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! 08 Taipei Biennial
Frederika Whitehead

It is hardly surprising that it would be difficult to
find a work in the 2008 Taipei Biennial that
could be exhibited in mainland China. Most of
the works are simply too politically charged. Sev-
eral people who visited the Shanghai Biennale en
route to Taipei, which opened a few days earlier,
noted the gulf between the two exhibitions, 
one describing the Shanghai Biennale as ‘bland 
in comparison’.

Especially irksome to the Chinese would be
Tiananmen survivor Liu Wei’s video A Day to
Remember, 2005. It is a moving film that bears many
repeat viewings. Wei’s ambition is to break the silence
imposed by the government about the military crack-
down on student protestors on June 4, 1989. On the
anniversary of the massacre Wei spent the day walk-
ing the streets around Beijing University and Tianan-
men Square. With his camera in hand he asked
person after person if they knew what the date was
and what day it was. The film begins light-heartedly in
the morning; some respondents quite genuinely
seemed not to know what he was getting at and
became quite giggly in front of the camera. As the
sun heats up others seem more aggravated and
refuse to talk to him. Some try to evade the question.
Some choose to lie and do so with varying degrees of
success – some shamefacedly, some just plain badly.
Several complain about the camera, and one man
gets angry and demands to know what unit Wei is
from. At dusk he finally finds one weary-looking
female student who gives him an answer. She tells
him that it is the anniversary of the student strike. He
asks her ‘Will you say a few words about it?’ She
replies, ‘No, absolutely not’, and turns away.

Other governments are put on trial with equal
force. Curators Manray Hsu and Vasif Kortun have
invited Oliver Ressler to curate a show within the
biennale. ‘A World Where Many Worlds Fit’ is 
dedicated to counter-globalisation movements. A
cacophony of videos and graphic images document
protests at meetings of the G8 and other global
organisations. Allan Sekula’s slideshow Waiting for
Teargas, 1999, includes the images that we are all
sadly too familiar with: police in full riot gear tear-
gasing protestors who have only bandanas to pro-

tect their faces. Other films show the lighter
moments of protesting: Nuria Vila and Marcelo
Expósito have sought and collated images of protes-
tors who have used costume and performance. The
costumed performances serve to entertain, to alter
the relationships at the demonstrations, or simply
to play out a small piece of theatre for all to see. The
symbolism of the man in a pink tutu dusting a
tank during a protest in Tactical Frivolity + Rhythms
of Resistance, 2007, is particularly loaded.

Back in the main exhibition The Yes Men’s acer-
bic and very funny parodies of global businesses and
the American government are a joy to watch. Their
trick is to pose as representatives of a particular
global brand and slowly ramp up the claims for their
product until they become quite preposterous. The
credulity of the unwitting audiences is stretched until
it breaks. Its most famous victim so far has been
BBC World. The channel believed one of The Yes
Men when he posed as a representative from the
Dow chemical company and interviewed him on air.
In the interview he said that Dow – now owners of
the Union Carbide plant that released 40 tonnes of
toxic gas into the atmosphere in 1984, killing 3,800
instantly and leaving 100,000 with chronic illnesses
– was accepting responsibility for the Bhopal disas-
ter. The news channel ran two cycles of the interview
and Dow’s stock lost £2bn on the German exchange.
Two monitors run side-by-side in the gallery, with a
big comfy sofa to suggest home television viewing.
One shows the BBC World interview and the second
shows the crummy stage set of an office from which
the supposed Dow representative was speaking.

The main venue for the biennale is the Taipei
Fine Arts Museum, which is one of the most iconic
and impressive modern buildings in Taipei. Out-
side the Biennale the art world in Taipei is smaller
than those in Shanghai or Beijing but still vibrant.
There is not the same goldrush as is presently
occurring on the mainland, or the same volume of
speculation in the market – although good sales
were recorded at Art Taipei 2008 in September
with $23.5m worth of works sold. Footfall was up to
72,000 visitors – 4,000 more than visited Frieze
Art Fair last year. Taiwan is a wealthy country and
Taiwanese collectors have played a substantial part
in the art market boom on the mainland. The art
scene in Taipei is well funded and supported by the
Taiwanese government. Ma Ying-jeou, president of
Taiwan, has been mayor of Taipei and during that

time he was a regular fixture at art parties.
In terms of artist-run/artist-orientated spaces

the most famous include IT Park, VT Salon and
the Taipei artist village. IT Park is celebrating its
20th anniversary this year. Its reputation as a trail-
blazer stems from the fact that it was one of the
first galleries to champion installation and new
media art. This gallery is architecturally beautiful
with cutaways in the walls that flood the interior
galleries with light. It is currently showing Michael
Lin. VT Salon a few doors down is a gallery with a
hip bar attached. Taipei artist village is situated in
a former government office building – the build-
ing lay empty for many years until the Cultural
Affairs Bureau took it over in 2001 – and now
houses an extensive residential studio programme
and operates exchange programmes with 30 simi-
lar organisations worldwide, including Gasworks
and the British Council visiting artists scheme.

Some of the best known commercial galleries
include Main Trend, Dynasty, Grand Siècle and
AKI. Main Trend is a huge space off the Cheng De
Rd, it represents Wu Tien-chang and Chen Chieh-
jen, two of Taiwan’s ‘fab four’, the other two artists
being Yang Mao-lin and Hou Chun-ming. Taiwan
Panorama described the quad as part of ‘the post-
martial-law “Museum Generation” ’.

Grand Siècle deals exclusively in new media art
and is currently showing Chen Wen-Chi. Many saw
fit to comment on the dominance of new media art
in the biennale but, given the prevalence it has
within the main galleries, it seems appropriate that
the biennale would in some way reflect this. It is a
strong biennale, because it feels well-rooted in the
local scene. More new media art was to be found at
MOCA in its third digital arts festival which opened
on the same day as the biennale. So far so cohesive,
except that on the day that I had earmarked to visit it
Taipei was hit by typhoon Sinlaku, 147mph winds
and torrential rains causing the Taipanese to batten
down the hatches. It seems that even the strongest
and most cohesive of art groups can be blown shut
by strong winds from outside. "

08 Taipei Biennial is at Taipei Fine Arts
Museum and various venues from September 13
to January 4.

FREDERIKA WHITEHEAD is assistant editor of Art
Monthly.
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EV Le esposizioni internazionali su larga scala, le

Biennali “periferiche”, o cosiddette postcoloniali, si sono

diffuse in diverse aree geografiche. In che modo attua-

no una messa in discussione degli standard, delle con-

cezioni teoriche e delle pratiche curatoriali, come sono

cambiati i dispositivi espositivi?

VK Posso dire onestamente che negli ultimi venti anni il

format espositivo in generale si è trasformato, passan-

do da una presentazione tradizionale e accademica di

opere individuali e autonome da cui proprio l’autore

veniva tenuto lontano, a modelli diversi che utilizzano

sistemi espositivi innovativi, processi, iniziative basate

sulla ricerca, contestualità, ibridazione, politica. Nulla va

dato per scontato, e l’esposizione non è più sinonimo di

chiusura. Ad essere cambiata è anche la percezione

classica del white cube. In qualche modo, molti dei

cambiamenti, precursori dei nuovi modelli espositivi,

provengono dalla storia sebbene essi fossero stati

messi da parte, e adesso sono sempre più a disposizio-

ne di coloro che intendono rivalutarli. Credo nel sistema

Biennale che, finché si affida al rischio e alla sperimen-

tazione, può costituire un porto sicuro rispetto ai modelli

commerciali dominanti, dalle fiere alle scuole stesse.

Forniscono inoltre una sorta di spazio libero per artisti le

cui pratiche, per diverse ragioni, non possono essere

valutate dalle gallerie.

EV Parlando della grande mostra globale, Catherine

David è la prima ad introdurre, a partire da Documenta

X, la formula dell’evento d’arte contemporanea come

“stato d’agitazione”. L’esposizione è una continua ridefi-

nizione dello spazio del curatore e dell’arte nella società

attuale, e parte da un assunto politico. L’evento si rea-

lizzava nel museo, nella città, nella piattaforma dei 100

giorni di dibattito e nel catalogo, per definire il contesto

politico dell’attività artistica alla fine del XX secolo.

Nell’alleanza tra pratiche discorsive e istanze attiviste, il

display non può essere neutro, allora che format

dovrebbe assumere?

MS Non parlerei tanto di “alleanza” tra istanze attiviste e

pratiche artistiche perché con questo termine si intende

un “patto comune in vista di obiettivi comuni”. Al contra-

rio direi che il nesso è a monte. È piuttosto uno sfondo

comune, una base comune ad emergere. Uno spazio

indistinto che impedisce di tracciare chiaramente i con-

fini tra forze e segni, tra linguaggio e lavoro, tra produ-

zione intellettuale e azione politica. E tutto ciò emerge in

una nuova maniera che neppure Benjamin avrebbe

sospettato. E con Benjamin tutto il discorso messo

insieme tra avanguardie artistiche e avanguardie politi-

che della Modernità. Lì era ancora possibile parlare di

“alleanza” ma non più adesso. In questo senso forse il

merito maggiore di Documenta X è stato quello di

dichiarare la mostra come format ormai insufficiente a

rappresentare le nuove istanze. Le quali avrebbero

richiesto – altrimenti – una pluralità di modelli, di spazi e

di tempi eterogenei per poter divenire un dispositivo cul-

turale all’altezza dei tempi. Dunque la posta in gioco

della mostra è oggi quella di proporsi come una macchi-

na complessa a “n” determinazioni, a temporalità varia-

bili, a differenti regimi di segni. Ma il problema principale

mi pare rimanga quello di definire perché questi segni

sono estetici e politici allo stesso tempo. Nonostante

tutte le Biennali e le mostre sul rapporto tra arte e politi-

ca quasi nessuno ha cercato di proporre il problema

nella sua radicalità. E, nel novanta per cento dei casi, il

problema è stato risolto nello sviluppo di una tendenza

dell’arte tra tutte le altre tendenze a cui l’industria cultu-

rale ci ha abituato. Ma non è così. In palio ci sono nuovi

paradigmi e non forme nuove. Più volte ho cercato di

spiegare il fenomeno a partire dalla trasformazione del

lavoro, della produzione e della forza-lavoro. Ora prefe-

risco riaffrontare il quesito dal punto di vista del potere.

La situazione non muta. In breve, il fatto che il capitali-

smo non organizzi più soltanto “il tempo del lavoro” ma

“il tempo della vita” fa sì che sia impossibile determina-

re un “fuori”, un’esteriorità come tale, rispetto ai rappor-

ti capitalistici. L’arte che, per statuto, ha cercato di rap-

presentare sempre questo “fuori” (e nel discorso con-

servatore è ancora riaffermato) diventa proprio ora il

nuovo terreno di scontro politico, quale terreno per

eccellenza del lavoro immateriale. E se un’alternativa

c’è, è quella degli spazi interstiziali, quella che non riven-

dica questo “fuori”, che non ha la pretesa assurda di
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EV Large-scale international exhibitions, “peripheral” or so-called postcolonial Biennials, have spread
in various geographical areas. In what way do they raise question on standards, theoretical concep-
tions and curatorial practices and how have the exhibition formats changed?
VK I can confidently say that the general exhibition format in the last 20 years has transformed from
one that was traditionally a scholarly presentation of individual and autonomous works from which
even the maker would be distanced to different models that engage innovative exhibition models,
processes, research-based initiatives, contextuality, hybridization, politics. Nothing has to be taken for
granted, and the Exhibition no longer represents closure. What has as changed too is the classical
perception of the white cube. Anyhow, many of the changes, the progenitors of new exhibition mod-
els, are in fact from history, although such models were swept under the carpet, and are now increas-
ingly made available to those who want to bring them back. I believe in the biennial format which as
long it lends itself to risk and experimentation it can provide a haven from commercial models that
take over the panorama from the art-fair to even the art schools themselves. They also provide a kind
of liberated space for artists whose practice may not be valued by galleries for many reasons.
EV Talking about the great global Exhibition, Catherine David was the first who, starting from

Documenta X, applied the formula “state of agitation” to a contemporary art event. The Exhibition is a
continuous redefinition of the space of the curator and art in today’s society, it starts from a political
assumption. The event took place in the museum, in the city, in the 100 day-debate platform and in
the catalogue, just to define the political context of the artistic activity at the end of 20th century. In the
alliance between discursive practices and activist issues, the display cannot be neutral, so what kind
of format should it take?
MS I would not speak of “alliance” between activist issues and artistic practices because this term
indicates a “common pact for common aims”. I would say, instead, that the connection is at the
source. It is a common background, a common base that emerges. An undetermined space which pre-
vents from clearly tracing the boundaries between forces and signs, language and work, intellectual
production and political action. And all that emerges in a new way that also Benjamin would have
never imagined. And with Benjamin, all the debate about the artistic and political avant-gardes of
Modernity. At that time it was still possible to speak of “alliance”, today not anymore. In this sense,
maybe the greatest merit of Documenta X was that of declaring the exhibition as an insufficient format
for representing new issues. These needed, in fact, a variety of models, spaces and heterogeneous

FOCUS TAIPEI. POLITICA, GLOBALITÀ E ESPOSIZIONI SU LARGA SCALA
FOCUSING ON TAIPEI. POLITICS, GLOBALISM AND LARGE-SCALE EXHIBITIONS

Conversazione tra / Conversation between Vasif Kortun, Marco Scotini e / and Elvira Vannini a cura di / by Elvira Vannini

UNA CONVERSAZIONE CON VASIF KORTUN E MARCO SCOTINI SUL RAPPORTO TRA ARTE E
POLITICA PROPOSTO DALLA VI BIENNALE DI TAIPEI, SULL’EMERGENZA DI NUOVI FORMATI
CULTURALI, SULL’IMPATTO DELLA GLOBALIZZAZIONE SUI SISTEMI ESPOSITIVI, SUL RUOLO
DEL CURATORE, ATTRAVERSO UNA CONFIGURAZIONE DI TEMI CORRELATI AL DISPLAY, L’AR-
CHIVIO E LE SUE FENOMENOLOGIE IN RELAZIONE AL PROLIFERARE DELLE GRANDI MOSTRE
IN GIRO PER IL MONDO, ANCHE NEI LUOGHI LONTANI DALLA GEOPOLITICA DELL’ARTE

Taipei, Beer Factory, location della Taipei Biennial 2008



difenderlo dal mercato, che non reclama il potere come

tale, ma fa altro. I modi sono quelli delle pratiche costi-

tuenti e questo spazio interstiziale è quello dell’attivismo.

EV La diffusione dei modelli neo-liberali di globalizzazio-

ne ha investito le Biennali. In fondo l’organizzazione di

una mostra internazionale rappresenta l’esercizio di un

“soft power” da parte dell’apparato politico, economico

e istituzionale del paese ospitante. Hanno implicazioni

geopolitiche?

VK Senz’altro, le Biennali possono, volenti o nolenti,

favorire la promozione della città. Non c’è nulla di fonda-

mentalmente sbagliato nel rinvigorire la vita della città

attraverso le biennali, curatori e artisti devono anche

rendersi conto del contesto in cui operano e vincere il

sogno della Capitale e lo status quo. Quanto meno

potrebbero proporre tali istanze a un pubblico più

ampio. Che la Biennale faccia parte di un contesto neo-

liberale non significa che sia una istituzione neo-liberale.

