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Abstract 

 

 The nonprofit art organizations have been in a love-hate relationship with the public funds 

for a long time. On the one hand, they much rely on the public funds to survive and to maintain 

the legitimacy within society. On the other hand, they strive to ensure autonomy in deciding 

the presented cultural production. This article adopts the perspectives of new-institutionalism 

to explore the constantly interactive relationships between governmental subsidies and 

curatorial practice. The curatorial practice serves not merely as individual agents’ manipulative 

reactions to institutions but also as the visualization of the negotiation between the two. In 

particular, the curatorial practice of nonprofit art organizations is the best place to observe such 

a negotiation as the public funds usually act as their main financial backers. This research 

examines the governmental subsidies granted by the National Cultural and Arts Foundation and 

the curatorial practice of the three nonprofit art organizations in Taiwan from 2010 to 2019 to 

understand the characteristics that win the favor of the public purse. The results suggest that 

there are four characteristics in curatorial practice that decisively attract the state’s financial 

support, including the audience scalability, content interactivity, value transportability, and 

resource expandability. 
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1. Introduction 

 

Since 2010, the National Culture and Arts Foundation (NCAF) in Taiwan has dedicated 

itself to the nurturance of curators through the subsidy project—Curator’s Incubator Program 

@ Museums in collaboration with Hong-gah Museum in Taipei. Through directly subsidizing 

individual curators, the funded ones are able to curate exhibitions in museums with the 

foundation’s financial support and the museums’ assistance in professional suggestions and 

spatial resource. In the past decade, the foundation keeps establishing connections with various 

museums and has until now collaborated with six representative museums, including Kuandu 

Museum of Fine Arts, Museum of Contemporary Art Taipei, and so forth. Similarly in 2018, 

the foundation established ARTWAVE -Taiwan International Arts Network to promote cultural 

exchange by intermediating between numerous national and international arts and cultural 

organizations. As one of its most significant projects in 2019, Curators’ Intensive Taipei 19 – 

International Conference and Workshops was aimed to strengthen the curatorial education and 

to cultivate the curators of the younger generation in Taiwan. 

 

 The above is precisely an example of the state's intervention in the nationwide cultural 

production through its cultural subsidies allocation. In other words, although the state does not 

expressly stipulate what kinds of programs the curators or art organizations should propose, it 

can still imply the ‘worth supporting’ ones by giving them subsidies. Accordingly, the state is 

possibly able to determine the complexion of arts and culture in society though cultural 

subsidies allocation in Taiwan. 

 

 It is not a unique occurrence. Plenty of researchers have delved into the relationships 

between social institutions and cultural production (Martorella, 1977; Bourdieu, 1993 & 1996; 

Alexander, 1996 & 2018; Schulze & Rose, 1998; Pierce, 2000; Castañer & Campos, 2002; 
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Ospina, Diaz & O’Sullivan, 2002; Hee & Feiock, 2007; Chatzichristodoulou, 2013). Such 

social institutions range from the overall orientations of national policies to the allocation of 

cultural subsidies. In the course of seeking financial support, art organizations, on the one hand, 

attempt to earn more subsidies from the state’s purse to survive and, on the other hand, strive 

to maintain the autonomy and flexibility against the institutional pressures in terms of the 

presented cultural production. 

 

 Despite the abundant academic discussion, many of those center on the governments and 

art organizations in the Western countries. Therefore, the situation in Taiwan remains unsolved. 

On the one hand, the state has established NCAF as the main organization for domestic cultural 

subsidies allocation for 25 years, which indicates that it may be an excellent time point to look 

back at its operational results in the past. On the other hand, how the arts and cultural industry 

in Taiwan reacts to NCAF’s decisions in cultural subsidies allocation during the same period 

has not yet been carefully explored in academia. To fill up such a gap, this research aims to 

answer the question: 

 

To what extent the curatorial practice affects the variance in public funds the nonprofit 

art organizations in Taiwan receive from NCAF from 2010 to 2019. 

