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Visiting No. 15 Liumagou: Memory - Place - Narrative

Curatorial Statement/ Sandy Hsiu-chih Lo

“No. 15 Liumagou" was once the location
of the common domicile of political victims
who were detained on Green Island. Today,
however, the address can’t be found in the
postal system or on a map. Therefore, how
can we start the voyage of discovery to
explore this place “that-has-been” (¢ca-a-été)?

The 2019 Green Island Human Rights
Art Festival, "Visit No.15 Liumagou", is
intended to explore this place “that-has-
been” in the three different perspectives
of memory, place, and narrative to build a
construction of relational subjectivity based
on the approach of “using the Other’s
gaze as a mirror” to focus on the memories
of different subjects to embed them in
a dialectical pluralism of the concept of
the place of “No.15 Liumagou”, and to
strengthen the function of political and
ethical transformation created by the place.
All the artists try to re-explore a critical,
autonomous, and emancipatory spectrum of
narratives between reality and imagination.

Curating Memory
with the Production of Sensibility

Generally speaking, whether from the
perspective of space or time, the first thing
you confront in knowing a certain place is the
memory associated with that place. Memory
not only connects the past and the present,
but also relates to construction of the future;
whether personal or collective, memory is
closely related to the society and environment

in which it is located, and it is also inseparable
from a specific time, space, and event. The
collective memory of a locality has a cohesive
emotional structure, including a common
value system and code of conduct, which
shapes the sense of collective belonging and
identity and projects an ideal vision of the
future. However, collective memory can also
become a social contradiction that generates
antagonism or forms an oppressive ideology.
Therefore, we must examine cautiously the
perspective, the instrument, the condition,
and the audiences of the narration of
memory, as all of these are keys to memory
writing. We have to deconstruct constantly
those collective memories that stimulate the
apparatus of oppression and antagonism.
Consequently, what kind of memory does
“No. 15 Liumagou"” carry?

In “Off Course”, Hai-Ru Tsai takes a headless
wax figure mold to represent her father, who
suffered as a political dissident in prison.
The (re)visiting of the father's footsteps
allows the artist to reconcile with her inner
fear and repression, and at the same time
reconstruct the subjectivity of her father's
"discarded" life. The “Bio-Dictionary" by
Hong-John Lin is focused on life stories
related to political inmates imprisoned in
the New Life Correction Center, described
in a first-person narrative and using the
local food "salty buns" as a catalyst for
awakening memories and as a tangible
sign that triggers a common sensibility. In
"Singing and Speaking Exercises” by Wan-



Shuen Tsai and her eight-year-old daughter,
Lysianassa Dauby, the daughter learned
to sing the songs sung by former political
victims. The singing voice echoes gently
in the prison Oasis Villa, and becomes a
symbol of the sound of cultural memory.

Shaping the Place

with the Imagination of Spaces

The place where a memory is attached is
both a concrete material field and an abstract
conceptual idea. People usually hold special
emotions toward such a place. For example,
the basic desire to find somewhere to live is
the most primitive emotional bond between
a person and a place. However, the social
reality is often frustrating and disappointing.
The imagination of "utopia" or “heterotopia”
has become a form of catharsis against the
topophobia or failed topophilia and functions
as an important driving force for the progress
of human civilization. "Place" is where the
constant dialectical practice occurs between
the existing order or ideology and the future
vision or utopian ideal. Therefore, what kind
of place is "No. 15 Liumagou?”

So-called political prisoners are usually
dissidents, and from a certain point of
view, they are somewhat similar to Utopia
practitioners. Utopia is derived from
dissatisfaction with a society in which a
person lives, with the imagination of a
better society as a consequence. Therefore,
we transformed the dormitory of the
officers who monitor the political prisoners
into the “No. 15 Liumagou Library". By the
presentation of the different thoughts in
the books, the "No. 15 Liumagou Library"
will become a space for collecting various
utopian imaginations. "Mystery Train" by
director De-Chuen Wu and papercraft
artist Jo-Han Cheng depicts a full train not
indicated on the timetable, carrying tired
handcuffed passengers running towards

an unknown destination. "Mystery Train"
not only shows how individuals' lives were
harmed by state violence during the White
Terror, but also implies the possibility of the
reappearance of the mystery train. In “The
Noise of the World”, Yannick Dauby treats
creatures and phenomena equally through
the role of a recordist and a transmitter,
letting them to use sound to reveal
themselves. Developed on a foundation
of equality, this artwork gathers a sensible
community of listeners, allowing those once
silent or anonymous to be heard. This work
symbolizes the spirit of openness of the
“No.15 Liumagou Library”.