EV Sempre la David suggerisce quanto le pratiche arti-

stiche contemporanee non possano corrispondere alle

condizioni per cui il white cube è stato creato: “Le espo-

sizioni su larga scala, determinanti nel presentare se

stesse in alternativa al museo, tentano di dar voce alle

culture, le storie e le politiche sottorappresentate dalle

Istituzioni.” Pensate allora che le Biennali possono rap-

presentare il canale alternativo rispetto alla cultura

“mainstream”?

VK Non esattamente, ma io non seguo i media main-

stream. I media sono un qualcosa di molto più demo-

cratico e aperto. Chiunque abbia la curiosità di leggere

oltre la notizia, tra le righe, e oltre le interpretazioni sog-

gettive degli eventi, può farlo via web. L’Arte come alter-

nativa alla cultura mainstream opererebbe sempre all’in-

terno di quel modello dualistico, diventando mainstream

art. Chi desidera un nuovo Warhol giapponese? Non io.

MS Se è vero che le Biennali ormai diffuse ad ogni lati-

tudine possono rappresentare un’alternativa al museo e

alle forme tradizionali dell’esposizione o della curatela,

non è altrettanto vero che, di per sé, possano garantire

una fuoriuscita dalla cultura mainstream, se con questa

si intende quella dell’industria culturale. Bisogna fare

attenzione. I dispositivi culturali delle società disciplinari

come la nostra mirano a contenere le funzioni intellettuali

e creative all’interno della cornice del capitale.

modi dominanti di costruire la storia, significava aprire

una piattaforma concreta, mobile, aperta, disponibile ai

pubblici. Una scatola degli attrezzi da usare, piuttosto

che una videoteca da guardare. L’archivio appariva il

dispositivo più appropriato a queste esigenze perché si

trattava di dare una forma all’eterogeneità, alla disconti-

nuità, a differenti regimi di segni ed eventi che dovevano

pur confrontarsi tra loro, trovare spazi comuni, modelli

comuni, linguaggi comuni. Una rete, in sostanza, dove

entrano in contatto regimi del visibile e dell’enunciabile.

Si trattava e si tratta di definire per via empirica ed espe-

rienziale i modi della disobbedienza oggi, come condi-

zione di azione della moltitudine. Mettere in mostra l’ar-

chivio, renderlo disponibile ai differenti usi, significava

però affidarne – di volta in volta – il display a persone che

fanno dell’archivio, della mediazione culturale, il proprio

ambito di lavoro.

Addirittura, senza intaccare il loro potenziale critico e tra-

sformativo, utilizzano e canalizzano i nuovi modi di

espressione nei processi di valorizzazione capitalista e

nel governo dei pubblici e della società. Le imprese del

mercato e le istituzioni dello Stato sono sempre pronte

a monetizzare i desideri artistici e culturali del pubblico

piegando le Biennali a imprese per alimentare l’industria

del turismo e quella del tempo libero o, addirittura per

vendere stili di vita occidentale su scala globale. Le città-

museo da un lato (dove si conserva la cultura) e le città-

esposizioni dall’altro (dove si promuove la cultura) ne

sono un esempio. Tutto è tollerato e incentivato se non

intacca il regime di proprietà. E le forme con cui si con-

tinua a proporre l’arte nelle sue vesti neo-arcaiche – per

dirla con Lazzarato – non minacciano certo le distribu-

zioni classiche del lavoro: l’autore/artista, la proprietà

intellettuale, l’opera, il mercato battuto a suon di aste,

l’ebbrezza delle fiere d’arte, etc, etc. Anche qui, parlare

dell’attivismo aprirebbe altre possibilità…. Ma possibilità

che non hanno luoghi prescritti d’intervento.

EV Disobedience è un Archivio in progress in accezione

foucaltiana, una geografia frattalica, orizzontale, della

disobbedienza civile, delle lotte politico-sociali, delle

rivendicazioni dal basso, dei nuovi protagonisti, delle

fenomenologie della scena artistica emergente. Lo sto-

rage come metafora del processo di costruzione della

mostra è tra le ragioni per cui il concetto stesso di archi-

vio è così problematico e interessante oggi, e

Disobedience focalizza una tipologia di display che di

volta in volta si configura come un attraversamento

dell’Archivio: nelle prossime tappe itineranti – il 4 ottobre

a Zagabria nel Mestrovic Pavilion e l’11 novembre al

Riga Arts Center – con quali modalità verrà allestito e

“messo in scena” l’archivio-video?

MS Disobedience nasce nel 2004, quando appariva fini-

to il ciclo dei movimenti anti-liberisti e globali che aveva-

no assunto straordinari caratteri di intellettualità colletti-

va e di funzione creativa, aprendosi trasversalmente a

diversi modi di fare, di espressione, di socialità. Si tratta-

va invece di raccogliere e mostrare una proliferazione

molecolare di laboratori creativi – di conflitto e resisten-

za – e di fabbriche sociali che, al contrario, erano sem-

pre più presenti e diffusi a varie latitudini e attivi nei più

diversi ambiti. Dare visibilità a questi eventi, fuori dei

73

times in order to become a culturally up-to-date device. So, the Exhibition’s challenge today is that of
setting itself up as a complex machine, with infinite definitions, variable temporalities and different
hierarchies of signs. But the main problem, I think, is that of defining why these signs are aesthetical
and political at the same time. In spite of all Biennials and exhibitions on the relationship between art
and politics, almost nobody has tried to present the problem in its radicalism. And, in 90 percent of
cases, the problem has been solved with the development of an art tendency among all the other ten-
dencies to which the cultural industry has accustomed us. But it is not this way. At stake are new par-
adigms and not new forms. I have often tried to explain the phenomenon starting from the transfor-
mation of work, production and manpower. Now I prefer to reconsider the problem from the point of
view of power. The situation does not change. In short, the fact that capitalism does not organise only
the “time of work” but also the “time of life” makes it impossible to determine an “outside”, an exte-
riority in itself in comparison with capitalistic relationships. Art which, by its nature, has always aimed
at representing this “outside” (and in the traditional vision it is still reaffirmed) just now becomes the
new political arena, the field par excellence of immaterial work. If there is an alternative, this is that of
the interstitial spaces, that which does not claim this “outside”, which has not the absurd demand to

preserve it from the market, which does not claim power in itself, but does other things. The modes
are that of constituent practices and the interstitial space is that of activism.
EV The diffusion of neo-liberal models of globalisation has involved Biennials. Indeed, the organisa-
tion of an international exhibition represents the exercise of a soft power by the political, economical
and institutional system of the hosting country. Do they have geopolitical implications?
VK Undoubtedly, the Biennials may play into the hands of city promotion, consciously or uncon-
sciously. While there is nothing fundamentally wrong with the empowerment of a city’s life through
biennials, curators and artists must also be aware of the context they go into and frustrate the desire
of the Capital and the status quo. At best, they may open these questions to the larger public. That the
Biennial is in a neo-liberal context, does not mean it is a neo-liberal institution.
EV David warns how the contemporary artistic practices cannot correspond to the conditions the white
cube was created for: “Large scale exhibitions, decisive in presenting themselves as an alternative to
the museum, try to give voice to cultures, histories and politics that are underrepresented by the insti-
tutions”. Do you believe then that Biennials can represent an alternative to mainstream culture?
VK Not really, but I do not follow mainstream media. Media is much more democratic and open.

Taipei, Arena, location della Biennale di Taipei 2008

Nomeda e Gediminas Urbonas, still da Pro-test lab archive, 2005-2007



EV “Dietro ogni Utopia c’è sempre un grande disegno

tassonomico “ diceva Perec ossessionato da elenchi e

classificazioni. Rispetto alle strategie caotiche neoliberi-

ste e alla contingenza delle pratiche di resistenza, cosa

intendi per Disobbedienza? C’è ancora spazio per

l’Utopia, in relazione al rapporto dell’Archivio con la

Storia e la Memoria?

MS No, per fortuna, la figura dell’Utopia appartiene alla

nostra memoria, felice o infelice, di Moderni. Ma,

comunque, di un passato si tratta. L’Utopia presuppone

sempre un “fuori”, uno spazio in cui rifondare tutto: la

tela bianca, la tabula rasa, il grado zero. Per noi questo

spazio “meraviglioso e liscio”, per dirla con Foucault, è

stato riassorbito integralmente dentro l’organizzazione

capitalista della nostra vita. L’interstizio spaziale e il “qui

e ora” temporale sono le nostre alternative all’Utopia.

Come mi diceva Virno qualche tempo fa: “Non è più l’i-

deale di per sé in-attingibile dell’utopia: ora noi viviamo

un tempo in cui semmai ci scontriamo con l’assoluta

realtà dell’ideale, con la sua tangibilità”. Dire di No,

disobbedire, disertare non fanno altro che confrontarsi

con questo.

EV Spesso il sistema Biennale si rivolge al circuito inter-

nazionale dell’arte. Come si possono auspicare pratiche

artistiche e curatoriali “situate”, che spieghino e rivelino

anche il contesto politico-sociale che attraversano,

senza seguire modelli esistenti ma traendo nuovi para-

digmi di curatela? Come rispondere a queste urgenze?

In che modo il contenuto dell’opera o la permanenza

dell’artista offrono nuove possibilità di immaginazione

e/o di azione alle comunità locali?

VK Non mi ha mai interessato curare una Biennale per

un pubblico di professionisti di un luogo che non la ospi-

tava. Ecco perché il tipo di pubblicazioni di Biennali di

cui mi occupo non funzionano come i biglietti da visita

per i miei colleghi. Abbiamo bisogno di Biennali più

“lente” che consentano agli artisti di avere una base

concreta nella città che visitano, più procedimento anzi-

ché un veloce turnover. Non amo gli impegni superficiali

mordi e fuggi, e ho ruoli editoriali in qualità di curatore.

EV Quale la ricaduta sulle produzioni culturali dei global

network attivati dalle Biennali nello specifico campo di

forze in cui sono localizzate?

VK Credo veramente che l’istituzione Biennale sia oggi

“liberata”, nel senso che il tipo di pressione che ha dovu-

to affrontare negli anni Novanta nell’orientare aperta-

mente il luogo in modo da catapultare un talento locale

verso possibilità e aspettative più ampie oggi non è più

richiesto. Oggi, il mondo dell’arte contemporanea è

rigorosamente diffuso sul network. Il malessere genera-

le è causato dalle aspettative su come questo mondo

debba interpretare e occupare quel particolare luogo

tendente al contesto relativamente nuovo dell’industria

del tempo libero. Non è ovunque la stessa cosa ma tale

potenzialità sta già avendo un’azione corruttiva.
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Anyone who has the curiosity to read around the news, between the lines and the individual interpre-
tations of events can do so via the web. Art as an alternative to mainstream media would still operate
within that dualistic model and become mainstream art. Who wants the next Japanese Warhol? I don’t.
MS If it is true that Biennials now spreading all over the world can represent an alternative to the
museum and to the traditional forms of exhibition and curatorship, it is not so true that they itself can
guarantee an exit from mainstream culture, in sense of the culture industry. We have to be careful. The
cultural devices of such a disciplinary society like ours, aim at maintaining the intellectual and cre-
ative functions within the framework of the capital. Without dipping into their critical and transforma-
tive potential, they even use and channel the new ways of expression into the processes of capitalist
promotion and into the rule of the public and society. The market enterprises and the state institutions
are always ready to commercialise artistic and cultural desires of the public, transforming biennials
into enterprises in order to nurture the tourism and leisure industry or even sell western lifestyles on
global scale. The city-museum, on one hand, (where culture is preserved) and the city-exhibition, on
the other, (where culture is promoted) are an example of this. Everything is admitted and provided if
it does not dip into the regime of property. And the ways in which art continues to be proposed in its
neo-archaic form, as Lazzarato states, do not potentially menace the classical distributions of work:
the author/artist, the intellectual property, the work, the auction market, the thrill of art fairs, etc. Also
in this case, speaking of activism would open other possibilities… But possibilities that do not have
specific places of intervention.
EV Disobedience is an Archive in progress according to Foucault’s point of view, a fractal and hori-
zontal geography of civil disobedience, socio-political struggles, demands of the lower classes, of the
new protagonists and phenomenology of the up and coming artistic scene. The storage as a metaphor
of the process of arrangement of the exhibition, is one of the reasons why the concept of archive itself
is so problematic and interesting today; Disobedience focuses on a kind of display which each time
is characterised by a walk through the Archive: in the next touring stages – October 4 at the Mestrovic
Pavilion in Zagreb and November 11 at the Riga Arts Centre – how will the video archive be arranged
and exhibited?
MS Disobedience was begun in 2004, when the cycle of the anti-liberal and global movements
seemed to have come to an end, movements that had taken the features of collective intellectuality and
creative function, transversally opened towards different ways of action, expression and sociality. It
was instead a question of gathering and showing a molecular proliferation of creative laboratories –
of struggle and resistance – and social factories that, on the contrary, were even more present and
widespread far and wide and active in various fields. Highlighting these events, out of the dominant
ways to write history, signified opening a concrete platform, mobile, open, at the public’s disposal. A
toolbox to be used, instead of a video library to look at. The archive seemed to be the most appropri-
ate means, because one had to give form to heterogeneity, discontinuity, to different hierarchies of

signs and events that had to confront, to find common spaces, common models, common languages.
A network, in short, where visible and expressive systems make contact. It was and still is a question
of defining through practice and experience the forms of disobedience today, as a condition of action
of the multitude. Exhibiting the archive, putting it at the disposal of various uses, signified leaving,
each time, the display to people who consider the archive and the cultural mediation as their field of
research.
EV “Behind each utopia there is always a great taxonomic project”, Perec said, obsessed by lists and
classifications. In comparison with the chaotic neo-liberalist strategies and with the practices of
resistance, what do you mean by disobedience? Is there still space for utopia in relation to the
Archive’s relationship with History and Memory?
MS No, fortunately there is not. Utopia belongs to our happy or unhappy memory as Moderns. But,
anyway, this is the past. Utopia always implies an “outside”, a space in which one rethinks everything:
the white canvas, the tabula rasa, the zero degree. For us, this “marvellous and smooth” space, as
Foucault said, has been totally absorbed by the capitalist structure of our life. The interstitial space
and the temporal “hic et nunc” are our alternatives to Utopia. As Virno told me some time ago: “it is
not the ideal of the utopia unattainable in itself anymore: now we live in a time in which we face the
absolute reality of the ideal, its tangibility”. Saying no, disobeying or deserting, continuously confront
with this.
EV The Biennial institution often addresses to the international art circuit. How can one hope for “sit-
uated” artistic and curatorial practices that also explain and reveal the socio-political context they are
passing through, without following existing models but creating new forms of curatorship? How can
we answer these issues? How do the content of the work or the permanence of the artist offer new pos-
sibilities of imagination and/or action to local communities?
VK I have never been interested in curating a biennial for the professional audience of a place that the
exhibition is not located at. That’s why the kind of biennial publications I get involved with do not work
like visiting cards for my colleagues. We need more slow-biennials that allow artists to have a tangi-
ble base in the city they visit, more process than a fast turnover. I don’t like superficial hit and run
engagements, and have editorial roles as curators.
EV What will be the repercussion on the cultural productions of global networks promoted by the
Biennials in the specific field of forces where they are located?
VK I really think that the Biennial institution is liberated today in the sense that the kind of pressure it
faced in the 1990s in addressing locality in a very straightforward way of catapulting local talent to the
wider possibilities and expectations is not needed any longer. The contemporary art world today is at
one level rigorously networked. The general malaise in the field due to expectations of how the art
world performs and occupies a strange place leaning towards a relatively new context of the leisure
industry. It is not the same everywhere but the potentiality is already corrupting.

