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Introduction: On Mediation

Benny LIM

The Symposium

This edited book is the outcome of our first Master of Arts in
Cultural Management (MACM) Alumni Symposium, which
was held on 31st March and Ist April 2023. The symposium
was co-organized by the MACM Programme and the Centre
for Cultural Studies at the Chinese University of Hong Kong
(CUHK), with the support from the CUHK Library and the
MACM Alumni Association (AACM). Over two days, MACM
graduates share critical reflections and insights based on their
first-hand experience as practitioners and/or researchers, discuss-
ing and reflecting on the dynamics and evolving roles of cultural

managers in today’s context.
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A total of 30 alumni presented in the symposium, of whom 26
presented papers and four others joined in a roundtable discus-
sion. The diversity of the papers and discussions led to a rich
exchange of ideas, emphasizing the transformative roles of cultural
managers as intermediaries who navigate and shape the complex
interplay between cultural identities, social dynamics, profession-
al ethics, and power relations. This book documents the critical
reflections, theoretical insights, and practical knowledge shared

during the symposium.
The Functions and Roles of Arts and Cultural Managers

I often get asked this question by potential students and the

general public - “What does a cultural manager do?”

Here, I would like to take reference from arts management, which
is under the Cultural Management umbrella (Lim and Ser, 2020).
Academic Andrew Taylor classified the functions of arts manage-
ment into three broad categories, namely, engaging, enacting, and
enabling (ArtsManaged, 2022). The three categories cover a range
of functions, from programmes development and production to
marketing, audience engagement, sales, fundraising, management
of human resources, spaces, financial resources, governance struc-

tures, and accounting systems. Each and every function contrib-
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utes to the mission, vision, and strategic goals of an art organiza-
tion, and is crucial in the organization’s longer term development

and sustainability.

Knowing the functions of a cultural manager addresses the ‘what’
and ‘how’ of cultural management. Yet, this is not all. In the
education of cultural management, it is essential to also delve deep
into the roles of cultural managers, which emphasizes the purpose
of artand culture to our society, and explores the values of cultural
organizations and their offerings. Simply put, a role-centric view
addresses the ‘why’ of cultural management and pushes cultural
managers to constantly reflect on the significance and meaning of
their works within the social, cultural, and ethical landscapes they

operate in (DeVereaux, 2020).
Cultural Mediation in Cultural Management

It is not my intention to create a dichotomy between ‘functions’
and ‘roles’ in the previous section. In fact, I believe there is yet
another approach in exploring the practices of cultural manage-
ment in the ever-evolving cultural landscape. In my opinion, the
introduction of ‘cultural mediation’ into the sphere of arts man-
agement offers a framework that complements (but not replaces)

the existing focus on functions and roles.
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The theme of this inaugural symposium is Cultural Mediation.
Mediation is almost always associated with conflict resolutions.
In cultural management, the idea of mediation suggests better
communication and understanding, as well as meaningful collab-
orations between a diverse group of stakeholders. The concept of
cultural mediation has been used in disciplines such as translation
studies and sociocultural psychology, with contributions from
scholars such as David Katan and Ronald Taft. In the context
of translation studies, Katan (2004) conceptualizes cultural
mediators as individuals who break down linguistic, cultural,
and institutional barriers, and in the process, fostering a more
inclusive and accessible cultural environment. Along similar lines,
Taft’s (1981) work in cross-cultural psychology positions cultural
mediators as essential connectors between varied linguistic and
cultural communities, emphasizing the importance of building

bridges to enhance mutual understanding and respect.

Cultural mediators in the field of cultural management often
need to navigate an intricate web of relationships between
different stakeholders, from artists, audiences, funders, sponsors,
to policymakers. Traditional stakeholder theory proposes cultural
managers to generate beneficial outcomes for all the parties
involved, which do not necessarily mean equitable benefits for

everyone. On the other hand, cultural mediation urges cultural
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managers to prioritize the needs of those stakeholders with less
power and influence. To do so, cultural mediators are expected
to constantly revisit their strategies in order to accommodate the
shifting power dynamics and stakeholder relationships (Lim,
2021).

Cultural mediators are also gatekeepers, who are not only respon-
sible for the preservation and promotion of cultural expressions,
but also ensuring the communication and integration of arts and
culture into our society. They curate and present art, making
strategic decisions on which cultural expressions to introduce
to the public. To do so meaningfully, cultural mediators often
reflect on issues such as professional ethics, cultural rights, and

the dynamics of cultural identity and representations.
Content of the Book

This book consists of six main sections:

—  On Communities

—  On Heritage and Conservation

—  On Practice

—  On Marketing
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—  On Cultural Development

—  On Professional Development

The first five sections include a total of 23 essays, some of which
are academic essays, while others are critical reflections of specific

case studies and/or issues.
On Communities

This section consists of four essays that highlight the important
role of cultural mediators in bridging art and communities, em-
phasizing keywords such as accessibility, community engage-
ment, urban renewal, and participatory practices. Collectively,
these four essays cover a wide range of topics, including how a
second-hand art bookstore connects the arts community and
serves as a platform for cultural exchange and mediation, to the
organization of community art festivals as relational practices, in-
novative museum curation strategies in accommodating visually
impaired visitors, as well as the rejuvenation of Shanghai’s Suzhou

River surroundings through public art installations.
On Heritage and Conservation

The five essays in this section look at various innovative approach-
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es and challenges in the preservation and promotion of intangible
cultural heritage (ICH). The first two essays examine how robust
policies and creative approaches can maintain and revitalize ICH.
The third essay investigates the use of digital platforms to preserve
and communicate cultural traditions. The final two essays in this
section focus on debating the existing guidelines and criteria in
safeguarding China’s ICH, as well as detailing the procedures for

ICH to achieve worldwide recognition.
On Practice

This section has the most essays - six in total. This clearly demon-
strates our alumni’s active involvement in various forms of
cultural management practices following their graduation. The
first two essays explore the roles of curators, specifically on issues
such as ethics, affect, and collaborations in organizing exhibitions.
The next two essays examine the impact of technology on the art
market and cultural sectors, focusing on issues such as art collect-
ing, environmental sustainability, and the production processes.
The final two essays evaluate the authors’ self-reflexive practices,
ranging from the emergence of ‘slash culture’ in Hong Kong, to
the therapeutic potential of the arts in the process of self-explo-

ration. These essays serve as a reminder of cultural managers’ re-
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sponsibilities and how we should adopt practices that are empa-

thetic, current, and ethical.
On Marketing

This section consists of three essays that explore the fine lines
between artistic integrity and commercial interests. The first
essay delves into the roles of cultural mediators in navigating the
complex interplay between theatre, politics, and cultural tourism.
The next essay examines the integration of fashion, branding, and
dance, and offers some recommendations for cultural managers
to balance art and commerce effectively. The final essay focuses on
how music artists and organizations can adapt and be creative in
keeping audiences engaged despite the challenges brought about
by the pandemic.

On Cultural Development

This section contains five essays, each exploring a crucial topic
affecting cultural development. The first essay discusses how
cultural policy of Hong Kong affects cross-border collaborations
and cultural exchanges. The next essay examines the legal and
ethical challenges in the performing arts, touching on issues such

as copyright, intellectual property, and freedom of expression.
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The third essay shares the strategies of international art galleries
in Hong Kong to integrate into the local arts community. The
fourth essay looks at how theatre spaces in China have evolved
from traditional settings to community-centered venues that
connect artists with audiences. Last but not least, the final essay
investigates the progress and trends of China’s digital cultural

industry in relation to the global economy.
On Professional Development

Aside from the paper presentations, the symposium also featured
a roundtable discussion (moderated by me) focusing on the
professional development of cultural managers. The discussion
involves four MACM Alumni, who have taken on decision-mak-
ing roles in the arts and culture sector. During the roundtable
discussion, they shared generously their decision-making and
thinking processes for their respective career development. This
section includes reflections from two alumni who attended the

roundtable discussion (see Editor’s note on page 300).
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B3 : 2022F S EAMTEENH 2 — Flanker Origamiy 4R £J& M

FERBNEIFEEREG - BOERTE2MOENE -

EEHANEERNEETRIEN2022F 2iiEF 2
WHREFFEEN TER) - =2EEERMTE /22
UBRETR L —H—NO0ELRY  2MRUBSERE

NERMFRBRNER  AEEHESNHNIS Lt
Wﬁﬁ%mﬂ AERBUARIRIE T - ERNEMREILS
ATEEZ2HEBENSL > tAEMBRFTERENS

¥o

&

o

LITEI AR RABEREM 7 alks - UEWAEN
CEE THE  AEGEEMNK  BR - HBEAEE N



037 | On Communities HEHEE

Lk

v

4
’

N
S

& ZBNBR - BEAEEFEZIREMOIEIRENA
B TEER > EFERINEETARENERREN
mE - B¥E - 5fF ARNEEESARANLSHEEH
B HERERFENENERED  BWEENRETEHT
THHHERSNANHE BENEEREEES &
(FSEN e




038 | On Communities HEHLEE

2ER
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cultural difference can be detected in the performative output of individuals — the
comments and conversations in written and verbal form that are stimulated by the
exhibition encounter — which are, in turn, viewed by others within the spaces of
the museum. Museum audiences are simultaneously performers (for themselves and
others) continuously making and remaking their interpretations both through en-
gagement with exhibitions and through social interactions with companions and
strangers.
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The Current Situation and Problems of
Intangible Cultural Heritage during the Process
of Platformization: A Case study in China

Mengchen ZHOU

Introduction

In the 1950s, the protection of traditional culture made by the
Chinese government mainly focused on the tangible cultural
heritage (Yi et al., 2021). Only after the reform and opening-up
policy did the intangible cultural heritage (ICH) gradually attract
the attention of the government. In the late 1990s, ICH began to
be protected by the legislation and finally the Intangible Cultural
Heritage Law in China was officially implemented on June 1,
2011.

After three decades of support— from the initial civil protection

organization to the national legislature— a well-fined protection
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mechanism has been formed. Before the year 2000, the protection
of ICH was mainly offline, such as on-site teaching, on-the-spot
rescue and restoration for cultural relics, etc. Accordingly, the
media changes the way to promote cultural heritage. Through
television and radio media, ICH TV or radio programs with per-
formances and explanations of its knowledge were very common,
a one-way transmission in which the authenticity of ICH content

was highlighted.

In the digital era, the continuous innovation of science and tech-
nology has provided various possibilities for ICH’s protection,
making it present in diversified forms, such as some related variety
shows, ICH databases and other digital productions. At the same
time, there are digital contents combined with ICH elements in
the digital platform, such as performing ICH works using short
videos platforms, and uploading paintings to the digital platform
as NFT works.

Digital platforms have become the mainstream trend for cultural
production, marketing and consumption so the platformization
of ICH is worth exploring. Although the relevant research is still
scarce, the practice of ICH platformization tends to penetrate
more sectors in cultural industries. For example, the famous

short video platform TikTok has actively responded to the call of
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national policies and provided a lot of support for ICH. By June
2022, the coverage of national intangible cultural heritage projects
(1557 in total) on TikTok has reached 99.74%. Meanwhile, the
total number of national ICH videos broadcasted on TikTok is
372.6 billion with a total number of 9.4 billion likes.

It seems that the digital platform has brought great help to the
protection of intangible cultural heritage. So, what is the real
situation of the ICH’s production, promotion and monetization
in the digital platform and what is the impact of platformization
on ICH? This is the research question this paper wants to focus
on. In this paper, TikTok is taken as an example to explore the
status quo and problems of the production, promotion and mon-

etization of ICH using new media.
Research Methods

This study uses a variety of research methods, such as case study,
stratified random sampling and text analysis. First, is by taking
the TikTok platform as a research case. Second, when choosing
ICH projects, the author uses the TOP 10 list of the most popular
national intangible cultural heritage projects in 2022 which
launched officially (TikTok, 2022). The author then selects 7

out of 10 as research categories since these seven belong to the
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category of performing arts (see Figure 1). With seven projects
as research categories, 15 videos were selected from these seven
projects respectively through typing every title of the intangible
cultural heritage on the TikTok, and separating users who make
short videos related to ICH into 5 levels. Due to the platform’s
screening function, users have been divided into five levels: fan
count below 1000, 1000-10,000, 10,000-100,000, 100,000-
1,000,000 (see Figure 2), and above 1,000,000. Then, 3 users were
chosen randomly in every level and finally 15 videos in every ICH
project were obtained. 105 videos were found as research samples
and were analyzed by “text analysis”, a research method to ensure

randomness in stratified sampling.

Due to the large amount and miscellaneous content of short videos
on TikTok, using stratified random sampling at each level can
ensure the overall description of the entire platform. The reason
why the TOP 10 list of the most popular national intangible
cultural heritage projects in 2022 released by TikTok was chosen
was that compared with other 1000 ICH projects, these projects
are more adaptable to the new media and easier to succeed in the
digital era. In other words, their production methods and com-

munication methods are more representative and worth studying.



078 | On Heritage and Conservation YALREE

< Q=g 0 #%
Fe WM AP AR HE = 0V
00T 1000-1w w-10w 10w-100w 100w
FAF
AR EERP EAIATE AN

Figure 1: Top 10 list of the most Figure 2: TikTok Platform in China
popular national ICH projects (The screenshot was taken on Tik Tok
in 2022 on TikTok (Source: Platform in China by the author.)
https://mp.weixin.qq.com/s/

ZH8xbl5371GayfBX- g4gcg)

The TOP 10 list of the most popular national Intangible Cultural
Heritage projects on TikTok in 2022 ranked in the following
order: Crosstalk (from Tianjin), Huangmei Opera (from Anhui),
Liuzhou Luosifen production technique (from Guangxi), Beijing
Opera (from Beijing), Henan Opera (from Henan), Yue Opera
(from Zhejiang), Chinese Chess (from Beijing), Lion Dance
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(from Guangdong), Roasted whole lamb technique (from Inner
Mongolia), and Yangko (from Hebei). Besides the Liuzhou
Luosifen production technology, Chinese Chess, and Roasted
whole lamb technology, other videos belonged to the perform-
ing arts category. During the stratified random sampling, users
are separated into five fan number levels and in each level three
are chosen as samples. Though it’s supposed to get 105 users,
the actual number of users which own above 1,000,000 fans in
Yangko, Lion Dance and Yueju Opera is zero or only one. Thus
97 publishers are selected in total after screening. The number of
ICH short videos released by each publisher is uneven, ranging
from 1 to 11,000.

Research Findings
Identity, Content and Interaction

From the perspective of identity, the users with less than 1000 fans
are all ordinary TikTok users. Their names contain ICH elements
mainly due to their interests in certain ICH, and the content
published by some users are not closely related to ICH. Most
users with fans ranging from 100,000 to 1,000,000 and 1,000,000
above are ICH practitioners who have received professional

training, such as actors from a theater troupe, students graduating
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from an Academy of Chinese opera, and so on. Users with fans
between 1000-10,000 and 10,000-100,000 can be separated into
many different identities: in addition to the ordinary users and
ICH practitioners, Chinese opera anchors and opera amateurs

are also included.

In terms of content, the videos released by 97 subjects roughly
fall into three types. One is the short video clips transferred from
ICH videos in traditional TV programs. Short video producers
cut them into clips of several minutes and transport them to
TikTok. Another is the recreation of works of Chinese classical
drama by general users on TikTok. It’s a new way of covering a
classic piece, prominent in various kinds of Chinese Opera, such as
Beijing Opera, Shaoxing Opera, and Henan Opera. Also, there are
original videos released with the video-producing tools launched
by TikTok, with different content like original stories, daily lives,
comments on current events, promotion of performance, etc.
This new form of creation in the digital media era is characterized
by diverse styles, full of emotions (like humor, patriotism, inheri-

tance and others), and a recollection of beautiful moments in life.

