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Treating Boundary Substance in Virtual in 2017 as a chapter to be included in
Magazine to Ash, | propose a spatially constructed method of existence through
the photo book B-5 Project. Like a machine that can temporarily convert time,
the ideal shape of production obscures reality.

— Liu Ho-Jang
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Editors' preface

Brown Sugar

A substantive space is regarded as a ready-made object. The fermentation of

flour occurs in time and of temperature -- a mutual correspondence that gives
rise to a variety of breads. And hence, brown sugar is a pretense of skin color.
The steamed buns sold at sunset market, is always referred to as brown sugar.

Paper Made Background

I often use poster paper as a background for photographing merchandise for
online stores, basically as a green screen to provide background removal
option.

The Shape of the Rainy Season

Writing the shape of the rainy season unto its origin --

Oceans without beginning, waves without end.

From a genesis in perpetuity, gushing and churning into nothingness --
All fall into the time of aperture.

Bench for Gallery

Under the conditions of two seating installations, I advocated elements
essential to a gallery, if only as recompense for a momentary sense of
emptiness.

The Way of Average Focus

There are no wasted miles wandering in the studio,
Almost a gallery, accumulating balmy sunny afternoons,
Utilizing deep focus mode in the digital camera,

they are casually placed arbitrarily within the space.
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Magenta 25 Off

This is a production of a Feldman Lumber (2011) light box. I attempted to
display the construction’s order of assembly in the unseen interior of the box.
The main structure of the light box has been established on the cement wall of
the workshop. The image on the back of the acrylic backing has been secured
to the body of the box with metal rings. M25 is the coefficient of the lens filter
used to adjust the green wavelength in the fluorescent light which cannot be
perceived by the human eye, while this light box accomplishes illumination by
way of a 6500K light tube.

Time is Grinding 01

Time is Grinding 02

A monochromatic expansion of color. I believe in the definitive expression
of color negative film, honed by sludge. It does not necessarily convey the
sharp color scale of images, but grinds out a uniformed residue from the
coefficient of the accumulated deposit.

One-Eighth

The sculptures on the base layer of the aluminum panel of the work Your Disk,
My Practice from the series Brother Museum (2006), which comprises of a
wedge that is an eighth of a circular disk, have continued to fragment each
time the work is transported. This ought to be its final form. The unpolished,
protruding object, similar to the washed granolithic workshop floor tiles, leans
against the wall and collects dust.

Studio adjacent to Lotus Field

We can recall this as farmland that has been cultivated in good time. Zhong-
Jie’s workshop, adjacent to the lotus field; Ah-Tai also worked here for a time.
This was once the site of a chicken coop, and now, the discussion is on this
friendship built on chicken manure.

The Second Tower

I imagined the ghost money burner named B-5 (Wu Zhong Group) at the as
the first tower, and the Goldsun cement processing plant as the second tower.
These are the two elevated edifices in my area. The first, an implement for
incinerating paper, has been entrusted with faith; the other builds civilization
at the cost of mountains and forests. The first creates ashes with fire; the other
creates solids with water. Is this a purely productive machine? There are no
highs or lows in this area for the so-called towers.
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H. Marcuse

A light fixture that provides absolutely no light is titled Marcuse. He is
represented by the natural illumination of the lamp, which also represents
my tribute.

Master Glue #105

Please provide a kiss of time and humidity in the gluing process, and enable a
swaying motion to describe its rationale within an impermissible focal length.

To Frame a Darkroom’s Door

Profile of a simulation; image reproduction; imagination duplication; meta-
framing.

Cheng-Te and Bunker

Defense is created through the 360-degree rotation.
Not speaking of deviations in the climate,

but an active vanishing

that embraces a depleting dash.

Fu-Kuei Cape

East of East Lake, South of South Lake : Lighting Calling

The horizontal axis of the camera’s cradle head attempts to conjure light on
site, a day after the TransAsia Airlines plane crash. The desolate interweaving
of the south and east, the misty rain permeating the air, in the ripples left in
the ships wake -- time loses its human form.

Incorporated

A door taken from my previous studio was left on the rooftop exposed to the
sun. After some weathering, its interior sections reminded me of the texturing
effects in brush and ink paintings. Captured through single-flash photography
with the white background serving as a fill light, but accidentally exposed
when the film holder was prematurely taken out.

B-5

Originally a ghost money burner held in place with metal sheets, they later
found a bricklayer from Neihu to construct it using adobe.
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Lease from 2012

Carefully zoned leased-land fully committed to the future,
a not-distant future for fragmented land,

reflecting under brilliant sunshine.

The glass could possibly be.

But the camera shifts the sunlight.

Morning Shards

Fallen objects placed at an unknown moment,
relevant to the blooming white

fungus nurtured by the space at mt. black.
There is no moment, no hour for the fallen.

Light in Day and Night

Unmoving --
An exchange of scenery under the slant of moonlight,
either dispersed or abundant.

Sherbrooke Forest

That year, he said: “People take pictures to bring out what is in their hearts,
but my stories intend to have others close their eyes.”

The Forest in the Way to Xiao Guanyin Mountain

A warm and humid forest is presented in an atmosphere of evaporation.

Manuscript

A method of producing an expanded manuscript; basic applications of a 4x5
camera. The first camera frames the subject. A second camera takes a close-
up frame of ground-glass screen.

The Garden on the Pond

Heaven’s waters accumulate in rubble, ripples of fertile soil in the wasteland.

The Table Saw

A compilation since 1999.
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Wood Made Background

I measured the stage, hoping it would become something, but it did not
become something.

Listen to Sound of Splinter

This is a process of cutting glass using a flat nose plier. Taking this pile of
remnant materials that have lost their original function, I’ve made a functional
transformation. Using the diameter of glass cut by diamond saw blades and
motor oil incomplete in the original metal base, I've trimmed the protruding
circumference of the glass in pursuit of a specific modification. I made a
sound recording of the process using directional microphones and ear-phone
jacks of the audio recorder in order to construct a possible focal point for
listening, and a spotlight to reveal the progression.

B5-1-2-012

Within the prototype of blown glass, excluding the conditions of the
steel-mold press; this is a body adrift in oceans that condenses light,
restoring a breathtaking serenity.

Powder Decoration

Diffusion--
Said to be a luster of micro kernels.

B5-1-2-016

One Half

Studio Photography for Expanding Noise

That moment when light strikes! These ghosts are not born of multiple
exposures.

Bubble

Light from the Underground



101 Sand Sea 114 Untitled

Before mt. black was rented out, the collapsed part of the ceiling had been Where youth stands it seems to diverge.
patched up and smoothed with plaster. After five years of moisture, the steel It takes the barren space in a barren park.
reinforcements within the structure began to corrode and pushed up the plaster A site--

fill. I hammered out the original shape in the ceiling, and the water stain from territory of memory writing.

a leak where the wooden wall partition meets the floor boards became a
memory of the ocean’s edge on dark rainy days.

102 Expired Hair Gel

Initially it clogged the drainage hole,

that catalyzed colloid unable to dissolve immediately. 121 Highly Specialized, Ultra Compact, and Wide-Angled Yeh Wei-Li
Sticky and difficult to cleanse.

Stealing light in a sealed pipeline.

A string of bright stars trail behind. 129 Index

104 1946 - 1958 130 Glossary: B-5 project Edit/ Chen Szu-Han & Lee Jo-Mei

Walking on the roof-top terrace one night, a recently repaired waterproofing 174 Ma-Ga-Zi-Ne ( BSft#Wg ) Fang Yen-Hsiang
construction was illuminated by lights from the nearby bus terminal. The grey

walls seemed a suitable substitute for the 18% grey card used to calibrate

lighting in photography. Hence I used it for calibrating an exquisitely 184 About the Author
constructed aluminum camera to demonstrate the camera’s superiority in

reflecting light in the nighttime. I've been using the camera since 2010. 188 Participants

106 Brother Betel Nut Shop and Cable Repair

When I began writing these words the Brother Betel Nut Shop had already
relocated, and hence...

108 Practice a Falling Drop

Work clothes require cleaning after a period of time. It isn’t a stringent
cleaning requirement. I would throw it into a bucket, the same bucket used for
mopping the floor, and pour in various residual or expired body soaps and
scrub it arbitrarily. It is wrung out to dry, with water still dripping.

translation / Yvonne Kennedy

110 The Dumping 4cm Plywood

Will re-design--

Will re-adjust--

Will re-breakthrough--
Will re-construct--
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EDITORS' PREFACE

A wisp of a dust bag. This collection of photographic works represents a visual archive that documents
the B-5 Project and Liu Ho-Jang’s (Ah-Jang) artistic practice undertaken at the mt. black studio since
2012.

We've spend the past year corresponding, continuously dialoging, working and spending time with Ah-
Jang in an effort to get closer to and to better understand this project. We visited Chan Shih-Tai, Chin
Cheng-Te, Liao Chien-Chung, and Yeh Wei-Li’s studios, and through discussions with these friends, we
attempted to hammer out, approach and comprehend this space, this individual, and this project that
has been on-going for the past five years.

The continuously augmented and endlessly evasive photographic archives at mt. black have been
catalogued and ordered according to Ah-Jang’s poetics. We attempted to reinterpret every inch of Ah-
Jang’s labor and every fragment of his thought to compile Glossary of the B-5 Project, where 35 glossary
terms become an index of clues to and mutual reference for the images. The book includes two essays:
Wei-Li ‘s writings on Highly Specialized, Ultra Compact, and Wide-Angled that detail his familiarity

with Ah-Jang after sixteen years, and his questions that still persist; and Yen-Hsiang’s novelesque

essay Bt FIE (Ma-Ga-Zi-Ne) which constructs a parallel virtuality to the B-5 Project that extends
toward contemplations on factories, capital, labor, aesthetics and the identity of an artist. This book of
photographic works represents a phasic archive of the mt. black where images and text mutually point to
an accumulating and intersecting imagination. Details and meanings that have been scattered into the
depths of the images are detected by finding silken threads in a continuously interrupted linear reading,
and by listening to words external to the work that cannot be accurately grasped.