Harun Farocki e Andrei Ujica, still da Videograms of a Revolution, 1992
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Zornig und problembewusst

Expansiv – die Taipeh-Biennale für zeitgenössische Kunst

Sabine B. Vogel
Lauter fahnenschwingende Pappkameraden bevölkern die Eingangshalle
des Taipei Fine Arts Museum, von der Decke hängen riesige Banner,
und auf dem Boden liegen massenhaft mehrsprachige Manifest-Zettel,
die für «errorism» plädieren. Es ist eine wilde Begrüssung, mit der uns
hier eine der ältesten internationalen Biennalen Asiens empfängt. Als
einer der ersten «Tigerstaaten», reich geworden mit den «Made in
Taiwan»-Billigprodukten, gründete der Inselstaat bereits 1992 die
Taipeh-Biennale. Jetzt, zur 7. Edition, weiten die beiden Kuratoren
Manray Hsu (Taipeh/Berlin) und Vasif Kortun (Istanbul) die Ausstellung
erstmals aus dem Museum in den Stadtraum hinaus – und dies nicht
nur räumlich mit den Beiträgen in U-Bahn-Stationen und einer Brauerei,
sondern auch inhaltlich. Denn nicht weniger als sämtliche Problemzonen
des jungen Jahrtausends stehen hier zur Debatte: Migration,
Globalisierung, Mikro-Nationen, Krieg und die Möglichkeiten, darauf und
dagegen zu reagieren.

Künstler, politische Aktivisten und Künstler-Aktivisten mischen sich in
Zustände ein, Internacional Errorista plädieren für die Macht der Fehler,
Burak Delier setzt sich mit seiner «Counter Attack» für eine indigene
Bevölkerungsgruppe ein, Oliver Ressler stellt eine Ausstellung rund um
Anti-Globalisierungs-Strategien zusammen, und am Tisch der
Künstlergruppe IRWIN können wir einen «NSK»-Pass beantragen. Welch
unverhoffte Dienste dieses Dokument schon leisten konnte, davon
erzählen Passinhaber in den grossen Videoprojektionen. Überhaupt ist
Video das vorrangige Medium dieser enorm zornigen Biennale. Zwar
können wir in den Installationen von Superflex Kartoffeln mit dem
Hammer zermatschen, aber meist nehmen uns die Kuratoren in die
Verantwortung. Wir hören die von Mario Rizzi dokumentierten,
tragischen Geschichten von Immigranten in Taiwan, verfolgen Wei Lius
Scheitern beim Versuch, mit chinesischen Studenten über das
Tiananmen-Massaker zu sprechen, und werden von der glatten Ästhetik
der vier «Smash the Ghetto»-Videos der spanischen Künstlergruppe
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der vier «Smash the Ghetto»-Videos der spanischen Künstlergruppe

Democracia geblendet.

Genaugenommen allerdings geht es in Taipeh gar nicht um Kunst,

jedenfalls nicht um eine Kunstmarkt-Kunst. Hier soll das Publikum

aufgerüttelt werden. Während der Eröffnung postulierten die Kuratoren,

dass die 150 000 Besucher aus dieser Biennale verändert

herauskommen würden. Neue Tendenzen und globale Höhepunkte sind

auf den mehr und mehr parallel stattfindenden Kunstmessen besser

aufgehoben. Dagegen soll hier ein Problembewusstsein geschaffen

werden – eine Aufgabe, für die Biennalen in ihrem Spagat zwischen

internationalem Anspruch und lokaler Adressierung perfekt geeignet

sind.

Taipei Fine Arts Museum. Bis 1. April 2009. Katalog NT-$ 100. 

Diesen Artikel finden Sie auf NZZ Online unter:

http://www.nzz.ch/nachrichten/kultur/literatur_und_kunst/zornig_und_problembewusst_1.932674.html

Copyright © Neue Zürcher Zeitung AG
Alle Rechte vorbehalten. Vervielfältigung oder Wiederveröffentlichung zu gewerblichen oder anderen Zwecken ohne
vorherige ausdrückliche Erlaubnis von NZZ Online ist nicht gestattet.

 



seite 28 ak 532 17. oktober 2008 kultur

Repräsentation der Kämpfe,
Möglichkeiten des Handelns
Die Biennale in Taipeh 2008

!"#$ %"#&'()*"+#$ ,"#--./#
0#*&1)*(-23$%.&$4#1)&#/&#"3"+#$5#*)(/3-"&
06-$7-)./3#-$.89$/62./#*$8-%$"-3#*-.3"6-.:
/#*$;<#-#=$%"#$.//#$>"3$%#*$2.?"3./"&3"&1)#-
@/6<./"&"#*8-+$"-$A8&.>>#-).-+$&3#)#-B
C"#$#"-$*63#*$D.%#-$E"#)#-$&"1)$D*.+#-$%#*
.//3(+/"1)#-$ F#<#-&:$ 8-%$ G*<#"3&<#%"-:
+8-+#-$ 8-%$ %#&$ C"%#*&3.-%&$ %8*1)$ %"#
G8&&3#//8-+H$!.&$8>9.&&3$%"#$I#./"3(3$%#&
?#*>.-#-3#-$ J*"#+#&$ +#-.8&6$ 4"#$ %"#
I#./"3(3$ 06-$ "//#+./#*$ G*<#"3=$K"+*.3"6-=
J/">.4.-%#/$8-%$L26/6+"&1)#-$J.3.&3*6:
?)#-=$I#"&#9*#")#"3$8-%$@*#-E*#+">#-B
$ !#-$<#"%#-$J8*.36*#-$"&3$#&$+#/8-+#-=
>"3$")*#*$J6-E#?3"6-$#"-$J/">.$%#*$==J6-:
3.>"-.3"6-M$%#&$K8&#8>&$8-%$%#*$J6-:
9*6-3.3"6-$ %#*$ ,#&81)#*7--#-$ E8$ #*E#8:
+#-H$==!"#$G8&&3#//8-+$#*/.8<3$#&$-"#>.-:
%#>=$ &"1)$ #"-9.1)$ .<E8+*#-E#-B$ N6+.*
4#--$ '#>.-%$ %"#$ +/6<./"&"#*8-+&2*"3":
&1)#-$ ,#4#+8-+#-$ >"3$ #34.&$ ,#*O):
*8-+&.-+&3$6%#*$!"&3.-E"#*3)#"3$<#3*.1)3#3=
2.--$%"#$P#*&6-$-"1)3$&6$38-$./&$4O*%#$&"#
%#*$N#Q368*"&>8&$"-$")*#>$#"+#-#-$F.-%
-"1)3&$ .-+#)#-$ R$ &6$ <./.-1"#*3$ #&$ &"1)
&#/<&3$.8&B$C#--$%8$%"1)$>"3$#"-#*$G*<#"3
#*-&3).93$.8&#"-.-%#*&#3E3=$>8&&3$%8$.81)
%"#$.-%#*#-$;*-&3$-#)>#-$R$6%#*$%8$/(&&3
#&$#<#-$+.-E$&#"-M=$&.+3$5.&"9$J6*38-=$%#*
<#*#"3&$E4#">./$%"#$7&3.-<8/:,"#--./#$28:
*.3"#*3$).3B

$ G89$ %#*$ N1).8$ "-$ S."4.-$ 4#*%#-
?6/"3"&1)#$ 7-)./3#$ -"1)3$ &#/<&3*#9#*#-E"#//
./&$96*>./#$G33"3O%#$<#-83E3=$8>$&"1)$.89
%#>$ J8-&3>.*23$ E8$ ?6&"3"6-"#*#-B$ !"#
S."?#):,"#--./#$ "&3$ *.%"2./=$ "-3#//"+#-3=
2*#.3"0$8-%$)8>6*06//B$N"#$>"&1)3$&"1)$#"-=
<#E"#)3$&#/<&3$P6&"3"6-B$!"#$G*<#"3#-$%#*
G8&&3#//8-+$26>>#-3"#*#-$-"1)3$06-$.8:
T#-=$ &"#$>.1)#-$ #"-$G-+#<63H$ N"#$ /.%#-
#"-=$&"1)$>"3$KL+/"1)2#"3#-$%#&$U.-%#/-&
8-%$ %#*$ #"+#-#-$ I6//#$ "-$ +#&#//&1).93/":
1)#-$C"*2/"1)2#"3#-$8-%$")*#-$C"%#*&?*O:
1)#-$ .8&#"-.-%#*E8&#3E#-B$ N6$ "&3$ %"#&#
,"#--./#$ "-$ %#*$ D6*>$ %#*E#"3$ 4#%#*$ "-
V)"-.=$-61)$"-$%#-$4#&3/"1)#-$J8-&3>#:
3*6?6/#-$06*&3#//<.*=$%#*#-$G8&&3#//8-+&:
?*.Q#-$ 693$ &3.*2$ 06>$ I.-2"-+$ .89$ %#>
J8-&3>.*23$%"23"#*3$4#*%#-B

$ !"#&#$ !"99#*#-E$ 4"*%$ <#&6-%#*&$ %#83:
/"1)$ %8*1)$ %"#$ ;-3&1)#"%8-+$ %#*$ <#"%#-
,"#--./#:J8*.36*#-=$ %#-$ "-3#*-.3"6-./#-
J(>?9#-$%#*$ ==,#4#+8-+$%#*$,#4#+8-:
+#-M$+#+#-$%"#$2.?"3./"&3"&1)#$@/6<./"&"#:
*8-+$#"-$+*6T#&$D6*8>$"-$%#*$G8&&3#//8-+
E8$ +#<#-$ R$ 8-%$ %.>"3$ E8+/#"1)$ %#-
?6/"3"&1)#-$!"&28*&#-$#"-#-$<*#"3#-$I.8>
%#*$WN#/<&3:XI#?*(&#-3.3"6-B$!.9O*$).<#-

&"#$ %#-$ L&3#**#"1)"&1)#-$JO-&3/#*$Y/"0#*
I#&&/#*$+#<#3#-=$#"-#-$S#"/$%#*$,"#--./#
E8$28*.3"#*#-B
$ Z-3#*$%#>$S"3#/$==G$C6*/%$4)#*#$>.-[
46*/%&$9"3M$W==;"-#$C#/3=$"-$%"#$0"#/#$C#/3#-
?.&&#-MX$).3$I#&&/#*$E4L/9$JO-&3/#*7--#-
#"-+#/.%#-=$ %"#$ &"1)$ &#/<&3$ ./&$ ?6/"3"&1)#
G23"0"&37--#-$ 0#*&3#)#-$ <E4B$ &"1)$ %#-
,#4#+8-+#-$ &6/"%.*"&1)$ 0#*<8-%#-$ 9O):
/#-B$ 7)*#$ G*<#"3#-$ &#3E#-$ &"1)$ >"3$ %#-
;*9.)*8-+#-$ %#*$ P*63#&3<#4#+8-+#-$ 06-
N#.33/#$ O<#*$ @#-8.$ <"&$ U#"/"+#-%.>>
.8&#"-.-%#*B$==!.&$P*6'#23$"&3$%#*$5#*&81)
#"-#$ +/6<./#$ ,#4#+8-+$ ./&$ ,#"&?"#/$ 06-
26//#23"0#*$ 7-3#//"+#-E$ %8*1)$ %"#$ 5"#/9./3
2O-&3/#*"&1)#*$ P*.23"2#-$ E8$ E#"+#-M=$ &.+3
I#&&/#*B

Radikal, intelligent,
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Generator für Diskussionen
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Mehr Infos und Bilder unter
www.taipeibiennial.org

Internacional Errorista, Argentinien: ,,We are all Errorists“, Installation, 2008 Taipei Fine Arts Museum, Original in Farbe

,,Wir wollen Vorstellungen und Möglichkeiten zeigen, die Welt zu verändern“, sagt
Manray Hsu. 47 KünstlerInnen und Künstlergruppen aus 26 Ländern haben die
beiden Kuratoren Manray Hsu (Deutschland/Taiwan) und Vasif Kortun (Türkei) zur
sechsten Taipei Biennial 2008 nach Taiwan eingeladen. Das Ergebnis ist eine
spannende und hochaktuelle Ausstellung über den Zustand der Welt. Bis zum
4. Januar 2009 werden über 200.000 BesucherInnen – vorwiegend aus Taiwan
selbst – im Taipei Fine Arts Museum erwartet.

Petra Gerschner, history is a work in progress, 2007/08, Lightbox, Original in Farbe

Liu Wei, China: Filmstills aus A Day too Remember (Video), Originale in Farbe
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Seated outside the Taipei Fine Arts Museum, with only 

a tarpaulin roof structure separating guests from the 

growing ferocity of typhoon Sinaklu, the opening night of 

2008 Taipei Biennial, curated by Vasif Kortun and Manray 

Hsu, got underway with Nevin Aladag’s (APT Berlin) 

performance work Raise the Roof. From stage-left around 

eight girls each climbed onto an individual platform 

and proceeded to dance to music played from their 

own personal headphones without acknowledging their 

audience and in a world of their own. With only the noise 

of shuffling and stomping high-heels beating out different 

rhythms and on this occasion with the sound of heavy rain 

in the background, the performance allowed a moment for 

personal contemplation on individual action. 

Taipei 08’s main themes are all connected to the effects 

of neo-liberal capitalist globalization and includes 

works that suggest the potential for achievable forms of 

activism, self-organization and D.I.Y. intervention. Many 

included commissions have already put an idea into 

action and these include Lara Almarcegui’s (APT Berlin) 

officially endorsed conservation of the empty terrain of 

an island in the Danshui river, as well as Superflex’s (APT 

London) Freebeer project, in which they collaborated 

with a local brewery to produce a beer that has an open 

license for anyone to copy.  Other artists offered the 

audience a chance to intervene in the public domain 

themselves, such as Nasan Tur (APT Berlin) with his work 

Backpacks. His individualized backpacks are available for 

anyone to borrow from the museum and each contains a 

different set of materials and props that can be used for 

a particular street action. They include backpacks with 

materials for forming a demonstration, making a public 

announcement, cooking on the side-walk etc,. 

Also commissioned to produce work for the Biennale, 

Mario Rizzi (APT Dubai) focused on a local issue and 

produced The Chicken Soup a film that explores the 

experience of two foreign women who began their lives 

in Taiwan as bought brides. Other artists looked to their 

own contexts: Christodoulos Panayiotou’s (APT Dubai) 

slide installation Wonderland presents a series of images 

found in the Municipal archives of Limassol that depict 

the strangely out-of-place, but globally orientated, annual 

Disney Carnival, and Yochai Avrahami (APT Dubai) focuses 

on two sites located between Jerusalem and Ramallah 

to present a no-man’s land of abandoned potential, 

inhabited in his videos by his own animated creations.

With projects also taking place in other venues and 

open spaces within the city, the curator’s ambitions 

were spread into the public arena. These ranged from 

another project by Almarcegui that required the official 

permission to remove a wall visually blocking an 

abandoned Japanese house to expose to the public’s 

consciousness the state these houses have remained in 

since the post-war period and before coming planned 

renovation; to the more manageable invitation of Mali 

Wu’s crop gardens that can be realised at the smallest 

scale on any spare piece of land, on a balcony or in a 

container anywhere in the urban fabric. 