In terms of interaction, 47 research subjects have simple interac-
tions with other users in the comment section, and the interac-

tive content is only for answering some questions selectively and
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expressing gratitude to the reviewers. However, very few users
engaged in in-depth interaction and answering questions, indicat-
ing that though half of the users have a sense of maintaining rela-
tionships in the digital platform, they lack systematic knowledge
and skills on how to interact effectively. Also, 40 research subjects
have established fan groups on TikTok and the number of
followers of these subjects is all above 50,000, which suggests that
there is a gathering effect among ICH creators with a certain pop-
ularity. Meanwhile, fan groups can strengthen the relationship

between ICH producers and followers.
Marketing and Monetization

Short video is not only a new form of producing ICH works,
but also a necessary means for commercial ICH organizations to
promote their performances. Among the research objects, the drama
troupe or theater will publish performance information and dates
through its TikTok account, and the individuals undertaking ICH
commercial performances will put their contact information in their
personal profiles. Also, for those ICH amateurs without commer-
cial purposes, they often upload live videos of ICH activities to the
platform, or dress themselves in opera costumes to cover classic songs.
This unintentional action is helpful in satisfying the joy of participat-

ing both in ICH creation and in its inheritance and dissemination.



s
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In the study, it was found that the number of research subjects
who signed up with MCN was very limited, but every user who
owned accounts with MCN’s support has more than 100,000
followers. This indicates that MCN possesses richer experiences

and resources that can help users survive better in the platform.

From the perspective of monetization, 50 subjects have gained
profits on TikTok and their ways to succeed varied: in addition
to signing a contract with MCN to undertake the commercial
advertising, some users working with their own agents or co-op-
erating companies are monetized by conducting offline commer-
cial performances(using short videos as promotion), offline ICH
education, offline performance ticket sales, online e-commerce,
online teaching courses, short video-embedded advertising, live

streaming rewards, and etc.
Critical Discussions

In the previous television and film media era, more attention was
paid to the display of ICH works and the explanation of ICH
knowledge. However, in recent times, the content presented

places emphasis on the mass participation in cultural production.
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The phenomenon of mass production of ICH becomes even
more prominent when amateurs publish their cover works on the
digital platform. The Internet has enabled more people to connect
with each other and has created an intermediary platform for
production and interactions. As a result, platform users become
“pro-sumers”: the threshold for creation has been lowered, and
every one can create and display their own ICH production on the
new platform. The number of audiences has also increased, and

more people get access to ICH knowledge through the platform.

However, there are two problems we need to consider seriously:
one is that the quality of content in digital platforms varies. What
is the impact on the inheritance of ICH when the platform logic is

traffic-oriented without a quality-screening mechanism?

As the public tends to prefer consuming simple and easy content
which brings them release and happiness, data traffic has fueled
the popularity of those simple, humorous, and eye-catching
videos. Unfortunately, these videos may undermine the quality
and aesthetic sense of traditional ICH works and may fail to
achieve authenticity. Therefore, this could mislead the audience
who are exposed to millions of ICH-related videos for the first

time because they do not know what truly constitutes a remark-
able ICH work.
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The other issue is that, for professional practitioners of ICH, it is
necessary to consider how to adapt and survive in the new media
era, especially when facing competition from the “wrong trans-

mitters” who are popular due to large data traffic.

At present, many young ICH practitioners know how to use
platforms like TikTok and have made profits on it. However,
since most ICH practitioners are middle-aged and elderly, their
short videos tend to follow a single format, making them unable
to attract young audiences with little interest in ICH. Therefore,
there is a need to enhance guidance on how to effectively utilize

new media for middle-aged and elderly practitioners.
Conclusion

This study attempts to explore the changes happening during the
process of platformization of intangible cultural heritage. There
are three research findings. One is that besides professional ICH
practitioners, many users on TikTok with more than 10,000 fans
are from the amateur opera field. However, only half of the users
have a strong awareness of interaction and an understanding of
how to maintain a good relationship with fans. Next, short videos
not only represent a new form of producing ICH works, but also

SCrve as a necessary means to pI'Ol’IlOtC them. Many users of our
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research samples have made a profit through TikTok by teaching
ICH online, engaging in short video placement advertising, and
etc. Finally, the quality of content varies under the logic of a traf-
fic-oriented platform and true professional practitioners of ICH
have lost the chance to lead correct content values, which is a
serious problem we cultural practitioners need to address in the

near future.
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States Parties with inscribed

Regions ~ Cultural Natural Mixed Total % properties
Africa 54 39 5 98 B.47% 35

Arab States 82 5 3 20 7.78% 18

Asia and the Pacific 195 70 12 277 * 23.94% 36

Europe and North America 469 66 n 546 47.19% 50

Latin America and the 100 38 8 146 * 12.62% 28
Caribbean

Total 900 218 39 1157 100% 167
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Curating: An Issue of Affect

Zhe Jun GAO

On February 24, 2022, Vladimir Putin announced that Russia
would take special military action against Ukraine. It then turned
into a war that lives on till this day. On April 1, 2022, the Chinese
government imposed a two-month lockdown on Shanghai to
stop the spread of Covid-19. I was one of the twenty-four million
people who were banned from leaving their houses. Blood and
death on one side, imprisonment and helplessness on the other.
Being exposed to the two traumatic events, either physically or
digitally, made me attempt to rethink the meaning of curating and
its role in our society. Some practitioners, including myself, have
always wanted to give voice to particular social issues and have
always found the power of art to be limited. Arts and curation
seem meaningless and all the more urgent especially when we are

faced with so much contemporary trauma and violence like when
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my body was confined to a space of less than 30 square meters for
60 days.

The past few years have seen increasing, if not soaring attention
towards the intersections of the social, cultural, and political
traumas and contemporary art as well as its representational
paradigm. Regardless of the long tradition of visual language in
addressing suffering, critical times from the last few years seem
to dismantle some of the very established knowledge and thus
reshape our understanding of art, which is bodily and conceptu-
ally perceptible. However, compared to the constant discussion
of a range of particular pieces, critical issues of curating and its
legitimacy of presenting atrocities remain highly contested. The
lingering question is, what is the role of curating and exhibi-
tions and how do we develop new types of methods to work, as
Clough (2007) writes, “at a time when critical theory is facing the
analytic challenges of ongoing war, trauma, torture, massacre, and

counter/terrorism” (p. 2)?
Beyond ethical struggle
There have always been ethical disagreements surrounding cu-

ratorial works and exhibitions touching on sufferings. When

exposing viewers to images of lynching, a piece of art may cause
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them to feel anxious, irritated, or ashamed. Likewise, an exhibi-
tion may come under fire for failing to accurately represent the
truth, especially when it comes to extremely sensitive topics like
war and the Holocaust. Scholars have been arguing about issues
such as voyeurism, secondary traumatization, crisis of witness /
representation, and psychic numbing, for decades (Caruth, 1996;
Felman & Laub, 1992; LaCapra, 2001; Sontag, 1977). Specifically,
on the divide between two approaches to historiography, namely
positivism, and constructivism. Curatorial pressures brought on
by these debates are evident, for example, in Documenta 15 and
the anti-Semitism allegations it faced. The increased attention to
the ethical legitimacy of artmaking, exhibitions, and controversies
raised has demonstrated the widespread impact of the develop-
ment of a particular value system, which has been described as an

“ethical turn” by Peter Dews (2002), noting:

Questions of conscience and obligation, of recognition
and respect, of justice and law, which not so long ago
would have been dismissed as the residue of an outdated
humanism, have returned to occupy, if not centre stage,
then something pretty close to it. (p. 33)

In Malaise dans Uesthétique, Jacaques Ranciere (2004) situated
Dews’ observation within what Wenny Teo (2012) referred

to as “a wider constellation of critical anxieties and dialectical
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tensions” (p.173). Ranciere outspokenly attacked the “ethical
turn” in which “politics and art today are increasingly submitted
to moral judgment, bearing on the validity of their principles and
the consequences of their practices” (p. 145). Although the target
of both Dews’ and Ranciére’s criticism is the “relational aesthet-
ics” emerging in the 1990s rather than traumatic art in today’s
changing geo-political field, it is worth rehearing their provocative
arguments since their primary concern has been largely related to
the ghostly phenomenon in which ethic takes priority over any
other artistic value in the process of judging art; the ghost resur-

rects, as Documenta 15 witnesses.

Susan Sontag is another scholar who contributes vitally to
thoughts on traumatic imagery and ethics. In her thought-pro-
voking writing, Regarding the Pain of Others, Sontag (2003)

stressed the necessity and urgency of viewing traumatic images:

To designate a hell is not, of course, to tell us anything about
how to extract people from that hell, how to moderate
hell’s flames. Still, it seems good in itself to acknowledge,
to have enlarged, one’s sense of how much suffering caused
by human wickedness there is in the world we share with
others. Someone who is perennially surprised that depravity
exists, who continues to feel disillusioned (even incred-
ulous) when confronted with evidence of what humans
are capable of inflicting in the way of gruesome, hands-on
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cruelties upon other humans, has not reached moral or psy-

chological adulthood. (p. 89)

Nevertheless, Sontag’s declaration was less about photograph-
ic aesthetics than the metaphysical appeal of morals at the cost
of disregarding those existing ethical issues. In other words, she
moves towards an opposite direction where ethical awareness is
no longer a point of contention but an idealist product of spec-
tatorship---to see is unarguably more noble-minded than turning
away. Yet, such a position is highly suspicious because it reckons
seeing as a sufficient action of moral witness that requires little
further reflection and action (Reinhardt & Edwards, 2006, p. 8).
Sontag puts both the image-maker and viewer in a context that is
potentially problematic as she asks us to see but avoids answering
how to see--the issue she fails to investigate further stands the
crux of the matter here, whereby “the productive contradiction
of art’s relationship to social change, the paradox of belief in art’s
autonomy and in it being inextricably bound to the promise of a
better world to come” (Bishop, 2012, p. 29). If, as Sontag asserts,
seeing shocking pictures motivates moral awakening, I would
argue that this model of seeing and its consequence is not self-pro-
moted; instead, it requires strategic choreography to realize its

operation.



s

120 | On Practice BEERR

Such aspiration requires curatorial strategies that go beyond
treating images as indexical representations of historical events
that are usually denoted by “when, where, and who”. In this
aspect, curating addresses not just the past, but how the past
inhabits the present and the affective force provoked by the
physical encounter with shocking images. Such a force promotes
not simply autonomic responses but also thoughts that motivate
further contemplation on the story resting outside the boundary
of visual representation. To clarify my position on the interac-
tion between affect and thought, I shall resort to a Deleuzian use
of affect. For Deleuze (2000), “more important than thought is
‘what leads to thought’...impressions which force us to look, en-
counters which force us to interpret, and expressions which force
us to think™ (p. 95). The curatorial importance of this insight is
that it “opens up an inquiry as to the different ways affect may
‘lead to thought’™” (Simon, 2011, p. 437). In other words, affect is
notan end in itself but a catalyst for deep thinking, and curating is
a process of investigating ways to realize this affective-intellectual
operation. This theoretical position is practically crucial as it shifts
the attention from “what to curate” to “how to curate,” so that
we might look into traumatic art and exhibition through a self-re-
flective perspective, thus moving away from the traps of “ethical

turn” while still keeping an indispensable level of empathy.
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It is necessary to note that my standpoint is not to oppose ethics
but its employment as the first-and-only criterion for artistic
judgment and appreciation. Is it possible that being morally
shocked induces one to further zurn into rather than turn away
under given circumstances? Could an exhibition simultaneously
satisfy one’s ontological vision of the relationship between bru-
talities and individual life with their epistemological wish to learn
specific historical information about trauma? Curating could
serve as a suitable experiment method to explore these possibili-
ties, as its process is full of uncertainty and openness, whilst being
able to systematically construct specific contexts that viewers are
guided towards. To articulate my consideration and its contex-
tualization in daily curatorial work, I will turn to the exhibition

cases below.
Suspension of experience and absence of identity

The inability to completely comprehend the messages being given
is one predicament spectators may say to encounter in an exhi-
bition about trauma. More specifically, the act of turning away
may not be induced by a shared sense of guilt or unease while
standing in front of a horrible image, but arguably the confusion
and a sense of untouchability given by an unfamiliar artistic way

of storytelling, and the gap between individual experience and a
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broader historical narration. That is to say, what obstructs one’s
critical engagement in exhibitions addressing trauma does not lie
merely within the intellectual complexities of certain artworks nor
historical discourses; rather, the difficulty rests on one’s failure to
settle the meaning of the others’ experience within one’s own
framework. Such difficulties of “the prospect of encountering the
self through the otherness of knowledge” (Pitt & Britzman, 2003,
p- 755) multiply when the material and contextual structure in
an exhibition appears so inaccessible and challenges visitors es-
tablished identity, faith, or cultural experience, “bringing oneself
up against the limits of what one is willing and capable of under-
standing” (Simon, 2011, p. 433).

Overidentification is also problematic. It is easy to feel sympathy
for someone who shares a similar identity with the self, but often
in a crude way---“a feeling for another based on the assimilation
of the other’s experience to the self” (Brecht, 1976, p. 518). The
problem central to this kind of sympathy is, “in the very name
of morality”, it ignores the non-erasable “difference between
their (others’) suffering and our own” (Hartman, 2000, p. 122).
When another’s suftering, intrinsically private and alienating, “is
assimilated to the self in the most simplistic and sentimental way,
anything beyond the audience’s immediate experience remains

beyond comprehension” (Bennett, 2005, p. 111).
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What is at stake here is a proper distance of seeing other’s suf-
fering---neither too far (hard to recognize certain knowledge)
nor too close (easy to have crude empathy). Dominick LaCapra
(2001) once proposed the concept of “empathic unsettlement”
to describe the aesthetic experience of “affectively and cognitively
relating to them (others) in compassionate ways that remain re-
spectful of their otherness” (2001, p. xxiii). LaCapra’s suggestion
is insightful as it invokes a discursive operation of witnessing. Os-
cillating between self and others, as well as emotion and intelli-
gence, one is placed in “a constant tension of going to and fro,”
as Nikos Papastergiadis (2002) has put it, “going closer to be able
to see, but also never forgetting where you are coming from” (p.
94). By adopting an eclectic gesture of viewing, one might have an
affective conversation with traumatized individuals while being
aware of how the established identity, intellectual framework,
and experience delimits one’s ability to decode other’s secrets, and
the invisible connection to others, thus thinking deeper. On this
crucial point, I suggest looking into how the effort to get rid of
the shackles of the given identity and experience is implicated in
the curatorial strategy to facilitate the cooperation between affect
and thought and how affect-thought force is contextualized in the

mise-en-scéne of specific exhibitions.
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The first case to be analyzed is the Late Port at the Tabula Rasa
Gallery, London. It was the solo show of the Hong Kong artist
LEE KAI CHUNG. The exhibition featured Lee’s research-based
work looking into the traumatic history of the Second Sino-Japa-
nese War, which involves the massive population displacement of
Japanese people driven by war colonization in Manchuria, and a
few snippets of the social movements in Hong Kong. While the
works are highly history-specific, each piece has its own narrative
focus. The curatorial tricks reshape their critical discourse and
offer an alternative way of reading by revisiting and juxtapos-
ing Lee’s disparate creative practices to suggest the underlying
contexts and intertextual relationships; He does this instead of
separating them from each other, either spatially or conceptually.
Given that the pieces are primarily research-based, they contain
a sizable amount of complex and distinctive information. They
require individual reading and this curatorial arrangement is
risky reformatory. Doing so offers a sense of displacement and
challenges the established understanding of each particular his-
torical narrative. For instance, the juxtaposition of the Narrow
Road to the Deep Sea (2019-20) and the Shadow Lands Yonder
(2022) opens up a paradoxical dialogue. The former centers on
the notorious Nanshitou Massacre---about eight hundred Hong
Kong refugees were detained at Nanshitou Refugee Camp, China.

They were forced into a series of human experiments and bacte-
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riological tests. The latter piece focuses on the traumatic massive
population displacement and identity struggle of the Japanese ag-
ricultural emigrates in Manchuria during WWII. Being exposed
to the two pieces, one is likely to recognize at least three charac-
ters, namely the Chinese as sufferers and the Japanese as perpe-
trators (an all-too-familiar narrative) in the Narrow Road to the
Deep Sea (2019-20), and the Japanese colonists as cultural victims
(an ignored history) in the Shadow Lands Yonder (2022). The
opposite identification of character in the works challenges one’s
knowledge of the Second Sino-Japanese War which is mostly
enforced by today’s mainstream narrative, drawing our attention
to the suffering of many Japanese people as general victims of war.
However, what is further motivated arguably is the meta-criticism
of history writing. To what extent would a person be consid-
ered as a victim or perpetrator? Who owns the right to identify?
Notably, in the Shadow Lands Yonder, Lee avoids telling us the
role of each actor; instead, he introduces a group of roles with no
identity. The absence of characters has one refrained from taking
a moral line to understand the formed subjects and relations
between them within a given viewpoint; instead, one is invited
to autonomously invest affect in roles, to make a role become a
character, and ultimately see oneself. The propensity for affective
investment allows us to oscillate between different positions so

that we can both look into and look from the characters in the
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video. We can also connect our personal feelings of traumas with
a broader historical and contemporary context. The ontological
meaning of such work lies not in its structured narrative but in the
understanding of affective investments, the production of identi-
fication grounded in aftect. If the Narrow Road to the Deep Sea
allows us to recognize an unspoken history on an epistemological
level and trigger the instantaneous, affective response (to feel guilt,
compassion, indignation), regardless of its fitting in the narrative
tradition of WWII history in East Asia, then the Shadow Lands
Yonder reminds us how questionable and uncritical such affective
response is, by pushing us to redistribute our emotional force and
explore how this affective investment is influenced by the tension
between self and others, personal suffering and historical trauma.
The affective forces triggered by the two separate works somehow
flow into each other under the curatorial condition, challenges the

given moral standard and identity, and leads to deeper thoughts.