Chen Szu-Han & Lee Jo-Mei | mt. black | May 2017

translation / Yvonne Kennedy
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Lantern Slides, Treasure Hill Tea & Photo Project (THTP), photo by Liu Ho-Jang, 2004
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RERBBIRRAE » B 2R3 & 2E37 - 2004 -
Treasure Hill Tea & Photo House, photo by Liu Ho-Jang & Yeh Wei-Li, 2004

HIGHLY SPECIALIZED,
ULTRA COMPACT,
AND WIDE-ANGLED

Yeh Wei-Li
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From:"Wei-Li Yeh" <hakka@septemberly.com> | Block Address | Add to Address Book
To:"Ho-Jang Liu" <hojangliu@yahoo.com>
Subject:your work
Date:Sat, 22 Dec 2001 12:25:33 -0500

Dear Ho-Jang,

Thank you for showing me your work last week. I am very impressed with
the

work that yvou have created over the past few years. Again, I want to
reiterate that the formal gualities of your work show a fine resolve.
The

seamless and beautiful fusion of graphic design, sculpture, and
photography

in your work is something rarely achieved.

In thinking about your work in the past few days, various questions
arose in

me. The following is a list of such things, they are in no particular
order

of importance:

1. Why plaster your studio floor? Specifically, why this material? Why
not

mud, or grease, etc.. Is it the industrial? or artistic medium
reference

that you are pointing at, I am not sure. Or is it just the graphic
quality:

the white brilliance, the cracks and fissures this material creates?
Does it

fit with your theme of beauty in the ordinary lives and moments easily
missed. This act(the pouring of plaster over one’'s living space)} is so
deliberate that it forces the viewer to decipher its meaning.

2. The insects contained in the plexi boxes, again, is a beautiful
piece. It

is both poignant and beautiful in its execution. The encasing of the

insect

acts to encapsulate a deeply personal memento but at the same time the
theme

of life and death, the relative distance in between, provides a
universal

resonance. Though, I was puzzled by the wooden saw-horse that you
decided to

place the plexi boxes on. Why a saw-horse? Why a saw-horse that is so
well

made? Somehow it seems extranecus. Largely because the insects are so
poignant.

3. I like the photograph of the typing of the airplane flights. It is
conceptually interesting with calculated clarity. Though I wonder if

Yahoo! Mail Page 2 of 2

the
blurred object in the middle of the photograph is necessary.
4. I guestion the role of the body in an artwork. It is a subject that

I am

know little of. I wonder how you would place your work in the history
of

art. Since it is one of the most recognized elements in an ‘artwork.’
And

more importantly, the image of the author, their own figure, in his own
works.

5. In reference to the idea of the ‘figure’, I also wonder how much
this has

to do with Taiwan. How is the figure used over there: in the context of
art,

politics.

6. I like the radiator piece, its site-specificity, but if I spend much
time

thinking about it. It is only clever. Not much else.

7. I wonder what it means for you to create a spectacle in your studio;
is

this the role of the artist? When an artist is given a space to ‘do his
thing', does one feel compelled to ‘wow’ his audience.

8. #7 makes me think of theater. What do you think about that as a
medium?

I hope we will have more time to continue this discussion. These are
just

some things that I can recall right now.

My best to your wife and daughter,

Warm regards

Wei-Li
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I met Ho-Jang and his wife, Shun-Wen, and their newborn baby girl Ivy in Brooklyn, New York City, at a
party given by a fellow Taiwanese artist in the spring of 2001. The email printed on the previous page was
an informal response to a subsequent meeting with Ho-Jang during which he showed me his work via three
sheets of 35mm slides, sixty images in total. Two months after writing this email, I would return to Taiwan,
not knowing then that it would be a permanent relocation. Ho-Jang would continue his journey in the States
for another year.

Reading this letter after all these years, some questions I had back then remain the same, though now the
photos are new. In 2001, Ho-Jang was still attending graduate school at Queens College in New York

City. I was working full-time in the Digital Department at Getty Images. Feeling as though I was an elder
photographer of sorts (I nis hed an MFA in photography four years earlier), I felt compelled to give feedback
to a fellow Studio Art graduate student going through his studies. At that time, there was a certain affinity I
held for him; I did not know many Taiwanese people at the time, he was a year younger than me, and it was
rare to meet a Taiwanese photography graduate student. I had called the US home for 20 years and I couldn t

speak Chinese then, so we communicated through very broken English.

Seventeen years later, I got to know most of the details about this person, his preference for shoes, cars,
photography and carpentry equipment, his family, his artwork and the methodologies behind it, his life
more than quite possibly anyone in his home country of Taiwan, including members of B-5 Project.

The second child of three brothers, Ho-Jang began his art education very early in life. Art classes began at
ten years of age, rs t drawing and ink painting, then calligraphy. Formal art education began at eighth grade.
Later, preceding college, there was national art technical high school for gifted art students. Then he attended
the rs t art university of Taiwan majoring in sculpture, there were years of stone sculpting in college, then for
reasons unknown, he decided to continue onto graduate school focusing on photography.

It is impossible for me to separate the maker when looking at this group of photographs, as Ho-Jang must
have known when he asked me to pen this essay. When I think of Ho-Jang in general, I am always reminded of
2004, when we sustained an intensive, yearlong collaboration at Treasure Hill in Taipei. By intensive, I mean
there are situations and experiences shared that hold over for the rest of one s life. No, they dont actually hold
over: they change the way one thinks down the line.

I will outline here a few key points on our intensive collaboration. One, at Ho-Jang s suggestion, we
purchased a camera together in 2003, which we continue to time-share to this day. The main reason for this
purchase was to utilize it for commercial photo jobs that we would try to pick up together, this was a camera

specic ally made for photographing architectural interiors. It is a beautiful machine; highly specialized, ultra-

compact, and ultra wide-angle 4x5 camera system. The body is Silvestri, made in Italy, the lens a 58mm
Schneider, from West Germany. We purchased it new and I still have the bright red packaging box that holds
this camera. Ho-Jang made many photographs in this portfolio with this camera. Two, we created the Treasure
Hill Tea & Photo Project (THTP). Our work at Treasure Hill involved the renovation of two abandoned
working class homes into a tea/reception area, photo studio, darkroom, and classroom. Six rooms, two houses.
It was a collaborative and collective practice that aimed to explore the relationship between private artist
studios and their engagement with the community at large. We were drawn to the possibility of an artistic
practice that could be made as transparent as possible to the greater public. Three, we participated in the

2004 Taipei Biennial. The scope of this commission work was bigger than anything either of us had done
individually prior to this event. Through our proposal, we convinced the Taipei Fine Arts Museum to fund

the most challenging and complete works of photography & text / interactive sculpture / alternative media /
documentary work t he kind of work that rarely gets realized anywhere. The result carved a path for the both

of us into the treacherous world of art.

After 2004, the practicalities of life really caught up with Ho-Jang. The birth of his second child, Fang-Ching,
in 2005, required that he face the urgent economic realities of raising a family, as if one child isn t enough. A
year spent at Treasure Hill with me pretty much used up all of his dreamtime of being an artist. We were dirt
poor, but I had no one to answer to, no parental pressures, no family. And I continued onwards at Treasure Hill
for two more years, holding onto the oating existence of an artist in this strangely foreign though intimate

land, until this project met its destructive end

Looking back now, Ho-Jang amassed a crazy collection of full-time jobs that lasted for various durations.
First, there was a tenure at a monthly magazine publication. A Taiwanese publisher acquired Playboy
Magazine licensing, and Ho-Jang became its photography editor and in-house photographer. This lasted just
a year until the magazine folded. There was a few-month stint at Apple Daily News. Soon afterwards, he was
hired full-time as an art and design professor at a technical college in Chiayi, a four hour commute to Taipei.
This lasted four years, at the end of which he was the department chairperson. How this came to be I don t
know, I just can t see Ho-Jang as a chairperson of any department. Ho-Jang is an artist in the surest and purest
sense of the word, and a very introverted one at that. I substitute taught one of his classes for half a semester
when he was accepted into an artist residency in New York in 2010. My brief experience in Chiayi let me
know why he did not stay there in the end. Students strolled in and out of class, slept and snacked on turnip
cakes and fried chicken and drank plastic bottled milk tea while I spoke

Once the school gig ended, Ho-Jang began to actively seek out public art commissions. This continues to the
present. He has been rather successful at it, though the commissions have become increasingly competitive
to get. The public is only so lucky to have someone like Ho-Jang to make its art. This is a highly trained
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practitioner with a broad range of understanding about medium, media, and materials and design and
presentation methods and solutions. But what is difficult for the normal viewer, myself included, to engage
with after experiencing the sleek outer form of the work are the rigorous conceptual gymnastic loops of inane
connections between life and art historical references that Ho-Jang expects the viewer to navigate.

The single most surprising thing when I look at this collection of photographs is how much 2004 would
change the way Ho-Jang conceives and looks at art-making and how much that year s experience would
manifest itself in his subsequent practice. The year would also lead to the parallels and intersections with my
own journey. This portfolio represents an eight-year period after 2004, including a four-year period in which
Ho-Jang occupied a studio in Xizhi, between 2012 and the present. It is a place he knows well, the site of his
birthplace, where he grew up, where his parents still live to this day. This studio, which he gave the name mt.
black as an oblique reference to the Black Mountain School, is rather an enigma for me.