Pamela Auchincloss is Interim Co-Director APT Beijing



The Interscale
 Art After Neoliberalism

 Brian Holmes

You enter a typical white cube, with four evenly  spaced rectangles on the wall in front of 

you. One is an ordinary window looking at the world outside. Another is a video monitor 

with a recording of the view. The two remaining screens oscillate between bright colors – 

pink, blue, yellow – and scenes of a woman’s hands with polished red fingernails, 

deliberately  cutting out pieces of some black plastic material. There is a soundtrack: ambient 

bustle, as though you were waiting for an office worker to pick up a dangling phone. Words 

appear on the screen: So, I just want to know about uncertainty... and knowledge... and if 

everything can be calculated and known? And now you begin hearing a voice, speaking 

about mathematical models and what insurance agents do for a living. “The less we know, the 

higher the risk. Risk always has a price, of course,” explains a specialist. The work, 

Estimations (2008) by Katya Sander, is a series of disembodied conversations with 

anonymous interlocutors, about the calculability of disaster and its uncertainties.1

 Outside the window, a typhoon lashes the distant trees. The woman's hands assemble 

a black box with four rectangular windows: a scale model of the room you're in. Halfway 

around the world, on Wall Street, a financial maelstrom topples a huge investment bank, then 

threatens the insurance giant AIG. Its derivatives unit, located in the City of London, had 

specialized in credit-default swaps: sophisticated mathematical models assembled in the 

black box of a computer, to hedge against the risks of equally sophisticated mathematical 

models.

 The Sixth Taipei Biennial, curated by Manray Hsu and Vasif Kortun, was a show of 

political art from around the world, including a core group of directly  activist works. The 

exhibition focused on “a constellation of related issues arising from neo-liberal capitalist 

globalization as seen in Taipei and internationally.” I arrived on September 12, amid the first 

gales of the typhoon. The following day all the public buildings in the city  were closed for the 

storm, and the panel on the present situation of international biennials was canceled. The 

1 Documentation of this work, and of all those successively mentioned, can be found along with complete 
information about the Sixth Taipei Biennial at http://www.taipeibiennial.org.



Internet was full of stories about Lehman Brothers, which collapsed that weekend, and AIG, 

which went into government receivership just a few days later. Our canceled panel was held 

that evening in the lobby of the hotel, with the artists and the curators, plenty  of free-flowing 

drink and gusts of rain that kept blowing through the swinging glass door. “We came here for 

an exhibition about neoliberalism,” I said as an opener. “But that Utopia is over! 

Neoliberalism is dead. Now we have to wake up to the world of regions.” Controversy 

ensued until late in the night, a fantastic discussion in the eye of the storm. What I’d like to 

do here is to revisit that glimpse of the past and the future.

Gilded Era

What exactly was neoliberalism? Projected on an entire wall, Mieke Gerritzen’s typographic 

film Beautiful World (2006) served as a manifesto for the Taipei Biennial. It’s a hilarious 

piece of graphic nihilism. One scene shows the continents merging into a compact mass, what 

the geographers call “Pangaea.” For the Dutch designer, neoliberalism is the Transcendent 

Blender that makes the world one. In another sequence the theme of Jesus Christ, Superstar! 

rings out against rows of famous faces, spinning around like fruits in a slot machine: King 

Tut, John Wayne, George Bush, Bin Laden, Hu Jintao, the Dalai Lama, Grace Jones, the 

Mona Lisa... It  all lines up  on Mickey in the end. Elsewhere in the film, a block of text 

displays these shifting statements: “Religion: In God We Trust / Politics: In Formation We 

Trust  / Economics: Information We Trust.” But that last holy dogma has finally  come into 

question.

 Neoliberalism was a reformulation of classical economic liberalism after the Great 

Depression and World War II. The keywords were global currencies, free trade, direct foreign 

investment and financial markets. What it  was not about was sovereign nations. In a brilliant 

study, David Westbrook shows how the architects of the Bretton-Woods accords in 1944, then 

of the European Economic Community  in the 1950s, set out to establish a system of purely 

financial governance that would make the peoples of the world interdependent, thus 

rendering the national rivalries of the two world wars obsolete. It was supposed to be the end 

of history. The tools of the transformation were complex monetary treaties, deliberately 

impenetrable to all but specialists. The result, after thirty years of work in the shadows, would 

be a far-flung community  of bankers, brokers, corporations, regulators and private investors, 

equipped with the latest communications devices and able to determine the outcome of world 

affairs by decisions that  always made them money. Westbrook calls this transnational polity 

the “City of Gold.”2

 The constitution of the City  accelerated in the 1970s, when postwar investment 

barriers were broken down and floating exchange rates were introduced between major 

currencies. The deregulation affected America itself, though it remained at the center of the 

system. Around this time two significant things occurred. One was that Western bankers 

began to recycle excess capital – particularly  petrodollars – into Third World loans for 

gigantic modernization projects that very often failed. The International Monetary  Fund 

stepped in to impose its austerity  plans, effectively  taking over governments in exchange for 

more lending. Meanwhile in Latin America, dictatorships arose to destroy socialist 

development programs, in order to open the borders for capital investment from the USA. 

When the governance of the City emerged in broad daylight, it did not appear as a glittering 

2 David Westbrook, City of Gold: An Apology for Global Capitalism in a Time of Discontent (Routledge, 
2004).



tower on a hill, but instead as poverty from the barrel of a gun. Neoliberalism was first 

perceived as a nightmare.

 After 1989, the City of Gold provoked some very  different changes. The end of the 

Communist system opened borders, not just to money and goods but to vast flows of people. 

Free trade and foreign direct investment became the drivers of development, alleviating 

poverty  for hundreds of millions. At the same time the Internet emerged, extending to the 

global middle classes the kind of communications that had formerly been reserved for 

denizens of the City. Travel costs dropped, migrant workers were hired everywhere, tourism 

became commonplace and millions of people began dreaming of a better life in a brand new 

world. The violence of the early years – which hadn’t necessarily ceased – merged together 

with its dreamlike opposite, producing the postmodern paradoxes of Mieke Gerritzen’s film. 

Neoliberalism had become a kind of Utopia. Its happy isles were the global cities. And this is 

where the biennials came in.

Single Language
The perfect image of the global biennial was developed decades ago by the British group 

Archigram, in the comic-strip  Instant City (1970).3  A link is made between a sleepy Town 

Hall and the local IC headquarters. Together they call for a specially outfitted airborne 

zepplin. Equipment and people pour out of the heavens, the central square becomes a theater, 

the sky  becomes an open-air cinema. The event reaches its peak with the artistic and 

commercial saturation of the town. When the zepplin leaves and the hubbub subsides, the 

town been turned into a permanent media spectacle and the InfoCenter sports an immense 

new antenna, connecting it to an urban network. Of course this same networking procedure 

applies to a football championship, a trade fair, an IMF summit or – as Archigram would 

have it – a rodeo.

 

The naked opportunism of urban promoters using art to put  themselves on the world map has 

brought serious critique, accusing global biennials of cultural imperialism. In a memorable 

text, Elena Filipovic claimed that despite their mandate to represent  a specific place, and 

despite their inherent differences from museums in terms of funding, organization and 

temporality, biennials have not created a new context for artistic practice in the processual 

3 The work, not included in the show, is reproduced in most retrospective catalogues of Archigram.



life of culturally specific urban environments, as the curator Carlos Basualdo had hoped. 

Instead, what they  have done is to “show artworks in specially  constructed settings that 

replicate the rigid geometries, white partitions, and windowless spaces of classical museum 

exhibitions.” In short, the globalization of the Western white cube.4 This is the kind of frankly 

polemical critique that makes you immediately  want to disagree. But first let’s translate it into 

the grammar of neoliberalism.

 David Westbrook points out that across the world, the inhabitants of the City  of Gold 

speak a single language, which is the language of money. Unlike Chinese, English or Swahili 

it has only a few words, one for each asset you can invest in. And unlike the vocabulary of a 

common tongue, these asset-words are in necessarily  short supply: you can’t just freely 

exchange them with your neighbor. What’s more, the only thing these can words “say” is that 

they  are fractions or multiples of each other. Yet their owner can exchange them for anything 

that a market can offer. Under the laws of the City, the language of money is of strictly 

private significance: it means nothing for society at  large, but  for the individual it means 

everything. Is there not some resemblance to the abstracted artwork, open to infinite 

interpretations within the neutral environment of the white cube? Has contemporary art not 

been the perfect vector of accession to the neoliberal economic system, precisely because of 

its undecidability of meaning and its freedom from traditional authority?

 The condition of the work in the global biennial sould also be seen from the viewpoint 

of the artist. It partakes of the scalar relationship between black box and white cube, as in 

Estimations by Katya Sander. This is a relation between the global and the local, or more 

precisely, between computerized abstraction and the intimacy of experience. The work 

commissioned by the biennial is projected from elsewhere, beamed down from worldwide 

circulation into the actual space of exhibition. The location is a black box for the artist, whose 

real conditions she must estimate: the only thing she knows is a set of measurements, an 

abstract model. This void must be filled with a calculus of possible meanings. As Westbrook 

points out, to ease their anxieties about the possibility of future earnings, investors require 

legal and institutional conditions as close as possible to their environments of origin. Thus, in 

art, the demand for the security of the white cube. But another scalar relationship continually 

threatens this contract, which is the collapse of the global into irremediable intimacy. What if 

the situation proves incalculable? What if the model breaks down? What if the risk of the real 

intrudes through an open window?

Cracks in Pangaea
One way to understand the ambiguities of art  in the global biennials is to consider an 

installation like We Are All Errorists (2008) by the Internacional Errorista. The work is 

composed of over three dozen standing figures made from photocopies of media images 

pasted onto hinged black backings and held up by thin wooden struts: you see artists, 

intellectuals, journalists, politicians and above all protestors, most of them with a flag or a 

word-balloon expressing a reflection, joke or slogan. There is much self-satire in this artistic 

representation of a demonstration in a museum: the original Spanish title, Gente Armada, 

refers not only to the arms that some figures carry, but  also to their condition as fakes or set-

ups. But the real question is this: would any visitor recognize these figures as references to 

4 Elena Filipovic, “The Global White Cube,” in Filipovic and Barbera Vanderlinden, eds., The Manifesta 
Decade: Debates on Contemporary Art Exhibitions and Biennials in Post-Wall Europe (Roomade/MIT 
Press, 2005).



the Argentinian insurrection of December 19-20, 2001 – the first popular revolt against 

neoliberal globalization?

 Of course, Taiwan also has its own political culture, marked in recent times by 

massive protests. On opening night the president had to offer a humorous remark about the 

need for revolt in a good exhibition – a touchy  subject  for an incoming leader who has 

already seen so many people in the streets. One could conclude that the image of protest, 

neutralized in a museum, is more comforting to politicians than the real thing. In an interview 

with Jacques Rancière, the artist Fulvia Carnevale suggests exactly  that: “As soon as there are 

political subjects that disappear from the field of actual politics, that become obsolete through 

a number of historical processes, they are recuperated in iconic form in contemporary art.”5 

But one could also radicalize the interesting series of answers that Rancière gives to this line 

of questioning, by saying: These iconic images condense memories of historical experiences, 

which are latent in societies and can always suddenly spring back into reality, as living 

inspirations for new political forms. The question then becomes: how can such latencies 

travel over the i m m e n s e 

cul tural gaps s e p a r a t i n g 

T a i w a n a n d Argentina?

The Errorists are self-consciously  two-dimensional representations of the popular response to 

an immense crisis which closed all the banks and halted most economic activity in Argentina 

for a period of a year, in 2002. Similar crises have torn the fabric of daily life in countries 

scattered across the earth, with increasing frequency  since the global implementation of 

neoliberal policies after 1989. The largest and most significant for the countries of Asia – but 

also for Russia, the former Eastern Europe and Brazil – came in 1997-98 in the form of a 

currency and stock-market crisis that devastated economies and led to a change of regime in 

Indonesia, with ongoing consequences of poverty and seething revolt. With each of these 

crises, the Utopian image of neoliberal globalization is shattered for millions of people, and 

elements of the historical past – the “nightmare” to which I referred earlier – filter back into 

waking awareness in the form of intense skepticism, anger and desire for another life. It  is 

under these conditions that  global biennials, particularly from 1998 onwards (but much 

5  Fulvia Carnevale and John Kelsey, “Art of the Possible,” interview with Jacques Rancière, in Artforum 
XLV, no. 7 (March 2007).



earlier in some places) became hybrid social vehicles, dominated by the standardized 

trappings of the world-class cultural event, but  also traversed by artists, curators, critics and 

visitors seeking some other reality  than the City of Gold. Each of these people – 

consciousness, sensibility and expression – embodies a break in the “one world network” of 

the transcontinental financial order. Cracks in Pangaea.

 The particularity of the Sixth Taipei Biennial was to exemplify  this ambiguous status 

of political desire within one of the showcase institutions of the neoliberal city. Consider, for 

example, a performance-based work on the borderline of activism such as Backpacks 

(2006-2008) by Nasan Tur. These are portable kits of materials for public speaking, 

demonstrating, cooking, sabotage and fan-worship, to be appropriated by interested people in 

each place of exhibition. We know that such works are primarily  performance concepts, used 

at each site by artist-friends under relatively controlled conditions for the production of the 

videos that accompany the work. Yet these pieces also express a subversive youth and student 

culture, constructed around casual mobility within a far-flung support network and open to 

quick politicization, which has worried authorities since the 1960s. What is the message: 

neutralization in the museum, or the continuing spread of a culture of disobedience?

 Consider Welfare State / Smashing the Ghetto (2006) by the group Democracia: a 

more spectacular and disturbing work of political art, which consists of a four-screen video 

projection showing the real destruction of a Roma settlement on the edge of Madrid by men 

in bulldozers backed up by the police, while cell-phone sporting yuppies stand applauding 

and cheering on bleachers built specially for the occasion. The piece can be read as the 

ultimate cynicism, since you, the spectator, are also invited to watch this event on specially 

built  bleachers, where you can enjoy the thrill of other people’s pain and gaze with 

fascination each time the camera zooms in on a glitter-trash grafitti tag reading 

“Democracia.” What is the message: the social insignificance of the artistic signifier, or a 

forceful restatement of the critique of capitalist democracy by a philosopher like Alain 

Badiou?

 Open questions like those above typically  define the limits of acceptability for 

political art in public exhibitions. This is why it was a relief, in Taipei, to see a special section 

entitled “A World Where Many Worlds Fit,” curated by videomaker Oliver Ressler and 

including fourteen artist-activists who formed part, in one way or the other, of the counter-

globalization movement. They were able to help create a very different kind of “Instant City”: 

carnivalesque protests and critical counter-summits at the sites of international meetings 

where global policy  is set. The shared experience of engaged cultural producers gave rise to a 

museum presentation that did not pretend to be a “direct action kit,” but instead offered a 

wealth of insights, techniques, images, knowledge and reflection to any visitor involved in 

radical social activism, or simply curious to know how it’s done. There was an interesting 

atmosphere of self-questioning among this group – to which I belong, in reality –  due to the 

feeling that our movement passed its peak a few years ago. Yet even as these doubts were 

expressed, events in the financial markets were vindicating every  criticism that had ever been 

voiced in the chaos of the carnivalesque protests. Outside the museum door, the City  of Gold 

seemed to be dissolving into its own empty equations.