However, one mightsay gettingexposed to the dislocated traumatic
discourse is likely to multiply the difficulty of gaining access to the
truth, which begs the question, how can affect be stimulated in
a situation where an entire truth is not available? I would argue
that defamiliarization challenges the simplified national discourse
of Sino-Japanese and the nationalism born from it, as well as the

identity of Hongkongers and Manchurians. It is not until our
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pre-established identity, knowledge, and experience are suspended
that the critical affect-thought cooperation could be brought to
the fore because affect, in Deleuze’s articulation, comes before
cognition. The approach of defamiliarizing these narratives aims
to reveal not an objective truth but the social-political structure of
how our history is written and represented via words and visuals.
As Jill Bennett (2005) said, “trauma-related art is best understood
as transactive rather than communicative. It often touches us,
but it does not necessarily communicate the “secret” of personal
experience” (p. 7). Lee’s works may not help us to completely
figure out what happened, especially considering that the videos
and films shown in the exhibition speak for a large body of the
artist’s personal imagination and interpretation of history. It yet
does not suggest a viewer is indifferent, and totally unemotional.
Just as how collage subverts our knowledge of art and promotes a
new way of understanding which is potentially political, in Laze
Port, it is the defamiliarization that triggers the affective force of
confusion, and asks us to pay attention to what makes a secret a
secret rather than the secret itself. The perception of traumas is
gained from the in-between sites of history and fiction, self and

others, representation and witnessing.

The strategy is also adopted by the Myrh Makers, the first insti-
tutional show in Hong Kong that centers on LGBTQ+ topics.
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While the affect-thought operation is realized by juxtaposing
different historical discourses in Late Port, it is promoted by the
creative spatial design in Myth Makers. The location of the venue-
--Tai Kwan, the former Central Police Station including a prison-
--offers a historical prism through which to engage the curatorial
interests in the violence faced by LGBTQ groups. In the second
chapter, the exhibition layout divides the space into two parts
through the design of an outer wall discoverable only by traversing

an inner and official wall. According to the curatorial statement:

While the inner public layer presents works that address
self-representation and suggest actions of viewership
and gazing, the outer wall puts visitors in the position of
voyeurs entering the intimate worlds of cruising, sex, desire,
and forbidden love. (2023)

The curatorial effortis to build an environmentin which audiences
are forced to constantly adjust their position. The significance of
the environment, however, depends less on the actual physical
arrangement of space and more on how it becomes a political
force within which the space intertwines with the movement of
one’s body and thoughts, and the concomitant possibilities one
reflects on oneself and one’s community. This force is felt as an
encounter with an immanent dynamism that encourages one to

accept the failure of attempting to decode diverse codes using a
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predetermined formula. The some ways, the physiological action
required to shuttle between the two levels facilitates the embod-
iment of misery. More specifically, the layout’s sensation of dis-
location evokes the horrific emotions LGBT people experience
when they are subjected to social pressure by physically envel-
oping the viewer in others’ suffering. Both the exhibition space
and the corporeal serve as the conceptual setting for negotiating
trauma and its effects. In this respect, what the layout brings to
viewers is the awareness of how one’s experience and identity are
(in)voluntarily erased and how this (in)voluntariness blurs the line
between spectator and spectacle, embodying the violence inflicted
on everyone. This means that the affective-intellectual operation
does not originate from a conceptual reading of the narratives
presented by a particular work, but rather from direct embodied

engagement in the politics of the space.
Body, theatre, participatory watching

The spectator, as Wiesel (1982) wrote, “has nothing of the
human in him, he is a stone in the street, the cadaver of an
animal, a dead pile of wood” (p. 164). In Wiesel’s account, the
passive, unethical spectator is initially portrayed as unmoving and
unmoved. One well-known argument is that constant exposure

to traumatic images will likely cause viewers to become merely
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numb consumers or voyeurs. The danger of standing in front
of such traumatic images with an unmoving body is that “the
spectator is at risk of becoming complicit in the very logic of the
degrading, marginalizing, dehumanizing effect of atrocity upon
the body from the place of the executioner” (Oliver, 2010, p. 121).
Among various academic responses to the ethical ambivalence of
seeing the suffering of others, Sophie Anne Oliver’s exploration of
performance art addressing trauma catches my attention because
she suggests an embodied ethics of seeing that highlights the im-
portance of embodying the spectator and rejects the fantasy of
the ideal moral witness. Although my concern has very little to
do with the ethical issues of witness, I find such an emphasis on
the role of embodied performance useful to explore an alterna-
tive curatorial method that possibly deepens our understanding

of trauma.

As Bennett (2005) said, “bodily response precedes the inscription
of narrative, of moral emotion or empathy” (p. 39). The potential
creativity of the body is the force of breaking out of any given con-
ceptual framework and stimulating our perception at the most
physical aspect. This force is driven by the cooperation between
different parts of our body---a multisensory way of witnessing in
which I call participatory watching. The significance of this way of
seeing, through quoting Sophie Anne Oliver (2010), s its call for
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“the demand for the spectator’s own self-conscious relation to the
(re)presentation, and the acknowledgment of his or her own em-
bodiment as a performative presence in the moment of witnessing
the other’s trauma, even in cases of distant or mediated viewing”
(p. 120). Participatory watching facilitates the distinctive combi-
nation of affective and intellectual operations in three core ways.
Firstly, it encourages multidimensional readings of particular
traumatic experiences by involving the non-visual, moving away
from traditional gazing. Secondly, it rejects the divide between
viewers and artwork and has us as viewers become conscious of
the presence of the body and our intersubjective performative
role while seeing trauma in an exhibition. Participatory watching
arouses the bodily discourse in which viewers do not simply look
atbutalso work with countless traumatic experiences presented in
exhibitions. The spectator who engages in participatory watching
also performs and acts upon the work. Thirdly, it asserts the sig-
nificance of being on-site, opposing our preconceptions of others’
suffering as far away, so that the actual conversation might begin

to be imagined.

This special concern for bodily performativity is exemplified by
the dynamic presentation of the exhibition Curtain at the Para-site
art space. The porous access to trauma is offered by the intersub-

jective display of the Historic Photographs (1994-1998) series by
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Gustav Metzger. These photographic works document moments
of catastrophe and monstrosity in human history, such as the
napalm bombing in the Vietnamese-American War, the Nazi de-
struction of the Warsaw Ghetto, the Oklahoma City bombing,
and the violence between the Jewish and Arab people. Besides
enlarging the images into sculptural tableaux of gigantic sizes, the
exhibition adds an obstacle to one’s direct visual access to these
images, forcing one to acknowledge the corporeal as a necessary
site for understanding trauma. As the work description states,
“to challenge the conventional perception of these traumatic yet
distant events, [...] each with physical veil that reroutes the specta-
tor’s ability to immediately see and consume the image through a

passive mediation” (2021).

One has the potential to be an optimal participatory spectator
on at least two levels when viewing Metzger’s photograph in this
controlled environment. First, one is invited to remove the veil;
otherwise, the images are inaccessible. This makes the spectator no
longer a passive, unmoving “corpse”. Second, the act of removing
the veil can be seen as a form of theatrical performance, which
means that one is involved in the dialectical conversation in which
the encounter with suffering is experienced as “a multiplicity of
intersubjective relations and intercorporeal perceptions, both of

which are marked by a reversibility of trajectory [...] That which
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is looked upon also acts upon what does the looking” (Fenemore,
2008, p. 7). As the viewer theatrically moves, one is situated within
the work, not outside it. Here, the embodied experience of these
visuals drive the emergence of a critical empathic response. While
removing the veil, one as both a viewer and actor, isimagined as the
person who takes the initiative to reveal the truth of history. This
imagination rightfully elevates one to a morally higher ground,
making a man aware of his moral responsibility for the trauma
of history. Although, even more important is that this embodied
engagement invites us onto the mid-ground where the subject
and object merge and “offer moments of silence and opacity and a
chance to pause, inhale, and reflect” (Bishop, 2023). Placed where
the audience can first see it from the entrance, the Historic Pho-
tographs (1994-1998) act as a primary gear of the affect-thought
operation in the show. As the veil covering the photograph is
designed as a driver of the affective force accompanying the bodily
engagement, curtains that initially serve as the physical partition
in the exhibition space become a conceptual metaphor---you
never know if and what kind of work is behind the curtain, just as
you never know the z7uth of trauma, but still keep exploring. The
acknowledgment of and resistance against the unspeakable truth
of trauma together shape the kernel of affect and its operation in

the Curtain.
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One could contend, however, that this theatrical embodiment
of suffering runs the risk of being perceived as another form of
voyeuristic entertainment for the pain of others, as opposed to
promoting the participatory witness leading to a critical affective
response. Yet I think the model of participatory watching,
which of course needs further exploration and experiment, still
suggests an alternative mode of affective viewing as it engages
the audience “in an intersubjective, dialogic way of seeing that
emphasized their own performance” (Oliver, 2010, p. 126),
and their own struggle. Furthermore, I argue that participatory
watching inherits the legacy of antagonism, seeing the acceptance
of confusion, strangeness, and discomfort as necessary for critical
reflection on art and the social-political relations it seeks to draw.
Participatory watching is a gesture that encourages us to embrace
moral ambiguity and build a fluid, rhizomatic model of embodied
perception, engendered through the juxtaposition of visual and
non-visual, by which one might emotionally and conceptually

walk into trauma and violence.
Conclusion
This paper aims to explore and demonstrate some potentially

workable curatorial strategies that might support an alternative

way in which trauma and its artistic representation are addressed.
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In particular, the theory of affect and its proposed use in the cura-
torial field has established the foundation of my argument. What
is essential here is a distinctive combination of affective and in-
tellectual operations, as Jill Bennett (2005) has put it, “may be
understood to constitute the basis of an empathy grounded not
in affinity (feeling for another insofar as we can imagine being
that other) but on a feeling for another that entails an encounter
with something irreducible and different, often inaccessible” (p.
10). The inaccessibility, or theorized as difficult knowledge, that
an exhibition gives, should not be passively treated but positively
processed to the power that drives what Ranciere calls “dissensus”.
It is a matrix, if not a concept, that attempts to transcend the
aesthetic/political dualism, disrupt pre-established historical nar-
ratives and academic structures, and stimulate us to constantly
think about the role and effect of imagery in this trauma-prone

cra.

However, what remains is the question of how we can address
these long-running ethical debates in curating. My suggestion is
to attend to theories of embodiment that offer a structural model
through which the embodied ethical spectatorship begins to be
imagined. More specifically, I argue that curatorial practices on
trauma should be to the utmost to think about how to provide an

unstable domain, both conceptually and physically, in which the
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performativity of the body comes to the front stage and becomes
the key to rejecting passive gazing. In this respect, each part of the
curatorial routine, including interpretation, narration, and sce-
nography, must be considered as a whole. What I call participatory
watching indicates the possibilities of multi-sensory experiences.
However, it does not refer to the concept of immersive experience
that has been widely discussed recently. It intends to challenge
our position as passive spectators and force us to acknowledge our

embodied role in the representation of suffering.

Due to the consequences of the affective force of an image, an ex-
hibition is indeterminate, there are cultural and political risks asso-
ciated with the practice of curating. Nonetheless, the uncertainty
could have us attempt to keep adjusting the position of viewing,
thereby initiating a larger conversation in which we explore how it
is that exhibitions not only provide historical z7uh but also elicit
non-specific affective intensities with the potential to provoke
thought. At this point, we can begin to consider how the affec-
tive-thought movement is framed by curatorial judgments. Then,
we might attain “a better understanding of what is gained and lost
in such pedagogies of provocation and containment, for it is such
understanding that will determine much of what might be made
of the affective legacies ingrained in the ‘difficult’ visual histories

of our contemporary world” (Simon, 2011, p.447).
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How Might We Sustainably Leverage
Technology?

Melody MUI

The change in the perceived value of an image

With the curiosity of using technology to advance the cultural
sector, I joined an art start-up in 2015 to bring the art market
online. In the past decade, we have seen a drastic change in how
we value an image online. Back in 2016, I walked into an antique
gallery in Kyoto. Greeted by the gallerist, I showed them how to
upload artworks on the platform. To my surprise, they were not
the only ones who were hesitant to upload images of the artwork
online. Many of them have concerns regarding copyright issues,
and they feel that having more images online will devalue the

artwork.
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Fast forward, internet users worldwide spent an average of 401
mins online in 2023 (Oberlo, 2023). We now place much more
value on digital items. We drifted to the idea that when more
people see an artwork, it becomes more valuable. Galleries are
more comfortable using artwork images to promote artists all
over the internet. As NFT artworks (non-fungible token) gained
momentum in 2017, the monetary value of “an image online”

increased drastically.

I would like to share 3 initiatives that were crucial in improving

the online art purchasing experience for collectors.
Understanding different types of art collectors

First, through user research we learned about a collector’s
behavior. The understanding helps us build functions that
increase matches between artworks and collectors. Factors such as
the story of the artwork, the significance of the artist in the region,
and artwork location matters to collectors. It is also important for
them to gauge whether the artwork fits their space. Augmented
reality functions provide a perspective on how the artwork looks

in a specific space.
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Question for you:
How does your audience navigate the online space? Is your website

optimized to deliver the information your audience is looking for?
Pricing transparency

Getting a good price is crucial for collectors. This is why it’s
important to advocate for price transparency. Opaque pricing is
an incubator for price discrimination. In the art world, we have
seen artwork pricing and salary discrimination based on race,
gender and background. Without knowing the price range or
having any price reference, people don’t know what a fair price
is. Fortunately, in the past few years, displaying the price range of

artworks and salary range is getting more common.

Question for you:
Does your organization embrace pricing transparency? What
are some roadblocks that are stopping your organization from

making this information available?
End-to-End process

To make the purchasing journey smoother, we have to find a way

to make shipping easier. Before launching the shipping function,
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I conducted user research to learn about the shipping process
of galleries. Shipping is one of the most time-consuming parts
for gallerists and collectors during their purchasing process. We
launched the pre-select shipping option from framing to shipping
preferences to make the communication more efficient. This
function is especially helpful for first time buyers to understand
what they should look for when they are receiving artwork for the

first time.

Question for you:
Looking at your own organization, is there an opportunity where
you could remove barriers of entry or access with the use of tech-

nology?

In the past few years, especially during the pandemic, the adoption
of technology increased significantly in the cultural industry.
From online programmes, digital displays in museums, to major
investment in technology that promise to build an incubator for
technology in performance in Hong Kong. Oddly at times, the
technology comes first, with the goal of these projects emphasiz-
ing on the use of a specific technology to create a programme. As
a result, there seems to be a disconnection between the audience,
creator, and the technology itself. And I can’t help but ask, what

is our missed opportunity here?
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The cost of digital:

In 2023, the NFT artwork market has crashed, with research
showing that 95% of NFT Artworks are worth close to nothing
(Rosen, 2023). The highest NFT artwork was once sold at $91.8
million. While some NFT artworks have benefited the artistic
community, where artists were able to collect a royalty fee every
time an artwork was traded, I wonder, does it justify the environ-

mental cost when the work is now worth $0?

While we are on earth for 100+ years, some of us longer, we accu-
mulate physical objects. Some get passed down to family members,
some get donated to charities, but most of them go to waste. As
our belongings, our communication, and work gets more digital,
what would happen to them? When we die, would you like your
social profile, private messages, emails, articles, and videos about
you to continue to stay on the internet? Or would you like to
delete all of them?