 

With the adoption of new-institutionalism’s perspectives (March & Olsen, 1984; North, 

1990; Crawford & Ostrom, 1995; Goodin, 1996; Hall & Taylor, 1996; Peters, 1999; Lowndes, 

2002), this study considers the distribution of governmental cultural subsidies as the 

employment of political institutions as well as regards the cultural production of art 

organizations as the response of individual agents toward institutions and as the platform to 

reflect the negotiation between the two. 
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Therefore, the governmental cultural subsidies from NCAF received by and the curatorial 

practice held by the three nonprofit art organizations in Taiwan from 2010 to 2019 are collected 

and classified in this research. As a government-sponsored foundation, NCAF takes charge of 

the allocation of domestic cultural subsidies and the promotion of national artists, private 

galleries, and nonprofit organizations. In particular, the nonprofit art organizations are chosen 

to be analyzed since, in comparison with other possibly funded bodies, they much rely on the 

state’s funding to survive (Jegers, 2008; Toepler & Anheier, 2004; Balser & McClusky, 2005; 

Anheier, 2014). Through the observation of the ten-year cultural subsidies and curatorial 

practice, this research expects to realize the factors that determine the nation’s preferences in 

allocating public funds. 

 

 The thesis is organized as follow. In chapter two, the theoretical framework explores the 

institutional pressures especially derived from the distribution of NCAF’s cultural subsidies as 

well as the reactions of the nonprofit art organizations in Taiwan through curatorial practice 

manipulation. The following chapter addresses the methodology of the research, including data 

collection, operationalization of variables, and hypotheses. In the fourth chapter, the data 

analyses and results are presented to respond to the hypotheses. Last but not the least, the 

conclusion is given to answer the research question, which indicates that there are four main 

characteristics in curatorial practice that decisively attract the state’s financial interests, 

including the audience scalability, content interactivity, value transportability, and finally 

resource expandability. 
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2. Theoretical Framework 

2.1 Introduction 

 

The purpose of the present research is to understand to what extent the curatorial practice 

affects the variance in public funds the nonprofit art organizations in Taiwan receive from 

NCAF from 2010 to 2019. In order to respond to the question, we must understand, on the one 

hand, the power of governmental cultural subsidies distribution over the funded parties and, on 

the other hand, the response of the latter toward such external stress. This study adopts the 

perspectives of new-institutionalism, which believes that while exploring how institutions 

affect individual agents, it is equally important to observe how individual agents interact with 

institutions (Lowndes, 2002). First, I will discuss what new-institutionalism is through the 

studies of several indicative new-institutionalists and regard the distribution of NCAF’s cultural 

subsidies as the exertion of institutions. Second, drawing on Foucault’s (1977) insights in 

discourse and McGuigan’s (2003) extension of discourse into the discussion of cultural policies, 

how institutions (NCAF’s cultural subsidies) dominate individual agents (the funded parties) 

through discourse would be developed. By now, we have discussed the context of an 

organization’s decision-making. Third, how the organizations respond to the institutional 

pressures originated from the distribution of NCAF’s cultural subsidies by adjusting their 

strategic behavior is explored in light of the resource dependency theory (Pfeffer & Salancik, 

1978) and strategic institutional theory (Alexander, 1996). In particular, the financial situation 

of the nonprofit art organizations in Taiwan would be elaborated to realize why they often 

simultaneously benefit from and suffer from the public funds. Finally, through examining 

several studies into the relationships between funding distribution and curatorial practice, we 

intend to understand in which way the funded nonprofit art organizations in Taiwan can react 

toward the national subsidiary mechanism and to explain why their curatorial practice can be 

regarded as the negotiated outcome between institutions and individual agents. 



 5 

2.2 The Rules of the Game: New-Institutionalism 

 

 How do individuals make choices? Traditional Institutionalism believes that institutions 

dominate individuals’ behavior and decisions (Peters, 1999). New-Institutionalists, on the other 

hand, place more emphases on the interaction between individual agents and institutions than 

the impact of institutions upon individual agents (Lowndes, 2002). They have been exploring 

the definition of institutions for a long time; however, the discrepancies remain unsolved. 

March and Olsen (1984) consider institutions and norms as similarities. North (1990) expands 

it into tradition, custom, culture, and habit. Crawford and Ostrom (1995) suggest that 

institutions are rules, norms, and shared strategies (p. 582) (re)constituted in the situations that 

frequently occur. Goodin (1996) emphasizes the characteristics of stability and repeatability of 

behavior and concludes seven propositions of institutions (p. 19-20)1. Lowndes (2002) argues 

that institutions are the rules of the game in which individuals and organizations are all involved 

players. Regardless of whichever explanation, institutions are mostly defined by their main 

function: shaping human’s ways of behavior and interaction. 

 

 In comparison with the traditional institutional approach, new-institutionalism can be 

applied to broader societal situations rather than to only formal organizations (Lowndes, 2002). 