Toward the World of Regions
What happened in the weeks that followed the bankruptcy of Lehman and the bailout of AIG? 

The keyword is panic: a sudden retreat to private self-interest, when world-spanning 



networks of confidence collapse to the scale of frightened individuals. Rather than global 

institutions with a robust  rationality  and an embodied sense of history, banks, insurance 

brokers and hedge-funds revealed their incapacity to admit basic realities, such as precarious 

workers who cannot pay their debts or housing markets that fall instead of rising. Apparently 

there were no words for such events in their impoverished vocabularies.

 No one knows what the geopolitical consequences of this meltdown will be. But since 

the crisis was largely due to the overinvestment of Asian funds in corrupted American 

markets, the global claims of US-centered capital networks will undoubtedly decline, and 

humiliating retreats from both Iraq and Afghanistan could even trigger a new period of 

American isolationism. Chinese self-assertion and a stronger pattern of regional exchanges is 

likely to emerge in East Asia, following on the construction of the Eurozone and the more 

recent Latin American convergence (UNASUR). If the continents tended to merge together 

over the last thirty years, they may  now start drifting apart again. The question in our circles 

is what will art – and “global biennials” – be able to achieve at the regional scale?

 It was surprising to see such a small number of Asian artists at the Taipei Biennial 

(which in that respect was very much a “global” exhibition). Yet there was some striking 

work from the region, for example a series of lightbox photographs entitled Maid in Malaysia 

(2008) by Wong Hoy-Cheong, installed in a busy subway station. These staged images evoke 

a social phenomenon that is also common to Taiwan and Hong Kong, namely the massive 

presence of Filipino and Indonesian women as in-person servants, clean-up workers and 

“massage girls.” “For US$200 a month,” reads the faux-advertisement introducing the series, 

“you will never have to worry about your family and home again.” The prejudices of Western 

and perhaps also Chinese viewers are overturned as dark-skinned, upper-class Malaysian 

children are shown in the company of fair-skinned Filipino maids, transformed into 

extravagant superheros! At last the artworks had left the white cube, to directly engage with 

the urban territory.

What was really missing in Taipei, however, was a self-organized group of Asian activist-

artists to dialogue with the constellation of counter-globalists who had come together around 

the street demonstrations. The powerful social movements of Indonesia and Thailand were 



invisible in the show, undoubtedly  because the kinds of mediation between militancy and 

aesthetic practice that exist  in Europe and Latin America have not yet been recognized in the 

corporate boomtowns of Asia. How can critical artistic production develop in a fragmented 

region, still deeply in thrall to Anglo-American models and now influenced by the trends of 

authoritarian Chinese society, with all its subtle and explicit prohibitions? Yet there is a 

potential here for entirely  original activist art forms, as witnessed in the film Promised 

Paradise (2006) by Dutch-Indonesian director Leonard Retel Helmrich, which follows the 

shadow-puppeteer Agus Nur Amal as he interpellates startled passers-by  with dalang-style 

chanted speech, asking them piercing questions about incidents of terrorist bombing in the 

archipelago.6 These kinds of productions require serious cultural translation. But only when 

people have intensely  local stakes to lay  on the table can there be any real communication 

between the historical languages, which, unlike money and its mathematical derivatives, 

convey a typically human excess of meaning.

 In addition to regional articulations, the question of transcontinental exchange outside 

current neoliberal frameworks could take on a whole new importance in the future. When one 

recalls that the Bretton-Woods construction was forged against the dangers of bellicose 

nationalism as it had emerged in the crisis years of the 1930s, the cultural responsibility 

implied by this prospect becomes clear. What is needed, if we are to be precise and also bold, 

is a keen artistic awareness of the multiplicity  of scales: from the intimate to the global, by 

way of the urban, the national and the regional, each of which has its own codes and 

contradictions, yet all of which continually intertwine under current conditions. The 

multipolar world that seems likely  to emerge is surely  preferable to the neoliberal regime of 

continuous crisis, and to the collapse of abstract globalism into panic self-interest. But the 

retreat from the global order could also lead to dangerous intra- and inter-regional conflicts, 

as in the dark days of the mid-twentieth century. If transcontinental biennials have any raison 

d’être in the present, it may lie in a subtle apprenticeship of the interscale.

 Inspiration comes from the Slovenian group Irwin. Years ago, their East Art Map 

pointed beyond the non-places of the City of Gold, by  way  of a large-scale, long-term 

participatory project that aims to reveal the artistic latencies of the phantom region of former 

Eastern Europe.7 Irwin is part of the Neue Slowenische Kunst movement and is the founder 

of a transnational state, the NSK State in Time. The exhibition in Taipei provided an occasion 

to install an NSK passport office and to ask Taiwanese applicants what such a document 

could mean to them. Their responses and similar interviews were exhibited in a video archive 

about NSK state citizenship, with a particular focus on the tremendous boom in passport 

requests from Nigeria. Was it  a simple misunderstanding, or an aspiration to a new state of 

transnationality  in the twenty-first century? The activities of Irwin offer the example of an 

intimate circle of long-term friends, maintaining a territorial inscription in the city  of 

Ljubljana while exploring national, regional and global destinies through the languages of art 

and the careful practice of cultural translation.

 When the typhoon subsided, Manray Hsu and I went out to see the project by  Lara 

Almárcegui, Removing the Wall of a Ruined House. Qidong Street. Tapei 2008. The single-

6 The film was not included in the show and has not yet been distributed in English. It can be viewed with 
Dutch subtitles at http://www.hollanddoc.nl/dossiers/34452838.

7 Irwin, EAST ART MAP: Contemporary Art and Eastern Europe (Afterall Books, 2006), as well as http://
www.eastartmap.org.



story Japanese colonial dwelling, forgotten behind its moldering wall, had been exposed for a 

few days to the gaze of passing neighbors. By the time we arrived, it had collapsed into a 

chaotic jumble of stones and broken planks, utterly destroyed by  the storm. The question that 

arises before such an historical ruin is this: Do you rebuild it  as a monument to its own 

terminal decay – or imagine something better?



El Cultural, 18-24 September 2008
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Biennial takes fresh look at globalization

through art

Publication Date：10/16/2008

      Section：Arts and Culture

By Amber Wu

In the lobby of the Taipei Fine

Arts Museum, Argentina's

Internacional Errorista has

captured the spirit of the 2008

Taipei Biennial in its portrayal of

a street protest. Cardboard

cutouts of human figures stand

amongst discarded protest

flyers as rally banners hang

over their heads. The group's unique brand of installation art is not divorced from

world affairs, but interweaves with social contexts and can be seen as a way to

change the world.

Running Sept. 13 to Jan. 4, 2009, the 6th Taipei Biennial showcases the works of

47 artists from 26 countries who contemplate the cultural condition of neo-liberal

capitalist globalization and the ambivalent relation between aesthetics and politics.

The two chief curators, Vasif Kortun and Manray Hsu believe that while art does

not provide answers for the chaos of today, it has the capacity to discover

possibilities of change, to provide energy for thinking and also offer the chance to

reflect on globalization.

Issues raised at the biennial include urban transformation in Taiwan, migrant

labor, the emergence of micro-nations and ecological breakdown. As for the

method, the event encourages participants to present new works and to create in

Taiwan, so as to build relations within the local social context. The exhibition is a

constellation of videos and installation art, and there are some activist art projects

as well.

Italian artist Mario Rizzi presented a video titled "Chicken Soup," exposing the

plight of two women from Indonesia and Vietnam who have Taiwanese husbands.

Their experiences and the cultural obstacles confronting them while living in a

patriarchal society are just the tip of the iceberg, with countless migrant workers

experiencing similar situations in Taiwan and around the world.

E-mail address

Vol. XXV No. 41 October 17, 2008
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Does globalization undermine the necessity of countries? Irwin, a group of artists

from Slovenia, collaborated with the social group New Slovenian Art to initiate the

project titled "NSK State in Time." According to the artists, the utopian "state" does

not exist in the reality of three-dimensional space, and has no physical territory--it

is only territory in the dimension of time. However, after several successful

showings around the world, the NSK now boasts thousands of "citizens" and

formal national symbols such as a flag, stamps and emblems. At the biennial,

museumgoers can apply for a free NSK passport.

"Beyond the Wall,"--the project of Taiwanese graffiti artist-activist Chang Shuo-yin,

aka Bbrother--mocks authority through his recreation of the grey walls usually

found in military camps. The artist named himself after Big Brother, the

omnipresent image of a man portrayed as the founder and leader of Oceania in

George Orwell's "1984." Bbrother is also known for his participation in street

protests and creating graffiti that expresses his political views.

Another Taiwanese artist participating in the biennial is Wu Ma-li. She states her

concern for the environment through "Green Ark," which includes a vegetable

garden she installed outside a window in the museum lobby. Calling on people to

join her in experiencing the joy of growing vegetables and to participate in her

workshop, Wu hopes that her project, "Taipei Tomorrow as a Lake Again," will

inspire the public to pay more attention to the global food crisis, greening cities,

and food's carbon mileage.

Spain's Lara Almarcegui also cast light upon the relationship between man and

the environment. Her project, "An Empty Terrain in the Danshui River, Taipei,"

aims to preserve a small piece of land. Almarcegui has signed an agreement with

the Taipei County government in which the administration promised not to develop

the space for 10 years. A video of the island that introduces its plants, history and

current situation is playing in the museum. Almarcegui also presents another

project located in Taipei, which saw her tear down the boundary wall of a

dilapidated Japanese style wooden house to expose it to passersby. Explaining

her philosophy as an "anti-interventionalist's intervention," the artist stated that she

wishes to remind the public of the forgotten corners in urban spaces.

To discover alternative ways to exist within the framework of today's capitalist

economy, Danish group Superflex applies the concept of free software to its

"products." The group collaborated with the state-owned Taiwan Tobacco and

Liquor Corp. to produce "Free Beer Taiwan"--a brew that makes no secret of its

recipe. The group explains its creative rationale by stating that artwork is not the

property of its creators, and is only meaningful when used or improved by the

viewer. Besides beer, Superflex also designed gaming machines that simulate the

global financial system in the hope that people will begin to understand the power

struggles taking place within it.

The 2008 Biennial is more ambitious than previous editions. For the first time, the

exhibition has been extended to several locations in Taipei. For example,

Malaysian artist Wong Hoy-cheong's digital photos are on display at the

Zhongxiao Xinsheng Mass Rapid Transit Station, and Milan-based Bert Theis

presents "Asian Pentagon," in the Taipei Brewery. Videos produced by Turkish-

German artist Nevin Aladag will be shown on the outdoor screen in the Taipei
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German artist Nevin Aladag will be shown on the outdoor screen in the Taipei

Arena.

In addition, this year's biennial has been transformed into more that just an

exhibition. The museum collaborated with Dictionary of War--an online social

activist community--to hold a conference in which artists reflect on alternative

interpretations of war. Parallel programs include the "Urban Nomad" film festival

and "Taipei Drift," an international workshop for art academics co-chaired by

Taipei National University of Arts.

Such unique approaches to art and cultural edifices embody the spirit of the

biennial. Given that the event no longer has "borders," the public has a greater

opportunity to become more engaged with the arts in expanded social contexts.

And despite technology minimizing the need for physical travel, artists hailing from

geographically distant corners of the globe are able to come together and reflect

on globalization while creating ways to make the planet a better place through art.

Write to Amber Wu at: amber0207@mail.gio.gov.tw
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Two things piqued my interest in Taipei biennial

2008, the first was that this year's curators have

invited Taipei's Urban Nomad to stage six weekends

of free film screenings at the Taiwan beer factory.

The next was talk of a commission given to an artist

from Copenhagen to brew "Free Beer" as part of the

exhibition.

For the uninitiated, which included me until people

started talking about free stuff, Taipei Biennial is a

nearly four month long exhibition of contemporary art.

Coming up for its sixth innings under the biennial tag,

it was a mere ten years ago that the festival moved

towards widening it's scope by appointing

international curators alongside Taiwanese. This

year's inception has a broad theme of Neo-Liberal

Capitalist Globalism which would seem to be a

realization of the internationalization.

The exhibition is organized by the Museum of Fine

Arts, which serves as the main venue alongside

projects to be held sprawled out over the city, in the

Taiwan Beer Factory, Taipei Arena, Taipei Art Park

and Zhongxiao Xinsheng MRT station. Not content

with this, the organizers plan to use billboards to inch

the project into various neighborhoods, just as

globalisation shrinks the world this exhibition seems

to wish to bring the same sense to the city - one

where the effects of the exhibition are never too far

from the ho-hum of daily life.

This year's curators, Manray Hsu (Germany/Taiwan)

and Vasif Kortan (Turkey) have taken on no mean

feat as they attempt to bring an exploration of a

myriad themes under the umbrella theme including

uban transformation in Taiwan, immigrant laborers,

borders, micro states, war, and global unrest to

mention just a couple. Hsu and Kortan have

commissioned numerous new works, as well as

asking artists to rethink previous work through the

filter of Taipei Beinnnal.

Far from a compact afternoon's wander round MOCA,

the exhibition will include performances, and the

rather mysterious sounding 'interventions' around the

capital. Spanish/ Dutch artist Lara Almarcegui plans

to make long lasting changes to Taipei's cityscape.

Through her interventions the artist will physically

change the environment at no 13 Lane 53, Qidong

St. She has also secured an agreement from Taipei

City government not to develop on a river island for

10 years. Which is quite an achievement considering

the speed with which new buildings appear across

Taipei.
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But back to " Free Beer". Somewhere along the way the curators commissioned Superflex from

Copenhagen to create a beer, which has been brewed in Taiwan by the North Taiwan Brewing

company (which, incidently, brews a rather nice range of white beers) called rather

misleadingly "Free Beer Taiwan". Before you get too excited the free stands for freedom. The

beer is brewed from a recipe held with a creative commons license and the whole process is

intended to question the system of IP and copyright.

In a further demonstration of the curator's ambition to reach out to the wider community with

the project "Free Beer Taiwan" will be available in a few bars around the city, including Mei's

Tea Bar on Yong Kang St (lane 43), Branches of Cafe Odeon (Shida and Gonguan), and

Bravo Beer in Beitou (Daxing St). A 330ml bottle costs around NT$170.

Keeping in the party spirit the opening party "Slurpee Revolt" is an afternoon of a good old

fashioned free gigs at the Taiwan Brewery (Taiwan Beer Factory) from 3pm tomorrow. Bands

on the line up include 88 Guava Seeds, Tizzy Bac and Go Chic. The space, a hanger adjacent

to the Taipei Beer Factory Bar (which sells super cheap, super fresh Taiwan beer of all

descriptions) provides both shade from the sun, should it deign to come out, and shelter from

the rain, should it (as seems more likely) decide to bring on the proverbial cats and dogs.

With a bang-up-to-date theme, imaginative use of the city scape, six weekend's worth of free

film screenings (see page 24) and let's face it, the fabulous idea of printing beer bottles with

the immortal words "Free Beer Taiwan" one suspects that this year's Taipei Biennial is going to

be a rather attention grabbing fun filled ride, albeit a thought provoking one. As the curator's

statement states art may not hold all the answers, but its not a bad place to start off a dialogue

about these issues which have become omnipresent across the globe.

