts to popular art, from Eurocentrism
to non-Western art, from discussing artwork alone to placing in a wider social environment, and from only
applying the methodologies of art history to borrow research methods from other humanities and social
science. Despite these expansions and shifts, we have to admit that a certain “work™ (or artist) has been still

centralized along with a close references of histories.

The early researches on exhibitions took art history as its subject, regarding exhibition histories
as a unique but minor branch to art history and considering exhibitions in museums as merely a way to
writing art history. As a result, the training of art history became a necessary requirement for museum
administrators. Under this circumstances, exhibition histories were viewed as an aspect of writing history
and a subgenre. Established in 2000, Asia Art Archive has archived a large number of exhibition-related
publications. Its recent research projects, including Materials of the Future: Documenting Contemporary
Chinese Art from 1980-1990 and Hong Kong Art History Research - Pilot Project, recognized exhibition-
related writing, literature and objects as important materials and research subjects. Exhibitions have become
the primary sites of art historical construction for recent art from the region. In 2013, Asia Art Archive
organized an international symposium, Sites of Construction: Exhibitions and the Making of Recent Art
History in Asia as part of this long-term engagement. Similarly, this symposium focused on art history and
saw exhibitions as one of the writing methods. The preface of the symposium guide noted that “exhibitions
are where artworks meet their public and they have played a leading role in constructing the regional
contemporary art history. In the context of Asia, however, in the absence of systematic public collections
and substantial academic art history departments dedicated to art from the region, exhibitions are more
than just sites of display and interaction. Exhibitions — and by extension, curatorial strategies, institutional
demands, and forms of art writing accompanying exhibitions — have become the primary sites of art

. - . - 12
historical construction for recent art from the region.”

This introduction distinguished exhibitions as the
first site of historical construction as well as a writing medium. An in-depth research on “exhibitions” was
an appeal to understand the current construction of art history in Asian provenance. In brief, those attending
scholars and professionals noticed and acknowledged the magnitude of exhibitions but their first priority

was still art history.

Claire Bishop, the researcher of British art history and contemporary art, bespoke exhibition histories
as an ‘art-historical subgenre in her Artforum article “Making Art Global: Shows of force: Claire Bishop
on making art global” in 2014." This is exactly a representative thought explains that exhibition histories
can only serve as an application or a branch of art history. Lucy Steeds, a British researcher of exhibition
histories, published her article “Contemporary Art, Curating and Exhibition Histories” in 2015, to challenge
Bishop’s opinions and offered theoretical basis to “exhibition histories.” She took an exploration of the term
“exhibition” and lay her research on rethinking the dialectic between “exhibition value” and “cult value,”
posed by Walter Benjamin in his article “The Work of Art in the Age of Mechanical Reproduction” in the
1930s. It seemed that this dialectic became the core of exhibition histories and remarks the importance of

exhibitions to its public realm. “Works of art are received and valued on different planes. Two polar types

12. See preface in the booklet of Sites of Construction: Exhibitions and the Making of Recent Art History in Asia, which took place at Hong
Kong Arts Centre on October 21-23, 2013.

13. Claire Bishop, “Making Art Global: Shows of Force: Claire Bishop on Making Art Global,” Artforum, vol. 52, issue 10, Summer, 2014.
https://www.thefreelibrary.com/Shows+of+force%3 A+Claire+Bishop+on+making+art+global.-a0364198982. Accessed 1 April 2018.
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stand out; with one, the accent is on the cult value; with the other, on the exhibition value of the work. [...]
With the different methods of technical reproduction of a work of art, its fitness for exhibition increased to
such an extent that the quantitative shift between its two poles turned into a qualitative transformation of
its nature,” she quoted. Following Benjamin’s idea— “The reception of a work of art by its contemporaries
is part of the effect that the work of art has on us today,” Steed precisely argued for the field of exhibition

histories.

She addressed the special position of exhibition histories to art history by drawing on the understanding
of “minor literature” proposed by Gilles Deleuze and Félix Guattari. The concept of minor literature was
proposed in the 1975 celebration of the writings of Franz Kafka and offered a statement “a minor literature

14 g
7% and it

is not the literature of a minor language but the literature a minority makes in a major language
is effective when it comes to make strange and deterritorialize the major literature. Thus, the difference
between exhibition histories and art history stands out: exhibition histories own their perspectives and
language. It indeed provides art history a sense of defamiliarization to loose boundaries and rules of
disciplines. As Steeds said, “the ‘minor’ mode we might call exhibition histories stutters forcefully within

the registers of art history, destabilizing the language of this dominant, ‘major’ discipline.”"