In other words, the institutions defined by new-institutionalists are not limited to statutory laws; 

instead, they consider them as any regularities that can constrain the behavior of individual 

�
1 The seven propositions of institutions include (1) when individual agents pursue their desired goals, they are often 

constrained by the context formed by the collectivity. (2) such constraints come into view in various forms, which 

are all termed as institutions. Therefore, institutions are socially constructed norms (p. 19) that are constantly 

reshaped and guide individuals' behavior to meet certain requirements. (3) those who comply with institutions would 

benefit from their obedience. (4) institutions can shape individual agents' desires, preferences, and motives. (5) 

institutions can be traced back to the actions or choices of ancestors. (6) institutions embody differential power 

resources (p. 20) with relation to different individual agents. (7) the interaction between individual agents not merely 

constitutes institutions but also drives social life. 
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agents. The informal instructions formed in the course of interaction and agreed by society, 

such as customs, traditions, and ideologies, are as important as formal ones in terms of shaping 

individual agents’ behavior (Lowndes, 2002; Peters, 2019). Helmke and Levitsky (2004, p. 727) 

further describe informal institutions as socially shared rules, usually unwritten, that are 

created, communicated and enforced outsides of officially sanctioned channels. That is to say, 

what the institutions in new-institutionalism emphasize is a set of constrained relationships 

between agents. More precisely, the institutions refer more to the dynamic process of how 

institutional stability is achieved through the interaction among individual agents (Lowndes, 

2002) and thereby remain legitimate for all participants. 

 

Accordingly, the distribution of a nation’s cultural subsidies can be considered as the 

exertion of institutions since it forms a constrained relationship between the funder (the nation) 

and funded parties. The funder has to provide financial support toward the funded parties while 

the latter ought to accomplish the proposed projects with such funds. Take the operation of 

NCAF’s cultural subsidies as an example. Based on the Act to Establish the National Culture 

and Arts Foundation issued in 1994, the foundation took over most of the responsibilities for 

subsidizing and guiding nationwide cultural workers and enterprises from the Council for 

Cultural Affairs in Executive Yuan in 1996 (Wang, 2016). Since then, NCAF has regularly 

organized various subsidiary projects every year. Applicants who wish to receive subsidies 

must submit relevant materials in accordance with the regulations while NCAF needs to 

allocate subsidies according to the results given by the jury. The funded parties then have to 

execute the plans based on the proposals and provide the reports back to NCAF. The 

constrained relationships between the two sides are here established. 

 

The existence of institutions increases the predictability and reduces the uncertainty of 

individuals’ behavior (March & Olsen, 1984), which leads to the stable operation of society. 
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For instance, NCAF requires that applicants should provide the future agenda of their proposed 

projects in application forms, which can reduce the uncertainty of coming events. In other 

words, the existence of institutions also determines the suitability and unsuitability in certain 

circumstances (Crawford and Ostrom, 1995). Individual agents would comply with and later 

internalize institutions to demonstrate the identification with the collectivity (March & Olsen, 

1984). Different formation in the jury in NCAF may represent distinct tastes and boundaries 

between suitability and unsuitability. Moreover, institutions would exercise punishments for 

not complying with such standards to continuously maintain stability (Crawford and Ostrom, 

1995), such as the failure in the obtainment of NCAF’s cultural subsidies. 

 

 

2.3 A Discursive Approach to the Impact of NCAF’s Cultural Subsidies Distribution 

 

The dominant force of institutions upon individual agents may be further explained in light 

of Foucault’s (1971; 1977) insights into discourse, the institutionalized knowledge that forms 

a dominant force on human behavior. According to him, discourse represents not merely a 

simple linguistic expression, but more about a network of power relations that can influence 

human’s ideologies and behavior (Foucault, 1971; 1977). 

 

 To ensure the implementation of discourse in society, Foucault (1977) suggests that there 

is a mechanism to effectively make individual agents conform to social norms. On a societal 

scale, it can be divided into three main methods, namely hierarchical observation, normalizing 

judgment, and examination (Foucault, 1977). The hierarchical observation originates from the 

pyramid-like hierarchical managerial system in factories in the eighteenth century, which was 

employed to observe labors’ statuses. The more specialized the division of labor is, the more 

complicated the supervision is. Moreover, the normalizing judgment is introduced to determine 
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whether members meet the normative standards. The ones who comply with the normative 

standards would receive rewards while the discrepant ones would need to accept punishments. 

The main purpose of it is to restrict members’ actions within certain standards. Finally, the 

examination is an action to actively nose out members’ conditions. 

 

 Similarly, NCAF’s subsidiary mechanism also exercises the three methods to convey its 

discourse and thereby to constrain the future performance of applicants within certain standards. 