This series of photographs does not abide by any traditional practice of photography in a conventional sense.
If intended as a series, it lacks any coherence in conveying a discernable narrative. Light-leaks, bad exposures
abound, color-balance problems stand juxtaposed with nely lit studio still-lives, black and white photos and
color photos approach each other with false intentions. An imbalanced number of photos depict the actions,
process, technical discrepancies of the act of photo making, as if Ho-Jang is posing questions and revealing

a continual suspicion of the act of mediation and the existence of photography itself. These questions and
suspicions move into broader terrains of deciphering the meaning of the creative process and invariably,
existence itself, and of its end result, or the lack thereof. This is a photographic archive of time spent in one
space, ve years to be exact, facing a de nitive end coming up on an indiscernible time. When looking at this
the assemblage of photographs as a whole, these facts and musings have no bearing on what the photographs
emanate, no matter how many anecdotes Ho-Jang attaches to each picture.

Inquiries aside, these photographs reveal an attention to the minutiae of all things spatial and material: interior,
exterior, random corners and crevices, dust, stone, glue, metal, light pr  ocess without end, craftsmanship
and technical expertise, spatial design and renovation solutions involved in and related to the tedious labor

of creation and production of art: the presentation of it, the storage and transport of it, the tools that shape

it, the damage that objects and raw material undergo and are transformed by. And later the aftermath, the
deconstruction and their subsequent digressions. What is artwork? How does it come to existence? What
mediums should be involved? What is artistic practice? What drives it? Who will be the readers? Does it
matter? What does it involve? What will affect it? And how? These photographs give no clue to the reader; as
if they are high denition jig-s aw puzzle pieces forming the textbook lexicons for his mt. black School, which

has no students because they have yet to be born.

As I pen this essay, Ho-Jang is pressing onwards with the exhibition coming up dangerously close in July,
this is his most ambitious and comprehensive project appearing on the largest platform of his career up
to date. A self-published artist book (which this text will appear in) will be produced before the show. No
photographic works of his will appear in the exhibition room itself. This is true irony, an ultra-intentional act,
as photographic work accounts for over two-thirds of Ho-Jang s artistic output for the past twenty years. Here
it seems Ho-Jang is forcing on us, and this photographic archive itself, yet another of his conceptual loops.
For the sculptures and installation and the photographs are inextricably linked in their depiction of the same
subject matter: mt. black and B-5 Project. Will the photographs in this book change our perception about the
art objects in the exhibition hall? What will the sculptures in the exhibition hall be without the book? And if
there is a constant thread that runs through this photographic archive, it is the continual questions posed and
challenges laid out about the role of the photographic enigma, which hovers over this long and tedious road,

as a burnishing tool to elucidate the mark of the hand that one can account for as an artistic life.

Yeh Wei-Li | Shui-Nan-Dong, New Taipei City, Taiwan | May 2017

(BB AEEER TF=5T8] (THTP)) 1 2004 =1b&F
RES » BT TR - B 5 EEIRA -

Installation view of Treasure Hill Tea & Photo Project (THTP),
2004 Taipei Biennal, Taipei Fine Arts Museum, photo
provided by Yeh Wei-Li
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In the beginning there would be four persons. Maybe ve. Just about as many as the needs of
the body. A farmer for food, a mason for housing, a weaver for clothing. To these let us add
a shoemaker and some other worker to provide for material necessities. This is how Platos

republic presents itself.

AN B LR MR EAE — BB > SR BOR I R AEH TS H ORI 2= IPE 2 —ME
HERIER ? —EERNEHE - SURHER - SR ElBEREN TEE - Dk
BB RYBIERN TSRS BEREAHDAERE - 08 - IBHEERR
FETEELN B ? 58V B EE - B BT GO0 i B 2R E H
HET -

Back when I used to share a room with my brothers as a kid I would imagine what it would

be like to have a room of my own. Does a writer s room, or perhaps the studios of Giacometti,
Bacon, Modigliani, the various different workspaces that I ve seen before represent a sense

of self-belonging that the individual has created through the placements, the colors, the
allocations of the objects placed inside? As an impressionable youth, my sense of self seemed

like it was gradually shaped by and taken to that speci c place.

2000-2002 4F AR AL FEATHART » FAERA Utopia M TIEE A E A KIEY) - Al
TREHERIEEER » 694 A — R B /KIRRIRE 5 5 2004 FHEEEEYT S 7F (ERBIERT
fHEE (THTP) ) - 2005-2012 F-(r B S HR g SEL » B8 — MR BRI ER
TRERSE cAERARIER TR E RS - TEEHEHER T —EEl X MR TN
frRAfR - Bk (e 2 M PRSI RO EE -

While attending graduate school in New York from 2000 to 2002, I placed alien plants in a
studio named Utopia, making it look like a site of ruins, and 694 was a darkroom with no
running water. I collaborated with Yeh Wei-Li on the Treasure Hill Tea & Photo Project
(THTP) in 2004, and from 2005 to 2012, I was at a studio named sickisland on Liaoning Street
in Taipei, with an unrealized window display proposal on my hands B  eing a place where art
and work are carried out, a studio is the manifestation of the artist s contending relationship

with reality, with me seeking to nd in the space the enthusiasm that had started it all.

| (EEREMWEAM) © BIEEE  Mw - BAFEE (Jacques Ranciere ) & o BIRAZHAR - 2014 B3 -

? Ranciére, Jacques. The Philosopher and His Poor. Trans. Andrew Parker, John Drury, and Corinne Oster. Durham: Duke UP, 2003, p.3.
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T | BFEMEIR 2014
Below | Backboard of a self-built light box 2014

ALEAET 1 #E mt black Z5fE 2013
Opposite Top & Bottom I Refurbishing work in progress at mt. black 2013
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mt. black

7~

BLACK HANDS

EHEE AL ER
OBSERVING THE
NEIGHBORHOOD

mt. black LRFTILTY IR EH T2 - — @SR E RS - 5 2012 FRHE0 -
b ot BT S AT T SRR AY BRI o 2R SN E R E W RE AR - RER
{8 P IR R RO AN B E 1 T SRR HE IR R AR & - 1E me. black T » PFEH—TH » H=
HUEE (B NS T - ISR ERIRLE) - R - Z2 RE(LBIE S 5 A R AR
AR -

mt. black is an old two-story factory located in the traditional industrial zone in Xizhi, New
Taipei City. It has been included in the blueprint of the area s urban renewal plan ever since

I began leasing it in 2012. The space is in a state of suspension, a pause in the midst of
conventional leasing logic due to uncertainties with its available time and the unexpected
ambiguity with the project that it is a part of, as the space gradually progresses towards a
future of collapse. I ve repeatedly refurbished, restored, and altered the space, waiting for the

urban renewal plan to start.

mt. FIRESE (&3 (17" BOMRET - Sl HIRERIESR ) - black BIRTF - mt. black fiLpET
BETHEERN > RSB AODTRFEEERES  DUILFEARKRIRE " BFH
ez ) HHEmARER

mt. in mt. black is short for mountain , and is used here to symbolize gathering inspired
by the mountain s image as a gathering mount, pile . black refers to black hands , a
colloquial term used in Taiwan to refer to mechanics, similar to the term grease monkey in
English. The name mt. black stands for the gathering place of black hands , and it is inspired
by the area it is located in, the Fude Industrial Zone which has a large population of working
class laborers.

EEREZNSHRERRT » FRZFESEHREZFIERR—A » BRREAETH
Peft > TRERGIEWAZE _FI=A  BHEBRHERT - A5 LUNGERERK - EHED
75 VEZE IR IR B A BRI LIRS A 2 IR B PORE  EEDBANESE
HiEE JHmERAEE 77 85 LS ERME - TR -

It is often the case during the initial phase of a traditional industrial enterprise that the person
in charge is the same person that is doing the work. Along with varying demands, a factory
might expand by hiring two or three more workers, including the occasional hire of temps or
migrant workers. I have, for an extended period of time, been using the conditions of operation
here as reference points for observing the neighborhood. To me, this economic model with

a small group of people working collectively to attain a level of self-satisfaction could be
betting ly considered as an independent original equipment manufacturer (OEM).

T | HuARAORREEEM 2014
Below | In preparation for sanding the floor 2014

= E VBERWE mt black lBARMMEERNRE 2012
Opposite Top | A view from mt. black balcony on the weekends 2012

T | mt. black EERIHIREINE 2012
Opposite Bottom | The front view of the factory before let out to mt. black 2012

135



136

I IEEMABBER 2014
Below | The daily studio cleaning 2014

L IFRERERME 2013
Opposite Top | Taking off the old wooden partition 2013

BT EEFEFE 2014
Opposite Bottom | Work in progress 2014

SSENFH AT T SRR  EEREE  SSERTERM - SIS DURE
AMER =R E ARG EEE I Wt - 55 A RRE - e FE I IFEER
FEEARRE o R BV ERE AR - [RIBRLISS SIpr )R EE R - (52 558)
HiE MR E G EREN T E ?

Inheriting their working-class status, workers exert labor in a short economic span in exchange
for something they are after. They don t seem to be given any compensation for their physical
deterioration and are at the mercy of capitalistic calculations and manipulations. In other
words, although there are different types of labors, laborers are not treated equally and are

not exempt from the so-called social hierarchy; the same holds true for the value they seek to

exchange for the labor they exert.