How about the digital legacy of our work? After a show, do we
keep the promotion on the internet? How would the artist’s
information and exhibition continue to live if the company no

longer exists?
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We now have technology that ‘extends’ life. Should we make a
digital clone of an artist when they are alive? One day, they could
be a robot sharing about their artwork in a museum. As a cultural
mediator, we have many decisions to make as we preserve the arts

in our digital age.

While there is an exponential potential with technology, there is
a cost. Gerry McGovern’s book World Wide Waste inspired me
to look at the digital aspect as more than just a progression. It also

produces waste.
Here’s a quote from the book:

“Digital is physical. Digital is not green. Digital costs the Earth.
Every time I download an email, I contribute to global warming.
Every time I tweet, do a search, check a webpage, I create
pollution. Digital is physical. Those data centers are not in the
Cloud. They’re on land in massive physical buildings packed full
of computers hungry for energy. It seems invisible. It seems cheap
and free. It’s not. Digital costs the Earth.” (McGovern, 2020)

According to 8 billing trees, every year, 39.9 billion tons of CO2
are emitted around the world. Digital technologies including the

internet are responsible for 4% of this figure (Kilgore, 2022).
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I created a table that combines sources of the impact of digital

products:

Type

Email (Mail.com Blog, 2022)

Text (Mail.com Blog, 2022)

Traditional Mail (Mail.com Blog, 2022)
Google Search (Quito, 2018)

Chat GPT (daily carbon footprint)

(Ludvigsen, 2022)

Website per page view (Website Carbon

Calculator, n.d.)

1 min on Instagram (McInnis, 2023)
1 min on Tiktok (McInnis, 2023)
1 min on Youtube (Mclnnis, 2023)

CO2 emitted (g)

0.03-26
0.014
140

0.2
23.04kg

0.5

1.05
2.63
0.46

Let’sdo arough calculation of how much CO2 a simple marketing

campaign might emit:

Type

Google Search

Email

1 min on Instagram

1 min on Youtube
Website per page view
Total

CO2 emitted (g)
0.2

0.5

1.05

0.46

0.5

Units
100
1000
1000
1000
500

Total (g)
20

500

1050
460

250
2280
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This rough number doesn’t take in the CO2 created during the
production of the marketing campaign. It also doesn’t include

what will happen to the content once the show is over.

Looking at this data, you might wonder what about factories, our
travels, and other areas of our lives that are producing more green-
house gas? Yes, the numbers might seem minimal compared to
other forms of pollution. There are two crucial points here. First,
we as cultural mediators should be aware that there is a cost to
the environment with the tools we use. It helps us to see whether
the impact we expect justifies the cost we pay or are there ways we
could minimize the cost to the environment while achieving our

goal.

We can then ask the question: “Does it make sense financially
to spend $10, environmentally, to produce 100g of CO2 just to

receive 100 views which translates to 10 ticket sales?”

Secondly, we can start having more discussions about our environ-
mental impact internally and externally. What if we start display-
ing the amount of CO2 that we produce on our website? Talking
about the cost can spark conversations, and as a ripple effect, just
like how we stop using straws and plastic bags, we can be more

aware of our daily actions.
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Question for you:
What areas of your work produce the most waste? How might

you change it?
What can we do today?

We are shaping practices in the cultural sector. What guidelines
can we implement in our circle of influence? We should not use
technology for the sake of using it or for the sake of ‘catching up’.
If you are interested in this topic, you can read more on “Green

design”, but here are a few tips:
Color

The author of the Whole Grain Digital estimated that a design
with a dark background could save about 10% of total energy
compared to a design with a white background on OLED screens
(Greenwood, 2022). Consider using darker backgrounds in your
design.

Unsubscribe to emails that we no longer read

As a cultural mediator, audience engagement is always on top of

our mind. How many emails does your organization send every
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month? Could those be combined? How is the engagement rate
of the emails? Is it time to clean up the email addresses that bounce

every time you send an email?

On a personal level, review your email inbox, unsubscribe from

newsletters you no longer read.
Audit your website

Do an audit for your website. If you search “website carbon” on
google, you will find free tools that measure the amount of CO2 a
website is emitting. By optimizing user experiences for all, making
your website more user friendly can also help users to spend less
time-wasting scrolling around and clicking back and forth to

achieve their task.

Let’s consider our impact beyond our lifetime and make our work
moresustainable. As Gerry Mcgovern said: “Storage is one element
of data’s cost. When you’re looking through 10,000 photos for the
one that really matters, those 9,999 other photos are costing you

your time and energy, and ability to focus.” (McGovern, 2020)
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Expressive arts on education and
self-exploration: My miniature XO and I

Erica Arte LAM Chui Lai

My findings from the experiential activity

I felt empowered after collecting my miniature for the first time
during a sand play therapy session. I researched more about my
personal findings through an experiential activity in an Expressive
Psychotherapy class in 2022. During the experiential activity, I
immediately chose the miniature XO and would like to share a
part of my true stories and express my desire to write and collect
more thoughts as part of a precious self-discovery journey and re-

flection.

The special miniature I have chosen is the icon named “XO”
from the toy store “Sanrio, Inc.,” originating from Japan (refer to

Figure 1). I further studied the three aspects of this miniature in
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terms of its biological nature, social and cultural meanings, and

the stories behind it.

Figure 1

About an Experiential activity

When I was training as a counsellor, an instructor inspired us by

introducing sand play therapy in the class. We were encouraged to
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pick and then analyse any small icons or dolls that we could find at

home that evoke positive feelings within ourselves.
Three Steps to experience the activity

This activity took place at my home due to the complete
lockdown of daily life caused by the Omicron and the impact
of the pandemic, especially in early 2022. We all engaged in ex-
pressive psychotherapy activities “at home”, which included the
following steps:

1. Searching and choosing any ONE object (referred to as a
“miniature”) at home as the first step.

2. Two additional steps involved describing and thinking deeply
about why and how I picked that “miniature”, and exploring the
feelings and thoughts it evoked.

3. The final step, assigned as a take-home written assignment was
to dig deeper into three aspects of the “miniature”, including
analysing its biological nature, social significance, and cultural

meanings.
My findings after the session

Biological nature

Let me start sharing more details about the XO’s biological nature.
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The XO is alarge and dark pigeon, also known as a “big bird,” and
is never afraid of the cold. In Chinese, it is also called the “big sea
bird” and has a round, heavy body that is not inclined or easily
able to run very fast. In its official biography, XO was born in
Oahu, Hawaiian Islands, despite being a product of the 1990s.

Social meanings
The XO holds social significance as a “big bird”. Beyond the bio-
logical aspect of their feathers serving as a layer of insulation to trap
air close to their bodies, these birds also exhibit a sense of protec-
tive mechanism and nurturing behaviour to keep warm for their
offspring. Pigeons, including the XO display brooding behaviour,
with parents sitting on the nests to maintain warmth for the eggs
through their body temperature. Moreover, pigeons are consid-
ered “social birds” and prefer living in groups. They might have a
strong inclination towards living together and roosting together
to enjoy various benefits, such as an increased protection against

predators.

Cultural meanings
The XO introduced some cultural values to me when I read a
book about him that portrayed him transforming into a Chinese
traditional figure of, namely “XO reading the Mozi” (Chinese

translation of “XOZ& 2 F”). This occurred some years ago when
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I studied the wisdom of China spanning thousands of years. I
bought that book because the book cover was printed with XO.
The book narrated the teachings of a notable Chinese philoso-
pher from the warring period, with a focus on Mohism. Mohism
emphasized the importance of “universal love”, “moral conduct”
and the significance of “benevolence”, while rejecting violence.

This was a picture book featuring many XO icons on each page

alongside the wise man’s teachings (see Figure 2).

Figure 2: Book “XO reading the Moz: ”, with Chinese translation of
“XOFZ= T published in 2007
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Why did I select this object?

Returning to my teenage years, I reminisce about Why this XO
captivated me on that day. The story dates back to my time in
Secondary 3 when I developed a fondness for the cartoon character
XO from the Sanrio family, which originated from Japan. One
day, many classmates in my class shared this cartoon figure with
me, describing it as hilarious. At first glance, I had no idea what
it was. I was unaware that it was a male “naughty pigeon” with a

stand-up posture.

Looking back on it today, it might be due to the dark, cute shape
of his head that had drawn my attention when I was just 14 years
old. Whenever I see his gummy face and the sense of “unwilling-

ness” in his facial expression, I could almost laugh out loud.
How the miniature made me feel

As I progressed through my school years, watching him evoked a
strong feeling within me. Whenever I see his gummy face, I feel a
sense of “he made my day” and I would laugh inside. I felta sense
of companionship and support from him. Although he is not a

real or a colossal figure, he has had a strong impact on me, offering
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solace during times of obstacles or hardships in various aspects of

life, including studies, friendships, or work.

Also, XO’s gummy face adds humour into my life. His expres-
sions seemed to convey jokes to others or his friends. Even though

he had a toothless smile, he never failed to “make my day” (See

Figure 3).

Figure 3: The XO who “made my day”



190 | On Practice BB
The miniature made me think

With regards to observing XO, I feel a sense of appreciation and
admiration for his personality and chosen way of life. I even feel
eager to share his beliefs and approach to life, that is, to strive for
the way we love to live, being true to ourselves, and respecting our
genuine feelings. Also, to not lie to our feelings and thoughts.

Everything is still impressed on me until now.
The transformation

After joining the experiential activity during the class, I recalled
some indoctrinated values that my family and parents told me
when I was younger. They kept telling me I had to find a better

job after my studies or university graduation.
About my Childhood

I am the oldest child among my two younger brothers and sister
in my family. I was raised by my grandmother, who served as my
main caretaker during my childhood. Those indoctrinations
instilled in me since childhood may have originated from my

grandmother’s and father’s personal attitudes and essential values
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in their lives. My grandmother was a traditional woman who led

a hardworking life and taught us to be hard-working ourselves.

When I see this miniature, I recall memories of my early childhood
and moments with my grandmother. I especially like the cartoon
because of its outlook — dark with a naughty face, adorned with a
lictle smile. I remember my grandmother looking the same, and
she had a gummy face when scolding me for not doing well. The
chubby face, combined with its overall appearance, made XO
seem so cute and delightful. It reinforces the idea that we should

learn to find joy in sorrows, even during moments of suffering.
My relationship with the miniature

Who was a lazy boy?
AsIgrew older, until I reached 20-year-old, Ilearnt more about his
personality, realizing he was a bit stubborn and somehow capri-
cious. I remember that when I started working, my friends asked
which cartoon character I liked most and my response would be

“X0O?7, the dark, gummy boy.

Recently, I've come to understand that XO is not just a “lazy boy”
with his gummy face. This is only his personality, reflecting his

wishes to strike for the best and to live life on his own terms. After
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reading more about his stories and biography, I've come to appre-
ciate his strong and signature character and his insistence on the

way he chooses to live.

Adaptation to new changes
It was true that I started to realize that everyone displays different
faces in various situations or social responsibilities. It’s not sur-
prising that we would come across a hard time and an adjustment
period when transitioning between roles in life, such as being a

worker, a tutor or a teammate in the workplace.

The Integration

A strange dream with the miniature

After ten days of that experiential activity, I was still able to recall
the meaning of my miniature, the XO, when I had a strange
dream. Thad a dream about returning to my university hostel life,
unfolding in an open area of my hostel at the university.

The Second unknown dream

There was a new policy at my university hostel where we no longer

changed rooms each semester, a practice I was accustomed to. It
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felt as if someone was treating us to gifts. Those gifts, which were
XO dolls, were given to each hostel student, including myself.
However, when I got out of the building, the roads in front of
the building were being dug up and transformed into a big con-
struction site. The sight was disheartening as the once good and
beautiful area now lay in ruins with broken walls and dilapidated

roads.

Figure 4: I saw the clear lake in Nam Sang Wai in 2022 and I had a dream.
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This scene reminded me of a recent experience I had witnessed
two weeks prior to the dream —the transformation of Nam Sang
Wai, Yeung Long’s wetland, into a construction site in 2022. The
dream evoked a sense of loss and sadness as I recalled that view of

the construction site. (see Figure 4)
Shadow VS. Light of the miniature

Another Dream with unfinished business
Then, the scene in my dream shifted to another time zone — the
workplace. I was very frightened for several years, worried that I

could not finish some work or face unknown tasks.

In the same dream, I met some friends and went to have nice
Japanese food for dinner. The setting was reminiscent of my un-
dergraduate years, specifically between Year 2 and Year 3. Irecalled
being busy working on some final papers for assessment, and a 20-
year-old boy said he would like to have a chat and showed interest
in getting to know me better. Our relationship was somewhat
ambiguous, in that he cared for me a lot but his true feelings
remained unspoken, despite moments of intimacy. I met him
and his friends who love to eat Japanese food again. However, we

have not gotten in touch for more than 16 years in real life. The
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“history timeline” of a social media platform showed old teenage

photos, serving as a reminder of those true stories.

Repeated dreams of driving dangerously
After that, I recalled those days where I always had a dream of
“driving a car”. In these dreams, I found myself behind a wheel,
having purchased a car, possibly white, and driving recklessly,

despite not having a driving license at that time.

These dreams seemed to symbolize that I had some struggles and
was under pressure. I am still not sure whether the pressure was
coming from unknown work-related challenges, or the departure
of people from intimate relationships without a word. However,
when I recalled these again, I understand that I have the capacity

to bring light into my life today.
The reminder of a core need

A month later, I joined an event for the Personality Dimensions®
Test and learnt that my “core need” is “freedom”. It supported
the feelings in my heart that I really love to travel and I always miss
the happy moments in meeting new people. The recent image of
XO in my mind intensified when I came across an iceberg during

a volunteer service trip to Iceland six years ago (see Figure 5).



196 | On Practice BERE

Figure 5: I saw the iceberg on a volunteer service trip (work camp) in Iceland
in 2018.

Old artworks of the iceberg and XO the pigeon

Furthermore, I recalled my iceberg artwork creation in 2013, nearly
adecade ago, for a visual arts competition. Icreated those paintings
with the theme of “Tears from the Heart” (see Figure 6). With a
background in psychology from a design degree, I had some strong
feelings about icebergs and was conscious of what could be under-
neath the iceberg. In my paintings, I used sea-wave-like shapes to
depict the strong struggles or flowers beneath the iceberg, which

would represent the unconscious part at the ‘very unconscious
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Figure 6: My artwork ‘“4E 85 ZE “Flower of Heart”
(Acrylic on canvas: 80cm x 40cm, 2013)
BRI N SEAVERN N 2L RIBER
Eoc/ME - BEBAROER - BEAD -
Whatever shape, texture and temperature it has,

the flower of the heart connects and inspires each other through deep love.
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level” according to Freudian Theory. After ten years, I have more

feelings when I look at that painting I did.

There might be something more impulsive, or things in our
hearts that we would like to seek for immediate gratification,
which align with the id part of everybody. When I had a chance
to do this writing, I found a new-found association between
XO and this iceberg. I ponder whether both of my preferred
interest areas could “co-exist”, as this pigeon originally lived in

a cool and icy area (see Figure 7).
Correlation of the miniature and me

The gummy and interesting face of XO truly makes my day and
brings me much laughter. It serves as a source of relief, support-

ing me and instilling the courage to move forward in my life.
Hunger for learning and input

Until now, I have been working full-time for more than 15 years in
school settings and 2 years in arts organizations. Though I chose
to leave some workplaces to pursue better career achievements,
I’ve learned valuable lessons along the way. While I may find

“bugs” in each workplace that prevent me from fully enjoying
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them, I've been working on turning challenges into opportuni-
ties. It might be very fitting to share more about how to com-
municate with people from different walks of life as a Cultural

Mediator (Cultural Manager).

Figure 7: My artwork, “Drops of Dreams”

(Acrylic on canvas: 50cm x 40cm, 2013)
Keep true to the drops of dreams of thy youth which connect our tears

deep in our heart.
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There is no fairy tale

While XO is not a fairy tale, it has added more meaning and
support to my work. However, I was not able to navigate some
complicated human relationships as well as office politics. I also
understand why I felt sick quickly when working with a supervi-
sor who expected me to work after working hours and on a very
ad hoc basis. I gradually understood the importance of setting
boundaries and prioritizing better time management for both

work and personal planning.
Ambivalent in work and life

Sometimes, navigating ambiguity in work-life conflicts can be
very tricky. It may result in overload, unfair job allocation, griev-
ances in relationships, and unrealistic deadlines given by various
bosses within one workplace. This XO icon serves as a reminder
of the ups and downs, prompting me to find more straightfor-
ward solutions. According to Adlerian Therapy, finding the best
solutions by myself is critical to bring about positive changes.