The long ignorance of “exhibition histories,” has been recently subverted. The independent research
field of exhibition histories comes into being and shows its great potential values. In January 2017, the
lecturers and audiences in a conference in Oslo'® underwent an intense debate. One of the comment noted,
“Art history was clearly a subgenre of exhibition histories!”'” Another case took place in the opening of
the exhibition Art Turns. World Turns, held by the Museum of Modern and Contemporary Art in Nusantara
(Museum MACAN) in November, 2017. Aside from selecting works by timeline and concepts of art history,
the exhibition also illustrated the exhibition histories of Indonesia, “By reviewing the exhibition histories
of the Indonesia, we can understand how exhibitions become the interface for the extensive interactions
among artists’ works, the public, curators, gallery owners, managers, collectors, sponsors, organizers and
the government. The power structure of art practice and art world can be better interpreted if the exhibition

. . . 18
histories are reviewed.”

The structures of politics, economics, societies and cultures were given to present
different relations beyond art history. The importance of exhibition histories as public cultural properties

was confirmed here.

The author has conducted a long investigation on researches of exhibition histories and contemporary
curating and believed “exhibition histories” can be an independent field. Exhibition histories and art history
should be two parallel systems but be supportive for each other. At the same time, exhibition histories can
be a retrospective and criticism of the existing art history. From the perspective of global art, exhibition
histories complicate people’s understanding to the nature of art histories and reshape the existing framework.
Furthermore, not only do exhibition histories relate to art history, but also they connect extensively with

museology, or museum studies. Not to mention that recently, contemporary curating expands into cultural

14. Lucy Steeds, “Contemporary Art, Curating and Exhibition Histories,” translated by Wang Shengzhi, 4r¢ Critique of Taiwan (ACT), vol. 64,
Oct. 2015, pp. 108-115.

15. Ibid.

16.0f1f) Our Times: The Aftermath of the Ephemeral and other Curatorial Anachronic Part 2, Oslo National Academy of the Arts, 28 January,
2017 — convened by Beatrice von Bismarck and Rike Frank https:/www.artandeducation.net/announcements/105470/of-f-our-times-the-
aftermath-of-the-ephemeral-and-other-curatorial-anachronics-two-part-public-seminar. Accessed 1 April 2018

17. Steeds also shared her experience at the speech in “Giving Cause to Pause: Exhibition Histories and the 4th Gwangju Biennale of 2002 on
October 27, 2017 at Taipei MOCA for the talk series Curating History/ Histories of Curating in Asia 1.

18. Agung Hujatnika, “Setting to Biennial: Twists and Turns in the 20" Century History of Art in Indonesia,” Art Turns. World Turn: Exploring
the Collection of the Museum of Modern and Contemporary Art in Nusantaras. Jakarta: Museum MACAN, 2017, pp.37
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studies as well as cultural creative industries. Exhibition histories should be treated as a complex and
involve methods from cross-field, cross-discipline and cross-region, including art history, philosophy,
cultural studies, sociology, anthropology, politics, economics and journalism. By absorbing these disciplines
and then allocating discussed issues, exhibitions become visible and sensible. Irit Rogoff, the professor of
the Curatorial/ Knowledge PhD Research Program in Goldsmiths, University of London, noted, “One in
which we would not determine which knowledges went into the work of curating but would insist on a new
set of relations between those knowledges—a new set of relations that would not drive home the point of an
argument, as in much academic work, and would not produce a documented and visualized cohesion around

% and “It is not that the curatorial needs bolstering by theory,

a phenomenon, as in much curatorial practice,
philosophy, or history—but rather that these arenas could greatly benefit from the modes of assemblage
that make up the curatorial at its best, when it is attempting to enact the event of knowledge rather than

to illustrate those knowledges.”*

Exhibitions are art practices, art production and knowledge production.
The plural forms of exhibition histories has completely reversed the Eurocentric writings of art history and

become a new access of knowledge production.