Whether contemporary art is your bag or not, admit it, you're probably going to end up taking

part in Taipei Biennal 2008 just by trying to get your grubby mitts on one of those rather cool

bottles.

Taipei Biennial

Go to www.taipeibiennial.com for full progam listings.

Entry into museum based exhibitions is NT$30 for adults, NT$15 for students

Taipei Fine Arts Museum

181 Zhongshan North Rd. Sec. 3,Taipei

Nearest MRT: Yuanshan

Slurpee Revolt http://revolt.taipeibiennial.org/

Taipei Brewery (Taiwan Beer Factory)No 85, Bade Rd, Section 2, Zhongshan district, Taipei

Nearest MRT: Zhongxiao Xinsheng (exit 4)

Orecchiette with greens are a signature

dish at Antichi-Sapori in Montegresso,

Puglia, Italy

Miami Herald

 

 

 

Have Your Say :

We welcome your comments on this and other stories. Comments are submitted for possible publication on the

condition that they may be edited. Please provide your full name and suburb/location. We also require a working

e-mail address – not for publication, but for verification only.

 

 Post your feedback

 

 

Submit

 

Tainan Taiwan Beers
Pool Darts Satellite-TV
www.hangout-tainan.com

Taiwan Hotel
Reservations
Discounted Rates, Wide
range All Locations,
Instant Confirm
www.asiatravel.com

Flight to Taipei
Cheap Fares to Taipei
from Singapore. Book
Now & Save!
OneTime.com/Taipei

 

Advertisement

 

More TAIWAN News Stories

APEC official denies visit related to Taiwan's APEC candidate 　 2008-09-30

"Asia urges action on US bailout as shares plunge 　 2008-09-30

"Asia urges action on US bailout as shares plunge 　 2008-09-30



9/27/08 1:59 PMTaipei Biennale Revisits Globalization - ARTINFO.com

Page 1 of 2http://www.artinfo.com/news/story/28736/taipei-biennale-revisits-globalization/

Courtesy Taipei Biennial

Superflex’s “FREE BEER TAIWAN”

(2008)

Photo by Susan Kendzulak

Internacional Errorista, “We are all

Errorists” (2008)

 
Taipei Biennale Revisits Globalization

Send a letter to the Editor

Courtesy Taipei BiennialLara Almarcegui, "An Empty Terrain in the Danshui River, Taipei" (2008)

HOME | COLUMNS

ART FAIRS & EVENTS

Taipei Biennale Revisits Globalization

By Susan Kendzulak

Published: September 26, 2008

TAIPEI—One third of the world’s biennials take place in Asia, and of

these, Taipei’s is one of the oldest. It began in 1992 by showing local

painting and then, two years later, sculpture, but it was not until  1998

that it became an international event, when Tokyo-based independent

curator Fumio Nanjo curated a show called “Site of Desire,” which

focused exclusively on artists from Taiwan, China, Korea, and Japan.

Two years later, the biennial established a paradigm still used today: A

committee from the Taipei Fine Arts Museum, the biennial’s organizer,

chooses a reputable Western curator, who then selects a Taiwanese

curator. This year the committee selected Turkish curator Vasif Kortun,

a veteran of international exhibitions in Istanbul, São Paulo, and

elsewhere, and he chose the Taiwanese-born, Berlin- and Linz-based

independent curator Manray Hsu.

The 2008 biennial sees several changes from previous editions. The

start date was changed from November to September — the biennial

opened September 13 and runs to January 4, 2009 — to allow it to

coincide with the other Asian biennials that have banded together

under the umbrella title Art Compass 2008. Also, for the first time, the

biennial includes works installed off the museum’s premises, at the

Taipei Art Park, the Taiwan Beer Brewery, on a digital screen at Taipei

Arena, in a Mass Rapid Transit station, and in an abandoned lot. In

addition, several independently organized events are taking place

concurrently, including a conference co-presented with the Dictionary of

War; the Urban Nomad Film Fest, which provides free screenings of

independent films with a focus on social activism in the region; and

“Taipei Drift: International Workshop for Art Academics 2008,” a

student/faculty workshop organized by the Taipei National University of

the Arts and featuring participants from around the world.

What has not changed is the biennial’s theme. As in 2004 and 2006,

the organizing principle is the catchall idea of “globalization.” According

to the curator’s statement: “The 2008 Biennial deals with a constellation

of related issues arising from neo-liberal capitalist globalization as seen

in Taipei and internationally, such as urban transformation, the dire

circumstances of foreign labor forces, divided nations and micro-

nations, permanent conditions of war, ecological collapse, global

unrest, as well as opportunities for change. These issues are

addressed through do-it-yourself practices, humorous approaches, and

idiosyncrasies.”

Of the 47 artists and collectives in the show, 32 are from Europe

(including Turkey), eight from Asia, two from the U.S., one from

Australia, one from South America, and two from the Middle East; 10

are female. Needless to say, the viewpoint is predominately male and

European. 

Upon entering the museum’s lobby, viewers are greeted with cutout

figures and paper strewn on the floor from the Argentine art-activist
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figures and paper strewn on the floor from the Argentine art-activist

group Internacional Errorista. There is a mural spray-painted by

anonymous Taiwanese graffiti artist Bbrother, and the Taiwanese

artist Wu Mali, known for her work that empowers local communities,

has planted vegetables on the museum’s premises to highlight

sustainability and green practices. But most of the works are videos, on

view in dark screening areas with sofas. 

Scottish artist Roderick Buchanan’s two-screen projection pits the pro-Irish Parkhead Republican Flute Band

against the loyalist Black Skull Corps of Fife and Drum. Wei Liu, the only Chinese artist in the show, is

showing a video of himself going to Tiananmen Square on the anniversary of the 1989 massacre and asking

people what day it is; no one wants to answer on camera. Videos from the Yes Men show them pranking CNN

and other institutions. Mario Rizzi’s riveting documentary filmed in Taiwan tells the stories of two women —

one Vietnamese and one Indonesian — who endured terrible arranged marriages to Taiwanese men. The

work is a testament to one of the negative effects of globalization in Asia: Many young women from Southeast

Asia join matchmaking services to marry Taiwanese men as a way of escaping poverty; some of the matches

turn out well, but others result in exploitation, indentured servitude, or prostitution.

The biennial curators also invited Vienna-based artist Oliver Ressler to curate an exhibition within an

exhibition. His “A World Where Many Worlds Fit,” which appears on the museum’s second floor, contains

works by 12 western artists and collectives documenting grassroots protests against the IMF and WTO in such

cities as Genoa and Buenos Aires. Christopher DeLaurenti’s audio recordings compiled during the chaotic

1999 WTO protest in Seattle saturate the room, while videos, maps, light boxes, and agitprop banners,

posters, and leaflets used by activists are exhibited as artworks. Dmitry Vilensky’s video Protest Match –

Kirov Stadium (2006) shows the heavy-handed tactics used by Russian authorities to quell dissent at the G8

meeting at St. Petersburg in 2006, and Ressler and Zanny Begg provide a 40-foot-long timeline of the modern

anti-globalization movement that began in 1999. 

Among the highlights outside the museum are Malaysian Wong Hoy Cheong’s digital images of Indonesian

and Filipino women installed in the Mass Rapid Transit station and Danish group Superflex’s “Free Beer”

project (the beer, available for purchase at various Taipei venues, is free in that its recipe comes from a

Creative Commons license [a nonrestrictive copyright]). Spanish artist Lara Almarcegui made two

interventions in the city: One involved having a concrete wall that surrounded an old-style Japanese house

torn down; for the other, she secured an agreement with the city government that it not develop a small river

island for 10 years. The work’s idealism is unfortunately undermined by naïveté and a lack of familiarity with

the local culture. What she doesn’t know is that in Taiwan, if the government wants to reclaim land, it will, as

residents of Taipei’s squatter/artist community Treasure Hill know only too well.
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 The 6th Taipei Biennial, organised by the Taipei
Fine Arts Museum, is curated by Manray Hsu
(Germany/Taiwan) and Vasif Kortun (Turkey). It
will take place between 13 September 2008 and 4
January 2009.

The Taipei Fine Arts Museum is the main venue
established for the Taipei Biennials. This year,  the
event also includes projects in the Beer Brewery,
on the mega-digital screen at the Taipei Arena, in
Taipei Art Park, at the Zhongxiao Xinsheng MRT
Station, and an intervention at No.13, Qidong
Street. The Biennial will employ a number of
advertising boards in the city as well, spreading
the exhibition throughout different neighbourhoods
and bringing the project into view when least
expected.

In addition, upon the invitation of the curators, the
artist/activist Oliver Ressler presents an exhibition
within the context of the Biennial titled "A World
Where Many Worlds Fit", that is dedicated to
resistance movements.

The Taipei Biennial originates from a constellation
of correlated themes all connected to neo-liberal
capitalist globalisation. The threads of
investigation in the exhibition include urban
transformation in Taiwan, circumstances for
immigrant and illegal labour, mobility, borders,
divided states and micro-nations, permanent war
condition, ecological breakdown, global unrest,
and the opportunities for change. All these threads
are processed and witnessed through do-it-
yourself practices, individual stories, and humour.
While art does not provide answers, it has the
capacity to reflect on these issues from multiple
angles, to work with different forms of enquiry and
determine when to focus on individual moments.
As with the approach of the Biennial, no story is
infinitely singular. Each area of focus is associated
with many other questions, for example, the
mobility of a tourist, a temporary worker, or a
foreign bride are certainly not the same, not even
similar. Towards this end, the Biennial has been
commissioning as many new works as possible, or
asking the participating artists to rethink and adapt
previous projects in light of their presentation in
Taipei. There will also be existing works presented
in juxtaposition to the new ones. The exhibition will
include thematic compilations and farcical and
biting videos.

There will be performative works and interventions
in the city, some of which will be documented and
reconfigured in the exhibition venues. The Beer
Brewery, a site that has been through an extended
process of transformation from its inauguration as
Taiwan's first beer factory (a production and
distribution site built during the Japanese
occupation), to a state monopoly that involved the

 13 September 2008 - 
4 January 2009

Press preview: 
11 and 12 Sept. 2008

Opening 
ceremony & party:
11 September 2008

Curators:
Manray Hsu
Vasif Kortun

Special section curated by
Oliver Ressler

List of artists
47 participants

Venues:
Taipei Fine Arts Museum,
Taipei Art Park, Taipei
Brewery, Zhongxiao
Xinsheng MRT Station,
PDP in MRT, Taipei
Arena / Taipei Screen
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occupation), to a state monopoly that involved the
privatisation, re-branding and finally relocation to a
site outside of the city centre. While the factory's
history can be read as a classic example of
shifting states of use in any post-industrialised city
in the world, the exhibition is interested in seeking
the nuances and specificities found within the
general. The brewery's daily operation will
continue during the exhibition run, and its space
will be utilised as a real place rather than an
insular exhibition zone.

Parallel programming includes a conference co-
presented with the Dictionary of War that takes
place on October 24 and 25, 2008; a film
programme related to the themes of the exhibition
co-hosted by the Urban Nomad Film Festival; and
in collaboration with Taipei Drift, an International
Workshop for Art Academics, 2008.

By means of these projects the curators and
artists will explore the diverse opportunities that
this Biennial is capable of creating and responding
to.

(Press information provided by the organizers)

>> Print version
all the information

Organized by

 

Contact:

Taipei Fine Arts Museum
181 Zhongshan North Road
Section 3, Zhongshan District
Taipei 10461
Taiwan

Phone: + 886 2 2595 7656
Fax: + 886 2 2585 1886

Email: info@taipeibiennial.org

Website: www.taipeibiennial.org/

Press Contact: 
Juillet Lu
Phone: + 886 2 2595 7656 ext.111
Email: juillet@tfam.gov.tw

 

 Note:
The facts have been compiled from information of the organizer.
We do not assume responsibility regarding the correctness of this
information. See the Disclaimer.
Gerhard Haupt and Pat Binder, Universes in Universe
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Taipei Biennial set to
begin

‘FREE BEER’: Part of the art

festival includes a beer made at the North
Taiwan Brewery that addresses copyright
issues and is sold at various venues in Taipei
By Mo Yan-Chih 
STAFF REPORTER 
Wednesday, Sep 10, 2008, Page 2

The 2008 Taipei Biennial, one of the largest exhibitions
of contemporary art in Taiwan, will run from Saturday
through Jan. 4 at the Taipei Fine Arts Museum and other
locations in Taipei, with artists from 26 countries
addressing themes concerning globalization in their
artworks.

The public will be able to view a remote-controlled car
dancing along to music on the large screen in front of
Taipei Arena and find artwork, including a new brand of
beer called “Free Beer Taiwan” produced by Danish
artist group Superflex in cooperation with the North
Taiwan Brewing Company.

The group will invite visitors to join their beer-brewing
project — part of an international project that offers the
recipe free of charge to anyone who wishes to produce
“Free Beer” — and discuss the issue of intellectual
property rights.

Besides the beers displayed in the museum, a total of
8,000 bottles of “Free Beer Taiwan” will also be sold in
venues including Cafe Odeon, Mei’s, Booday,
Caffehands, Luguo Cafe and Bravo Beer, Taipei City’s
Cultural Affairs Department said.

One-third of the world’s biennials take place in the Asia-
Pacific region, and the Taipei Biennial is one of the more
respected and prestigious as it is international in scope,
the department said.
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Department commissioner Lee Yong-ping (李永萍) said
the exhibition this year will not be limited to the
museum. The public will be able to find art in public
places in Taipei such as the Chien-Kuo Brewery,
Zhongxiao Xinsheng MRT station and Taipei Artistic
Park in Zhongshan District (中山).

A total of 47 artists will participate in this year’s
biennial.

Manray Hsu (徐文瑞) from Taiwan and Vasif Kortun
from Turkey are joint curators for the exhibition, the
department said. 
This story has been viewed 627 times.

Copyright © 1999-2008 The Taipei Times. All rights reserved.
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Three Turkish artists at Taipei Biennial
Contemporary works of art by three Turkish artists are currently on

show at the Sixth Taipei Biennial in Taiwan. Organized by the Taipei

Museum of Fine Arts, which is the main venue for the biennial, the

event runs Sept. 13-Jan. 4, 2009. 

Works by 47 artists from

26 countries are on

display at the biennial,

where Turkey's Burak

Delier presents his

installation titled "Counter

Attack: The Intervention

Team," at the Taipei

Museum of Fine Arts. The

museum also hosts Berlin-

based Turkish artist Nasan

Tur's mixed media

"Backpacks." Photographs

and video art by Turkish-

German artist Nevin

Alada! are featured at the

Taipei Arena.

Co-curated by Turkey's

Vasıf Kortun and Taipei-

based art critic Manray

Hsu, the concept of this

year's biennial is made up

of correlated themes all

connected to resisting

neo-liberal capitalist

globalization. The themes

explored through exhibitions in the biennial include urban transformation

in Taiwan, circumstances for immigrant and illegal labor, mobility,

borders, divided states and micro-nations, permanent war condition,

ecological breakdown, global unrest and the opportunities for change.