“Clean Plan” is “a stone of memory that
soothes pains and gives hope” that Hai-
Ru Tsai creates for political victims and
their families. This work transforms a space
of confinement into a place of mourning,
commemoration, contemplation, and
liberation. “Three Rooms” by Libera Work-
gang transforms the prison cell into a place of
presenting the lives, experiences, thoughts,
and feelings of political prisoners. “70
Exercises for Modeling a Human Shape” by
Wan-Shuen Tsai and Lysianassa Dauby is on
the ground before the slogan "Communism
is a common misery; independent Taiwan
is a poison to Taiwan.” By using soil from
the Green Island in this project, the mother-
daughter artist pair attempts to close the
gap with the disconnected local culture and
explore more possibilities in multitude
imaginations. In “Nation is not Home",
Gieh-Wen Lin uses the national flag's design
as an element and traditional Truku weaving
in creating this artwork. It is an attempt
to create a humorous reconciliation to
represent a relationship free from hierarchy
and oppression; however, the words "No
way. Must be killed" in the right order refer
to what had happened to two ethnic Paiwan
young men, A-Hseng Chong and Zheng-
Nan Tseng, who were victims of the White

Terror. The work is displayed on three
round tables at the original site of the co-
op shop. The combination of the tables and
the couplet "Full of Friends; Gathering of
Guests" at the entrance construct for visitors
a diverse space open to their imaginations.

Weaving Narratives
with the Poetics of Art

The writing of memory and the shaping of
place must rely on narratives to communicate
with others. Hence, how to construct the
relevant narratives of "No. 15 Liumagou" is a
core concern of this art project. The sensibility
and poetics of the narrative of art allow artists
to be more preoccupied with worlds that
are unspeakable, invisible, inaudible, and
untouchable. Artistic narratives pay attention
to individual differences, emphasizing the
cultural concepts of memory, morality,
ethics, and rights that belong to the abstract
space and non-material areas; they create a
new social discourse from the perspective
of criticality, autonomy, and liberation and
construct the openness of the imagination of
the place.

In “Sumeru: Caving Is Orogeny”, Jun-Honn
Kao attempts to create a symbol of the
redemption and sublimation of historical
tragedies based on the concept of “caving as
orogeny.” The artist interprets the emptiness
and infinity of life through the act of caving
as if he takes on the role of the “Zero Knight”
in Tsao’s poem. In order to simulate the
imprisoned body to be released with its
infinite possibilities, Kao simulates the political
prisoner’s “digging a hole” as a gesture of
“body writing”, and then a new narrative
of “No.15 Liumagou” is generated. In the
opening performance “Palm Grass”, Watan
Uma, with the identity of Atayal and Hakka,
minor ethnic groups in Taiwan, and using a
white translucent plastic stripe as a symbol of
White Terror, attempts to convey messages

through physical movement to inspire a
dialogue of energy with the audience and
to stage a collective anti-violence exorcism
ceremony. “Stay That Way” premiered in
2017, while Indigenous Justice Classroom, a
collective consisting of indigenous activists,
was evicted by the police on Ketagalan
Boulevard. The Bulareyaung Dance Company
moved the stones hand-painted by the
protesters to the theatre and arranged the
role of the protesters in the corner of the
stage to demonstrate the attitude of focusing
on reality, self-reflection, and resistance to
hegemony. This new version of “Stay That
Way" is tailored to shape a dancing narrative
of “Visiting No.15 Liumagou”. Scenes of Wan
Wansui were all filmed in ruins. Most of them
were shot at the ruins of the Oasis Villa on
the Green Island, with one exception of the
review stand at the ruins of the Taiwan Police
Command Headquarters on the Orchid
Island, and another in the restaurant in the
Jing-Mei White Terror Memorial Park. Ruins
are places where history does not work—in
other words, where the destroyed, desolated,
disappeared, and depressed lives of the past
may be seen. Jui-Chung Yao is talented at
discovering the spiritual power of reshaping
an alternative narrative of history from such a
world of rust, waste, and decay.