I1l. The Values of Exhibition Histories

The implied methodologies in the serial books, Exhibition Histories bore a sense of retrospecting and
investigating exhibitions that have shaped the way contemporary art is experienced, made and discussed,
allowing the past exhibitions to respond to the present. The main collection of primary sources, including
curatorial statements, art criticism, artworks, catalogues and even some interviews and written articles by
experts or participants were archived and provided sufficient documentations for future research. These
resources archived the past and correspondingly documented the present. A chronological timeline is
emphasized by art history, whereas exhibition histories value both vertical diachronicity and horizontal
synchronicity: historical depth, geographic extensiveness and encounters of people at that moment.
Moreover, the retrospective writings on exhibition histories not simply include a sequent process of
collecting, organizing, researching, analyzing and writing toward history but also a follow-up procedure
of examining, rethinking and representing histories. Hence, exhibitions can be seen as a representation of

history, a criticism of its mechanism and a possible reflection of public cultural history.

The first method is by staging or reconstructing the landmark exhibitions, exhibitions can be
seen as an approach to re-narrate history. Showcasing considerable research, data and archival materials
with a contemporary vision, previous exhibitions and their related issues are restated and become concrete
again. Cases are like recreation of the milestone exhibition When Attitudes Become Form (1969) by Prada
Foundation during Venice Biennial in 2013 with reproductions of artworks according to references to
literature archives. In 2014, Centre Georges Pompidou curated a documentary exhibition in celebration of
Magiciens de la terre’s 25th anniversary, exhibiting the original archives, including maps, letters, photos and
documentaries. At the same time, Tate Modern curated film showings to create the ambiance of the original
exhibition. Moving to the another side of the world, MoMA held a private session and invite the curators
and participants of Magiciens de la terre to share their experiences in memorial of this significant milestone

exhibition. Another example happened when Ullens Center for Contemporary Art (UCCA) opened in

19. Irit Rogoff, “The Expanding Field,” Yishu: Journal of Contemporary Chinese Art (Chinese), vol. 13. issue 1, Mar. 2014, pp.13. This article
was delivered in Sites of Construction: Exhibitions and the Making of Recent Art History in Asia, an international symposium organized by
Asia Art Archive in Hong Kong.

20. Ibid.
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Beijing and its opening exhibition, 85 New Wave: The Birth of Chinese Contemporary Art (85#Hm# : HhEZS
— R ECETIET)), reviewed the avant-garde art of China in the 1980s and gathered many prominent artists
and their artworks. The gestures of reconstructing previous exhibitions show how exhibition histories echo

into the present days.

The second method involves taking exhibitions as a chance for a retrospective, an institutional
critique and a reexamination toward an existing art historical viewpoint. Case in point: In 1992, Fred
Wilson was invited by the Maryland Historical Society to look into their collections. He titled the project
Mining the Museum and tried to offer another historical narration. By exhibiting long-ignored collections,
he uncovered the muted black-slave history and aboriginal history, differentiating crafts from artworks. Of
equal importance was his criticism on the ideology of white supremacy. Another example was America is
Hard to See, an exhibition took the inauguration of the Museum’s new building in 2015 as an opportunity
to re-examine museum’s collections since it opened its door in 1931.>' The exhibition turned its focus on
the Americans immigrant artists and used thematic concepts, such as immigrants, migration and cultural
hybridity for reclaiming these ignored artworks back to their art history. By doing so, the definitions of
“America” and “American artists” were redefined. This is the institutional history of Whitney Museum of

America art and simultaneously, this is an exhibition that redefine American art history.

The third method regards exhibitions as the platform of reflecting regional public history. In
think of exhibitions as a complex, they are both a production of public cultures and a part of public cultural
history. As a result, exhibition practices gain a hold for examine public history. As proof, Para Site Gallery
in Hong Kong curated the exhibition, Great Crescent: Art and Agitation in the 1960s—Japan, South
Korea and Taiwan™ was a small-scale try of comparative art history. The exhibition highlighted “anti-
art” perforative tendencies in Japan, South Korea and Taiwan in the 1960s. Also it intended to respond the
connections among these three countries during the Cold-War period. As a part of art history, concurrently
this was a reflection on the overall public culture within certain regions and allowed us to understand the
regional characteristics of Asia in cross-country, cross-region and cross-culture. Another instance was
Discordant Harmony,” a project initiated by the Goethe-Institut, in which several institutions, curators
and artists from Taiwan, Japan, South Korea and China were involved. Built on the twisted histories and
the ideological experiences during the Cold-War among these four Northeast Asian countries, it reflected
the imagination of Asia and looked into various situations and issues that Asia confronted. While traveling
among several Asian countries, the exhibition adapted its programs to specific local settings and interests,

creating a discursive platform in order to review the real “Asian” issues.