My passion about arts since childhood

Fortunately, I have many hobbies outside of work that serve

as an essential way for me to reconnect with the outside world.
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I am passionate about joining art exhibitions and creating art
pieces centred around icebergs (See Figure 7). I tried many new
formats like mandala and urban sketching as a creative outlet
for my thoughts and emotions. This aligns with what the XO
icon conveys to my heart —bringing a sense of social interest and
happiness. He possesses a healing power for me and even plucks

up my courage to master my life issues again.

Transformation to becoming a Cultural Mediator

(in the here and now)
I have to Design my Dream Job

Looking back on the years since graduating with an MA degree
in Cultural Management and the decades spent as a cultural
mediator, I've started learning how to “create and design my
dream job”. AsIknow that the perfect cultural manager role may
not be readily available for me to search or hunt for, however I can

create one that will fit me most.
“From Passion to Passion”

I'sense the miracle of transformation after so many ups and downs

on my journey. I would like to quote a saying from my workplace
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Figure 8
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supervisor, Kinsusu, during a rewarding leadership training
session for the youth: “From Passion to Passion”. He shared that
both words “Passion” are the same in spelling, but with contradic-
tory meanings. The first “Passion” refers to Jesus Christ who sac-
rificed his life to save the world, a profound act that conveys pain.
While the second “passion” is all about the motivation to work

for the best, driven by both personal interests and social interests.

After sharing my experiences at the MA symposium in April 2023,
I consulted Kinsusu again regarding the saying in relation to what
we are working on as a cultural mediator. He made me read the
“Online Etymology Dictionary” again, exploring the origin of the
word “Passion”, with the explanation of what “Passion” meant

and how it sounded 600 or 2000 years ago.

Kinsusu, my previous supervisor and my great mentor, ernpha—
sized the key point: “from Passion (ie., very tough work) to
Passion (to love my work as a cultural mediator or ).
What the cultural mediator does in the field, might be to connect
and to communicate with different stakeholders well. We found
that the word “Passion” (noun) meant “the sufferings of Christ
on the Cross as well as the death of Christ” in the 10th century,
which is primarily related to physical suffering. It reminded me of

the pain of physical suffering. We were only discussing the word
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interpretation from the dictionary without connection to any

religion.
Passion (n.)

The evolution of the word “Passion” spans from the early 13th
century to the late 14th century, where it initially meant “to
endure” and “suffering.” In Middle English, during the 13th
century, it took on additional meanings of “an ailment, disease,
affliction;” and “an emotion, desire, inclination, feeling, or the
desire to sin considered as an affliction.” The word “Passion”
continued to transform, with the meaning shifting to “strong
liking, enthusiasm, predilection” in the 1630s. Later, the meaning
became an “object of great admiration or desire” in the 1730s
(Harper, 2023).

I realized that we must come across challenges akin to minor
ailments or diseases, and then navigate through desires and strong
feelings until we find the way out - finding the ideal work or ideal
way to becoming a better person as a “cultural mediator” or to
transform it to your “dream work”. It might be a lifelong journey,

marked by transformation.
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This is my own pacing

Since graduating from university, I have been changing jobs.
Some people might view me as someone lacking stability for not
working in the same place for 10 years. However, I have other
thoughts about it. I always seek higher positions when opportu-
nities arise, feeling the need to progress beyond the current rank in
a workplace. As a result, I actively pursue new job opportunities

when my contract ends due to my eagerness to excel.

Last but not least, I agree with all creators and cultural mediators
that we shall continuously polish our communication skills, and
learn to integrate and respect all parties, even all tiny parts in the
shows, productions, exhibitions, design, or a person in the crew. If
we can manage all parts well, we would work like Chinese Doctors
who can connect veins or blood vessels for all hearts. This self-ex-
ploration journey, transitioning from childhood experiences to
integration into various workplaces in Cultural Management,
education, training, writing books and counselling, serves as vital

reminders of a core need in my career aspirations.
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Hong Kong’s Cultural Policy Shifts and
Cross-Border Collaborations

Marco Zexun ZHANG

Historical Trajectory of Hong Kong’s Cultural Policy

Understanding the trajectory of Hong Kong’s cultural policy is
crucial to comprehending the evolving role of government in poli-
cymaking. Over time, the government’s focus has shifted from the
British colonial government’s attitude towards arts and culture to
the current government’s emphasis on creative discourses (Leung,
2018; Ooi, 1995). Previous literature highlights a change in the
colonial government’s policy towards culture, from the “no-cul-
ture” policy phase to the reactive period (Ho, 2017; Ooi, 1995).
The colonial government initially viewed arts and culture as
leisure activities of the privileged class, neglecting local Chinese
folk arts (Ooi, 1995). In the reactive phase, reforms were imple-

mented that depoliticized Hong Kong’s culture, education, and
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community, thus creating a distinct cultural identity emphasizing

the city’s own territory and way of life (Chin, 2008; Ooi, 1995).
Shifts in Cultural Policymaking Since the 1997 Handover

Since the 1997 handover, Hong Kong’s cultural policymaking
has shifted towards “instrumentalization and marketisation”
(Ho, 2017, p. 65). The SAR Government aims to boost tourism
and drive economic growth by revitalizing historical buildings
and erecting large-scale cultural infrastructure (Kong et al., 2015;
Leung, 2018). However, the government’s bureaucratic and frag-
mented operational model has been widely criticized for lacking
coordination and continuity in policy implementation (Ho,
2014; Ho, 2017; Leong, 2013).

Moreover, the arts have played a crucial role in engaging political
and social spaces in the development of civil society in Hong
Kong, which has been a complex and ongoing process (Chu, 2013,
2017). There are tensions regarding how political engagement has
been approached by artists and cultural organizations, particular-
ly in the context of the sovereignty handover from British to PRC
China in 1997 (Choi, 2007; Chow, 1998; Clarke, 2002). The re-
lationship between political identity and cultural identity in the

arts and culture sectors has been the subject of much research,
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highlighting the complexity and diversity of Hong Kong culture
(Chu, 2018; Leung, 2018).

Emerging Trends and Cross-Border Collaborations

Previous cultural policies in Hong Kong were largely influenced
by Western-dominated international artistic excellence (Chu,
2010; Ho, 2014; Karvelyte, 2018). However, a new trend emerged
in the late 2010s that emphasizes Hong Kong’s integration into
China, which is due to geopolitical changes and the Beijing gov-
ernment’s emphasis on Hong Kong’s new positioning. The
Greater Bay Area Initiative (GBA) announced in 2015 aims to
create a world-class city cluster across eleven cities and deepen
cooperation within the region. Physical and system barriers have
been lifted through the completion of several basic infrastruc-
tures, such as the Zhuhai-Hong Kong-Macau Bridge and the
Guangzhou-Shenzhen-Hong Kong Express Rail Link. The GBA
aims to develop an international innovation and technology hub,
a globally competitive business environment, and coordinate
three different legal systems, economic structures, and curren-
cies. This has led to rising expectations for cross-border artistic
collaborations, which are being driven by national policy, regional

planning, and the desire of local authorities (Hui et al., 2020).
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The artistic communities from the southern region show a
growing expectation of enhancing cross-border collaborations
in the Cantonese region. By interviewing the arts managers from
Hong Kong, Shenzhen and Guangzhou regions, we can see how
the new policy issued in Hong Kong and mainland have the
potential to accelerate corporations in both culture production
and consumption. The expectation over forms of collaboration
has expanded from traditionally staged shows crossing the border,
which aim at an extensive market, to sharing national funding,
nurturing talents, including artists and arts managers, and national
branding. For instance, when talking about current cross border
corporation, a public-funded theatre manager from Shenzhen,

the city sharing the border with Hong Kong, commented that:

The drama exchange activities of the youth in Shenzhen
and Hong Kong are relatively frequent. The governments
provide funding to institutions, such as the Greater Bay
Area Youth Drama Festival or Fairy Tale Festival.

When asked about the two cities integrating in creative produc-
tion, the manager saw a potential of creative collaboration, since
Shenzhen is a newly developing technology-led city. The manager

commented as follows:
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In terms of creative integration, there are literary and art
groups in the mainland. But in Shenzhen, citizens have the
mentality of gold rush to work, and most of them are to
solve their livelihood problems. In terms of the resources
of elite arts, such as orchestra, they lag behind, except for
the Shenzhen Opera and Dance Troupe and the Symphony
Orchestra. Compared with Shanghai and Beijing, the
number (in Shenzhen) is small. (Overall), Shenzhen’s orig-
inality in artistic creation cannot be compared to Hong
Kong.

The arts manager further elaborated on mutual learning and
benefiting from both cities. On one hand, the manager sees a
strong funding aspiration from the Shenzhen authority, but
also mentioned the collaboration should be ideologically sound.
On the other hand, the manager admires both professional and
flexible practice in Hong Kong’s counterparts. As the manager

comments that:

(In terms of arts management, what aspects can Hong
Kong learn from?) (In Shenzhen,) they concentrate on big
things. In terms of total economic output or total cultural
investment, Shenzhen has more advantages. For example,
if you have ideas on cultural activities, such as the creation
proposals to meet the mainstream, the public fundings
in Shenzhen are more favourable. (So, what aspects can
Shenzhen learn from Hong Kong?) There is a more stan-
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dardized process for administration scheduling in Hong
Kong. For example, to determine what kind of drama to
play, there will be a standardized process to follow, such as
in the Hong Kong Repertory Theatre or the Hong Kong
Sinfonietta. On the other hand, Hong Kong’s system is
very flexible, that is, funding and projects are not fixed. For
example, those invited to perform, and the budgetinputare
flexible in Hong Kong. Again, there is a lot of international
cultural exchange in Hong Kong. In contrast, the domestic
situation is much less efficient and flexible. In addition, the
locality of Hong Kong art groups is very strong, and they
must meet the needs of local residents. Also, politics in the
mainland are also a consideration.

Meanwhile, an arts manager who has cross-border festival curator
experience shares similar expectations. This manager agrees that
the potential knowledge exchange in arts administration between
Shenzhen and Hong Kong could lead to both sides taking
advantage of each other, such as in funding or professionalism.

The manager shared ideas as follows:

Hong Kong’s advantages lie in the international art
resources and professionalism in cultural and art manage-
ment, such as the management of Hong Kong’s art institu-
tions and the way of market operation. For example, Hong
Kong’s marketing model, audience engagement methods
and high degree of internationalization. (On the other
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hand) The advantages of the mainland lie in the innovation
of content and performance forms, the continuous im-
provement of human resources, and the large investment
in national funding.

Due to this manager’s expertise on university collaborations,
the manager pointed a specific area on the collaboration of arts
festivals at university level. The manager distinguished the cultural

nuances in Shenzhen, Hong Kong, and Macao:

Before the pandemic, the universities served as a platform
to organize festivals, such as the Shenzhen-Hong Kong-Ma-
cao University Student Drama Festival. And the three cities
took turns in hosting the festival. However, due to the
different educational backgrounds, the creative styles of
the universities in the three places are quite different. For
example, the different languages used by the three places;
with Shenzhen students speaking Mandarin, and Hong
Kong and Macao students using Cantonese to communi-
cate more smoothly.

Policies and Initiatives Towards Cultural Exchange
The expectation for cross-border artistic collaborations is driven

not only by national policy and regional planning but also by

the local authorities’ desire. The National Fourteenth Five-Year
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Plan supports Hong Kong’s development into an East-meets-
West centre for international cultural exchange, and the Hong
Kong Government has announced measures to achieve this goal
(HKSAR Policy Address, 2021). The Liaison Office, which rep-
resents the central government in Hong Kong, has also expressed
support for this vision (Hong Kong Liaison Office, 2021). Various
speeches and events have emphasized the need to establish Hong
Kongas a cultural and artistic exchange centre between China and
foreign countries, with a focus on enhancing dialogue, cultural
charm, and cultural vitality (Huang, 2023; Yan, 2022).

A series of actions are also being implemented to sync with the
aim of positioning Hong Kong as an arts and culture exchange
centre. For instance, China National Arts Fund announced the
funding outcomes for the year 2022: for the first time, 9 of 628
programmes received funding from the central government,
encompassing national orchestral concerts to Canton-painted
enamels exhibition (China National Arts Fund, 2022). Apart
from direct funding, some changes also occurred. For instance, the
SAR Government proposed several long-term policies, including
a new Cultural, Sports and Tourism Bureau established in 2022.
In short, it is expected that a series of policies will roll out to con-
solidate and deepen the integration of GBA, and Hong Kong as

the gateway to connect the East and West.
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Conclusion and Implications

Cultural belongings, or cultural recognition, are under rapid de-
velopment in viewing Hong Kong history. The ‘One country, two
systems’ policy guarantees high autonomy and capitalism from
1997 until 2047. When the middle of the implementation of this
policy is reached, the cultural identity does not become peaceful;
rather, they have become more intense. The external reasons,
such as geopolitical issues, and internal factors, such as housing
issues, wealth inequality and class solidification, have intensified
cultural belonging, splitting the society and resulting in sequences
of social unrest since the 2010s. The Great Bay Area initiative that
aims to integrate the development of a cluster of southern cities
offers a solution to current development issues in Hong Kong
and southern China as well. In the cultural policy discipline, it is
worth exploring how Hong Kong takes advantage of its cultural
hybridisation to find both theoretical tools for policy analysis and
practical strategies for policy development in the context of de-
colonisation. This essay is to provide a nuanced perspective and
not jump to simplistic conclusions but intends to provide insights
and suggestions for art managers and policymakers. To be more
specific, there is a need to see how Hong Kong integrated itself
into the creative industry through the GBA and how Hong Kong

is thinking of itself as an alternative method to provide policy
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solutions to a wider East Asia that values commonalities shared

by these countries.
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Enhancing Awareness of Copyrights of
Performing Arts Practitioners

Long Hin LI

Introduction

Conflicts and arguments are often raised in performing arts
projects even if the concerned parties have made written consensus
and agreements in advance. There have been infamous purported
copyright infringement cases related to similar artworks (5% BEFS,
2023) or different types (FR{EER, 2023) or derived products (ff8
E 7R, 2023) that may have raised certain awareness of the practi-
tioners and the public. This paper focuses on rights, specifically
the copyrights owned by different entities when entering into an
engagement governed by the Hong Kong Special Administrative
Region (HKSAR) Government for the purpose of producing

performing arts projects. It includes studies in laws and organisa-

tions protecting the performing arts practitioners and is written



260 | On Cultural Development Y1t RER

with the hope to further highlight the importance of upholding
those rights so as to enhance the cultural value of performing arts

in a broader sense.