In the art project "Visiting No. 15 Liumagou,"
every participant is a memory curator, a place
maker, and a narrator. The memory writing,
place shaping, and narrative weaving are open
to all. Only in this way are the various future
politics and upcoming ethics anticipated.
Memory, place, and narrative are the keys to
open the heavy chain on the door of “No. 15
Liumagou"; they offer three kinds of plotters
for drawing the map of "No. 15 Liomagou."
This art project attempts to create a
dynamic interactive platform where people
can meet, communicate, and reflect each
other’s souls with their own memory writing,
place making, and narrative weaving.
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MYSTERY TRAIN

De-Chuen Wu / Jo-Han Cheng

This work inspired by Yao-Ming Gan'’s novel Mystery Train
depicts a full train not indicated on the timetable carrying tired
handcuffed passengers. The train runs towards an unknown
destination with the sound of handcuffs clicking and wheels
turning on the railroad track. It enters a tunnel symbolizing a
dark history before passing by mountains, coasts and islands
in the memory and ginger lilies in the dream. The animation is
based on papercraft works with connected graphic elements,
symbolizing the complex and conflicting bonds between
individuals and their families, society or national ideology.
The bonds are as much an affectional umbilical cord as a
restraint chain. The broken figures of the papercraft represent
the disappearing passengers forced to board a mystery train
during the White Terror. While the passengers shiver in the
storm, their close relatives and friends are also affected, like
the papercraft that can never be restored to its original state
after the human figures break off. “Mystery Train” shows how
individuals’ lives were harmed by an act of state violence
during the White Terror.
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THE NOISE
OF THE WORLD

Yannick Dauby

This artwork is a deed of listening to the environment of an
island.

Through the role of a recordist and a transmitter, Yannick
treats creatures and phenomena equally, letting them to use
sound to reveal themselves. As various sounds of the island
freely pass through layers and layers of barriers, although
unable to use words, oral recounts, images, or videos to
convey themselves, their existence is, nonetheless, declared
because of their own unique acoustic specificities. Developed
on a foundation of equality, this artwork gather a sensible
community of listeners, allowing those that were once thought
of as silent or anonymous to be heard. “The noise of the world”
does not set major historical events with heroes or sages at the
forefront, nor does it is a search for beautiful melodies; it also
does not seek to deliver a specific message - but it embraces
these sonic fragments of the territory as they simply represents
a miracle of life. The sparse and complementary written words
included into this piece are inspired by Canto Xl in Dante’s The
Divine Comedy: Inferno and the poem, And this | dreamt, and
this | dream, by Arseny Tarkovsky.
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BIO-DICTIONARY

Artist: Hong-John Lin

Co-authors: Wan Nai-Hsiang, Tsai Hsiu-Li,
Tsai Lee Hui-Zu, He Chang Chun-Ying, Su-Cheng,

Deng-Ying, Su Zai-Ju, Wang Mao-Hsiong, Wang Tsai Lai-Tao,

Tsai Fa-He, Lee Yu-Cheng, Tian Yi-Sheng

The “Bio-Dictionary” is an art project initiated by Hong-
John Lin in an attempt to fight against forceful domination
by documenting the people, events and things that bear
witness yet will soon be gone. He conducted field surveys,
interviews and various forms of social interaction and delivered
with image, sound and text files. The project is focused on
comparing lives and political situations between ordinary locals
and political inmates imprisoned in the New Life Correction
Center by Taiwan Garrison Commander on the Green Island
from 1951 to 1965.

“Liomagou No. 15” used to be a special address. For over
forty years, it was the registered residence of up to three
thousand people including political prisoners and servicemen,
almost equal to the population of ordinary Green Islanders
at that time. During the interviews, some local elderly people
recalled of the significant changes in the landscape, festivities,
healthcare, education, transportation and food culture after
the "“ideological criminals” arrived at the Green Island. In
this project, the artist makes a symbolic arrangement of
the boundaries between art, society and life, allowing a
sympathetic engagement with the texts, multi-media materials
and objects on display. The life situation of the victims
oppressed and silenced under the state violence during the
White Terror is described in a first-person narrative.
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PALM GRASS

Watan Uma

Watan Uma's own identity of Atayal and Hakka, both are minor
ethnic groups in Taiwan, leads to a “hybrid” and “in-between”
nature in him and probably an empathy for the marginalized
and oppressed. Since he founded the performance art
company “Water Field Tribe” in 2004, Watan has been
engaging in reincarnation narrative of invisible subjects
through physical movements as a performance artist.