TERARSCI# REFIE M AR A—E DS BRI EE Y - B FaEsT
FErEAF RIS - SR EERR - DIRYOB IR L 7 HEE RS R AL
TS B 7 20 o TR AR T 0 2 EHAE £ AR RO AT IR T S5 BRI BE o DLERIT R AF A
ST BERNEZ TGRS ENRKNE PR S T REERENEME PR
JET AR BAZAY A B - —Lhyfels - —LbdEy  BIPT R A HAvGRE -

Under the customary ways of how modern civilization operates, as beings that move and

exert force, how could we counter the deployments dictated by differentiated divisions of
labor, quantitative system, and capitalistic plans? Opting a labor approach of manufacturing
objects of everyday necessities, I ve referenced the speci cations of local production to evoke
possibilities for engaging in parallel activities of local labor. With being an artist as my subject
identity and through self-differentiation, a maximum value for labor is proposed. With the
steps involved dissected in a comprehensive manner, I then begin imagining the possibilities
for the production process. The guerrilla tactics along with some exibility that [ have

acquired along the way have allowed me to achieve certain free, unrestricted conditions.

s 8 i B B AT R S 09 R B — W IR — s A o S DA
ERH S TR AU MR - W1 RS T S BRI IRSS - S AR
BERE R BEEARE L —AERe SERT LA BN - BT EEERE
R T AORTER M B R R B R TR AR - (ORI & AL R IE2 8 -
CIEFERED =/H ") B9EES  BREE A EI R AL E R PRI R F
TEETT 2R 2 E(CEEF BEAERE Y EMEE S ER T gk me - /K
HAER EASEER > 7 me. black 72 B P RE I -

The Chinese title of this project is derived from the name of a local community group, Xizhi
Wu Zhong Group that I ve discovered on Facebook while attempting to check-in in the

area. The objective is to attempt to use art to propose other ways of describing the concept of
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T TR (2014)  RERS
Below I Installation view of SOMANYBUBBLESINTHESKY (2014)

HL I mt black Z=EFEE 2013
Opposite Top | Floor plan of mt. black 2013

AT TEREH (2013)  FHERET
Opposite Bottom | Graphic design for Exhausting the Remaining Balance (2013)
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group, masses with regional associations. The project began by referencing a working-class
context, seeking to discover the art/labor capabilities that individual artists have inherited from
their generational relationships. I believe transformed spaces and inherited relative genes are
implied in these skills, and invisible modern systemized social implicit parameters are also
suggested by the invisible spatial displacement. The concept of mediation is proposed in the B-5
Project through the collaborative relationship formed with each artist during the production
process, seeking to use gestures of art to shape the localness through heterogenization and
tore ect on the social role that art holds locally. The everyday relational attributes of this
localness have sparked tangible imaginations for creative collaborations, which are still being

continued inside the space of mt. black.

B5-1 (EZEHE / ZIFEMERE (2013) )
(phzez)ss / BIFEMER (2014) )

B5-2 (FAZHIK / ELFERE (2014) )

B5-3 (WoimE / EEEMEE (2014) )

B5-4 (HlEEE / EEEMHERE (2015) )

B5-5 (AR / ZFEHEUEE (2017) )

B5-1 Exhausting the Remaining Balance / Liu, Ho-Jang (2013)
SOMANYBUBBLESINTHESKY / Liu, Ho-Jang (2014)

B5-2 1 Am Not a Lathe / Chan, Shih-Tai (2014)

B5-3 Refrigerated Abstract / Chin, Cheng-Te (2014)

B5-4 Expanding Noise / Liao, Chien-Chung (2015)

B5-5 Step Motor in the Forest / Lee, Jo-Mei (2017)

2012 &89 mt. black 2FFFBEERIRT - fEARBUERDAVERE T » EEEEM (E
JBE (2013 ) ) PEREA2ZR 25 MLl T Z AR (2013) | 24 1F A Bl 5 1 81 B -
EAAFEMATESR » AR AR ZRE T - RAE AL - 87 (A
H A7 A R R AT TR AV B B - SR E A T 9 A SR A -

mt. black was in a semi-ruin state in 2012, and driven by the ability to self-produce, the space
was transformed into a gallery for its inaugural exhibition, with the project kick-started under
the theme, Exhausting the Remaining Balance (2013). The experimental project was created
by simulating local relationships through self-actualization, with the remaining balance from a
public art project utilized for this production economy. Personal surplus and physical strengths
were exerted in the semi-suspended space, with individual public imaginations proposed for

the local setting.
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T I RBUSEREERR TOBIBE (2014) 4 15
Below | Installation view of Refrigerated Abstract (2014), Chin Cheng-Te's collection of military uniform

B IEGR (EFR (2017) ) sRiEE
Opposite | Photoshoot in progress of Manuscript (2017)

BGZREE  BEACRER  BHCREST  SElINERE - (B (2013) ) B %Jﬁﬁﬂ’g@jﬁ
BRI (7 5 10 R B E - OB A - IRSRBIITHEERE (L 4597 ) EWERE  RENCH FOR
R ZE MR RIARROVI O SRR SRR ST BT R - SRS BLR R LI - BTRITRYE g A ERY
BAEEREFAEERE > BT RV RRES - 2 B eama s T

i

The site exists in reality; the medium is ctional; labor exists in reality; the gallery is ctional.

This artwork, Gallery (2013), strays from the concept of artwork for exhibition/sale and is thus

liberated; it expands by creating a space to position the place *. The bench for the gallery

is a visible object; it is a labor practice carried out by the body, allowing for the concept of

the gallery to be established. The medium indicates the different manipulation I ve conducted

throughout the process; it is the invisible part of this visible object, which is why I refer to it

as ction .

PERIESUE THEENERE  FENWERRELAARE  ERCWEE T HE LRI I%E@
T BT BRI B2 - (R UE(FAT RN IR REEEEES - RS 4 MARCUSE
ERRRER - BRBREEEENIER Bl aea o mEs - L °

Fiction calls the facts by their name and their reign collapses; fiction subverts everyday
experience and shows it to be mutilated and false. But art has this magic power only as the
power of negation. It can speak its own language only as long as the images are alive which

refuse and refute the established order. ©

Tz Z)% (2014) 5 AR ERSEE S 5 Too Many Castles in the Sky » —# iﬁk‘?ﬁj?—z
R AR O AT ] HEROR A M S B IR - BT o OMANYBUBBLESIN-
THEWZE & > R SOEAN T K - TEAESR LI VI 2 BT - B L SRR A Ho 2R THESKY
AvEEZeials i AR ~ A O R B B - AR R - S FRUS B R B e
S B E A YRR B » A A BB R IRRT IR » L EE R
The exhibition title, SOMANYBUBBLESINTHESKY (2014), is derived from the song Too
Many Castles in the Sky by the band, The Rose of Avalanche. This song that tells of the
conundrums with life and love reminds me of people s dreams that are like castles, sometimes

clear and grand, sometimes out of reach. While taking part in maintaining life s practicality, I ve

TRBREY —ERS  ERAMBERHEARNEIERFRR  BIER "R, FENKRFEATENNARYE - o REBET - BEPHETE - G
BismiE - (BilrH) SMFRE AR - 2015 © B 137 ¢
* “_.the installation offers an opportunity to use the explicit introduction of subjective orders and relations among things in order to call into question at least
those orders that must be supposed to exist ‘out there’ in reality.” Groys, Boris. Art Power. The MIT Press, Cambridge, MA, 2008, p. 94.
S OMALE - BEEE  2liEE - (BREMA  BETEMSNEHAREME) - ZMHAR 0 2015 5109 ©
® Marcuse, Herbert. One-Dimensional Man: Studies in the Ideology of Advanced Industrial Society. Routledge, London, 2008, p. 65.
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ELTHEFEm 2012-2014
Chan Shih-Tai's sculpture works 2012-2014




T TERARBER (2014) 5 BENEZRIME
Below | Cleaning work before the opening of | Am Not a Lathe (2014)

AL TERAREK (2014) 5 RERS
Opposite Top | Installation view of | Am Not a Lathe (2014)

AT THRARERK (2014) 4 FHEREF
Opposite Bottom | Graphic design for | Am Not a Lathe (2014)

turned commodity production into one of the options, deconstructing, examining discarded
shing lights and turning them into a lamp. The labor exerted during the production process
has resulted in this focal turning point we see now, with these discarded objects gathered and

molded and their original sparkles recreated with the use of other lighting sources.

[& g BRI RS - HEAAE TFEATEMER - (BRI 40 2058 - BB AER NS
FiT FIHY 4000 FLOEE » B -FoRVERI 22/ < 4 4000 FLRYC TR 289 » R B i e BUBBLE
PR T PY R SRR HERR AT AT 5 HERR T AR R R - ORI E AR AN X 0 3L
AR il 205 REUETE -
Layers of overlapping glass forms are installed at the bottom of the elevator in the studio,
about 40 centimeters below ground level. Scattered in the 10-meter deep space are 4000-watt

shing lights that were originally used for attracting sh. The re ections on the surface of the
glass become nearly indecipherable by the naked eye as the 4000-watt light beam penetrates
through masking the sense of sight. With transference sentiments, photography is used in
place of en plein air, as illusions emerge on the path of light, and me, the creator of bubbles

and illusions.

HRELROESKE " TEEMY ) T EEER AR TR - S GRS ER ;HZZ:IEIIEEEE

FEH] - LR Ry R SR E ARG AT ARSI e S NEEDIERR YA | AMNOT A LATHE
ZIR(E MERE(L BEIERNEE Bl sOR SRR AT HEEANS

JAEZE 7 HH BB N 25 R LY Rt -

I see Chan Shih-Tai s work as an effective control that conveys Instrumental Reason °

through a medley of machines and tools, and also as a response towards social institutions

7 AMNOT A LATHE

expanded control. The surfaces, shapes, and contours of these sculptures are accurate

and precise, appearing like they were made by machines. It is hard to identify human
manipulations in them, with imaginations outlined by material heterogenization that exceed
beyond our imaginings. The artist treats the body as an extended ruler, and machines

transformed as the human body, with the sculptures the results of interactions between

machines and human behaviors. :
8 Febery 2014

T TTEEM, HENZERRER - 2IMES BILES  REEELHRERKRERSAMEMETNAIETR Bl —EEHEEE SRRt E=6NER
BEH -

® The critical theory, "Instrumental Reason" was developed by the Frankfurt School. It is referenced by Liu Ho-Jang to see Chan Shih-Tai’s creative endeavor
with machines and natural substances, implying that society as a whole is dominated by a one way system.
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T TRERE (2014) , EERS
Below | Installation view of Refrigerated Abstract (2014)

H— | TRERE (2014) , FHEES
Opposite Left | Graphic design for Refrigerated Abstract (2014)

B RIMRES GEZNEE (2010) ) HER TOBIRE (2014), REERS
Opposite Right | Liu Ho-Jang's photography work, End of Newtown Creek (2010),
installed in the exhibition, Refrigerated Abstract (2014)

BT R R e R IR PR R R B P =R S
BEER R R RAAE - BB SIS (8 R VG b BRAE T R A B F A AR B R S L T - A0 5 448
PR IR B BE R Y B AR 7 AR AR A B RORRIR 7 0 R B B B R
BURLSE W o DUETTHEREAVDIE] » DHE - PREIRD IS -

When a machine is manually operated, like being behind the wheel of a racecar, in a very
short span of time, being able to control the switch of speed, the accelerator, the space, and the
body are all critical for winning the race. I think this is observed in Chan Shih-Tai s creative
process and art works. How should the connection between a machine s rotating speed and
physical friction be controlled? How can the limits of the materials applied be surpassed?
Being in control of the push-and-pull, the exhalation and inhalation between oneself and the

machine is integral for the ability to cut and polish with precision and to minimize errors.