The curators said the biennial has commissioned as many new works as

possible or asked the participating artists to rethink and adapt previous

projects in light of their presentation in Taipei. Side events include a

conference co-presented with the Dictionary of War that takes place on

Oct. 24 and 25, a film program related to the themes of the exhibition

co-hosted by the Urban Nomad Film Festival, and an international

workshop for art academics. 
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A Sugar & Fat Free Review of Taipei Biennial 2008:   
(When) Global Attacks On A Local Paradise 
 
ADNAN YILDIZ  
 
 
a) Taipei City Context and Curators’ Approach 
 
After landing at the Taipei International Airport, on my way to the hotel, I was listening to my taxi 
driver’s choice of program which apparently was broadcasting the morning news in Mandarin. All 
I understood was the same word being repeated in English and a country name (“America”). 
Probably the reporter was talking about the financial crisis, which is the biggest since the Great 
Depression of 1929: “depression, depression, depression.” Even if it is a global “depression” that 
is closing in on us from every point of the world economy, it did not so much depress me at that 
moment. In fact, I kind of liked the way it was becoming a pastiche of itself, as in a Dadaist 
performance. It may be a global depression but I was in a local paradise.  
 
At that time, maybe because of jetlag and cultural disorientation, I had not realized that this small 
incident would come back to my mind during my stay in Taipei visiting the Biennial show. 
Travelling into the capital Taipei by taxi, moving from the suburban outskirts into the center, I had 
a chance to watch how the urban sprawl has been changing Taipei’s face throughout different 
sections of the city: here some abandoned houses and factories, there newly developed housing 
estates, and old gardens making way for apartments… Old letter types and logos faded away 
between bright signs of led lights, huge advertising and mobile companies’ billboards.   
 
Since the 1950s Taiwan has grown from an agricultural country into the model of a developing 
industrial society. Since then, the island state has seen many changes and transformations. 
China always casts its powerful shadow over the country, and whilst America is Taiwan’s chosen 
ally against this threat, Japan is influential on its industry and fashion business; Taiwan was once 
heavily Japanized and there are still many from the older generation who speak fluent Japanese. 
Expanding into an urban city within a short time period, Taipei has experienced all the challenges 
of transport, tourism, and the service industry. Moreover, it is developing its own synthesis of 
global identity, following the track “think globally and act locally.”  
 
Taipei Biennial 2008, which is curated by Manray Hsu and Vasıf Kortun, aims to present a large-
scale panorama of today’s neo-liberal capitalist globalization through diverse positions and 
statements. Bringing together 47 artists with their projects that have either been commissioned or 
re-adapted, the Biennial looks at global issues in their specific local context. In their statement, 
the curators underline that Taipei Biennial has always been embraced by the citizens of Taipei, 
and their primary aim was to create a platform for local people to generate a collective public 
discussion, which will hopefully continue after the show closes rather than focusing on an 
international/professional audience as a reference as so many internationally recognized 
Biennials do.  
 
This is the Biennial’s working strategy in terms of the links between the organizational structure, 
its budget and target audience who pays the entrance fee. Taipei Biennial is organized by Taipei 
Fine Arts Museum (TFAM) as part of its official program. A majority of the Biennial’s installations 
and events take place at the museum.  
 
Kortun and Hsu have developed an interdependent structure in the city between institutions and 
individual projects, and this structure has already triggered a discussion through one of the pieces 
in the show: Jun Yang’s proposal which asks an interesting question, “How ____ a contemporary 
art center ___ in Taipei?” for a city, where the local art market has already begun to connect with 
the international market. It is clear that the Biennial audience is not provided with a “happy meal 
menu” show with a “tops of the pops” artist list, but an exhibition, which is primarily based on an 
honest and natural relationship with the city. The audience is included in the discussions 



throughout. This strategy turns into an efficient starting point where the show not only works for 
the local audience, but also for the professional/international art scene. Moreover, the context 
sensitivity, which this approach produces, covers the whole map of the show and creates a 
ground for the audience. As mentioned before, most of the installation is staged at the TFAM, 
however the audience can easily forget that s/he is in a museum setting since the installation is 
smartly penetrated into that context; rather than an institutional representation, it is more like an 
alternative form of discussion about today’s economical and political spheres of liberalism. That’s 
why it is not only for the audience, but also for the global players to see how transparent it is as a 
ground.   
 
At the end of the day, the Biennial in Taipei happens to be as the curators wrote in their text: 
“every situation is specific”.  
 
b) The Exhibition Guide as a Tool of Democracy  
  
The exhibition at Taipei Fine Arts Museum (TFAM) is the heart and soul of the Biennial program. 
From the entrance of the museum to the second floor the works are positioned as open-ended 
discussions and reflexive proposals. A collective from Argentina, Internacional Errorista, 
welcomes the viewer with an installation that looks like a stage for a demonstration, or what is left 
after a real one; papers on the ground and moments from the memory; politicians, politics, and 
public voters in the public space. The term Internacional Errorista is conceived from The Errorists 
that first appeared as a protest group during the visit of George W. Bush to the Summit of 
Americas in Mar del Plata in 2005. This performing art practice continues its process just after the 
action in the lobby of the museum, taking over the ‘empty’ public space, which is run/rent/sold by 
state money. How you define “museum” and think about its relation with economy and state also 
engages you in a discussion about the way you perceive the state economy: a) as a capitalist 
form of control, b) a national power that keeps the borders, or c) a trans-global entity, which 
transmits its local values into market dynamics. The collective not only questions the audience by 
their absent presence but also provides a persona, which could be also reflected again and again 
on the audience, for them; the audience is given a stage where they can perform their virtual 
citizenship in their own understanding and experience their possible participation in any 
demonstration they have been, a) as a demonstrator, b) as a member of the police force, or c) as 
a speaker.  
 
The multiplicity of shadow identities creates a silent comedy in the space like a sort of 2008 
version of Dante’s The Divine Comedy. The installation also makes the museum staff more 

visible in the lobby when they move. Instead of seeing them as usual in an institutional emptiness 
like a sort of Matrix background the audience now sees them as figures on a stage of shadow 
characters. For instance, as far as I saw, almost all the museum guards were middle aged or 
elderly, fewer men than women who sat at their desk all day, drinking green tea with a social 
smile and dressed like stewardesses or stewards. In this installation, where everything looks as if 
it is a stage for a Brechtian play, that looks like the two dimensional characters are aware of the 
presence of the audience and the other characters in the museum as guards or hosts, these 
attendants all looked like “aged” flight nannies for First Class kids; as if you were a child of six or 
seven and you have flown too far into the atmosphere, where the air staff on the plane has aged 
and you also have become adult. The Errorists play with your imagination in a delicate manner of 
transforming an institutional space into a possibly real but conceptually artistic experience.  
 
Seso Sedlacek’s Beggar Robot is the second stop in the show. Passing it, the robot moves its 
hands towards you—like a beggar—since it has sensors and the hands move like those of real 
beggars on the street. This work is about how humans are becoming robots on the streets in 
order to survive, “public space animals” that try to survive by selling the most private aspect of 
their life, their misery. This robot in the museum is also like a proposal; Sedlacek suggests that 
“by applying do-it-yourself strategies and participating in open source and common goods, we 
can create a more inclusive environment for the growing number of people who feel excluded, 
disposed, or simply unsatisfied with the mainstream.” This robot is allowed to enter to a museum, 



which a beggar—under normal conditions—cannot enter; they cannot pass through the security, 
which is manned by police officers paid by the state. Nasan Tur’s Backpacks comes next, with 
videos that show public space actions and bags, which are used/to be re-used for these actions. 
They all create a conceptual imagination; invisible “tourist” profiles; artists, curators, audience as 
tourists—mobile entities in the public domain.  
 
Shaun Gladwell’s videos are also about actions, but he appears (or performs) in his pieces with 
an abstracted style of movement; they are urban expressions (on a motorbike or a bus) as 
poetically beautiful statements. Lene Berg’s video piece Stalin by Picasso or Portrait of Woman 
with Moustache, a delicate film episode about art history and politics, is about a drawing by 
Picasso. The drawing is produced on the occasion of Stalin’s death and commissioned by Aragon 
for Les Lettres Françaises. The historicity of the discussion about artistic freedom and political 

ideologies is the reference point of the artist as a contributor to the Biennial. Berg reflexively 
staged a historical example with a conceptually designed storyboard or a desktop film, which 
fictionalizes an experiment done by Picasso during the Cold War. Focusing on one drawing, she 
created a discussion about what an artist can/might/must/should/shouldn’t articulate through a 
political party (in this case the Communist Party) or another public media. Roderick Buchanan’s 
video Here I am that simultaneously shows two bands marching next to each other complements 
Berg’s work: one video calls for the removal of British heritage in Ireland, other is for preserving 
the British heritage.  
 
The show gains momentum in the following sections where it becomes clear that a globalist point 
of view is being challenged by new politics and critics in the public space, as in the form of site-
specific intervention by Lara Almarcegui or an investigation on border control by IRWIN. It 
continues with artistic reflections: Christodoulos Panayiotou’s archeological research of “ready-
made” images from Cyprus turns into a site-sensitive slide projection installation; Mario Rizzi’s 
film, which is about two foreign women (an Indonesian and a Vietnamese) in Taipei deconstructs 
the orientation of the context of the biennial and tries to create a balance between diverse modes 
of Orientalism, and Self-Orientalism; and Bbrother’s wall painting (for/in a museum) as a  graffiti is 
organically connected to Cheng-ta Yu’s documentary videos of his public space intervention on 
the street. 
 
Some artists helped me to sort out Burak Delier’s Counter Attack, a decoratively designed 

documentation of a social intervention (or another neighborhood project), a temporary public 
installation in form of a huge banner—installed with the participation of the schools and a young 
community—over the houses of Shijou Community. The work is based on the sad story of Shijou 
construction workers who worked on the contemporary architectural projects Taipei 101, and 
whose houses now are on the brink of destruction. The banner carries the words “We Will Win”. 
The statement was written in English as the banner was “speaking up to the heights”, thus 
communicating directly with airplanes, skyscrapers, and others (big brothers) who control and 
watch us from above (as a counter attack). But there was a question: “Who decides what to say 
for whom?”  
 
An artist who is also showing in the Biennial, Jun Yang has answered my question: “What to say 
was already decided before getting on the plane to Taipei, so it was like a closed discussion, how 
can you speak for these people just after staying one week or ten days in the city? A generous 
gesture and a brave heart? If he were a local artist doing this, then it wouldn’t be such a nice 
story on the museum wall…”  
 
On the second floor, the exhibition continued with a video-based surface which reflects a wide 
variety of video content ranging from diverse artistic to activist approaches. The presented artists 
such as Nevin Alada!, Ziad Antar, Anetta Mosa Chisa and Lucia Tkacova, Nicoline van 
Harskamp, The Yes Men all share critical positions as well as similar humorous tonalities. Katya 
Sander’s installation, a 3D visual experience positioned between the videos, shows the four 
different views from the museum into the surrounding landscapes; one is the real landscape to be 
seen from the window of the room, whereas three others show recorded material. The installation 



does not only function as an architectural stage but also interacts with the other works in the 
show as a research-based, site-specific installation. This makes for the most interesting twist in 
the show: a formalistic and site-specific approach that ends up with a critical transformation of its 
own context, extending its conceptual approach and opening a virtually distorted panorama for 
the viewer who looks at it through a museum perspective. The distortion of perception is 
complemented by the illusion of the exotic, namely Kuang-yu Tsui’s Invisible City: Taipari York 
which reproduces international cultural heritage such as the Eiffel Tower or the Statue of Liberty 
and puts them in a Taipei context, thus transforming them into  local everyday situations or 
teasers made of postcards.   
 
The second floor is composed of installation units; rooms host different project-based 
collaborations such as IAA, Superflex, The Yes Men etc. Various forms of presenting research 
and practice together, combining performance with documentary and interaction, create a vivid 
and dynamic platform that demonstrates how contemporary artists produce global strategies to 
get in touch with local realities. One of them is Superflex with a playful installation. They produced 
Free Beer for the Taipei Biennial audience and designed an alternative economy to make the 

buyer-seller relationship more visible (and at the same time maybe even more abstract) in the 
museum context in terms of its production, circulation and collaborative identity under the 
Creative Commons license.  
 
There is also an artist-curated exhibition at the Biennial, A World Where Many Worlds Fit by 
Oliver Ressler. However, the show is not as promising as its name but more or less a didactic 
scenario and a dry statement that makes it easy for the audience to anticipate the end of the 
story. So most likely, people do not keep watching till the end. Rather than taking a position or 
producing something political, it mostly shows people who are involved in political activities or 
engaged in a discussion. Allan Sekula’s slide projection meets with Petra Gerschner’s poster— 
and it cannot compete with the open structure of the Biennial, but becomes a representation of an 
old story: “Yankee go home”. There was one piece I could not part with: Mieke Gerritzen’s video 
Beautiful World, something like a moving version of a slot machine that churns out sounds, logos, 
messages, quotations and effects from global contemporary culture such as Twin Peaks or 

Antonio Negri, bringing about a world of controversy and allegory.     
 
The Taipei Biennial map includes a metro station, Taipei Beer Factory, and some other spots in 
the city. In my opinion, the show at the beer factory should have more material inside, or put 
differently, the organizers should make more efficient use of it as it is—both architecturally and 
contextually—the most challenging and interesting venue on the map. Instead of stuffing the 
museum space with most of the pieces, Taipei Beer Factory (Taipei Brewery) might open a new 
contextual and open frame for some of the works like Nasan Tur’s Backpacks or Superflex’s Free 
Beer. At the point when it starts to trigger the visitor to look at the factory again, the show 
suddenly ends with an art historical gesture: Didier Fiuza Faustino’s installation that provides a 
chance of experiencing Yves Klein’s legendary proposal from 1960, Leap into the Void. Definitely, 
the beer factory needs more input. 
 
The Madrid based collective Democracia’s monumentally beautiful and politically poetic 
installation, including a multi screen projection of a film about the demolition of El Salobral in 
Madrid, creates a unique environment that puts ghetto life in a contemporary context and leaves 
a very strong impression. For me, a question like “What is the end of globalization going to look 
like in the neo-liberal capitalist societies?” has become more and more apparent and dominant 
during my walk between The Errorists and Democracia. While the first serves more as a parody 
of public space, redefining it as “the territory of power”, the second is a lyrical epilogue about a 
real situation of legal terror which turns into a homage to the people living in the ghetto.  
  
c) Global Hell and Local Paradise    
 
Taipei Biennial has been developed as a reflexive and a critical discourse against the mainstream 
politics of today’s neo-liberal society. Globalization means more than a factory in China shutting 



down because they cannot sell their denims to Americans any longer who, in turn, start to lose 
their jobs because of the financial crisis, since the American banking system, which is based on 
borrowing and consuming, also effects the Chinese markets. If America is not going to buy all 
these consumer goods anymore, since they can’t pay back their credit card loans, then what for is 
China going to produce all these products? To whom are they going to be sold? The global crises 
also decode the global traffic of capitalism, which has been organized on the condition of buying 
and selling without any logic. But this is not the whole story; globalization also means that a 15 
year old girl who works for 60 cent an hour at that denim factory also borrows money to be able to 
buy pills that help her stay awake during her night shift. How can any economist explain this? 
How the global economy attacks the local paradise is the real story.  
 