With the opening performance “Palm Grass”, Watan attempts
to apply the live nature of performance art to inspire a
dialogue of energy with the audience and stage a collective
anti-violence exorcism ceremony. He uses the White Terror
Memorial Park as stage, his body as medium, and a white
translucent plastic stripe as a symbol of White Terror to
stimulate the production of sensibility and convey messages
through physical movements.
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SUMERU :
CAVING IS OROGENY

Jun-Honn Kao

According to the cosmology of Buddhism, Jainism, and
Hinduism, Sumeru is the highest sacred mountain and
the center of the world. The universe of beings is made
up with residence of immortals in the mountain and
dwellings of human surrounding it. Similar to Sumeru, the
Green lIsland, having witnessed wrecks from the Great
Nautical Age, aboriginal genocide, settler colonialism
and the White Terror, is also a place of beings. Inspired
by Kai Tsao’s mathematical poems about “0 and Hole,”
the artist recounts the gold mining legend and folktales
of the Green Island through ancient shipwreck structure
drawings, tunneling construction drawings, field interview
records and reproduction of caving activities in “Sumeru.”
He attempts to explore human affections, futility of life
and mystery of creation based on the concept of “caving is
orogeny.” Digging is a way of building Sumeru, a symbol of
the redemption and sublimation of historical tragedies. The
artist interprets the emptiness and infinity of life through the
act of caving as if he takes the role of the “Zero Knight” in
Tsao's poem, which goes “Zero is a hole in a circle./ A circle
is finite, / infinite the zero is though.” “Zero is the sum of
infinity, / the mother of the universe, / from whose womb /
everything is born.”
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Jun-Honn Kao, Topa
Project: "Taoist
Trinity Fairyland,"
images, installation,
project activities, and
documents
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OFF COURSE

Hai-Ru Tsai

"Off Course” is the first art work created by Hai-Ru Tsai about
herself being daughter of a political victim. In the video, the
artist uses a headless wax figure mold to represent her father
who suffered as a political dissident. The mold was used to
create some of the wax statues in the Wax Gallery of the 3rd
Battalion in the Green Island White Terror Memorial Park. After
cleaning up the used mold, the artist takes the symbolic father
on the road to his prison. It might just be a vain attempt of
the artist to “take the father back.” Nevertheless, the cleaning
action has multiple subtle ambiguous implications. Cleaning
as an action implies supposed “uncleanness,” which could
be a result of, as the artist said, “cleaning an old body” or
a subconscious abjection response. It can be an abjection
response of the system and the order to a disturbance or a set
of rules to a violation, for example when the state ideology was
challenged by a political dissident. It can also be the artist's
abjection response to the deep childhood fear of being a
prisoner's daughter. The (re)visiting of the father’s footsteps
allows the artist to reconcile with her inner fear and repression,
and at the same time, reconstruct the subjectivity of her
father’s “discarded” life.
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CLEAN PLAN

Hai-Ru Tsai

Hai-Ru Tsai created this large-scale outdoor landscape work
“Clean Plan”, as many former political detainees on the Green
Island passed away, including the artist’s father, as of 2019. The
artist said: “I hope that political victims and their families may
write down their words of pain, regret, thoughts or remorse,
on a piece of paper and insert it into the openings. Beneath
the Chinese character “"CLEAN", the papers will dissolve or
disappear over time by the force of wind, rain, insects, ants or
seeds. The character “"CLEAN" is composed of the characters
water, soil and moon and representing therefore, a stone of
memory that soothes pains and gives hopes.”

In the courtyard of the solitary confinement, a red chair is fixed
to the ground facing the iron-made “CLEAN" and the main
gate. The striking “red” color is meant to provoke thoughts. It
is both a metaphor for communism and a symbol of violence
and life. The chair being vacant suggests that it can be
occupied by different persons. In other words, the message
conveyed by the work varies depending on who is sitting on
the chair.