50 I B AR OB TR (T A B A 3 IR AV R E RN » B2 BRI T B P B B 1) 7
BUGfF - FREEIRAE N B A R AR R - B L RE T RIE I - IR (ER
Tl AT 52 BRA RRFR BT 1% RSB RS 1o B R (e TP IR [ R B B - JE R R
NHAZRNER - &5 T RIEAEERER - B E AR R A ERIE T -

I ve focused on the interdependent relationship between man and machine, relying on the
production techniques derived from the evolution of mechanical development or making
compromises on the applicable shapes and forms that machines and tolls could provide.
Before the limits are reached, Chan Shih-Tai and the tools move at an aligned pace, with
emotions and psyches silently transmitted forming an organic zone between man and machine.
This is the truth behind machine and man s reciprocity, which is different from the operational

model applied on the factory oor, leaping away from customs of capitalism.

Z A SLRE Z R MR B VEAE (IR T RE - W SR AV 1R R B S S - B
2005 fF45 » G HE R SCERERNET A8 - E28 )\ BB LR SR %I A A & A
R » N EREEZE  TAERBZMETT - EANERT B3t 0 MEEh A
HEGEN _REE MR EE  ERRMATERER L - EKREM
HOAE BB AR P N R B S A A g BEEC (T S B A 200 SR DALY 15 48
73 = e A S AL R -

The steles Chin Cheng-Te errected symbolized his hermithood in the mountains, and his
collections embodied the history we have forgotten. Starting 2005, Chin rubbed his calligraphy
onto stone bars, which were later carved by the tombstone carver on the hillside of Guanyin
Mountain; the steles errected to demonstrate Chin s spirits spread throughout the four corners
of this island. Deep down in his heart, it was no doubt his attempt to renarrate the space, like

ink washes spreading along the road he travelled on. According to the narrations and inquiries
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T TAOsIE L B&RIE 2015
Below | OUTOMADEA furniture 2015

A THMERE (2015) , FEEE
Opposite | Graphic design for Expanding Noise (2015)
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on the social media, which Chin excels at, rather than a form of metamorphosis amidst the

historical tide, his occupation was more like a sel ess liberation of history.

BRI R E R EOE R S5  BEREBIIE S IR IER R 2 EE/ T
B D) b P BB AU R AT - A ] DL — R BEE » R o (R % - FEM
R R ZE T B SRR 2 R4 7F 2 LR A E L RRAE RS 1S -

The base of Ching Cheng-Te was formed the same way a recycling facility would, with
boundaries as in nite as his collections, scattered or piled in a non-linear sense, illustrating
stories from the period of his infatuation. Anything picked up could be a piece of classic,

with endless stories to unfold. Amongst the packed yet rare ed air, much has become that

enthusiastic transference of creation.

TOREE (2014) |, A ZRBUER R DR BUE BB SRR - MR
T AR (EAERERESEE > SIS me black 1) T IR ) 2R - ZEEE A —TEE
VS PRESEECR 0 HEF PR B RS - AE T EER ) 22RO R o BT L
B R E I
Refrigerated Abstract (2014) is the summary of the forgotten archives of the cold war history
which Chin Cheng-Te had complied over time. With the temporary assembly of 25 steles as
an installation, it was erected inside mt. black, a space we call gallery . Such space is an

intermediate site , in which his steles dispersed toward historical sites where eld sampling
took place, toward the desolate wilds we have never even noticed, and gradually disappeared

from the space of a gallery .

1 TAMERE (2015) ; —fRT > RSB EM P M E R ARy T RE TR
BT B TAORIE ) CEAERSREAENRQ - fE B4 A R AR R
PEERTERIE - FHRETETHEICS » EEEBIEIR AL » DULrT (Ll " s
TR ) TR IE ATSRIEER « BORF LR B me. black FiFeh 77 S A pY B EL 2 —
TR LAE BEVERIREST - SOREMT B BEE R TR AT 6E -

Liao Chien-Chung has strayed away from his customary "Surface Engineering Method""" this

time, seeking for OUTOMADEA? to become a means of livelihood. Working in an untapped

IKz5eR
COLLECT

PAN
£a

ASSEMBLY

INEEE
EXPANDING NOISE

"E-RYeER TRELIRE, ERT - BEBER—ERARMNAN ERAEKEARRNEERY  REEEREREEENERNERRIR

HE - WEENRERBREECAFEL -
BiEEEAIRERME

“In this oeuvre named ‘Surface Engineering Method’, the artist endeavors to simulate the hypocritically deceptive reality by means of simulated models...All

these denote that in present world you recognize as much as you misrecognize.” Excerpt from the artist statement provided by Liao Chien-Chung.

2 Afurniture brand created by Liao Chien-Chung.
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™I F=EREEPER (LARRK (2016) )
Below | Lee Jo-Mei's work in progress, Mountain Stone and Waterfall (2016)

| BEEEE TA4OFIE ) WIER 2015
Opposite | Studio of Liao Chien-Chung and his furniture brand OUTOMADEA in Bali, New Taipei City 2015

territory between mass production and single-piece furniture, the furniture components

could be assembled and paired together, resulting in different arrangements and combination
possibilities. This Commercial Format with mass production potential is used to test

the waters of the market. In this exhibition, mt. black is treated as an economic model that
simulates the local production framework. With the artist s self-production capabilities applied

to seek out the possibilities of using art practices to connect with reality.

L DAEEAT AT S A 7 & B Rl 8k o AT 2 5 (R AEERIE LB S 24t » X
LABOR BEHEAENREZ— fEZlH:E’Jéﬂ’ﬁﬁ#ﬁBZEE@—@%J&%@T%%?QE@E%?ﬁ“:I ° R
EXCHANGE" b4 AVANCEN: D IR (o= oA (S D SR G LR A Wk - e S Ut e p 2o S (o
TR B DRI PGS ME AT AURY CBGB » HFJ2 1999 IR » IERF fth 7R ALY 6 (G HIHY
f% - EANEFAEN CBGB » &4 Patti Smith f7 5 " #1H 3 CBGB /& —{# #55 fr
UG RS HARRE » R R T B - ) BEEFE R R T IR R
BXEE  MEBEES > MIIEREGE(FA— SRR - REG IR ?
Artists in various art disciplines engage in endeavors of production, but Liao Chien-Chung
considers furniture production as one of the means of earning a living outside of his identity
as an artist, with our collaboration often established based on our mutual understanding and
in the form of guerilla-style mutual assistance and labor exchange. In Chien-Chung s studio
located in the rural district of Bali in New Taipei City and throughout our collaborative
production, we dwell in the margin of society, having come from academic institutions of
art. Chien-Chung and I met in CBGB, New York in 1999 during his brief time spent in the
city. CBGB is no longer, but as Patti Smith has said, she considers it to be more than just a
performing venue but a spiritual state, and nothing can compare to it. Those youthful years
accompanied by the sounds of new wave punk bands are still resonating within me till this

day, with self-production used by the two of us to form imprints from the days of our youth.

RS HEREN-AEGHL  REEVHEASNBE . 15 —EOHEERRESEN

TABLE SAW ARRE « %oSK T IINEE - BERBE(EB AR o ) REAE AL AU MR - PR (F IR A HOE
TEM - B/t ERBCER TN EEE R R - EREERERXHRELNEY)  EEM
TREAH - BR RECHE T —EHERENERT -

A state of substance destruction, deterioration, and growing dilapidation due to prolonged

¥ FIERERRENTEEET  RRERNSH  BYHARR « ANASEITR RTHN  MBEREMER "I, b - BRREXBRNERBL
L[ AR TEARR , MR AR

" “Labor exchange” is a tradition practice in Meinung, Taiwan. It is a mutual-assisting system with friends and neighbors taking shifts to help each other during
the region’s tobacco leaf harvesting season. The term was made widely known by the Labor Exchange Band, an independent Hakka music band from
Meinung.
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T BIFEER (BREMBE (2013) )
Below I Liu Ho-Jang's work, House Carpet (2013)

B TN (2017) 5 FERE
Opposite Right | Graphic design for Step Motor in the Forest (2017)

B BIMEES (BEWER (2010) )
Opposite Left | Liu Ho-Jang's photography work, Waste Management (2010)

use are observed on the yellow putty patches on this table saw. I ve repeated patched it with
auto body ller hoping to be able to cut smoothly with it and to avoid any obstruction while
constructing with it, trying my best to salvage its functionality and usability. This is an old
table saw from Chien-Chung, and it symbolizes the continuation of our friendship. But I,

eventually, had to buy a more stable one later.

B THEIT THAOHIE ) RVGEEN\ELE  REE T -RERHETR > LUK
HYRE FE A SRARHI SR8 A P et i 3 it O 1T A - B IR i
YIS AR B R ACE R Y B B RGN RE - PR R EE R R T
RERE LRI ERE - MR E BRI GSE T MM - A - EEAE - ERFD
BERTRECRAEEENES T -

I fabricated a photo studio backdrop for the OUTOMADEA furniture photo-shoot, using

hard wood instead of soft background paper, constructing it out of exible plywood. The
relationship between objects being photographed and the backdrop paper is often emphasized
in photo-shoots to produce clear depictions of the objects, with commercial photography

used to fabricate optimized messages. Images are often used to support brands, pro ts, and
commercial structures; however, the aspects that are more realistic are also being concealed at

the same time.