Artists engaged on short-term projects are mostly consid-

ered self-employed

Employers in Hong Kong are required to safeguard the human
rights of and ensure a safe and healthy working environment
for their employees by complying to several ordinances and reg-
ulations promulgated by the HKSAR Government. The major
governing ordinances include the Employment Ordinance (Cap.
57), the Employee’s Compensation Ordinance (Cap. 282), the
Mandatory Provident Fund Schemes Ordinance (Cap. 485)
and etc. However, in the realm of Hong Kong performing arts
industry, artists engaged in short-term projects may not always
tully enjoy the protection since they are generally regarded and
mostly engaged as self-employed entities instead of employees
subject to the varied agreements with the commissioners. The
general practice could contribute to a more flexible working re-
lationship that may arguably be more favourable to the commis-
sioners when compared with rigorous employment agreement.
Generally, self-employed artists enjoy freedom as they are entitled

to more control over how and when the work is performed. In
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some cases, self-employed artists may use a substitute to perform
parts or the whole part of the duties. However, self-employed
artists not only have to provide equipment and materials for the
work, but they usually are also fully responsible for their own
insurance, taxes and pension contributions while the commis-
sioner has no responsibility to those whatsoever. The working
relationship builds the basis that not only alters the basic rights
and responsibilities, but also affects the cultural rights of engaged

artists.
Copyright protection

While creations are invaluable and intangible assets of creatives,
the value of creations are exhibited in the form of copyright and
protected by related laws and regulations. Being an international
city dedicated to constructing the credited intellectual property
trading centre, Hong Kong sets out ordinances that dovetails the
international standard. According to the Copyright Ordinance
(Cap. 528), copyright is a property right which subsists in original
literary, dramatic, musical, or artistic works; sound recordings,
films, broadcasts, or cable programmes; and the typographical
arrangement of published editions (section 2). The authors of
creations are entitled to the exclusive copyright of the creations

by nature (section 13) without necessary registration or similar
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procedures. Only the owner of the copyright has the right (a)
to copy the work; (b)to issue copies of the work to the public;
(c)to rent copies of the work to the public; (d)to make available
copies of the work to the public; (e)to perform, show or play the
work in public; (f)to broadcast the work or include it in a cable
programme service; (g)to make an adaptation of the work or do
any of the above in relation to an adaptation (section 22.(1)). In-
terestingly, the authors may not always enjoy such exclusive rights
subject to different circumstances. Without specific terms of
agreement, the employer becomes the first owner of any copyright
in the work that is made by an employee in the course of his em-
ployment. However, where a work is made on commission based
on an agreement between the author and the commissioner,
the author owns the copyright while the commissioner has an
exclusive licence unless otherwise stipulated (section 14, 15). The
relationship bounded by the engagement between the author and
the counterpart outlines a distinct context in which the terms of
agreement in relation to copyright could be set forth differently

and should be carefully considered.
Copyright licensing

Similar to other property rights, copyright is transmissible by

written documents. The transmission could be partial, meaning
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that the successor could, within parts of or the whole period of
time, perform one or more of the acts that the predecessor was able
to do. Once the copyright is transferred, the author does not enjoy
the copyright anymore. Alternatively, the author may choose to
grant licences, either exclusive or non-exclusive, to the designated
persons. The licensee, without obtaining the copyright, is granted
the right to perform acts within a certain period of time that the
copyright owner is entitled to perform. A licence with exclusiv-
ity has the absolute exclusion that even the copyright owner’s
right could be limited (section 216 and 218). Authors may opt
to assign registered copyright licensing bodies which could, on
behalf of the authors, grant licences to users of copyright works.
In Hong Kong, these licensing bodies are governed by the Intel-
lectual Property Department of the HKSAR Government and
are required to make available to the public the scales of royalty
charges for different uses so as to enhance the transparency (IPD,

2023) and legitimise their credibility.
Specific terms of copyright

It is worthy of notice that copyright only subsists in certain kinds
of works, such as musical works and films mentioned earlier,
while not all creations could be copyright works. New inven-

tions involving descriptive procedures of manufacturing are



264 | On Cultural Development Y1t RER

not copyright works but, subject to other factors, are applicable
for patents. In contrast to the passively and naturally endowed
worldwide copyright, inventors are required to actively apply
patents to different jurisdictions for their inventions. In other
words, patented inventions are protected within specifically reg-
istered regions only. Registered design and trademarks are other
types of intellectual properties that require application and are
different from copyright works. Further, the authorship of works
is defined by laws. For instance, the photographer is the author
who naturally owns copyright of the photograph, instead of the
model being captured. The authorship of film productions is
shared by the producers and the principal directors. As a general
rule, the author is taken to be the person by whom the arrange-

ments necessary for the work are undertaken (section 11).

Copyright is infringed when a person without the right or licence
does or authorise others to do one of the aforementioned acts (a
to g). Interestingly, any person who gave permission to use a place
of public entertainment or provided apparatus for a copyright
infringing performance may be liable for secondary infringement
(section 33, 34). However, some specified acts that do not conflict
with a normal legitimate exploitation and do not unreasonably
prejudice the interests of the copyright owner are permitted,

including fair dealing for the purpose of research, private study,
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criticism, review, or education (section 38-45). Copyrights of
works are generally protected globally, but in different ways
within different jurisdictions. International agreements related
to intellectual property rights including Berne Convention and
the Paris Convention were set forth to establish an internation-
al standard which is agreed by many developed and developing
countries. Governments, including HKSAR Government, based

upon those standards are to enact their own version of ordinances.

Application of copyright in safeguarding cultural value of

works

Compared to tangible or consumable products, creations and
artworks are intangible and more vulnerable to exploitations
while copyright regulations are, if not the only, protections
governed by the authorities and provided for the authors. One
could easily understand that other than the skills and experience
the authors equipped, copyright terms significantly determine the
value of the contracted relationships between commissioners (or
employers) and the self-employed authors (or employees). Experi-
enced authors with comparatively higher cultural value or social
status are more sensitive and demanding in regard to copyright
terms when being under negotiation of commissioned (or em-

ployment) relationships. After establishing an understanding of
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the identities of involved parties, copyright regulations and the
intended outputs (i.e. the creations or artworks), experienced
authors should be aware of the rights in performing certain acts
at specific locations during specific times to which the counter-
parties are entitled. By controlling and limiting exploitations of
intellectual properties, authors could enjoy the most value of the

creations.
Recommended actions

Different companies set out various and diverse versions of agree-
ments for engaging artists in performing arts projects with distinct
contexts. While a standardised and well-known practice is absent,
practitioners who lack understanding of related regulations and
laws may easily forgo or exploit their rights unconsciously when
entering into an agreement. Before engagement, both parties
should understand the statutory status of each other and seek
necessary documents of proof if needed. Self-employed artists
who are less protected when compared to employees are strongly
suggested to insure at their own costs against the liabilities of loss,
damages and injuries of their own equipment and own selves.
More importantly, both parties should understand fully their
own responsibilities for loss, damages and injuries which should

be clearly stipulated in writing.
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With respect to copyright-related matters, one should under-
stand if the works are copyright works as well as the ownership
of copyright. In some rather complicated cases, the directors of
large productions may put together and arrange several copyright
works, for instance playscripts, music and lyrics. The directors
may own the copyright of the production but also are required
to obtain the necessary copyright or licences from the authors,
ie., the playwright, composer and lyricist, to perform the ar-
rangements. Based on the terms of engagement, the ownership
of copyright may be obtained by the author, the employer, or
the commissioner. One should also understand that specific acts
could be granted of which authors may opt to seek management
from licensing bodies. For instance, being one of the licensing
bodies, Composers and Authors Society of Hong Kong Limited,
also known as CASH, is granted parts of the copyright of works
by its members (members may no longer possesses copyright of
those parts anymore) and restricts and controls infringing acts
by suing against and granting licences to users (CASH, 2023).
Also, responsible persons of venues and places where works are
performed may be liable to secondary infringement. Thus, con-
siderations should be carefully taken during negotiations, while
declarations of clearance of licences should be obtained from the

responsible bodies who hire or rent the venues.
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There could be more suggested actions in respect to copyright. In
conclusion, performing arts practitioners in Hong Kong should
raise their awareness of rights by actively studying related regu-
lations and cases. More importantly, practitioners at different
stances should consider the rights and responsibilities for each
other to achieve a mutually beneficial understanding so as to

enhance the cultural value of Hong Kong performing arts at large.
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- [BR{ERR (2023, July 28). MEMEBEXRREMEIR T IEIDEE
FiE ESREFTTMVEE TR, 2/, https://star.setn.
com/news/1330049

- BREEE (2023, September 5). ZEMV (F) FbJimin@
BTS SERAEER DB KSE. 1B, https://tinyurl.
com/3txzsy3e



269 | On Cultural Development Y1t RER
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hkO1.com/article/879309
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With his comprehensive capability of committing in the performing
arts, Long Hin Li has been a practising producer, administrator, creator,
educator and performer for years. He currently works as an Assistant
Manager (Programme) at Hong Kong Dance Company, managing
different local and overseas programmes. Prior to his positions at the
Hong Kong Academy for Performing Arts (HKAPA) and Hong Kong
Arts Festival, Li worked as an independent artist. He graduated with a
Master of Arts in Cultural Management from the Chinese University
of Hong Kong honourably with full scholarship from the Hong Kong
Jockey Club Music and Dance Fund, and a Bachelor of Fine Arts in
Dance from the HKAPA. Li endeavours to interpret, execute and

maintain the inclusive culture through performing arts.



270 | On Cultural Development Y1t RER

ElFR B R E RN A T AR E 118
X PAMafER A B RE N EER

A+ 15

(AX B G EENR)

AR > SREFENARKRIBRE RS
MABT B EMLE - XE2WNWIHE SR ETE
WRAMNX(EESRN - WRBBEMZEE - HEARK
B2 EfHEAREBERSEELNE - 2ZE2NR
B o

EffREE

EMHEEENHE BISBENN—EHEEE - 8
BREMZ ENEEERNAERE EEAERE BN
RERM T o BBE LIFEREAIEM > HHRWEFERAD
ARTEBELS - —HSHWIOMINE BRI D BURR
FRMENmIK > B) - BRBATRAVERE -



271 | On Cultural Development Y1t RER

FRBIRE =ERACRMA > SLEILENREE » THY
SEELNRD > HRHEREENARNZ—ME{EEE
AU EM R > WH—REANERNRALN - ENEEEN
FREXT - HEMP - 266 F - LA MESEER
Z2OE/RRIEN=EER (Stephen Wong) ~ Contem-—
porary by Angela Li fCIRASRTET - ARIEE S SEEE
ESmAIEN Mak2 » ERUAZBREREENBMA
BZEE N LA T RIAMEfIZR - thFIERTEENE i E T
FE > AREZIREHAZHNERER - BRMVEENE
e

WBBELBEMRAGEAMOAN « BIR > URER
FMABEMRORANES - BREERERE/MAIE
it BEMRAOEE —EIFE AR E SENR A SRR
K BEEMRETEHFTERFHEES TAZREINS
BENRS > EEES - I TIEFEEBAEFRTER
1ERY) BMRERAEREBIA

IR E KRR HE

BERERILEFEMRIMARTHETASTS -
REEFXRZZEBEMENEMRMIREFLERFR - BIRAE
AJEEEERAEE TALHRC) M TRIR™MG) ZfHEE
H—-MELER (BERESE - BESE - THE



272 | On Cultural Development Y1t RER

SHOPHOUSE %) @FREMAARLZAKNIEEITY -
BEFETERGLR ~ K IRIR - NHER R ZEAM
RAMBEMRMA—EARENHES - ZRBENFENR
1 -

MESmMIFT = EIEES TIEE (B Tsubtley B9
FRHR IR ERDISEMN) 2MR2E > SHNIER
RETHMEFE _EFEEENDTRT - ZRIHRIHEAR
ERMEERERTER - BREVKBZSHNERBAIER MR
B2 E2R T EMEBLEHNED > E—BXNES5H
ME - —BEMBMENRERE  RRREELERE
E%%FE’]E% HEEEmhE o LR ZBERNE

EEMEBEMSERZE TAmFt) THEEE T85R
'ﬂ:J RYIEE B+

St EEMEME S EREE - EAZTEEI
BiHEE  (FTHADNERT  BEBEMRVIERIEE
HBIMNER - WERIBI - BEMTF  SEEY  RE
EEEMBNEE  HEEMEIIREEENEELS -
AAEELZ2OSMRIENEER (Stephen  Wong) IE
AHEBHAER Unit London &1E - mMEIMIIERIAIEFEF
SHE@IB Woaw Gallery TEHTINEM T BEE ~ ™ Mak2
FEMAM Peres Projects Bt 7 ath 244 ERY S8 — R EUE
B EMaENAs—REFERNAT -



273 | On Cultural Development Y1t RER

HOFE(T &

bR T EMSERE FZHE - B F > BEERNE
ENBI FER DT ESER - KREANNEEESTE
HEEE > B35E3T1T » H Queens SEMTAE o

MMSELR - RZERMERETEENEEESEMN
B=ET - A ERIEZENRBCHEE TChelseas - 212k
BRI ESES R  ERNEESE - MR/ EAF
#) Rossi Rossi * HZ<AY Taka Ishii BEEE A T ZE -
MEMBBRARLTEBNEREBAEK—E "community,
(FTENEREENEEEERHENE TINAR—E
WhatsApp BIREIAE - HEARERE) - E5@AHNTRE
—FEHhIE FRORIA -

Al 5iE

AE]ER  BEALNBESFEZERZIFEEIRI
B - ERUNOHEEAMNENTERERSEZLEZNST
—(EZE > FABRNERINEHER 288 BX  HE
TEEREE—EEMNEERD > KRSZBEMMENS
5 o

HBIREROEES FArt Basel) :RiEE - hf7£2020



274 | On Cultural Development Y1t RER

TR BRI L T RIEARMAEY THong Kong Spotlight) >
B R FLERESRANEEE RS ; thoJAE
BSF (2023%) > aRNALEEAMSEEREEENE
R L HE T AHENEEUES -

KEBENBRMAEBE T EE2MRNIFRE - 2
BEtiEEE CBNENSR - WESMMAESSERERES
EREERR RIFAIOME - XA URSEBEIMAIEN
5

M FERT AN R ERIAETHHEIARERE
o RETEFERENTEFEEMRM - kAl LFEFEL
SRR T B BN EER (Stephen Wong) ~ E58—F
SHEEEET ARG Amy Tong £% > HEELBREE LEE
ABMRFER T BN _RKTIS > AaNBENERE
gk Bt R EZERPIEERIOTK - E—UIAG R
B—@ —Rmis—mxR— M5 NEERR -
o]

mEFRM  HEMAZEAMBMLE - XBRMO
HEAMNXEESE —BETENHEBENEE - B
B ARt ESBRRZHEE - LEa0ER - EIBEREES
AEINEEBGEFHFRNEMRMAEMNADS ; 22 11



275 | On Cultural Development Y1t RER

B17 ThF b M TAL(E) NERTIREEFE - S/BIE
R—ARTMBNGES > AEMBEEESNEHENERE
# > MERERNEBRIERE—EFAARELNERA
E > UREBEEHENER - HBHEZNE—(ERIAN
w0 BERMBLEENEMURBMEBFEEED NG
BB - FHAR

fEEEN
BFi - BEEREE HEEME) - ANEXNZHZAE

B RAEEZR > BEFEPIASCERBR TS - B
BN SREMEE - 5 (BihE (F3HR) ) SREEERS -



276 | On Cultural Development X{LEERES
Blimgdipm : ERAPERISNZER TR

KA

REIDAZE - BI548 2 58 4R 48 FEHh BIA T R TR 19 (b
HE—H#E (Garner Jr, 2002) > #aE AFIELH 75 RORE(Z
BIREWMAEML o {EHEE - RIS 2EAM MR
HESEMENARER  MPHLHHEREBRHEER
#E15 (Wickham, 1987) » BRI H=El (City Comedy)
AL AE EARE TR MR B B E B MR a = RN B -
e - {RARNEHERNEE - SREISHERBERENMV A
WHHRROABEA Y ABYNES - SLEEEESA WL
0 1B BEWERER - @AM - ERBISBEREHTE
5 BEIEIRIERB AR RIRERHEEERNTEE
18 o



277 | On Cultural Development Y1t RER
BISZEREAES

TR - ERPEESNEREENIFEHBIGE
EEERIER - EBENBREEZ " « ZRINH - Bli5
HARGNREGRNEEERN  EFSETITRELREE
e HERESERHES « E£ERME SR NEIER
SEEMIE - BEms - EAPEREIS (BIRzERMEE
BEEBNRETRH) JABEREA=IE  —EESERA
EATENMERISREREHPESL - EREEISERETR
B THEEZR) NE—RRTRE  _2RSERE H
BRBZR) NZHAREMEL > (LB HmHRNESNAE
—REGEBRHELERATABNREISZRERMN THEH
PR WE—RRZRETANRYNE - LENEETH
BE - WEES EERBENT  BBBERBRERTYH &
FRZR) NE—MEZ[HM THERER NZHEZEMBRY
Bk -

MHERZXCEAR - KT EREDR . MEREZ
—(BACZAEINBNIG - WITEEMAM IR - E2KEXR
MHE BRIV BRI - 20 490FRMUK - FEH
R — &R AT R AETNEIR HHE D £ EZAREIR -
gN1998FERIZEM LB ARIRE ~ 20015 R TAIEIZR KB
2005F B THEMAEIR: - BEFHNENRSZERER
ELMENBISRREEPEL - BB HERNES