IV. The Absent Taiwan Exhibition Histories

The issues of Taiwan exhibition histories might neither raising a debate over art history and exhibition
histories, nor questioning the value of exhibition histories but a rare research subject to this day. Hardly
have exhibition histories in different historical phases of Taiwan been reviewed, namely expositions,
museums and art exhibitions during the Japanese governance, the exhibitions under the Kuomintang’s (KMT)
rule during the Cold-War and the contemporary curating around the lifting of martial law. They scattered

in different fields such as Taiwanese history, art history, visual culture and so on. Researches on exhibition

21. See America Is Hard To See https://whitney.org/Exhibitions/AmericalsHardToSee. Accessed 1 April 2018.

22. See Great Crescent: Art and Agitation in the 1960s--Japan, South Korea, and Taiwan http://www.para-site.org.hk/zh-HK/exhibitions/great-
crescent-art-and-agitation-in-the-1960s-japan-south-korea-and-taiwan. Accessed 1 April 2018.

23. See Discordant Harmony http://www.goethe.de/ins/kr/seo/prj/har/cnindex.htm. Accessed 1 April 2018.

oG
i 181

BT 7 AR




histories remains vacant, absent and blank. Henceforth, the following sections will sort out the existing

researches from three aspects: the shifting of historical viewpoints, cultural turn and disciplinary turn.

Shifting of historical viewpoints is the primary requirement as engaging in the research on
Taiwan exhibition histories. During the long period of martial law, KMT exclusively advocated Chinese
art history and Chinese nationalism and used the relics in the National Palace Museum as a powerful
demonstration of its rightfulness. Around the lifting of martial law in 1987, the pursuit of the Taiwanese
consciousness had gradually become keen and alert. The emergence of localism in the 1990s was the warm-
up of veering to Taiwan. Ni Tsai-chin’s ({ffi 540 article “Western Art, Made in Taiwan™ (Sl - 7 /735)
had evoked the debate over Taiwanese art in Lion Art (EEHI5%7i7) from 1991 to 1993. At the beginning of the
1990s, public museums held many exhibitions concerning art history of Taiwan. However, not until the 1996
Taipei Biennial (Z L% 42f2), which took Taiwanese identity as the theme, did the discourses of localization
officially is approved by the authorities. The first party alternation of Taiwan took place in Millennium
with the Democratic Progressive Party (DPP) came into power. Associated with the strong advocacy of the
Taiwanese consciousness, DDP aimed to establish a new perspective of Taiwan. Discourses like “maritime
Taiwan” or “austronesian cultures” were the refutation of the long-monopolistic Grand-China ideology and
turned its focus on Taiwanese culture, its subjectivity and its geo-political realities, which opening a door

for the researches on modern art history of Taiwan in the 1990s.

Cultural turn allows the research of Taiwan history from an eco-political dimensions to a more
sophisticated cultural ones. Concepts and mechanisms such as expositions, museums and art exhibitions
were introduced to Taiwan during the Japanese colonial governance. Embedded with colonial modernity,
this transmission was crucial for Taiwan exhibition histories, especially the translation of the concept, term
and practice of exhibitions. Due to the connected relations between expositions and exhibitions, researches
on exposition are also embraced as a part of Taiwan exhibition histories. Historian Lu Shao-li (/= #73)
discussed expositions from the edge of Taiwan history. His representative work, Exhibiting Taiwan: Power,
Space and Image Representation of Japanese Colonial Rule (JEx2i# : KEJ] ~ 22 REL5E KRR RE
i) did a survey on characteristics of spaces, structures of exhibition classifications, intentions of curators,
and the audiences’ perceptions to address how the colonists displayed their governance and achievements
and how exhibitions affected the entertainmentization of daily consumption and culture. Analysis of spatial
arrangement, activity design, visual communication, city relations and so on were taken into consideration.
Today, studies on expositions are relatively sufficient and most of them are master’s theses published by

graduate schools of history, Taiwanese literature, art history, visual communication and design.