BT S B AR P S AE B B A SO B TR - B ECE Rt B R
FrEb sk - BRI RE - FSTDRUL - TE 5238 SCBUD RS A R B AR LS Y 1 B M s
B EREI SRR WLUSERERI SN E AT E - FEETAIE - TH
AR ) —RR (R G E) § o BB me. black FIHBEERE - —BARWRH
HYRE Po e R E 2yt HIBRAARY IR -
Perhaps based on her experiences in the forest, when Lee Jo-Mei involved herself in her
father s metal factory business, she did so by maintaining deliberate distances, sometimes near
sometimes far. In learning the ropes of her father s business operation, she tried to understand
the functional orientations of object manufacturing; in exploring market demands, she tried to
gure out how to merge academic art / ne art into the business for effective creation. In the
education blueprint for the B-5 Project, the un-activated darkroom would be the beginning of
the blueprint.

BHEM - FTLUER - HETE > LU - R LR FTLUES - BRI
FrLAS5 8 < AR » FTABFE ST - G T s ) BB ER N E - B BT
Z—— (HREEH) E M PR SRRnI B S e E R MR -

No base, hence simulation. No plan, hence appropriation. No production, hence imitation.
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mt. black FrESMNUERBHE 2016
A scene of cable-fixing from mt. black balcony 2016

B BHENEE 2014
Opposite Top | Installation at the bottom of the elevator 2014

AT 8B R 2015
Opposite Bottom | A broken light bulb 2015

No thought, hence labor. No narrative, hence wordplay. Quoting the concept of "mediation",
its function as a medium, a vehicle or a platform, as deployment for B-5 Project, and allow

assumed appearances brand new de nitions and descriptions.

PRI A T3 5K T 2 E AR 5 26 - PR A RUB B o T B AL TB AR AT Bl Btz 2 3 S E
PREIZAR - S SOE AL - RIRER - S O AT B RRAY B VR — PR BB [ - T
EVEAHEREE T A SER S - —EIREER - SUEEMRE - BR - K
BT TR 55 BRI R YY) g B R TR E R - ERERIVURIR TR mEH
Wi Y E R — R E - KOGERB R - G R R R KRR r5E
TER — SR IRA EEIRAVARE » (LA 2k -

Clinging to the edge of the emerging and prospering areas in Taipei City, the demand-driven

>

industries of gavel, asphalt and concrete thus took root, the nepotic prospering effect led to
the increase of land price, and the land price in turn re ected the change of the landscape. In
the meantime, consumptions in the city center continued to drive the recycling business. The
metabolic relationship of the old and new substances thus revealed the spirit of the landscape,
forming a cycle of replacement, or how the old is out once the new is in. Dust, residue from
local areas, factories and neighboring labor activities, accumulated and compressed on the
oor in the studio. The studio oor was scrubbed to reveal its original surface, and such
process was a form of artistic expression for the metabolic relationship of substances. By
cleaning the surrounding area, I framed the age-old residue on the oor, leaving behind a map

of dust which I called the carpet.

PWEHTHS R EBNTES - RMEERE TR E LAY 6E - T R AV F 1 F
R LAY EREESNTES - REFEHEES L 2R HEAUKER?
ER CREZH - Bz (2015) ) MR EEAT 2Ry - EHEH - MEAEE
SHRE LRREH > IRHRE TR SR - B ERE T RRENSENRY B
FoRTHEEB A » BEm MYV ERHEAL -

Prophecy of substance is also prophecy of image. Possibilities of continuous change of the
photographed were frozen by the shutter, and the stagnation of the image became, at the same
time, preview of the continuous weakening of the substance. I wonder, as time continues to

go by, how is reality to re ect its reality outside the image? East of East Lake, South of South
Lake (2015) was taken at the time TransAsia Airways plane crashed. The scene looked serene,
but the event itself was painful. With the military search light in support, one could barely see
the swaying shadow of the rescue boat, but there were in fact people beneath the water, and

life and substances were perishing.
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TFEZ 19 #EbReER e 2014

Cleaning and polishing the 19 staircase to the roof in the studio 2014

ARER—EE L - FRER MR - EME R IR -
FEFHCEZ B A1 AR AT YRR [E B A A AR AR AR -
—IREHEFH—Ei - — B RERERIE 28 -

Perhaps a wound, perhaps a smear, popped out of the blue.

Interfolded dry tissue paper, now wet and yet again just pulp.

The wall of a white cube, a wad of inappropriate thought yet to take shape.

1B LR ERAR HEEFIU T me. black ZZ[EHSERYE R & —ERE TR ELTHIIR
TR FEEUGE IR EET RS RIS AT ESER - (F AR R & R R (D 1B
REAP R BRI E R - SRR ESENR - D45 ERFAEEEX ENE
o HEERKRMEH LEENETE R AR ERER

The large quantity of photo diary accessed the transitory scenes at mt. black, where a
photographer is moving to and fro in the current of time, stealing moments from then for
portrayal and developing images in the darkness, to be used as a kind of backup of confessions
before taking off. With the knowledge and applications of the material, I seek to use the

4x5 Im as the manifesto of le formats in this age of digital manifesto, while reserving the
opportunity for broader allowance in future le usage as well as the rethinking of images in

the future.

EET R E LRIKEE - iR B - EIRATREY AREY - ERTEAMBEER
TE A B B 40 2 SE AT AR R / R R 0 AT AR R IR U0 = B R B ARV 7 F M
ISR B — R A TR B9 B -

Residual dust in the 1m cartridge is shown on the developed Im, that light-leaking moment
coexisting with the photographed. Why must images be equipped with certain criteria to be
recognized as perfect photos? Why do we not try to explain how it is meaningful in spite of

the aw? How do we rethink an image that is deemed a failure ?

2010 FEAEBEDBERERES - HBAR T "R, OERSE) MRS e gEsE
FTHAN TP AR RS R R R MR (R A JEEL - I TR, —F 0 Ay TR B A
FEATARE AR > WRYVEAIER « MBI - T KBRS | B E ER R
RIRRAS R o B SeAE (TRFEE R (2011) ) ° —(ERIERT > METEEN "B
M EBMESENESF, o Dk TR EERR AR T 5 BTN M

HEEE
PHOTO JOURNAL

AXD" TEZ
4X5" FILES

ESES|EIE
SYMPATHY FOR
FAILURE

MAGAZINE TO ASH

" GEREAM (2011) ) H—HHARKBER - FIRRTHERA THWERESE - 2Rt EUREBENIENAN  HEEAMEPRERBLNEE -

BU—REMARNASR - REMEATLEHNGEFREAM AT —K -
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HE (2005) ) T (PUA U (2006) ) s (FHIE=F— (2008) ) U (FE
1B (2007) ) 0 DI EISE SR AZBIVE S ORERESS (2012) ) 7' -

Going through my works back in 2010, I conceived the idea to edit Magazine to Ash;
archiving image les, appropriating the efficacy of a magazine in contrast with the term ash, in
which the dissolution of images occurs in their derived usage, much like the production, ow
and perish of substances. The concept of Magazine to Ash is consistent throughout the context
of my works, rst in the launch of Feldman Lumber (2011)?, in which I questioned the identity
of the photographer and activities involved in and the publicness and postproduction

7= | BIFEER (BEMER (2010) )
Opposite | Liu Ho-Jang's photography work, Waste Management (2010)

T TEREMR (2013) 4 FHEHEE
Bottom | Graphic Design for Exhausting the Remaining Balance (2013)

methods of image production regarding the images, portrayed the preliminary outline of the
magazine, while combining past works including Goods Exchange Project (2005)”; Treasure
Hill ID Services Project (2005)""; 48H (2006)”°; Bo, Bi 31, Waves (2008)"°; Orange Explosion
(2007)*"; and Magazine to Ash (2012)*°, the self-titled work.
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(Z=tE) (2005) ) BRFP TEZBRIAHBME - KREHER , - BEMSYNTS R - BRI IR T AR R TAMNER - 2lEHEIL
REEIRNZER - EEFERENTE  RESEERYBRNELRE - YRGB E S EREMAN TER ) BINERNRYIERHRE -
(BIRS72ET# (2005) ) HATEEERBBESOEBNHEGKR R BEMAAILUBZ MR E T BN AT R8I H & EA - 205MT « RSN R EMRES -
EEEREENTR

IO+ VN (2006) ) 2RISR AB B RRATHAE S /AR (La Viette Park) FTETH— IR EEHEES - 2ILUIERSINB AR S FAoniREs -
Wi Z MR - BERARSENAIRBIEES « FEAFSIEA - LEEMRNEEEA—EIRE - BEAMBEEFRARNTRELSE - WES S
o/ BRI EERT o

(RE="1—) (2008) ) A—ARTRNELFR  BIBNKEEANEXM - LHHERRE BT - BRE=ZSTHRERMAZERB BB - 1
REE - 21FARSEMMEERSRRMBELM - EREELTOLCSHE - HRVRBITIESE -

(HE1R (2007) ) BIZEEMEY T2EN T EEE ) BRNITNECEBELNT AEAFBMEE - RGBSR Y 2BE RN T BiBE - #lt
Blia 8 REHE THWBUAS B -

Co@iss (2012) ) RIRERETRE  RERREMERBARSETHE - RUBARKEAMNEIINZG - HERRSREO M - BERGEREN
PER N ERER - SRS DR -

Feldman Lumber (2011) is a piece of photography installation. Liu duplicated the large light boxes used in the commercial system and allowed light to leak to
change the way viewers stare at things, reflecting the reality of image dilution in the contemporary society. Another wooden table made from reclaimed
wood is used to represent the Feldman Lumber Co., Ltd. photographed in the image.