For instance, the funded individuals and organizations should report back to the foundation 

about how they spend the grants, which would be deliberated by the legislative body in Taiwan 

later. It is a hierarchical system that ensures the efficiency of subsidies allocation. Moreover, 

since the annual nomination and confirmation of jury are under the command of the board of 

directors in NCAF (Kao, 2016), the foundation owns the power to set up the desired standards 

by determining the members of the jury. Therefore, whether or not the foundation decides to 

grant an individual or an organization funding is the result of carrying out normalizing judgment, 

indicating that those who meet the desired standards are able to receive subsidies while those 

who do not would receive less or even nothing as punishment. Finally, the funded individuals 

and organizations have to offer periodical reports to NCAF in order to receive the rest of the 

subsidies, which is used to examine their conditions actively and regularly. As a result, the 

funded individuals and organizations usually need to accommodate themselves to NCAF’s 

subsidiary mechanism to remain legitimate in society, which reveals the obedience of 

individual agents to institutions. 

 

 Nonetheless, it is necessary to point out that NCAF exerts the discourse not only in its 

subsidiary procedures, but also in the subsidies themselves. More precisely, the enactment of 

public policies (including the distribution of cultural subsidies) is able to define what arts can 

be and even be eligible for national support (Heikkinen, 2008) and further internalize such 
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values into participants’ ideologies. For instance, NCAF’s subsidiary projects in preserving 

cultural heritage, such as oral history and folk arts, are utilized to emphasize the state’s own 

history and nation-building. It is a measure taken by the state to exert stating discourse in 

cultural policies to enhance national identity (McGuigan, 2003). On the hand, the fact that the 

foundation particularly subsidized the Malaysian novelists’ creation written in Mandarin from 

2016 to 2018 is another method for the state to enhance the cultural rights of the immigrants 

from the Southeast Asia countries. McGuigan (2003) describes such kinds of cultural policies 

exercise civil/communicating discourse to strengthen civil rights and cultural rights. 

 

 Accordingly, institutions embody discourses and mechanisms and it is precisely because 

of that that institutions can impact individual agents (Goodin, 1996; Rothstein, 1996; Pierre, 

1999; Lowndes, 2002). Goodin (1996) suggests that institutions “embody, preserve, and impart 

differential power resources with respect to different individual and groups” (p. 20). 

Sometimes, political institutions can be regarded as tools to cultivate desired values in society 

(Goodin, 1996; Rothstein, 1996). Pierre (1999) argues that institutions inevitably contain 

certain political values since they are exercised as instruments for selection. Similarly, Lowndes 

(2002) further explains that institutions can reflect power relations through the inclusion and 

exclusion procedures. Such embedded values and power relations in institutions incessantly 

provide guidance toward the public about how to behave. NCAF’s subsidiary mechanism is an 

example to explain that the values and power relations embedded in institutions can influence 

the behavior of individual agents by the exertion of discourses and mechanisms. 

 

 Furthermore, the dominant force of institutions upon individual agents via the exertion of 

discourses also represents a process of contention for power, which locates in what Bourdieu 

(1986; 1993) called fields. According to him, the concept of field refers to a social sphere in 

which agents nurture habitus, fight for capital, and establish the unique operational principles. 



 10 

That is to say, individual agents would compete with each other in fields, which later leads to 

the births of dominators and the dominated ones. The interaction between the two sides further 

defines the boundaries of fields (Bourdieu, 1986). Therefore, fields are full of power contention 

and confrontation. 

 

 Such power contention and confrontation even lie in the interaction between different 

fields (Bourdieu, 1993; 1996). In other words, the interaction between different fields can be 

hierarchical, which means that they are either autonomous or interrelated. More precisely, a 

field with higher autonomy indicates that it owns the ability to refuse the influence or 

restrictions of other fields. Otherwise, such a field is inevitably subordinate to the larger field 

with strong power relations. For instance, Bourdieu (1996) refers to academicism to illustrate 

the hierarchical interaction taking place between the fields of politics and cultural production. 

Even though the field of cultural production holds its own rules of the game to function, it is 

not autonomous enough to escape from the control of the political field. 

 

 Although the influence of the academies is not as powerful as it used to be, we must realize 

that a nation still can exert the discourse and mechanism in the field of cultural production in 

various ways, such as the distribution of public funds (Alexander, 1996; 2018). Alexander 

(2018) suggests that the distribution of cultural subsidies inevitably makes an art organization 

shift its curatorial consideration from following the relatively autonomous principles (focusing 

on the intrinsic natures of arts) to the heteronomous aspects (focusing on markets and audience). 