Regarding the discussion of the exposition mechanism, we have the artist, Hsieh Li-fa’s (3§t %) Art
Movement History of Taiwan during the Japanese Colonial Period (H{5IFF{ZE £ l5&#Bh50), published
in 1970s.** It examined the art development during the Japanese governance through the lens of nationalist
movements and the attendance of the regular exhibitions held by private associations and the official
exhibitions were categorized as the evaluation of artists. Few clues of locations for the early exhibitions
were listed, such as the private meeting of literati, traditional painting framing shops, tea houses, schools
and even those formal and big-scale art exhibitions, expositions and museums. Similar example goes to
Yen Chuan-ying’s (EH#F ) article “Art in Museums: The Early Contemporary Art and Cultural Inspirations
in Taiwan” (e Ryl « 2 E IR SEM B (k& 5¢). She likewise indicated that art exhibitions

24. “Art Movement History of Taiwan during the Japanese Colonial Period” was a serial published in The Artists (2:{fi5%) from June 1976 to
December 1977 and later published by Artist Magazine (2l ZZ #EaE 41).
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tended to be political activities under the colonial circumstance. Yen and her students also looked into art
exhibitions during the period of Japanese governance, such as the Taiwan Fine Art Exhibition (ZJ#) and
Taiwan Governor Art Exhibition (Jiff2), offering a critical analysis toward what kind of roles of official
art exhibitions took in the formation of art concepts as well as its influences. Next, the exhibition studies
of post-war period include Huang Tung-fu’s (¥4 &) research on the Chinese Painting Department in the
Taiwan Provincial Fine Arts Exhibition (45/%) (1998) and Hsiao Chon-ray’s (i) discussion on the
conflict over authentic Chinese paintings (1988), historical examination of the regulation changes to the 28th
Taiwan Provincial Fine Arts Exhibition (1995) and his monograph Research on the 80 Years of Taiwan Fine
Art Exhibitions (23R /\+HF%2) (2009). Discussions of exhibition mechanisms mostly concentrate
on reviewing system and the styles of the awarded art works, so unavoidably the values of art works and
the construction of art history are spotlighted. In these cases, exhibitions are merely regarded as the way to
success for artists.

The shift of discipline provides researchers considerable diverse approaches. In the 1990s,
researches on art criticism and contemporary art were sprang up across the art circle in Taiwan. With those
new emerging graduate schools, the research methods were no longer constrained by art history but turn
to multidisciplinary fields of art criticism, new museum studies, visual culture and cultural studies to seek
more possibilities, which has initiated the studies on exhibition mechanisms in Taiwan since 2000. Based
on Michel Foucault’s power/ knowledge deployment, Chiang Po-shin (i#{H/ik) developed the concept
called “curatorial apparatus” at the end of the 1990s to criticize 1998 Taipei Biennial. Applied with an
aspect of visual culture, Chiang’s doctoral dissertation “Avant-Garde Art and the Formation of Museums:
A Study of Cultural History of Visuality in Modern Taiwan” G {EZ B0 R SE 0T Sl Y86 o0 « — (B8
Ak s Eg#EET) reviewed the exhibition mechanisms of every stages of art history in Taiwan. In addition to
museums, such as the National Palace Museum, National Museum of History and Taipei Fine Arts Museum,
the mechanisms of the Sdo Paulo Art Biennial in the 1950s and 1960s were all carefully discussed in his
writing. In Chiang’s article, Taiwan was reshaped with a series of international exchanges. The author’s
master thesis “International Exhibitions of Taipei Fine Art Museum in Post-90s: Investigation of the Strategy
‘Localization/Globalization” (1% fLofACEZ LTI EIMTEREER SR EAY TA +/BIEX 1 SRIEEEET) explored the
establishment and initial development of the Taipei Biennial and Venice Biennial from the sides of poetics
and politics of exhibitions. This research served the purpose of reviewing Taiwan’s international exchanges
in the same manner. Research studies on mechanisms of museums and biennales with the cross-disciplinary

methodologies are mostly master’s theses and a majority of current exhibition histories researches.