Goods Exchange Project (2005) was presented at the 2nd Taipei Public Arts Festival. Through bartering, we examined and retraced the similarities and
differences between early commercial behaviors and art activities. Liu visited the deli quarter in Dalongdong, Taipei City, and offered deli owners services to
photograph their food the same way commercial photography would; the images were then printed and made into light boxes, and given to deli owners in
exchange for their food.

In ID Services Project (2005), by taking ID photos for the residents of Treasure Hill, the project explored how photographers adhere to political restrictions
set forth for ID photos, such as showing ears and eyebrows, while satisfying the demands of the photographed, all with their skills.

48H (2006) is an in-situ interactive installation Liu made at the request of La Viette Park in Paris. By photographing left-behind trash on the park lawn at
microscopic distance, he enlarged and printed the images, and covered the tops of all trash cans in the park with them. In a public space like this, such
abstract and aesthetic images become obstructions, forcing people to pause in their daily littering activities and begin questioning art/trash.

Bo, Bi, 31, Waves (2008) is photography combining art intervention. Liu produced the photography collection the way folded scriptures would, and
developed image flows along the axes of Bopiliao, Lungshan Temple and scavengers. During the exhibition, Liu would remove from the site a limited number
of copies of the photography collection on display, and place them in the scripture cabinet at Lungshan Temple for people to take away.
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TR R TRRMTAOZR T, RRTEMCORN - BRENENSIFE S0 EE)
B me. black FIATENHE KD RIER - FRIEFFRE PR 2 (LA IMAGE
BUS 7 8 2B S ARE IREIAAE AR TR AR IR T A% P POSTPRODUCTION
PREE R - FEEATHY AL R B ERGREIEIERTS TR R G R HE
THiz— - FORBEBERG - =M - VIR B EAR b RETEREEE  DURSRE T E )
B -
Photography preserves space within time while substance records time within space,
and the artist s practice of photography and substance is embodied in the daily activities of
mt. black. Most of the times, I wonder what photography is attempting to challenge? How
to further develop the thought? However, there are no rules limiting the use of the image
itself, rather, it s the people who are self-limited by the social order, leading to a one-way
thought process. In this age of digitalization, image postproduction is no short cut, but
merely an option to change the original conditions of photography. Along the axes formed
by image, space and object, I choose to go back and forth, manipulating and experimenting

postproduction with virtual substance .

7 TV (2017) ) RS RALUBEAMEN R EEE S T RE, YR
HB - ERRSC (R AR RN AT EEE » me. black ZRHHVVIFEERER  goUNDARY
FEFUR B SRS (LR 81) BRMRC IS EATERER © o 5eTANCE IN
In the exhibition of Boundary Substance in Virtual (2017), I tried to discuss the concept of VIRTUAL

image with the cross-inference of photography and substance. Using photography as pre-
preparation and deployment of the museum exhibition, the translation of objects in the space
of mt. black is represented in the exhibition, dialectic with the image les of the B-5 Project

missing from the exhibition, and forming one another s virtual and reality.

In Orange Explosion (2007), Liu participated in the “Taiwan Orange Carnival” in Gukeng, Yunlin, and was invited by the organizer to create an installation
art featuring oranges. This photography project recorded the transplantation process of an orange tree by Liu, while suggesting at the political participation
structure under the disguise of festivals.

In Magazine to Ash (2012), Liu went undercover as a press photographer among a local Thai media group to take photos in the national parliament, and
later shredded the images as well as related new reports. By the eliminating the substance containing the images, the intangible identity of the
photographer is thus illustrated.

28

translation / Liao Anna Hui-Fen, Ker Nai-Yu. (WITH THIS AS EXAMPLE - SILENT TRANSMISSION, EXPANDING NOISE - BACKGROUND by Liao
Anna Hui-Fen ; REFRIGERATED ABSTRACT - ASSEMBLY, STEP MOTOR IN THE FOREST - BOUNDARY SUBSTANCE IN VIRTUAL by Ker Nai-Yu)
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Ma-Ga-Zi-Ne

(BIAFIR )

Fang Yen-Hsiang

The hazardous purple warning is the portent of our times, as the skies turn the color of a dead channel,
corroded by an unimaginable romance of pollution.

For future anthropology, this age of grand detritus would be worthy of a monolith. A monolith comprising
memorabilia that is consisted of dust and particles, the production of which is more than sufficient to sustain
the constant crumbling and aggregating of said materials, lasting centuries.

In an attempt to break away from the alienation of labor in its totality, in this Empire, the Art of Production
attained such Perfection that the production technology occupied the entirety of a Factory, and the
merchandise, the entirety of a City. In time, those Unconscionable Technologies no longer satis ed, and the
Factory struck a Map of the Empire whose size was that of the Empire, and which coincided point for point
with it. The following Generations, who were not so fond of the Production Technology as their Forebears
had been, saw that that vast factory was Useless, and not without some Pitilessness was it, that they delivered
it up to the Inclemencies of Sun and Winters. In the Deserts of the West, still today, there are Tattered Ruins
of that Map, inhabited by Animals and Beggars; in all the Land there is no other Relic of the Disciplines of

Production. The sole remaining legacy is labor.”

In fact, the city has long been dominated by logistics, not production, which had occurred way earlier than we
thought. You d soon realize that everything in this city has been deployed in accordance with the forti cation
arrangement and military logistics. No wonder those bunkers and plants bui It so hastily with cement, iron
sheets, and steel rods for temporary stationing purposes ha ve become the pre-collapse of the landscape.
Massive quantities of debris and rubbles are subsequently lumped into a factory as a temporary sanctuary for
the next batch of spiritual refugees, just as the bridge piers of solid masonry are still neatly placed before the
statue of a Good Samaritan who drowned.

Merchandise has been removed from the chain of production, and the factory dutifully preparing raw
materials, awaits activation in silence. Waiting to be processed, these materials subtly evolve into formalist
aesthetics, which underlines the systematization and orderliness of stacking. Properly stored in sturdy,
meticulously sized boxes, these raw materials morph into minimalist sculptures on display. The factory
becomes a collection of machinery, where personal measuring instruments are produced according to the
most exact procedures. Etched with speci c¢ signs and calibrations by precision instruments, each nished

! The automatic selection of characters that symbolize “magazine” when entered into the Romanization system for Chinese.
2 Adapted from Jorge L. Borges, On Exactitude in Science.

175



176

product becomes another precision instrument that engraves the next instrument in line. The laborer remains
like an apprentice, training in preparation for precision processing work. Because merchandise as a deciding
factor has been removed from the equation, technology becomes more of a result from the dialogue about
preserving individuality vs. serving collectivity while there are no commodities as the ultimate aim of
technology. Therefore, the production line previously inue nced by temporality, in service of mass production

and consumerism, is now imbued with possibilities of change and experiments.

In the end, labor ~ housed in the museum collection t ransforms into an act of performance where every
bead of sweat is a verse in lyric poetry, the laborer a stoic statue made of detritus.

Jacques Ranci re once recounted a story about a pianist who took classical music to the Andean highlands,
where the villagers wholeheartedly embraced Bach. The illusion, Ranci re said, is the communist fraud
of music. * The distribution of the sensibility of BWV* had won the villagers over, long before the kind of

pleasure evoked by the aesthetic judgment of sensus communis in Kantian aesthetic theory took effect.

In a hypothetical situation based on the imagination, a photographer brought a beautiful photograph he

had taken at the neighborhood s favorite street vendor, and proposed that the owner give him free lunch in
exchange for this piece. The owner shook his head and declined. The second time, the photographer came
with his dusty antique camera, hoping to trade it for free food. The owner rejected the photographer s request
for barter, saying the old camera would be of no use to him. The third time, the photographer came with his
camera to the vendor by the temple, asking the owner if he could exchange his photography skills for some
food. After negotiation, they decided that the photographer should use the ravishing food photographs he d
take to make an eye-catching shop sign that d be good for publicity, and the owner would provide him with
free food during the time the photographer works there. Their agreement was established solely on the mutual
trust and understanding engendered by their three meetings. This sounds just like some official de nition of
socially engaged art found randomly in an announcement from the government s community development
office. In the story, the aesthetic object and technical object both become invalid. Labor turns into a negotiated

bargain. But this does not mean the exchange of labor is the only point of negotiation. Otherwise, those acts of

3 Jacques Ranciére, Le philosophe et ses pauvres, 1983. The Philosopher and His Poor, English translation by John Drury, Corinne Oster, and Andrew
Parker, Duke University Press, 2004, p186.

4 (Classical music) Bach-Werke-Verzeichnis, literally a Bach-Works-Catalogue, composed by Johann Sebastian Bach, first published in 1950, edited by
Wolfgang Schmieder.

participatory art could only be evaluated as a business (trade), there is no cultural capital involved, and labor
always ends up outweighing your evaluation of its exchange.

In the second iteration, the photographer came with the beautiful photograph of that street vendor, which

the owner gladly accepted in exchange for his best dishes. The photograph had since been hung high up in
the hall of the owner s old house as a memento. The second time, the photographer came with the antique
camera, and the owner, though declining the camera, divulged that he dabbled in photography, and offered
food in exchange for free photography workshops. The third time the photographer came, the owner proposed
to offer delectable food as a resource for the economic network of the photographer s studio, heightening the
participatory function of art that facilitated social engagement. This script reads just like a participatory idyll
of the proletariat.

So here we are in the real contemporary version: the rst time the photographer came, the street vendor
suggested a collaboration project about community development for the entire block in which photography
was a tool of beauti cation. He also reminded the photographer that permission fees were mandatory to avoid
infringement of personality rights if he should utilize his photography skills. The second time, the tenacious
photographer i n an attempt to counterattack ¢ ame with a project of anti-participatory art sugarcoated
in a grand vision that turned out to be an act of vengeance, waiting to launch a lawsuit against malicious
property speculation in the neighborhood. In his 364th visit, the photographer nally shook hands with the
vendor in the media spotlight after years of lawsuit, In retrospect, our years-long interaction should ve been

called a business services project!