“Whether imprisoned or not, for long or for short, as long as
we are alive, we all need to face and deal with such challenges
and scars in our lives,” said the artist. “My family background
and creative art activities drive me to turn the temporal and
spatial association to imprisonment of the solitary confinement
into a positive vision of possible freedom from it.”
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WAN WANSUI
(LONG, LONG LIVE)
[FOREVER]

Jui-Chung Yao

Jui-Chung Yao likes to stroll through ruins. In his words,
“Politics is nothing but a trick for a minority to decide the fate
of the majority and for the majority to secure their interests
by sacrificing the rights of a minority. The history is always the
right answer provided by the winner, leaving the less powerful
with not much choice. Given the political conspiracies and
manipulated perspective of the history, an alternative answer
may only be discovered among ruins, possibly the only places
unaffected by the boring power game. Despite not being as
impressive as an emperor's mausoleum, nor as everlasting as
great romantic stories, a ruin can be an interesting place that
attracts a long visit or repeat visits.”

Scenes of Wan Wansui were all filmed in ruins. Most of them
were shot at the ruins of the QOasis Villa on the Green Island,
with one exception on the review stand at the ruins of the
Taiwan Police Command Headquarters on the Orchid Island
and another in the restaurant in the Jing-Mei White Terror
Memorial Park. Ruins are places where history does not work,
in other words, where the destroyed, desolated, disappeared,
and depressed lives of the past may be seen. Jui-Chung Yao
is talented at discovering the spiritual power of reshaping an
alternative narrative of history from such a world of rust, waste
and decay. In the video, the artist impersonates a dictator,
constantly shouting the slogan “Long, Long Live” in these non-
functional places. The irony is obvious.
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70 EXERCISES FOR
MODELLING A HUMAN
SHAPE

Wan-Shuen Tsai / Lysianassa Dauby

“Inspired by such a space full of slogans, expressed will to punish and
discipline, and a place naming system irrelevant to the local cultural
context, my child and | tried to create many silent human figures with
clay mixed with soil from the Green Island,” said Wan-Shuen Tsai.
Slogans present everywhere in the memorial park were used by the
authority as a means to demonstrate the “truth” in the myths of the
state. The slogans were devised as haunting invisible gazes in order
to punish and discipline by building an internalized self-monitoring
mechanism in the individuals. One example written on a wall reads
“Communism is a common misery; Independent Taiwan is a poison to
Taiwan.”

The political detainees on the Green Island came from across the
political ideology spectrum. According to Kua Ki-Hua's recount
in “Taiwan as a Prison Island: Kua Ki-Hua's Memoirs”, the local
Taiwanese dissidents in the detention center were divided into two
mutually opposing groups: independent democracy advocates
and Communists; and the immigrant dissidents from the mainland
were also divided into two groups: Kuomintang Nationalists and
Communists, who jointly opposed the supporters of a democratic
Taiwan. Obviously, “Communism” and “Taiwan Independence”
were two of the punishment targets of the authority at that time. In
fact, the state will to power was not directed at confining individuals,
but at preventing the multitude from forming new thoughts and
opinions. “Communism” and “Taiwan Independence” were indeed
two emerging multitude opinions different from the ideology of
the authority. By using soil from the Green Island in this project,
the mother-daughter artist pair attempt to close the gap with the
disconnected local cultural context and explore more possibilities in
multitude imaginations.

Thanks to Association of Nature and Culture in Taitung,
Wang Wei-Jen, Tao-Qi Studio
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SINGING AND
SPEAKING EXERCISES

Wan-Shuen Tsai / Lysianassa Dauby

In this project, Wan-Shuen Tsai joined her eight-year-old daughter,
Lysianassa Dauby, in learning about the history of the White Terror
and listening to the songs sung by former political victims. Lysianassa
picked and learned to sing the songs that she had feeling for,
including "Rose Pericuinkle" written and composed by Uyongu
Yatauyungana, "A Thousand Winds" adapted from a Native American
poem, and "Unbreakable Legcuffs" written and composed by Li Kai-
nan in his final days in the prison. The voice of the child's plain simple
singing echoed softly in the once spine-chilling closed prison "Oasis
Villa", leaving the songs reverberating between the towering thick
walls. The emotions expressed in music can break cultural barriers and
show a high degree of commonality. In addition, music itself does not
occupy space. It is the art form that is the closest to the concept, and
thus potentially the most free.