278 | On Cultural Development Y1t RER

NEEERARZHE) - BERBIRNEZTRAS - #
R ER AKX ZEBMRANITRERTRBEZ DEm -
E—4 TR B EEMN TBRESER) RIE
NES BEANEEARLT  EEREEEESRFER
B TREL > MABEEEEZMERELIHZMNROE
SREEETRILE RES - @ > EEEEESRR M
RUIKERISEIEARNBENE—TINE T BI5EAR 1t E R
MBI - EIt - BLEMENEISEREMASRZRESE
B RZHABEEHHRERIENTEMZER - EMT N
B2 APIREA RO ZE R EAE R T A9E2 AN ©

bR T ERERAZERARN BT RBS - BI5E
BOEEARHHRNZIRAEZTR - tbWES ~ 28 ~ HF
wrihE TR R NER - E—E8TEHNERREZ
RYEZ BB A ED - LEAN SEERYEIENRY PR M AZ LB B
AfE 155 Bi5 - i - HEBHN=TZEPINRE
ZEfE 5 fAR2 BEIER IV - BISNBESHH A
BB AR E LIS - BT - B—(ERE &R AERIRE
tE - B4R TRME R NZEMBITRMINBAENREFH
BMEHER - 241K - FZ_=ZREmNEREHE
MNBEISHEMERNERRAMTZEEA—L - efISE
5EEE P ABRSRMHTER - EF—ROZE > &Lt
HENEREDIIFZEEANESTREIEE > BE22HE
HAHZEEOEENANE > t2EERTERAXZERMR



279 | On Cultural Development Y1t RER

SNEEBWN - AR > FEEIENEE—RZEBEFRBA
FANBEPRAFTEERREENEE - & TRERE
ERVBIHEE > E—ERE LIKERERYERS AR
EHERERIER  AREATHNEENRETLANLAESR
—EREEIHNIE -

BE=MBEIGHE BN BRI ABRESEERE
BROFIBMBGE L - BEMHEEREAERS ETEX
AR R E M ZER o WAL - BRZHURTH AT
BEIXRNETERTEREFTEEMEUMSEE—MH
R e R AT REREN T EEMBEAHENSR
B EIHEKE - RBEER - BYHO - BREEO
BEG - REMAERER  HERRRER  AISREE
R (BRI - 2011) - £HE > BRAETIXERGE
ERANERMERARARBILRTIBEMER - LiEH
Rt~ HFIHFEME -

o

FISE R mICERRN — » MEREFWHAE
52 hREERHAEAS - EPIPHTJGEJ%E’]%L PSR ZE
BEAMZEFEBISCMEREFEE - RS L =T2RI5EE
ezl - (BEamE CEIS E%ZZDH"ZWIJ BEEBIS Z I
ZfE - IKEEEATMHNEREES - Bt - FAXXEF



280 | On Cultural Development Y1t RER

NMARNBISEIESE BEZEZEERNHEBEANXE -
HENEEERE < BB ARE MR EER - R AL
BltEtEn E e B AR - ME BT RBIRM T =B A
EXOEEERE - WEBNTERERAMIERBIEEE
P BB AR EENRE -

XAEF N ANEZE R EHB BENEEEBRRET
HHMEEE - BIISNTFER - MEWKT] - BEIGEHEEFE
BRERERRZZESRBENAIRIENSEME - FEF - 5
REIBGRIBNZTENEE BRI ZERER - BB
BIR2 BRI RRIEH A STIENEEFREEEAT
RISUUERER o SXEFHR N ABZHLF I ET L BRI RUAF ~ 23
AERNBEREEFEARENTE - UEERHEEIE
EBRAENEAMREE - b5 HMIRIEREISOZEREME
BRITVMEFFAER - BII5I5HAOYIERET A R IR
R E T XEZENREE(L - XCHAEEEREEISM
HIRSM - BT PN ERESUREUENETHS
NIERE - BME 2 > UEIREESE BURNFERMX
{ERN ARDFERAFRMHRESE ~ &7 ~ tt 8 X(EMZ=E
BE - LASFRBIBR AR REMAEBEHZERRAER
HEXEEE  THEESRE—EENAF ~ 27T W
TEARIAERE



281 | On Cultural Development Y1t RER

2ER

—  Garner Jr, S. B. (2002). Urban landscapes, theatrical encounters:
staging the city. Land/Scape/Theater (pp. 94-118). University of
Michigan Press

- Wickham, G. (1987). The medieval theatre (3rd ed.). Cambridge Uni-

versity Press.

- [RHE (2019) - ( KBEEFTLH: ERFPEBISEEREIHH AT
TERIROERANEE) o (BAXE) - 4,135-141¢-

- B3 (20M) - (IFEB, WMBHEE. hEEAETEMMIRE
MEIR) o ( XEEfARE) >3-

fEEREN

R - & BERXAKREMCERE I RRIBE2020E %
£ IBAITREEERAEREL B8/ NBEFEDES - i
RHBEESR : BB XLEE - BXXEAR -~ BMEE - B7&
Translation & Literary Studies » (IEAXALEZXTR) EEA
SNESTERT) « MRS LBERZEXE -



282 | On Cultural Development Y1t RER

FESFEFXEEXARERRIES
——XER Citespace 12201

ERERFR

fEERFCEEMEECERFERE - ZIKE
RAAEEEE KRB MR ASBEBELE TEXR
T8 ° LABG ~ REUE ~ BFtE - ATEREANRNEF
MRS EESRABBNRENERTT - BFEMABAR
RMFABERNEESD - AULER - BFXEEEH
EIKEEBE PR SEEAIARERTRK - 1B AL BRED 2 IKACK
BEERS|E (Zeng & Huang, 2022) -

EREM SN UEIE) ¥ BB T
WAER BORLER - HISUBIERMY TRAeER) ~ SUE
R TRdAfrEm ) MEMEEN TXEEE) 8 —85
EPESMAE M ERARMRERREIR - FRBFX
{EEEB SRR TR EIRR 20t 10 FRBRIITEI N
RIFERNEEZERTNERRS - BH2EHHFXE



283 | On Cultural Development Y1t RER

EFNMAIEREEHFEE  IREIDE  HFEHSE
R - WHREIRMES - GENEE  BEENSESER
RXAFH o EABERBF XCEFER TR LAEHE 21
HiCHE - ERE0FNFEE  BFXEERS TS
RIRIRANSMEt BEE T URO BB R A BRI EITRE - WALE
T THFHRER) © THFEREF - HFREE
1 THFRIEERE) N TAFEXEERE) 1FERR
BEIVEM - BRI B 2EHHF X EEFRMRET 7O
BN - ERASEERNEBEXRNEEME - EXE
#E ARG STEFE-ERENEET - BRI
AR #*A CiteSpace PIfR{CEIEMF D IEETEE D -
BRZRAEM TR B E S - FIRTFRER « BaTEER
7 TESEERERBRFIMAEENERBDY -
IR E S X EE S ERHIE BN Z BT RES]
°

R R BRI

AR BUIBIZEMAIRED ek EE CiteSpace
6.1.R6 (64-bit) iR » SZERF RN BT EE T EAREUIE
ZIRERIAEMIRIE - B TRIRANIE RERRIRE
AR EAREIRE © R A B RIMEL D AT AR ST AN Ba Bk ~ 20
FARERRES -



284 | On Cultural Development Y1t RER

AEEREL  AGEEEANBEBEERE  #1E
RZH CNKI BT B FREIRIR - MFSUEESRE
HEMAIREAREMREE  BERRERES 8F
XIEER) NEE - HREBEEA2001FE20235F » 4354
Hriti884R B MERANXR - BEE2815RHATIRNY « 34R1EE
mat AVE RIS B E A=

R BEFSER DT © FEARXAIFRERE

BEHF X EEXRMAFEEXHENE R - B
2001 FFIn HIRBF X EF M FRAIEL - £HE R
—EBEFEZEZ2REFRANIERAEZ - EA20177FEMUXR
BEASZEHHFEENMREAN T REIBRIEE - i HE
GH > ERERFRIMRERERE - DEEE - Xt » BIE
MAHEESTEZEFENHF X EEFRHLECEERE
ENBEBZESIRE T E2EMET - RIERE @ £2017F
76X BAIERE £ > 2019FIE R EI94/% - 2020F &H114
iR 2021 EF188%% » 2022F R 2B R EFI234F & -
BIRIZRR T R EEANTE TR ©

W2001-2023FHFXEEFMAEED M (B
2) K& U THEXEER) /ZOEENMRAMRE
HELLAE U EXS THEEE) ~ UEEEH
Rl - TBEE%ER) F - ALAINEL - 2EMHAF



25

175

75

25

285 | On Cultural Development YALERE

=]

—

B2 :

Tt B % h h h B B B B B % B % B B B B B
B T W R e Y, Y, % Y, Y Y Y, Y, R R R R

- BREEBAE

1 20012023 F MHFXEEF A EBXRENE

B B B B B B T B B By e By B By T By T By B B T Ty By Ty Ty B B T

N B B B N N N By T N B B T B U T B N e e e By R B U N T Yy
el S h T e B e b v T B B0 B0 %, T
e Y e ¢ B e v B

2001-2023FE N FE X L EEM RN EED M



286 | On Cultural Development Y1t RER

NEEENSEELRE  SRUQETHAEERE UK
P BER T IS E A IR R - Bt 2 XEBUE
BEERT  HREIREHFEXTCHEZSULERE
D IRTEMEEEE « XEFER » EHERL -
EEBXEEXSEERR  ERBLHFEEERET - #
FXALEFEENEIE SRR -

RRERDH : IR - FOHE - MEE

PR MR T ENSERSE » HAX - BEIE -~ =
RMER DSR2 BIEM RN - AEBIERBEERE -
Atz o ol MBIt 2 IR Z A R BN H LSS - 3R
AFEEETELD - AREE - &S5RI XK EREE
RO » 2B ZBR2017—2023F 2R e F M bEE R
RORBERE - BE—RHNMERRRASERTFRA
SHEEN T FREEA2017—2023F R B - BB
HREZEA Node Types = Keyword ; Time Slices = 1] >
Hth 2 AR E - SRFRAFEAEER (B3) 18
BARFEIRMNOEREBEE T EEE - o8l T8FEE)

I EER] ~ TEF&E ~ THRIRE ~ T8FE] »
MEEg) » &R ~ TIER™y ~ T8FEE) ~ TRIEPE
[&) - 2020FAERbxNEEBEE M (BRI Tz BR RN HEED
HFVEEXSEELRNVER) » HAIKREZEZRE B
{EERGE  RARGRESEEREL THF EEREE



287 | On Cultural Development 31 LERE

RER > &SR REMAIREEE « XEREER S
REM > BFCEZERMBEMIIRE - BIF SRR
RENEIIR A AERA TR, -

&3 : B RN E

m8 (2022) BAEFXCERRER 7 SUEEREREY
RERE - ERFRMANXCEERENRIFER - B
AL TREBI AL E R E R T ARANIR BRI RS © B95E -
P EAMTRIFT R R EERNBEARBEARARHFX
EEZENRERRE - —7HH » BFXEEZENZLOZEHF
REXCEERANRIFER - EEEHFRIERG
HFERNBTRE HFEHS - BEHFRMOAEE
> M sfHFRNERRXEEERE » S



288 | On Cultural Development Y1t RER

EERNMBNND  EHFXEEEMANER2— -
H—HH > BFEXCEENLIRES T ERXEEFENE
BUTHAR o MO R B FE R B S EEF BTSN T+
- REBHRXCEENMMENRS N > 2RFXCE
EMANS—EHFIEE - BIOKE - HFXEEFRAZE
RFMER  FHE - TEREIRFREM T RENTIR
BN

HREBBSH - REBERRERERE

SRIBERARRT IR ABHBRREENARETRE
FARAE - BB RMEEZNE TR IRERE - &
AR R EABERNER L AE—TSHRPEHFEX
(EEEMEMNERBE  JAHBHEAETREGE - &
ZYERER Burstterms) [FEITR 4 - SIERHE P HEE
T H10EZEIRE - (EE4EERY TOP 15 BAfERIZRE - HER
SRINDRA  BFHRR (2.73)  XEAIE (2.46) ~ BIE
Ex (1.36) - T8iF R FABRXIEEZRARBTNHEFE
EE IR EEREFERENSRH. 8RR -
BIREX oG AEREMERSBXBRELR (Pre—
scriptive policy) RIFEIE NESD 2IR HEF I EEEETR
EHARERAIRANR - WA ATHREEMSER TN E
B8 - [REASEEIRIR 240 - @i CitespacefiiEza B aMIS 7
LR DR % B T E AR R EIBEE -



289 | On Cultural Development Y1t RER

Top 15 Countries with the Strongest Citation Bursts

Countries Year Strength Begin End 2017 - 2023

BFHINR 2018 2732018 2020
SALAIRE 2017 2462017 2019
BIRFED 2018 1362018 2020 e
ML 2019 1312019 2020
B 2019 1312019 2020
WA 2020 112020 2021 —
Bl 2017 1062019 2020
KEHRE 2018 1022018 2020
BB 2017 1012017 2020 s
A 2018 0992018 2019
BIZHTE 2018 0992018 2019
P 2018 0992018 2019
HFE 2018 0992018 2019
X} 2018 0992018 2019
SghiAR 2019 0882019 2020
B4 : BT RIR A E

KEHF X EEXEMAAMBEWESHT - EA
20175 Mg > REIBFXILEX 2R BB U RN
B —AEMNRAFERFRRERGRIER - Z—FHHEE
FEBNZOEBEHBUERIES | @RS Z D&M} - &
TEEEEN TR  BENTEESEERERARTE
T » 2017—2020F A0SR IRGA A TEHFEE) ~ T>XE
B{E) ~ THERy ~ TXUEEE) F > WM Xt EE
RAXIEBEE  FEWME X CERNEREEEMURER
BAXLHENRSEENAE—FHNMRAN &
2020—2023F MK A TJTFHE) ~ &R ~ T
el TEEEREG) F - FUBERBEREERB TR



290 | On Cultural Development YALERE

REFXEEFOZRBE M - BEE - XEE - A
TERENMXEERNARERS - FEEEHFEBAMFE
&~ AR W2IBHTEREBRBWEN - BAFRMWER
AEREZ ~ AP OEEBE NSRS -

HARE nemE Jo——

5: BT BIAMEIARANHE RS

BME <2 BFRAFEROIEAMR Y 7 SUEEFE
BIEBEMAEE  ANCEFREEHAINERREHR TH
BE - BEIRNE  BIRTANRIBEREHFLE
FERNEERY ) - MEEFNERBESaNRXERR
RENBREERRZERZRE - EMBERNMES - FEIKPE
HERINHF X EEXEREBRZIRENBROES -



291 | On Cultural Development Y1t RER
tham - AFHMEXCERSEERE

MHARBEERRE  BEAHFTXLLEEZERR
2001 —2023F BN B SR 2INISEILERD - £5548
FATER ~ BRRSRGEENERBEREREN DT » 1]
A F X EEEWRE D B = (EFEER - 2114240 H5
AEATFEY - 2010—2016F B A - 2017 EMUR AT IRE
FEHR -

MIRERBRE  BABENMREATMTESE
EEEEUAT=ZEIE  H— » $FEEFESIEHAEN
RS - ERERNRAE RH T EEEAFEREN
5ETH ) - SRWHEE i ES) « BI25EERE  BED
a1 'ZzEzH iRl B (Gao et al, 2017)-
HEXERIEZEPELEMSE  MEHE BRESE
EERAS4MESEE (Yang et al., 2019) - FEBBERAHM
ERBEEHTI - ARBEFET - EBEREMNEHDL
{E (Zeng, 2019) - BRI AIBIBIPE MK BTN
MRENETEAEE  STHRBENEBEDBENET
1E181% - BEBtRESSENETEHENUREREREN
EHEMNE T2E) PRNEFERFERHEZEERLA
1 (Li & Zhou, 2022) - HZ » HIFEXEEFEEH ZFAN
SE(ERIFT - BIFHRATINIR T EEENE R AR ERR
B RE T EEXBBAKNEEIINGG - BiZEE T



292 | On Cultural Development Y1t RER

EFEHNERSENAR > BEEEERERN 1
IRAEWRIHT - FEEBIRIE - BMEMERERQERE
ZOR(E - 1B T EXERNERIZEEAY (Jia & Zhang,
2022) - H= » HIFXUEEFEBRIAENBIRER - EA1
HFEEXFEARMAR ST EME B EER - HER
BHFHE BBIIS  BBERENHFRES S EN
e - HFRERBEBFEEENERERE - HEIHFXE
EXEBRERESBRERWHE - 2B EZREMBER
A EEIBRAVERBE (Chen & Lin, 2022) °