There was a time when the intelligentsia so rmly believed in the power of images and words. During the
dada or surrealist movements, either in Ac phale, founded by Georges Bataille, or in Cabaret Voltaire, there
was this clear manifestation of how value and order could be disrupted and reallocated through the allotment
and restructuring of imagery and layout. In these publications, the avant-garde artists held the steadfast
belief that anti-fascism could be disseminated through means of communication. While the popularization
of image-making technology and proletarianization took place around the same time, graphics and text
(before knowledge was proletarianized) were the best tools to allocate knowledge in class struggle. Hence,
the magazine was envisioned as the magasin of knowledge, a conceptual weapon capable of instigating an
October Revolution. This was such an avant-garde conception. Things have since changed. The modern-day
magazine de tached from its past and deprived of the power of social critique vested by the intelligentsia; a
vessel for imagery, much like a camera magazine i s a capitalist object that connects a production system of

knowledge, the societal condition, and the economic pattern. A potpourri.
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Before the 1990s business services ° had yet to develop the overwhelming commodity aesthetics

so ubiquitous in advertising today. It was a time when the tentacles of political propaganda were felt
everywhere, and there was plenty of chance to be exposed to the grandiose mobilization of patriotism. It
was a time when the legality of advertising was dubious either for diabetic medications, liver supplements,
or erectile dysfunction drugs. And business services thrived upon sales raked in by commercials recorded
with professional storytellers or intellectuals, vouching for the advertised product with their reputation in

a performance rendered in camaraderie. By contrast, the martial law period saw a secrecy of information
exchange that permeated everyday life. Camoua ged in friendliness (much like what you see in Im director
Edward Yang s A Brighter Summer Day, the whistle-blower during the White Terror always shows up as a
friend), this stream of daily trade of information ran amongst the working class comprising laborers such as
taxi drivers, who had the most frequent contact with the public.

Business services used to be the day job of art laborers. Adherence to such details as polishing and sharpening
the edges and corners during the sculpting process, or motionlessly observing how a falling drop of water

ree cted light in a photo shoot, determined the art laborer s livelihood, while upholding aesthetics and a
nobleness of interiority. This was not only part of the bourgeoisi cation of aesthetics, but a ticket to get the
artisan into the materialistic society. With the proletarianization of aesthetics, the deterioration of the senses,
and the loss of knowledge about life, business services as a medium retrograded, having lost the might and the
faithful, turning into a makeshift carrier wedged between technology and time. Those image-making laborers
from the past are now strained under the economic tension of globalization. They could do nothing but to
place themselves in this automated production machine calibrated to capture and access imagery, nothing

but to surrender the power to interpret the world, nothing but to accept their relegation as the producer of de-
signie d imagery. As the enormous conversion of labor force shifts between paradigms, the nomadic artisan
must sojourn in participatory art, where art is conceived as a social interface, and the avant-garde longing

for reforming the system of life is quenched through art activism. Many labor tasks are re-conjured up in this
context, where the artisan is expected to weave through technical objects and the social interface. A siren song

that proves difficult to resist.

Only in the midsummer would the rolling door open like a camera shutter, allowing the light to suffuse the

In Taiwan “business services” in the 1980s referred to underground radio commercials usually for drugs. Today advertising marketing is also called
“business services,” a euphemism for providing commercial services.

studio, temperature and humidity equilibrium gradually reached. The freshly steaming hot buns are the perfect
subject to photograph. A mixture of wheat our and water, the bun is made by letting the dough rise to a
round shape, which is then steamed before serving. Sometimes substance such as brown sugar or taro paste is
added to imbue steamed buns with a different complexion.

The photographer places those neatly cut blocks where the deep focus mode of the camera indicates, a move
that leaves those red blocks on a delicate balance. They are in limbo, somewhere between the technical object
that facilitates machinery and the art object temporarily tagged as the artwork. If looked through the lens of
French philosopher Gilbert Simondon, these blocks are not an immaculate technical object of consistency and
permanence. What the photographer wishes to capture is the technical object and the transience, process, and
instability of its operation. We on the other hand, always deny or purposefully ignore the inevitable decay and
substitution of objects, because they are constantly considered a fragmentary possession of a whole, because
they need to defer to our ideal spatial order, instead of being choreographed in a temporal order. And to

repudiate the fragility of this world is but an instinctive response.

The old objects that we have invented with an antiqueness (such as farm tools, shoes, and kerosene lanterns)
are similarly afraid of the contemporary world, of becoming cultural commodities, or merely objects

of information. From Martin Heidegger s point of view, an object without measure, an object without
interconnectedness, is an object without poetics. This de nition is anti-technicalization. It is against the
instrumentality of the object rendered by technology. This is a new partner relationship; it is a vessel, a
message, and a mega-net. It can be reloaded as long as a carrier is available. It is the outcome of input and
output. You can, therefore, call the contemporary object a technical object, a medium. It has lost its sense of
poetics, as the world cancels its intrinsic fragility.

When this ctitious place was conceived, it did not have a name. The host could not transform his thoughts
into lighting. Installed were countless shing light attractors recycled from the harbor, the kind of light that
attracted schools of sh and shrimp with its blinding incandescence as the boat sailed out into the open sea
under the blanket of darkness. That intense light a s if all art spaces were de ned by lighting de  ned
this place as an illusory realm of void. These spherical lights that recalled gleaming sea bubbles morphed
this place, not into the white cube that allegedly sustained iconography and divine light, or the black box
that, having met all the viewing conditions, mirrored the womb. This place was envisioned as an installation
with multiple trajectories of temporality: preparation, delay, advance, wait, instantaneous operation, and long

exposure.
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When the artisan rst imagined building an ideal land he began looking for clues in Plato s story of an

ideal city state where four or v e people would provide the material necessities.’ Evidently, farming,
housing, shoemaking, and weaving were typical of the most traditional technologies. The artisan endowed
the members of the ideal state with character. They would be laborers, as well as lyric poets of the age of
diversie d mechanical reproduction. And they would all be addicts to the technical object in this era. As

the artisan wondered if he needed the f th person, he considered if this person should be a laborer with

the aforementioned four skills, or if he should possess a new type of skill: lighting, operating, preserving,
and manufacturing. He could not help but wonder how technology had in ltrated the ideology of bio-
politics, propelling the progress of such politics. He then deliberated the fact that the ve-people needed and
desired the skill that best suited them, as well as the individuation of the technical object no t simply
the individuation of the consistency of the technical object itself, but the individuation process between

the inventor, the operator, and the technical object; and the inter-individuation between humanity and the
technology they operate. Under these circumstances, there would be no need for the fth person as the
inventor and auxiliary of a unique technology. Such questions would then follow: Would they be in need of
new technologies? How would new technical objects be created? From where would imagination for the birth
of new technologies come?

In the form of a car race, the laborers left minute marks in the surface of stone sculptures that were slowly
deepened as the laborers rode the modie d machines back and forth day after day in blinding speed. The
delicate surface contact obliterated the nearly imperceptible human touch on the exquisitely rendered corners.
On a closer look you would even be tricked into thinking these sculptures were one-piece formed in a factory.
After reaching the end of the straight course that stretched dozens of kilometers, the laborers swerved at the
perpendicular corner before bolting on, forming at last a rectangular racetrack that denoted the periphery of

the sculptures.

Out of the polishing done on the surface by the laborers a minimalist quarry took shape over time, something
of which random passersby were not aware. This was the laborers arti cial landscape. With fastidious
precision they portrayed nature, rapturously mimicking leaf veins, stems and roots, the transporters of
nutrients. The leaves, one after another, were imitated and reproduced pair after pair. In this way the laborers

maintained their rare communication with organisms, at the same time learning the ways of the operating and

5 “n the beginning there would be four persons. Maybe five. Just about as many as the needs of the body. A farmer for food, a mason for housing, a
weaver for clothing. To these let us add a shoemaker and some other worker to provide for material necessities.” Jacques Ranciere, Le philosophe et
ses pauvres, 1983. The Philosopher and His Poor, English translation by John Drury, Corinne Oster, and Andrew Parker, Duke University Press, 2004.
p3.

circulatory systems of the body.

If humanity could achieve a total control over the rigidity and pliancy of the body, maybe furniture would
eventually become obsolete, the laborers indulged in chitchat one day when they went shopping for materials.
They hypothesized about a physical condition that would be completely technicalized, where the body could
strengthen, stretch, metamorphose into part of the space it occupied. This hypothetical technicalization would
be an attempt not only at returning to a state where the body and the object were one and the same, but at
attaining the greatest possible form of sharing a  bond of camaraderie forged in the exchange between the
human and the object. But what the furniture maker had in mind was on a more profound level: If the essence
of everything could be determined, altered, or heightened with the surface engineering method, that would
truly be the day of humanity s emancipation from physical limitations.

The laborers discussed how to invent a technology of preservation, of rapport, to replace the ideological

technology of refrigeration that once prevailed in half of the world in the latter part of the 20th century.

Let us infuse technology with poetry, basking in communion amongst machinery.

\Y

Here you are, at a place called Xizhi Wu Zhong Group a check-in point on the social network labeled as local
business, a digital group that facilitates remote rendezvous. In reality, Xizhi Wu Zhong Group is a local
temple fair. The signi cance of the spiritual gathering coincidentally echoes the digital virtuality of the group.
Appropriating the trapping technology of the digital realm, the B-5 Project took its title from the Chinese
name of the local fair, a folk religious community. Aided by modern algorithmic technology, art viewers are
able to enhance the power of art, coupled with the power of faith. People conduct spiritual meetings with gods
through heavy labor and physical practice, in addition to local camaraderie.

Hereafter you and I would dismantle, disintegrate, and die-cut these images and words. As the waste smears
your hands, it simulates your skin, becoming an identity tag. And you morph into part of a new species of the

technical object.

translation / Hsieh Catherine Yu-Shan
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