A number of local children from Ludao and Gong Guang Elementary
Schools described their life on the Green Island. From what they
shared appear the two faces of the Island today: for some of them,
the ocean is their absolute motherland environment, while, in
general, the family economic mode in a growing local tourist sector
strongly impacts the children. The artist is curious about the unique
perspective of the islander children... If the thinking and the pursuit
of freedom is one of the most precious movements in the interaction
between an individual's life and the environment, then how the next
generation connects with the family and local land must be the first
nurturing soil.

At first, the practice of speaking, based on the simplest elements of
daily life.

The practice of singing, by looking back at the flow of notes.

Do stop and find out more about the past again. Don't be afraid of
taking a fresh possible path leading to freedom.

We would not be able to get closer to the blossom of life without
repeated practices and faithful narratives.

With the participation of children from Ludao and Gongguan
Elementary School.
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3 ROOMS

Libera Work-gang

The “Three Rooms” are rather three abstract spiritual spaces
than physical ones. In two of them, images of the lives of
political prisoners between 1949 and 1987 are displayed.
One gallery is dedicated to political prisoners coming from
different provinces in China since 1945, and the other to local
political prisoners of Taiwan. The lives, experiences, thoughts
and feelings of the local and immigrant political prisoners
are presented in first person through quotations from their
memoirs, creative writing, correspondence, scripts and
songs. Displayed alongside is archived court’s judgment files
in bureaucratic, cold, heavy, verdict texts. The side-by-side
display highlights the significant differences between poetic
narrative by individuals and the official documentation. The
manifestation of the political prisoners’ personal life is a quiet
counterattack against the official archives of White Terror.

The theme of the third room is the “New Life Correction
Center Re-insurgency” that took place in 1954. An attempt is
made to reconstruct the event according to the memories of
those who had survived the event, including Je-De Chang and
Jin-Mu Peng, and to build a critical dialogues with the studies
since the 1990s on this case. As of today, the research on
White Terror has given a relatively clear presentation of what
the state did in managing the prison; while few discussion has
addressed individual dissidents’ political preferences and their
political interactions with each other. Therefore, by presenting
political prisoners’ interpretation of the “Re-insurgency” in
this project, the Libera Work-gang attempts to create room
for imagining how the political prisoners’ everyday life can be
presented and how an exhibition in the memorial park can be
curated.

Libera Work-gang was founded at the end of 2018 by a group
of creative artists, researchers and laborers from all walks of
life with the purpose of “comforting the forgotten spirits and
revitalizing the souls of the contemporary people”. “Three
Rooms” is a demonstration of the team’s artistic declaration.
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NATION IS NOT HOME

Gieh-Wen Lin

Gieh-Wen Lin grew up in an aboriginal family in Hongye Village,
Hualien, Taiwan in the 1980s. She recalled that she thought she was
an Atayal when she was a child, as the Japanese used to refer to all
ethnic groups with facial tattoos Atayal people during the Japanese
rule and the same naming was adopted by the ruling Kuomintang
administration at the time. Her father asked her to register herself as a
Sedek when she was in college. Later, during a field survey for her art
creation, she found out that she should actually be a Truku. That is an
ethnic group of people who have been living here on their own land
for thousands of years. Unfortunately, their identity was manipulated
by powers and their name was changed three times in merely one
hundred years. The forced change in the artist’s identity is a bleeding
witness to the tragedy. An involuntary change of one's identity leads
to a change in self-identification and a shift in inner self. How would
she cares where her nation is, if she still wonders where her home is?
During her visit to Green Island White Terror Memorial Park, the artist
stared at a national flag of Taiwan on the wall and found the worn
image rather beautiful. Nevertheless, for her, it was not remotely
comparable to the hand weaving of her grandmother. Be it Atayal,
Sidek or Truku, any of them is good at weaving. Weaving is not only
a traditional craft, but also a heritage from the ancestors that has
a deep cultural significance. The artist uses the flag’s design as an
element in creating this artwork. It is an attempt to create a humorous
reconciliation to represent a relationship free from hierarchy and
oppression.

A close look would reveal words concealed in the weaving work. The
words that would read “No way. Must be killed.” in a right order refer
to what had happened to two ethnic Paiwan young men in 1960. The
20-year-old A-Hseng Chong and 17-year-old Zheng-Nan Tseng from
Jialan, Taitung, were victims of the White Terror, sentenced to seven
years and three years and six months respectively.