A EPRAt - BEE BEEA - REUE - ATEBESRIM
MARE R - HF U EEFCENASTRIEEERNES
5% - KRR - FEIHF X EERREBRITEDNNERS
R BIREREZ - ERERRSHE - BERRZWT :

H— B RIMNEZEARE-—DHEIEER
RIZER - 5G ~ MEE ~ EFtE - BRBES R iTa9E
B BRBFEFXtEXRHESH EEENEEREMN

SENEASSR - I > 5G SERPEFHIER - FRF
HF AT ERRHESESRY - EtENARBUER
MHIENERAFABTHNEEFHFNSREE - H— - 2
7o1E ~ EMEERVHE T KRB E T UEHF X EERAIH
ia - BBEAMEEKENRESTVHER ZNEY - HEE
HHF X EERNFRBGEMSTENEMLE - BiRiEE



293 | On Cultural Development Y1t RER

AP CEFENEE LI EmMRT - mE AR HE R
RRRUTEK - H= - BRARMGRMASHF XCEXZRAM
B - HFXEEFKEBRAE - B kS AGE
ITRERG » WAGETNEFRTENBEEL -

ERFREDNREBETRA S - PENEEFER
YIFRRRSPEBFEEFRZRENHES - OEBRE
it ISUEARH e REE R © FEEREBERSIT » RHRA
o THEEEREREE  RNIERFEEXRHEHE
ARBBEENEREBNZRE

B EBERXEGHE  RYITBNSEERHF
NAEEENER > fIE T —RIBRMRE - HHFX
EEENRRERREHR T B NRRE - fI20 - FRIITHHE
87 CRIIMXEEXEZRERE (2017-2022%F) ) - BH
RREEANEZRUFLER BEZER » ZT/bY
HFXEEEER - EX > ERRAIMEE  RIIEER
BT ENRRRIFE AT B AR EEES - BAHT
NACEFENERIRM T 8A DORME - EATERE
AEUE ~ Bt ESRE - RYER D —HEFROEFEAN
FHE  BAFCEFRRMB T RENRMEBRALE - &
% EEFERHEE  RINBFXEEFCERM T
SINBENEFERRE - DUEH - ERRARO—AHEA
PEEEEERIER > UFES T EFHFEFRIOERME



294 | On Cultural Development Y1t RER

- EREFERINESEF X LEFRNEREHR TRY
AIRISANE RS AR -

ER G

MEAMARRME - HFXCEFNERELEDS
218 THWMER—HFER NEEEE - TBEXT—
MRT B NOFRES| - TEEAF BB R N
Fo - TEEZEM—ERIRE) NZEBTN - RBLESF
MEREES » BIRBERE TEIRN » RARHFEEFRER
BRI R E DA T AL (% RE -

B— BFER - KB - ATEESHFERMESR
BXAEEFNRRTSE T —ERENE A HEREN
R e BEFEXEEFEHFE WKL - SECEENE
Fr > MEREZGAN mBESRNATmENEEEER
KIFREL > BERERALESEEXRAIREERIHE
BREENIRA  MREBAREEENARL S HIERN
BEBE - ZUEERT » BERKNAERRAEEEET
ENERRBRRELE  BRBF X CEXRSECRIFE
FOBMAT - URITERRAEFRGEOBEZBREALS
g8 -



295 | On Cultural Development Y1t RER

BT BFHhN o BIE Kurt Lewin R1943FE12H B
Al i (Gatekeeping Theory) MK » A TiERE
Al BEBMEREN X R NMTNAERZEEMR - B
B HEBENME > FHPEIZEAEENER - E8F
BT XMERNMHNHFEELEREREMEEPHT
RIBMBABETARENRERE - hEFE AR IR
B o IFPANERE =5 FMERSFRBEE EEME
B ENGEE > mMEBEAEAZRNEFTAIE  $FEH
MBBEAGEPERANFTEMERARNVE LR -

£= > BF5Y - B HFEERBEBTAR
BEXEEE  RHE  HEBRBUTEPIUN—EHE B
¥~ BEEENNAHBHATE—E  REBLERRS - R
AR FAEBENMENTaEHREI - FUIEXF - F
BEMTRY 3 R SR AN PE B RO - IER R & LS
B}EELFPEBZ ORI - RTEIEFEIE - AN AR
BERMGSBERALE - EEEBETELSERET
8 MParEtEXZZEEELFH » BEFERIMmM ICTs
BEIEHSHENZTEZETER T —EHFEEE (the
digital cage) - W{afEDITEREME T « ZTIEMEEME
RS ERFZREUEE S ARNERR B REIRAR



296 | On Cultural Development Y1t RER

2ER

—  Zeng,D., & Huang,J. (2022). Digitalization, cultural industry agglom-
eration and technological innovation. Statistics and Decision Making,
38(17), 119-123.

—  Xiang Y. (2022). The Integration Mechanism of High-Quality Devel-
opment of Digital Cultural Industry: Connection, Empowerment and
Symbiosis. Peaple’s Forum - Academic Frontier , 23, 32-39.

—  Gao, Q. et al. (2017). On the mechanism and mode of interaction
between science and technology and culture. Guizhon Social Sciences,
08, 10-16.

- Yang, Y. et al. (2019). Innovation model and innovation approach
in the integration of culture and technology. Science €5 Technology
Progress and Policy, (13),76-80.

—  Zeng, F. W. (2019). Prevailing Trend of Deep Integration of Culture
and Technology and its Implication for Enterprises. Journal of
Shenzhen University (Humanities € Social Sciences), (06), 41-47.

— Li, F. L., & Zhou, M. C. (2022). Innovation of Chinese Traditional
Culture from the Perspective of Digital Cultural Industries. Studies in
literary theory , (06), 12-19.

— Jia, K,, & Zhang, J. (2022). Strategic Thinking on the Current
Economic Situation and the Integrated Development of Digital

Economy and Real Economy. Business Economic Review, 23(03), 56-69.

—  Chen, G,, & Lin, J. W. (2022). Evolution Context, Stage Character-
istics and Development Trend of China’s Digital Culture Industry
Policy. Journal of Shenzhen University (Humanities €5 Social Sciences),
39(06), 40-51.



297 | On Cultural Development Y1t RER

fEEEN

BBk (1998—)  BEFIMMABAXHENZEHRBE LR
£ RIS B X BRI E B2 REEHE - AREEEE
BREXIEEREBER - EEFNMCERBERHLERSET - B
MEMREXCEEMFRE (AERARBEM -~ SUEEFSM
FE (AMRRBEM) ERUERAEEFXRESFEERBERSE
(EBRBEABEN) FEMERRERVEKRELZR (CSSCI)
HHAT) B3k -






On Professional Development

3l K i M 4



300 | On Professional Development HEERE

Editor’s note

The roundtable discussion on professional development took place on 1st
April 2023 and was scheduled to the closing panel of the 2-day symposium.

Here are the participants of the roundtable discussion:

Meggy Cheng (2016 graduate)
(Then) Head of Marketing and Branding, M+
(Meggy is currently the Executive Director of Hong Kong Dance Company.)

Rebecca Chou (2014 graduate)

(Then) Executive Director of Entertainment Marketing, MGM Macau
(Rebecca is currently the Assistant Vice President - Performing Arts, Galaxy
Macau.)

Heidi Lee (2007 graduate)
Executive Director, Hong Kong Ballet

John Tung (2015 graduate)
Independent Curator & Exhibition-maker

Moderator: Benny Lim
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Endeavour to shaping cultural literacy:
An experiential learning process for
cultural mediators

Jessica CHEUNG Ka Ching

With the announcement of the National 14th Five-Year Plan,
the policy has highlighted the importance of cultural develop-
ment in Hong Kong and the goal of becoming an “East-meet-
West Centre for International Cultural Exchange” in the future
decades, which also implied the augmenting demand for cultural
mediators among cultural organizations. Today we require more
highly skilled management and organizational personnel if we are
to continue to compete effectively in the field. The roundtable
discussions in MACM Alumni Symposium 2023 foster discus-
sions in responding to the professional development for future
cultural mediators. Panel speakers captured professional insights
from expertise across the cultural field, which included repre-
sentatives from the field of Contemporary Art, Performing Art,

Entertainment Marketing and Independent Curator. This paper
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aims to disseminate my personal insight and reflection based on
the outcome of roundtable discussions, and combined with the
theory of cultural awareness, cultural sensibility and cultural
literacy. And I hope this reflection could inspire thoughts and

insights to future cultural mediators.

Throughout the discussions, speakers shared their personal ex-
periences in managing different incidents and how these expe-
riences influenced their professional growth. The discussions
and experiences shared by speakers emphasize the importance
of various essential qualities for effective leadership in cultural
sectors, including ability in risk management, critical thinking,
effective decision-making, adaptability, creativity, etc. As I see,
these qualities are fundamental to developing our cultural
awareness and cultural sensibility. Together these two competen-
cies lay the foundation for our cultural literacy (Hirsch, 1983). I
am convinced that cultural literacy would be the key quality for
young cultural mediators to equip before they could harness the

wind in such an ever-changing cultural environment.
Receptive mindset in cultivating cultural awareness

The concept of cultural awareness has been extensively discussed

in academic literature, generally referring to the ability to be
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aware and appreciate different cultural values, beliefs, and per-
spectives. From the perspective of cultural management, cultural
awareness also implied the competency of identifying essential
cultural values and one’s position in the industry. Hong Kong is
a place with diverse cultures, this city mixture of a wide range of
Western and Chinese cultures as well as cultures from ethnic mi-
norities, which makes Hong Kong a treasure island. Individuals
and groups from different perspectives fight for resource alloca-
tions and gain attention to preserve and promote their cultures.
As cultural mediators, we are the hunter of selecting and identi-
tying treasures and resources, trade-offs and priorities in the de-
cision-making process. Therefore, it is essential for us to develop
our own awareness in selecting and identifying the critical cultural
values and find our position in this market, consider and balance
benefits among different stakeholders and mediate their relation-
ships. To establish cultural awareness, we should be open-minded
to study various knowledge and experience different cultures as
much as possible through the experiential learning process. Once
we have the foundation of knowledge, we can transfer knowledge
into the vision and mission of our career and apply it in practical
operations. I believe that this experiential learning process not
only helps to enrich our cultural awareness but also helps young

cultural mediators to establish their vision and future career.
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Immersive learning approach in shaping cultural sensibility

The concept of cultural sensibility generally refers to the self-re-
alization of cultural identity, power struggles, ethical responsibil-
ities as well as the macro social and political environment. From
the perspective of cultural management, cultural sensibility also
implied the self-realization of cultural issues and related policies.
When analyzing the organizational structure and social-polit-
ical landscape of various industries, it becomes apparent that
top-down management approaches dominate both policy-setting
and cultural management models. In fact, amounts of planning
for cultural events and notions of cultures are frequently initiated
by individuals occupying higher positions within hierarchies or
government departments Therefore, it is imperative that cultural
mediators possess a heightened sense of critical thinking and
cultural sensibility when making judgments that align with pro-
fessional ethics and cultural rights. In light of this, one must adopt
a discerning and critical attitude towards their surroundings and
authorities and introspection about the underlying vision and
mission behind every execution. Rather than accepting infor-
mation at face value, students should hold an attitude of healthy
skepticism and evaluate it with objective evidence. Additionally,
challenging our own preconceived notions regarding different

cultural issues can help facilitate a more empathetic understand-
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ing of others’ experiences and viewpoints. In my view, cultural
sensitivity cannot be acquired in a brief span of time. Rather, it
requires cultural mediators to immerse themselves in the atmo-
sphere of critical thinking in the learning process and nurture our

ability constantly.
Proficiency in cultural literacy

We have been training a large number of cultural professionals for
decades, yet more will be needed in order to meet up the need for
talent in the future. To maintain the standard of the profession-
als, cultural literacy is the key to ensuring knowledge and vision
would be passed to the public effectively. As mentioned, cultural
awareness and cultural sensibility are the foundation of developing
cultural literacy (which is essential for young cultural mediators.
Besides I stress that students should take the experiential learning
process by exploring different cultural issues and be open-minded
to learning various cultures. Embrace every opportunity in their
study life to enrich their knowledge in order to build up their
cultural literacy. As we envision the future of cultural develop-
ment, the top-down management model and highly centralized
approach are very likely to remain unchanged in different cultural
organizations and government departments based on the current

atmosphere. In order to navigate this complex landscape, cultural
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mediators must possess more than just factual knowledge from
authority and purely comply with instructions and social norms.
It is vital to hold the attitude of healthy skepticism and question
different practices and decisions in the consideration of profes-
sional ethics and the social dynamics within the cultural repre-
sentation. I strongly believe the cultural competencies of culture
literacy will not only facilitate personal career growth but also

cultivate a suitable mindset for success within the cultural sector.
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About Mediation

Oscar HO Hing-kay

I'have never liked the term ‘cultural management’, for culture does
not need to be managed. ‘Managing’ culture implies some sorts
of totalitarian control and manipulation of culture. When I first
taught a course on curatorship at the Hong Kong Arts Centre in
2004, I named the course ‘cultural mediation’. The term comes
from Sociology of Arts, which addresses the in-between act of
mediating between the production of arts and the consumption
of arts. The production of arts refers to more than just the making
of arts, it also includes the complex infrastructure that enhances
the production of art, such as art training, the production and
supply of arts materials, the distribution of educational informa-
tion, etc., for these supporting elements significantly affect the
production of the arts. (Can you imagine how Van Gogh could

make his painting without the revolution in chemistry in the 19th
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Century that invented all these new and cheap paints of various
colour?) At the other end, consumption apparently means those
who consume the arts. They might be the visitors to museums,
audiences of theatres or viewers of websites. More than just the
audiences, consumption also includes the collectors and the infra-
structures that support the consumption of the arts, such as the
auction house and art fair. Obviously, we are looking at a massive

and highly complicated structure.

Mediation thus serves as a bridge bringing the art products to
its consumers. However, this bridge is much more than just a
technical and managerial process of transporting the arts from
one end to the other. For comprehensive and successful transpor-
tation, it requires a broad range of mediators, not just the curator
or some technicians, but also the critic and educators who equip
the audience with the knowledge and sensibility to consume the
arts. If you go further, there are also the funding infrastructures
such as the various arts councils, individual and corporate funders

that also help to support the bridging of the arts and the public.

The seemingly simple act of moving the arts from one end to
the other is far more complex than one thinks, for it involves not
only managerial and operational process, but also artistic values

and choices, based on cultural meaning as defined by the people
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involved. Take an exhibition for example, not only do the curato-
rial team and the institutions have their own objectives, expecta-
tions, which could directly define and shape the exhibition, there
are also related cultural establishments, such as the media, art
dealers and policymakers who may also influence the definitions
and cultural values of the arts. Directly and indirectly, they shape
the individual or institutional selection and format of the presen-

tation of the arts.

Finally, there are the audiences, who define the values and
meaning of the arts based on their education, social background,
and political situation. It is not difficult to imagine the complex-
ity of working as a mediator in such a multi-layers system that is

dynamic, complex and frequently full of contradictions.

As a curator, for example, you define what art deserves to be
shown, and its cultural significance for your institution, audience
and the community. What are its meanings to your audiences and
how should this art be seen and understood via your presentation,
interpretation, and education programmes? Putting aside the
cliche of ‘art for everyone’, do you have some targeted audiences
in mind? If your target is the educated middle class, your tactics
of promotion and the language you employed would be quite

different from talking to the less informed working class. At the
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same time, are you willing to put aside the working class and focus

mainly on the middle class who shows greater interest?

Mediation is more than just building a bridge and undertaking the
technical and managerial endeavor for effective presentations. At
aless visible level, the bridge involves artistic evaluation, selection,
and interpretation. All these activities involve one’s value system
that might shape people’s views of art and culture in our society.
Considering their powerful but not noticeable influences in
shaping the understanding of arts and culture, the mediators need
to be self-conscious of their roles and impacts, and constantly

engage in a reflective, critical as well as self-critical process.

It was in fact a delightful surprise when I found out our MA in
Cultural Management programme was not located at the Business
Studies or Fine Arts Department of the University, but instead it
is part of the Cultural Studies Division. Thanks to Prof. Wong
Kin, a department that nurtures critical studies of culture has

become a nurturing ground for cultural management.
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