Furthermore, such alteration even makes the latter seem naturally important (p. 38). In her 

studies into the United Kingdom’s subsidiary strategies, Alexander stresses that the British 

government has employed the three core principles of neoliberalism, namely the efficiency of 

markets, the liberty of individuals, and the non-interventionism of the state, to the promulgation 

of policies over the past thirty-five years, which indicates that the government should spend the 
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national assets as effectively as possible. As a result, the art organizations in the field of cultural 

production, which largely rely on the national funds to maintain operation, are expected to 

demonstrate their performance through measurable criteria, such as the visiting person-times 

or the total revenues, to verify whether the subsidies are utilized efficiently. 

 

 

2.4 The Response of Art Organizations Toward the Pressures of Public Funds 

 

Nonetheless, in the face of institutions’ coercive oppression and restriction, organizations 

are not completely ineffective. On the contrary, they are political actors (Pfeffer & Salancik, 

1978, p. 213). That is to say, organizations are able to come up with strategic behavior to 

respond to external pressures. Normally, organizations cannot be completely self-sufficient and 

thereby have to exchange resources with the external environment in order to survive and to 

function, which implies that organizations must try to obtain resources from it as steadily as 

possible (Pfeffer & Salancik, 1978; Jones, 2006; Hillman, Withers, & Collins, 2010). To 

achieve the goal, organizations would usually adjust their strategic behavior. Accordingly, it is 

the mobility and flexibility of organizations that assist themselves to establish the adaptability 

in order to continuously survive within the powerful institutions. 

 

 Importantly, resource dependence theory (Pfeffer & Salancik, 1978) believes that the 

resources necessary for an organization to survive are limited. For instance, art workers or art 

organizations must obtain funds to operate and applying for governmental cultural subsidies is 

a possible way to do so. However, NCAF’s final accounts of annual expenditure on subsidies 

from 2010 to 20182 locate between around 150,000,000 to 175,000,000 Taiwanese New Dollar 

�
2 The annual report of NCAF in 2019 has not yet been published. 
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(NTD) with an exception (379,000,265) in 2018 mainly due to the transfer of responsibilities 

from the Ministry of Culture (Figure 2.1), which means that its financial support are limited. 

 

Figure 2.1 NCAF’s Annual Expenditure on Subsidies. 

Source: The National Culture and Arts Foundation Annual Report. 

 

 

 Besides, the competition among organizations for the disposition of resources should also 

be taken into�account (Pfeffer & Salancik, 1978). There are about 1,700 to 2,400 applicants 

every year applying for NCAF’s regular subsidy during the same period (Figure 2.2). With a 

large number of competitors fighting for a limited amount of subsidies, the uncertainty of 

receiving them for an organization would increase. In particular, the ones who much rely on 

the public funds to survive would suffer from it the most as there are no other sources that can 

be used as substitutes, such as the nonprofit art organizations in Taiwan. 
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Figure 2.2 Number of Annual Applicants for NCAF’s Regular Subsidy. 

Source: The National Culture and Arts Foundation Annual Report. 
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sponsored by certain types of funders (an individual, a corporation, a government agency, or a 

foundation). Alexander concludes that although different types of funders do prefer certain 

genres of exhibitions, organizations (art museums and their curators) hold some defense 

mechanisms (p. 833) to contend with such financial pressures. For instance, corporations favor 

popular and accessible exhibitions rather than scholarly ones while government agencies and 

foundations are interested in both popular and scholarly exhibitions and take care of both art 

scholars and middle-class audiences. In the face of such financial pressures, organizations 

would exert four methods to main their autonomy, including: 

 

(a) resource shifting: allocating funds freely to balance the internal financial status 

(b) multivocality: enhancing the attraction of exhibitions to various stakeholders 

(c) creative enactment: creatively expanding the possibilities of exhibitions to the utmost 

(d) buffering: flexibly utilizing the peripheral areas of museums 

 

Finally, Alexander invents strategic institutional theory to describe organizations’ reactions to 

and interactions with environmental pressures (p. 833) and indicates that the curatorial practice 

could be the best place to observe such reactions and interactions especially in the dilemma of 

securing funding sources and maintaining organizations’ autonomy. 