After mid 2000, academic institutions across Taiwan established numerous courses and graduate
schools which viewed exhibition studies as a new field of professionalization.”® It tells that curating has
deviated from practical experiences into academic fields. As a result, the education, research, historical
writing and knowledge production of curating have been developed extensively. Over the last five years,
on the one hand, art curating has expanded its parameters to content curation, cultural and creative curation

and social curation. On the other hand, the professionalization of visual art has enriched this field with many

25. In 2006, the Department of Fine Arts of Tunghai University established the Art Curation and Criticism Module. Graduate Institute of
Trans-disciplinary Arts was established in National Kaohsiung Normal University the same year. In 2009, the Graduate Institute of
Trans-disciplinary Arts of National Taipei University of the Arts had classified its curriculum into “cross-disciplinary creativity”” and “cultural
production and exhibition curating” in order to bring up the significance of curating. In 2014, the curating program started to be included in
the bachelor curriculum at National Taipei University of Education. In 2016, Critical and Curatorial Studies at Contemporary Arts of Nation-
al Taipei University of Education became the first program with the name of curation. Along with the curation-related academic programs,
the cultural and creative departments have also been established for further engaging in academic research from the perspectives of galleries,

industries and mechanisms.
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creative ideas. For instance, Wang Man-hua (1= £3%£) was explicit about the dilemmas as an independent
curator in Taiwan from her own experience. She named the term ‘“anti-curating” to urge the necessity of
writings on curating and reconstructions of the local historical context. One of the first significant books on
exhibition histories in Taiwan by the author, Contemporary Art Curating in Taiwan 1992-2012 (Z#E
29l —14F) listed the milestone or landmark contemporary curating examples since 1992 in Taiwan.
Despite the lack of archival materials in history, the book exactly presented a dimension of contemporary
curating histories in Taiwan as an attempt for in-depth research of its kind. These publications illustrate the
shift of historical viewpoint taking place after the lifting of martial law in the 1980s and its turn from Great-
China ideology to Taiwan’s subjectivity. The cultural and disciplinary shifts endeavor exhibition studies a

fundamental, including methodologies and materials.

Responding to the previous discussion: the value of exhibition histories, the existing studies mainly
regard exhibitions as representation of history. To put it in another way, art history is the main concern
and exhibition is a method of writing art history. Exhibiting artworks are merely complementary elements
for art history. Special research exhibitions held by museums are in a similar manner to present art history
beyond writings. What’s more, taking exhibitions as an institutional critique can extend researches
on the embedded power/ knowledge relations with an inclusion of museum studies, visual culture, art
criticisms, eco-politic—social subjects. But until now there are very few of this sort of studies and most of

them still deal with data. Seldom of them do propose any visionary concepts.

There is even a handful of texts regarding exhibitions as the reflection of the regional public
history. The present writings on exhibition histories or studies are mostly limited to Taiwan while few
comparative researches are carried out within Asian region, let alone any awareness or breakthrough on
methodologies are realized. At the end of the 1990s, a couple of Asian-theme exhibitions inquired into
the position of Taiwan and its productions, which was quite in a sense of global art. Cases are like, Site of
Desire: 1998 Taipei Biennial (8x5251) digged into four Northeast Asian countries, studying their rapid-
changing cities and art developments. Oil Painting in the East Asia: Its Awakening and Development (BRii
NP A BiGH ) in Taipei Fine Arts Museum presented a five-year cross-country study. Chiang argued
in 2000, “we need an overall survey on curating history and organize every significant curating example in
contemporary art history just like case studies in business management. A comparative art studies, both the
modern art development and the contemporary art in other Asian countries is definitely in need.”””® Yet, this

idea is not realized.

Within the recent five years, engrossing discussions across Asian neighborhood have been increased.
The debate over the nationality of the invited artists of the Venice Biennial of Taiwan Pavilion in the end of
2012 was a distinct example. This incident provoked controversies and serval terms came out. “Taiwan’s
internal westernization” from Gong Jow-jiun (485),” “the internalized colonial heteronomy of Taiwan”

by Huang Jian-hong (#%#%),”® and “the shift of referencing point”from Takamori Nobuo ({&#x{Z5H).”