In one of his early writings, Walter Benjamin reflected on capitalism as: “Capitalism is a religion of 
pure cult, without dogma. Capitalism has developed as a parasite of Christianity in the West (this 
must be shown not just in the case of Calvinism, but in the other orthodox Christian churches), 
until it reached the point where Christianity's history is essentially that of its parasite—that is to 
say, of capitalism.” In a nutshell, what he emphasizes is positioning capitalism as a religion that 
he focuses on the pure cult without any dogma. Capitalism needed a kind of common optimism, a 
general believe in its promises of happiness and liberty. Moreover in a time of a major economic 
crisis, this always reduces the "gloriole" of capitalism and of economy and along with this process 
neoliberal arguments about deregulation as the way to universal troubleshooting are loosing their 
power of persuasion. That is why the local territories, which still have some of their traditional and 
moral values, beauties, and patterns (that have not been transformed after capitalist revoltion) 
look like a local paradise... where you can escape from the harsh capitalist models, but at the end 
find the most direct and wild face of it.      
 
During my visit, Taipei Biennial has sounded like a melody for me, a melody that stays in the 
memory, sometimes fragile, sometimes disturbing, but always real. All the time I remembered that 
the new world turns around money and capital, and then there is no sun for free. The Biennial as 
a show is a generous attempt—not stuck in its ambition, audience, budget and borders, but also 
aware of its limitations and edges. It has a lot of stories for its audience. Let us keep in mind: It is 
not easy to be generous in a world that the official global language belongs to buyers and sellers, 
they are the ones who rule.  
 
 
 
INTERVIEWS WITH ARTISTS  
 
Bbrother 
 
Adnan Yıldız How do you think showing at Taipei Biennial will (or has) influence(d) your practice? 
 
Bbrother Well, it is the first time that I am shown in a museum as a "graffiti writer". When you 
paint on the street at night with a bag of 12 spray cans and a climbing rope, it is just a matter of 
being busted or not. However, when you are in a museum, you have to deal with many other 
things, such as curators, executives and your audience which is, you are in the system now. To 
me, graffiti is an unrestricted way to express myself, to speak to different people in unexpected 
ways. Being in the show, you can only choose "one way". Your audience has been selected and 
they are already trained to see your work as an art piece. I think, showing at Taipei Biennial 
reveals the contrary roles of being an artist and being a graffiti writer. 
  

 
 
 
 
 
 



Cheng-ta Yu  
 
Adnan Yıldız How do you think showing at Taipei Biennial will (or has) influence(d) your practice? 
 
Cheng-ta Yu It is a great opportunity for me, especially as I am still a student. It gives me a 
wonderful experience to work with international curators, artists and a museum as well. It is a 
good start for my art life and I treasure it. 
 
AY How is the local audience responding to the Biennial and particularly to your work in this 
context? 
 
CY I googled some blogs about 2008 Taipei Biennial and found lots of responses from the local 
audience who seems to like it very much. This exhibition shows something about Taipei in a 
humorous way; it makes people realize what the works really say and what the idea of the show 
is. I am also happy about getting some positive feedback on my work. Lots of people told me that 
they watched all of the videos and loved them. Especially on the weekend, people have to line up 
for watching my videos. Really unbelievable! 
 
AY What does the Biennial mean for Taipei? 
 
CY The most important point of Taipei Biennial is not publicity for this city. I think it is a good 
event for developing the artistic practice in Taiwan. Taiwan is a small island in Asia, and 
particularly our art history is not too long. The Biennial is a standard for art people and provides a 
new vision for Taipei. In this respect, Taipei Biennial 2008 did really a good job for Taipei. 
 

 
 
Kuang-yu Tsui 
 
Adnan Yıldız What does the Biennial mean for Taipei? 
 
Kuang-yu Tsui The First Taipei Biennial was cutting-edge among Asian countries and the sort of 
show that helped promote the city. But later the focus transferred slowly towards the quality of the 
Biennial itself. Now it finds its position again. Of course there is some competition between Asian 
countries, but it seems to be meaningful to built a platform and connect Taiwan to other artists 
and put it in an international context.  
 
For example, this time you can find that many technical resource and education systems as well 
as the art community in Taipei are involved in and supporting the Biennial. It is a good opportunity 
for both sides (especially for local ventures) to engage and know what is happening inside or 
outside Taiwan. Maybe this is not true for all participants and locals, but it is still something 
valuable for some. I do not expect local or international artists could really react to this Biennial or 
Taipei City, but what matters is the process of people communicating with each other. 
 
 
 
 
 
 
 
Adnan Yildiz (b. 1979) is a curator and a writer. He is also co-editor of Muhtelif, an Istanbul based 
contemporary art publication and co-founder of Good Gangsters (www.goodgangsters.com and 
www.bigfamilybusiness.net). He studied psychology (BA, Bo!aziçi University, Istanbul) as well as visual arts 
and culture (MFA, Sabanci University, Istanbul) and later participated in Curatorlab/Konstfack, Stockholm, a 
research based curatorial residency program (2006-2008). Currently he travels back and forth between 
Berlin and Istanbul for projects that are mostly based on fiction(al space) and audience.  
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All too often, international stopover curators 
pay little heed to the intelligence of the home 
audience or art community. But the 6th Taipei 
Biennial paid respect to its location by presenting 
works fresh to Taipei and integrating a significant 
number of local artists and concerns. Biennial 
curators sometimes forget that the home crowd 
may have existed for years without recognition 
beyond their own region, and therefore might 
have high hopes for the exhibition to produce a 
critical dialogue noticed at home and abroad. But 
word on the street in Taipei was positive, which 
dampened my initial scepticism about the focus 
on artists already associated with the curators.

Like many recent biennials, this exhibition was 
essentially ‘about’ the host city. Curators Manray 
Hsu and Vasif Kortun imagined their exhibition as 
an enquiry into the neo-liberal redevelopment of 
Taipei in the time period since the launch of the 
Biennial in the late 1990s. Taipei is the world’s 
principal producer of Internet router and modem 
technology, and is prospering accordingly. As 

6th Taipei Biennial

Ziad Antar
Wa

2004
Video still 

seem to be in place: in her handover briefing with 
the technician the director laconically remarks that 
unfortunately this year’s acquisitions budget has 
already been used up. What has taken place here? Is 
the exchange of roles in effect merely staged, or is it 
actually affecting the institution’s infrastructure with 
incalculable results? Ultimately it’s impossible to tell 
whether or not such a risk was ever really taken.

One might ask, however, if it really mat-
ters whether the exchange of roles was actually 
sustained in everyday working life during the entire 
run-up to the show. It should suffice that the story 
in the film is convincing. After all, Jankowski’s work 
to date has focused more on questions of belief 
between artist and audience. He has often delegated 
the realization of his works to specialists in faith: 
a television astrologer made prophetic predic-
tions about the artist’s life and work (Telemistica, 
1999), and a professional public speaker delivered 
a fitting eulogy for all the artists short-listed for a 
prestigious art award (Congratulations, 2000). The 
recent series of commissioned paintings, ordered 
by Jankowski from Chinese copyists (China Painters, 
2007) also bring together belief, prophecy and art: 
photographs of the unfinished shell of a Chinese 
art museum supplied a backdrop against which 
the painters were asked to paint their ideal image 
of a future exhibition there. In these delegations 
Jankowski is able productively to test both his own 
role as an artist and that of his accomplices in the 
context of economic and media frameworks. Unfor-
tunately, in Briefing the artist largely fails to reflect 
on his own activity.

It is true that a few of the ideas proposed by 
staff members in the film were actually realized in 
the exhibition. An African artist, a friend of the new 
curator’s from the cleaning staff, was allowed to 
hang several of his brightly coloured canvases in the 
show. But when the protagonists are followed into 
situations that reveal nothing but their shortcom-
ings, the humour is not subtle any more and be-
comes cynical. The museum’s new funding manager, 
actually employed as a caretaker, is hopeful of 
securing fresh money as he sets off for a meeting 
with the sponsorship department of a well-known 
fashion company. But the caretaker’s communica-
tive skills quickly fail him, and after a few minutes 
his interlocutor from the PR department shows him 
the door with a mixture of professional friendliness 
and veiled discomfort.

The exhibition catalogue perfectly highlights the 
project’s dilemma. The freshly appointed director is 
allowed to pen an amusing foreword, and the new 
curator conducts a brief interview with the artist, but 
then the game is over. Obviously the ‘actual’ director 
could not refrain from adding an afterword in form 
of an ‘erratum’ note. As usual, the ‘former’ curator 
and several ‘former’ curatorial assistants exercise 
their defining authority over the meaning of the art-
ist’s work in a number of essays. Jankowski’s attempt 
to turn an institution’s working methods on their 
heads, at least within the parameters of his own 
art work, gets lost somewhere between a parody of 
business consulting and scripted reality television.
Burkhard Meltzer
Translated by Nicholas Grindell
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societies grow financially they tend to cede their 
menial labour to migrant workers, and the situa-
tion in Taiwan is no different. A number of works 
in the exhibition addressed the fate of immigrants 
from Indonesia, the Philippines and Vietnam who 
bear that burden. This was one of the Biennial’s 
enlightening aspects, as discourses of migration 
in art tend to concentrate on east-to-west and 
south-to-north movements, obviating east-east 
and south-south economies. I was unaware that 
mail-order brides or human sex trafficking were 
so prevalent in Taipei until I watched Chicken 
Soup (2008) by Mario Rizzi – a documentary 
video shot in Vietnam about a young Vietnamese 
woman forced into the sex industry in Taiwan (but 
who managed to escape home). 

The more widespread topics of urban rede-
velopment and encroachment of private interests 
on public spaces are addressed in site-specific 
projects located around the city such as Lara 
Almarcegui’s An Empty Terrain in the Danshui 
River, Taipei (2008), aimed at saving an inner-city 
wetland; Burak Delier’s Counter Attack: The Inter-
vention Team (2008), a protest against shrinking 
indigenous community housing; and Jun Yang’s 
Contemporary Art Centre, Taipei (A Proposal, 
2008), which promulgated the establishment 
of a contemporary art centre in Taipei. The 
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Giuseppe Gabellone’s art is always somewhere 
else. With a deft sleight of hand, his sculptures 
leap between dimensions, collapse into photo-
graphic images or, like a rabbit from a hat, 
re-emerge into life. Gabellone’s ontologically 
uncertain work has a specific heritage trace-
able back to the Land art of the 1970s, which 
inadvertently flattened vast clumps of Utah 
desert by the simple action of depressing a shut-
ter release. Robert Smithson’s massive Spiral 
Jetty (1970) on Utah’s Great Salt Lake is really 
a film; Michael Heizer’s spectacular hillocks 
appear today, squashed like daisies, between 
the pages of coffee-table books. Sculpture today 
must contend with photography’s unmatched 
powers of storytelling; the object’s traditional 
mnemonic purpose as memorial or epitaph has 
been usurped. Sculptural monuments, we might 
conclude, are doomed to obscurity, to squat and 
rot in far-flung places. 

Gabellone acts as a counterforce, siphoning 
power back into the sculptural carcass. In an 
untitled work from 1997 the artist encased an 
entire stretch of street – car, pavement, barrel 
and nearby wall – in robust steel plating, as if he 
had followed the logic of car wheel-clamps to its 
most absurd conclusion. This, not coincidentally, 
is also the brutish logic behind civic monuments: 

Giuseppe 
Gabellone

Finl Copy  2.23 Nov 17

Biennial’s principal venue, the Taipei Fine Arts 
Museum, housed works by 43 of the 47 partici-
pating artists and artistic groups. The temporary 
walls within the museum were left raw or unfin-
ished, producing a déshabillé effect. The show 
was divided into two thematic sections: the major 
part of Hsu and Kortun’s exhibition; and a section 
curated by Oliver Ressler, ‘A World Where Many 
Worlds fit’, a display of archival material and art 
works produced via artist-led social activism and 
focusing on actions conducted at the WTO, IMF, 
WEF and G8 summits since 1999. Fortunately, 
the curators included enough politically oriented 
work in the other part of the exhibition to avoid 
making Ressler’s contribution seem ancillary.

 There was also enough humour throughout 
the Biennial for a productive coexistence of 
comedy and realpolitik. Humour is too thin on 
the ground in most biennials, even in Taiwan, 
a region well known in Asia for its comic turn. 
Luckily it was in evidence here: the best-known 
Taiwanese slapstick performance artist Kuang-
yu Tsui presented a new multi-channel video 
installation Invisible City: Taipari York (2008) in 
which domestic soap operas are played out in the 
shadows of architectural icons (the Eiffel Tower, 
the Brooklyn Bridge), which are later revealed to 
be reproductions of these monuments, located in 
Taipei suburbs.

In their respective videos, Turkish artist Nevin 
Aladag and Lebanese artist Ziad Antar compose 
DIY electronic music and home videos of rapping, 
break-dancing and singing. Aladag’s video Family 
Tezcan (2001) reveals that African-American 
street culture can be a potent source of self-
transformation for a Turkish family displaced in 
Germany. Antar’s combination of two children, a 
Casiotone and one note could easily be a chart-
topper; titled Wa (2004), the video shows the 
kids with their synthesizer, singing ‘Wa’ instead 
of ‘La’. Both of these works reveal that talent and 
self-belief, even when possessed by six-year-olds, 
is potent enough to trump the excesses of Pop 
Idol and MTV, and provide a giggle. Dialectics 
of Subjection #4, Anetta Mona Chisa and Lucia 
Tkacova’s video of two Russian girls in their 20s 
lying in bed in their pyjamas discussing the rela-
tive sexiness of world leaders, is not your average 

yardstick: ‘George Bush’s eyes are too close 
together and he looks like a monkey. Tony Blair’s 
alright but his ears are too big. And as for Prince 
Charles his eyes are even closer than Dubya’s and 
ears bigger than Blair. Putin is just alright …’ It’s a 
refreshing reminder that the Internet generation 
doesn’t believe in what it reads and sees, despite 
the best efforts of makeovers and ‘spin’.

Malaysian artist Wong Hoy-Cheong installed 
Maid in Malaysia (2008), a pristine suite of light 
boxes, in a downtown MRT station (the new 
Metro system symbolizes Taipei’s regeneration). 
It is hard to distinguish Wong’s light boxes from 
the regular commercial product – especially 
the one at the station’s entrance advertising his 
‘0800-Super Maids’ from Southeast Asia (with 
requisite free-dial and Internet listing details), 
depicting a smiling child tucked under the arm of 
a flying and caped domestic crusader. The light 
boxes at platform level are more narrative than 
advertorial, each one showing another amazing 
service that a ‘super maid’ can provide for your 
day, ranging from the prosaic task of getting 
your child to school on time to the heroic act of 
disarming a group of gun-toting burglars. In this 
image, even the husband stands cowering behind 
his ‘super maid’. There’s the rub: economies of 
exploitation are emasculating and represent a 
failure of self-respect. One hopes that Taiwan-
ese commuters are now wise to the fact that 
affluence and progress, such as the MRT that is 
endlessly celebrated on each station’s plasma 
screens, can generate some social ills – and 
contemporary art has a role to play in raising 
social awareness. 
Simon Rees

Lara Almarcegui
An Empty Terrain in the 
Danshui River, Taipei
2008
Mixed media
Dimensions variable

Giuseppe Gabellone
L’Assetato 

(The Thirsty) 
2007

Iron
Sculpture: 120×42×22 cm
Pedestal: 80×112×112 cm
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