 

 

2.5 The Importance of Public Funds for the Nonprofit Art Organizations in Taiwan 

 

 Nonprofit organizations, in particular, are possibly the most dominated organizations by 

the public funds since they much rely on the financial support given by states. For decades, the 

love-hate relationship between nonprofit organizations and governmental subsidies has been 

extremely emphasized in the relevant studies (Jegers, 2008; Toepler & Anheier, 2004; Balser 
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& McClusky, 2005; Anheier, 2014). The complex relationship much relates to the historical 

background of the emergence of nonprofit organizations (Levitt, 1973). In general, there are 

three main sectors that constitute modern society, including: 

(1) Public Sector—Governments 

To deal with the public affairs to meet the societal needs is the main purpose. The 

funds used for the maintenance and operation of society mainly come from taxation. 

(2) Private Sector—Enterprises 

Making a profit in accordance with the marketing principles is the main purpose. Any 

resource allocation or investment is based on the belief in the creation of wealth. 

(3) The Third Sector—NGOs and NPOs 

To compensate for the missions that neither the public nor the private sectors can 

fulfill is the main purpose (Toepler & Anheier, 2004). The term is used to describe 

all the organizations that are outside of governments and enterprises, including non-

governmental organizations (NGO) and nonprofit organizations (NPO). For instance, 

the United Nations serves as the organization that is responsible for the coordination 

between nations while the World Bank serves as the organization that takes charge of 

granting financial aid toward specific countries or regions on the basis of poverty 

alleviation. Besides, the financial surpluses of nonprofit organizations usually cannot 

be allocated to owners and/or staff (Jegers, 2008). 

 

It is precisely the in-between position that makes nonprofit organizations be singularly 

sensitive to funding issues (Jegers, 2008). Further, the problem of resource insufficiency of 

nonprofit organizations is usually compensated by the public funding (Anheier, 2014). Such a 

circumstance would then lead to the following two consequences: (1) Governments would 

delegate service provision (Anheier, 2014, p: 283) through outsourcing noncore missions to 

nonprofit organizations. The main advantage of it is that nonprofit organizations can play a 



 16 

vital role in the implementation of policies in society and in private sectors, which makes 

policies become more responsive to the societal needs. On the other hand, it may also lead to 

(2) the bureaucratization or governmentalization of nonprofit organizations (Anheier, 2014, p. 

150). As a result, nonprofit organizations may be turned into quasi-governmental organizations 

and gradually lose their autonomy and flexibility (Salamon 1995; Anheier, 2014). That is to 

say, by means of patronizing nonprofit organizations, governments are capable of dominating 

their values and behavior. Hence, although resource dependency theorists (Pfeffer & Salancik, 

1978; Jones, 2004; Hillman, Withers, & Collins, 2010) believe that organizations can reduce 

their degrees of dependency through diversifying resource sources, it is comparatively difficult 

for nonprofit organizations to do so because of their much reliance on the public funds.  

 

Therefore, to satisfy the stakeholders’ expectation (Herman and Renz, 2004; Balser & 

McClusky, 2005) and thereby to open the public purse, nonprofit organizations would choose 

to adjust their behavior and programs to reflect public policy and government priorities 

(Anheier, 2014, p. 286). The nonprofit organizations that overly rely on the public funds may 

even risk deviating from their original beliefs or principles sometimes to satisfy the tastes of 

public funders (Smith & Lipsky, 1993; Anheier, 2014). Hence, it is the unique and complex 

relationship between nonprofit organizations and governmental subsidies that makes their 

presented programs the best places to observe their interaction. 

 

 In Taiwan, the cultivation of spaces for exhibitions and performances has long been an 

essential element in NCAF’s cultural subsidies (Kao, 2016). For instance, the subsidiary project 

Emerging Private Exhibiting and Performing Space was altered into Cultural Alternative Space 

in 2003 and into Exhibiting and Performing Space Operation in 2011. The nominal alteration 

represents the foundation’s goodwill in the cultivation of nationwide cultural spaces since its 

coverage becomes wider (Kao, 2016). In consequence, many programs of the nonprofit art 
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organizations in Taiwan are almost impossible to be on the stage without the governmental 

cultural subsidies (Kao, 2016). To ensure the operation, these organizations possibly adjust 

their programs to play up to the tastes and ideologies of the state in exchange for higher 

opportunities for obtaining cultural subsidies. In other words, NCAF’s subsidiary mechanism 

to some extent influences the development and performance of the nonprofit art organizations 

in Taiwan and may later weaken their autonomy. 

 

 

2.6 Curatorial Practice: the Negotiated Outcome 

 

Through the above discussion, we understand that while confronting institutions’ coercive 

oppression and restriction, such as the distribution of governmental cultural subsidies, art 

organizations would not stay passive; instead, they are able to adjust themselves through 

adopting various strategic behavior in order to respond to the institutional environment. 