26. Lin Po-shin, “The Discursive Formation of Contemporary Art Curatorship: Also on Transformations of the Subject-Position in Taiwan
(1996-1999),” Chung Wai Literary Quarterly, Vol. 343, pp.4-40. Lin Po-shin (##{FfiX) later changed his name into Chiang Po-shin (§{H/iX)

27. Gong Jow-jiun, “The Monster Within-European and American Centrism--How to Revive a Biennial Imagination for the Taipei Biennial,”
Modern Art, vol. 165, Dec. 2012, pp.18-31.

28. Huang Chien-hung, “Taking Back Production--Globalization’s Latent Colonialism and the Political Economy,” Re-envisioning Society: #10
Demolition Eve: Forum and Sound Performance. Taipei: The Cube Project Space, 2013, pp.176-179.

29.Takamori Nobuo, “From Tributary System to Networking: Redefined “International Art” / Connection Processes between Peripheral Re-
gions,” Re-envisioning Society: #10 Demolition Eve: Forum and Sound Performance. Taipei: The Cube Project Space, 2013, pp.181-182. At
the end of 2013, the talk between Takamori and Hsu Chia-wei (3 Z<#f£) discussed the “Shift in the point of reference —from ‘We’re OPEN’
to the ‘Outsiders Factory” Southeast Asian experience” and addressed the possibility of shifting the reference point. Records of the Spring
Project lectures: springfoundation.org.tw/wp-content/uploads/2015/04/ .pdf. Accessed 1 April 2018.
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Taiwan’s rooted dependence on Eurocentrism was seriously criticized, which led to a serial action of
inspecting the relations among neighboring countries under a umbrella of Asia.”® The recent lecture series
Spring Project: Curating History/ Histories of Curating in Asia (&2 &AL  madll - 5EFE/5h) was another
instance followed this direction to investigate Asia. With a common circumstances that most of these Asian
cities do have insufficient archives, the involved lecturers discussed whether rapid-changing Asia could
offer new inspirations by reviewing the dynamic relations between curating and histories. This series was
divided into two parts, namely “Curating History” and “Histories of Curating.” The former took curating as
a new path to view historical issues while the latter discussed the methodologies of reviewing, writing and
researching on curating histories. International exhibition researchers and curators from Japan, Singapore,
Hong Kong, Australia and England were invited to join and the organizer invited art researchers and
curators from Taiwan to provide local responses to each session, hoping to link and illustrate the possible

contemporary topography of curatorial histories in Asia.

Conclusion: toward Taiwan Exhibition Histories

From the perspectives of global art and plural histories, Taiwan exhibition histories indeed exist
and grow from its locality. However, this context has not been investigated in detail or studied further
yet, remaining as a condition of vacancy/ absent/ blankness. The research of “exhibition histories” or
“contemporary curating” have only come in an orderly fashion to Western world since 2008; therefore, it
is not too late for Taiwan to do its own exhibition histories. Since the field has not been governed with any
strict module, there is a hight flexibility to rearrange the existing researches. The primary task for Taiwan
is to prepare related archives and construct the solid and rich foundation for future research. Thus, the
discussions of characteristics of exhibitions, relations between exhibition histories and art history and values

of exhibition histories mentioned above can all be the research basis.

While engaging in Taiwan exhibition histories, we can also deal with the historical discrepancy from
its multiple colonial phases. Rather than focusing on the original sources, the concepts and processes
are the priorities. Meanwhile, we should also reconsider the position of Taiwan through the geo-political
framework with a global vision, such as comparing marine culture to mainland one and Han to Austronesian
cultures. We could also expand our researches broader to Asia Pacific or see Taiwan as the intersection of
the Southeast and Northeast Asia. Standing on such multiple and intertwined perspectives, the construction
of exhibition histories in Taiwan can not only unfold the internal issues but also set up a discursive platform
among Asian countries from the cross-country, cross-field and cross-cultural perspectives. Writing will no
longer be the only method to present exhibition histories but engage with multifaceted and multi-layered
approaches. With the angle of global art, we are ultimately expecting an arrival at a plural exhibition
histories. (Translated by WANG, Shang-Hao)

30. Open Contemporary Art Center (OCAC) moved to Bangkok, Thailand temporarily from August 2012 to January 2013. With the sponsorship
of the National Culture and Arts Foundation, Kao Jun-honn ({58 7%) examined the new art activism in East Asian in the background of glo-
balization in 2012. Three years later, he published the book Multitude: Art and Squat action in East Asia (F455. + B 54l (5 HE1 TH)) and
other related publications.
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