The work is displayed on three round tables at the original site of the
commissary. The combination of the tables and the couplet “Full of
Friends; Gathering of Guests” at the entrance construct for visitors a
diverse space open to imagination.
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Opening Performance

STAY THAT WAY

Bulareyaung Dance Company

“Stay That Way" premiered in 2017 while Indigenous Justice
Classroom, a collective consisting of indigenous activists,
was evicted by the police after their long-term protest
against “Regulations for Demarcating Indigenous Traditional
Territories”. The Bulareyaung Dance Company moved the
stones hand-painted by the protesters on Ketagalan Boulevard
to the theatre and arranged the protesters in the corner of the
stage to demonstrate a focus on reality, self-reflection, and
resistance to hegemony.

Established in 2014 by the choreographer Bulareyaung
Pagarlava, the Bulareyaung Dance Company has always been
committed to discovering the heritage of Taiwan’s indigenous
culture and highlighting the living conditions of the indigenous
people through unique body vocabularies and contemporary
dance forms. The Bulareyaung Dance Company values the
individuality of each dancer; however, just as with the spirit of
traditional tribal music and dance, the relationship between the
ethnic group and the individual is close, and all performances
are a group dance. This new version of “Stay That Way” is
tailored for the 2019 Green Island Human Rights Art Festival
to shape a dancing narrative of “Visiting No.15 Liumagou”
with the same gesture of stressing individuality while also
emphasizing the collective.
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Opening Ceremony

Opening Performance by Bulareyaung Dance Company and Watan Uma
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19:00-21:30
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Human Rights Film Screening and Panel Discussion

“Spring: The Story of Hsu Chin-Yu”
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Moderator: Sandy Hsiu-Chih Lo Panelist: De-Chuen Wu, Libera Work-gang

FEFIZ2 Reserve online

6/29 DRI 15 52T A e LA 20 A (BERE#)
14:00-16:00  No.15 Liumagou Library Bookplate Workshop 20 people
6/30 ok s FDERARS TAEY) 20 A
10:00-12:00  GreenlIsland Cyanotype Workshop 20 people
7/13 BERkSIIRE TR 20 A (BRREIH#)
14:00-16:00  Family Letters from Green Island Workshop 20 people
7/14 ok e EDCRARS TAEY) 20 A
10:00-12:00  Greenlsland Cyanotype Workshop 20 people
7/27 %%@ : ‘2%53‘29@?&%3’9%?%@%35}{ 20 A (ﬁﬂﬂ‘ﬁﬁg)
Lecture:The special agents and Prisons of the 20 people
14:00-16:00  \White Terror in Taiwan
Lecture:An Introduction to the White Terror in 20 people
10:00-12:00  Tziwan
8/10 HERSHIZRE LY 20 A (BEREIE)
14:00-16:00 Family Letters from Green Island Workshop 20 people

8/11 IR 15 S TARY

10:00-12:00 No.15 Liumagou Library Bookplate Workshop

20 A
20 people

8/24 BEREIRE TR

20 A (BBERAEIE)

14:00-16:00  Letters Home from Green Island Workshop 20 people
8/25 ok e e B A 20 A
10:00-12:00  Greenlsland Cyanotype Workshop 20 people

9/7 TREIBRTE 15 SFERHERE TARY

14:00-16:00  No.15 Liumagou Library Bookplate Workshop

20 N (BERHIZE)
20 people

9/8 BERSIIZRE LY

10:00-12:00  Family Letters from Green Island Workshop

20 A
20 people

TS Scheduled Guided Tours

@ Scheduled guided tours are only given in Chinese 4

A

Weekday 11:00-12:00

16:00-17:00

ER N 09:00-10:00
Weekend  11:00-12:00

13:00-14:00
16:00-17:00

REANEGEH Curators guide

6/29~7/13~7/27~8/10~8/24~8/31~9/7 10:00-11:00
BRI R R A B MR RAMMER TFEADAURE 15 57, ! !

Join a curator-led guided tour to learn the stories
behind "Visiting No.15 Liumagou"!

it 2 E TR EE
BE FRamEEi
RENER CfERI S

BLEMNFR BB
For more information
please visit our website
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