 

 To express their standpoints toward and interact with the external world, artists or art 

organizations would often communicate with the public through arts, which forms the cultural 

public sphere where cultural production becomes a platform for public discussion (McGuigan, 

2005). McGuigan (2005) extends the concept of public sphere (Habermas, 1991, p. 398) and 

introduces the cultural public sphere as a platform in which the public could criticize politics 

by means of aesthetic and emotional communication. Such a place is able to reflect the public 

opinions that originated from individuals. The formation of the cultural public sphere enables 

arts to contain not merely its essential natures but also the institutional values given by the 

surrounded players (Becker, 1974; Velthuis, 2005). The cultural production, therefore, becomes 

the visualization of the negotiation among the relevant players (Castañer & Campos, 2002). 
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Up to the present, numerous scholars have discussed the interactive relationship between 

the allocation of governmental cultural subsidies and the complexion of cultural production 

(Martorella, 1977; Alexander, 1996 & 2018; Schulze & Rose, 1998; Pierce, 2000; Castañer & 

Campos, 2002; Ospina, Diaz & O’Sullivan, 2002; Hee & Feiock, 2007; Chatzichristodoulou, 

2013). Most of them center on the curatorial practice in diverse art organizations to reflect such 

a interaction. For instance, while exploring the definition of artistic innovation, Castañer and 

Campos (2002) identify two dimensions, i.e. content and form, in which art organizations are 

able to innovate and describe the programming of art organizations as the negotiated outcome 

(p. 35) among the relevant players to reflect both internal and external pressures. They conclude 

that even the same type of sponsors with different ideologies may still have an impact on the 

subsequent cultural production (Castañer & Campos, 2002). 

 

Similarly, Chatzichristodoulou (2013) finds that the reduction in cultural subsidies due to 

policy changes particularly impacts the performance of media art in a negative way in Britain. 

According to the survey conducted by the Berlin-based cultural association Les Jardins des 

Pilotes in 2011, the art organizations with long-term dedication to digital/media art projects in 

Britain completely lost the financial support from Arts Council England, a government-funded 

body formed in 1994 to promote visual, literary, and performance art. 

 

 In terms of opera, Martorella (1977) suggests that the repertoire of the opera houses in the 

United States serves as a reflection to show how the presented programs are influenced by the 

financial structure. Moreover, Schulze and Rose (1998) argue that the political parties with 

diverse ideologies in Germany show distinct preferences for orchestras through the public 

funding distribution. Pierce (2000) also concludes that the public funding is able to encourage 

the opera houses to increase the diversity and decrease the conventionality of repertoire. 
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 Besides, an organization’s interaction with external bodies, such as its audience or other 

organizations, also contributes to its stakeholders’ sponsorship evaluation (Ospina, Diaz, & 

O’Sullivan, 2002; Hee & Feiock, 2007). Ospina, Diaz, and O’Sullivan (2002) suggest that the 

mutual communication with communities is a criterion of an organization’s accountability and 

legitimacy in its stakeholders’ evaluation. The designed programs are expected to satisfy the 

needs of both audience and donors. On the other hand, Hee and Feiock (2007) find that the 

nonprofit organizations with more reliance on private funders are less likely to take part in 

service collaboration. That is to say, the nonprofit organizations primarily supported by the 

nation may have a greater commitment to inter-organizational engagement. 

 

 

2.7 Conclusion 

 

In light of new-institutionalism, we understand that institutions represent not merely the 

formal regulations but also the constrained relationship that can influence individual agents’ 

ideologies and behavior to achieve the collective stability and societal operation (March & 

Olsen, 1984; North, 1990; Crawford & Ostrom, 1995; Goodin, 1996; Hall & Taylor, 1996; 

Peters, 1999; Lowndes, 2002). Such a dominant force of institutions upon individual agents can 

be explained by the embedded discourse with power relations in institutions (Foucault, 1971; 

1977). Through the exertion of discourse, institutions are able to increase the predictability of 

individual agents’ future behavior, establish the standards of suitability, and punish the non-

compliant ones (Foucault, 1971; 1977). For instance, a nation often exercises various discourses 

in the course of cultural policies enactment (McGuigan, 2003) to set up the game rules in the 

cultural realm, which then reveals the hierarchical interaction between the fields of politics and 

cultural production (Bourdieu, 1984; 1986; 1993; 1996). 
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 On the other hand, drawing on the resource dependence theory (Pfeffer & Salancik, 1978; 

Jones, 2004; Hillman, Withers, & Collins, 2010) and strategic institutional theory (Alexander, 

1996), we also realize that in the face of institutional pressures, such as the distribution of public 

funds, art organizations would not stay passive; instead, they are able to adjust their decision-

making strategies to keep balance between funding supply and autonomy maintenance. In such 

a procedure, nonprofit organizations may become particularly sensitive to the public funds as 

they much rely on them to survive and would even cater to nations’ preferences by altering the 

programs to obtain subsidies and legitimacy (Jegers, 2008; Toepler & Anheier, 2004; Balser & 

McClusky, 2005; Anheier, 2014). Therefore, the complexion of cultural production in various 

art organizations can be regarded as the visualization of the interaction and negotiation between 

institutions (governmental cultural subsidies distribution) and individual agents (art workers 

and art organizations) (Martorella, 1977; Alexander, 1996 & 2018; Pierce, 2000; Castañer & 

Campos, 2002; Ospina, Diaz & O’Sullivan, 2002; Hee & Feiock, 2007; Chatzichristodoulou, 

2013). 

 

 To sum up, the distribution of NCAF’s cultural subsidies from 2010 to 2019 is considered 

as the employment of institutions while the curatorial practice of the nonprofit art organizations 

in Taiwan is regarded as the response of individual agents toward institutions and as the best 

place to reflect the negotiation between the two in this research, establishing the foundation for 

realizing the factors that determine the nation’s preferences in allocating cultural subsidies. 
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3 Methodology and Data 

3.1 Introduction 

 

To respond to the research question of to what extent the curatorial practice affects the 

variance in public funds the nonprofit art organizations in Taiwan receive from NCAF from 

2010 to 2019, the yearly amount of cultural subsidies each nonprofit art organization obtains 

from NCAF and its curatorial practices would be collected, coded, and analyzed in this research. 

The studied period spans from 2010 to 2019 since it was not until 2010 that the nonprofit art 

organizations in Taiwan became more and more professionalized. On the one hand, NCAF’s 

ten-year funding distribution is considered as the employment of institutions. On the other hand, 

the curatorial practice of the nonprofit art organizations in Taiwan is regarded as their response 

to the institutions and as the place in which their strategic behavior is utilized to earn the 

financial support from NCAF.  

 

 To observe such an interaction and to examine whether causal relationship exists between 

the curatorial practice and the amount of yearly received public funds, the regression analysis 

in the quantitative approach is employed to predict the characteristics of cultural practice that 

are able to attract more NCAF’s financial interests. As a way to deal with the complex real-life, 

rather than the laboratory-based research questions (p.140), the regression analysis benefits 

researchers with the ability not merely to explore how the variance of a certain dependent 

variable is influenced by a set of independent variables (Pallant, 2005), but also to see the 

possible pattern or moving picture (p. 44) of certain objects within a period (Neuman, 2003). 

 

 In this chapter, we start with the data collection of both NCAF’s cultural subsidies and 

the curatorial practice of the three nonprofit art organizations in Taiwan, which is followed by 

the operationalization of independent and dependent variables and the six hypotheses. 
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3.2 Data Collection 

3.2.1 Governmental Cultural Subsidy: The National Culture and Arts Foundation 

 

In Taiwan, the nation’s financial support for the arts and cultural industry consists of the 

funds from (1) the Ministry of Culture, (2) the National Culture and Arts Foundation (NCAF), 

and (3) twenty-two Departments of Cultural Affairs. The former two belong to the central 

government while the latter is under the command of the local ones3. This research utilizes the 

funding data of NCAF based on the following two arguments. Firstly, in order to examine the 

complexion of cultural production on the national scale, the cultural subsidies given by the local 

governments would not be considered. Secondly, the main responsibilities of the Ministry of 

Culture are to draw up overall strategies, to implement policies, and to communicate with the 

local governments and the international society. Instead, NCAF specializes in the distribution 

of cultural subsidies. 

 

In 1996, NCAF was founded with the nation’s financial support and has been under the 

supervision of the Council for Cultural Affairs in Executive Yuan (from 1996 to 2012) and the 

Ministry of Culture (from 2012 till now)4. The main responsibilities of NCAF center on to 

subsidize, to guide, to nurture, to promote, and to reward national artists or organizations. As 

the most representative public funds for cultural production in Taiwan, NCAF reinforces the 

production of various genres of arts of the nation. 

 

NCAF subsidizes the artists, art organizations, and other relevant parties in Taiwan in 

diverse ways. There are two main kinds of subsidization: (1) Regular subsidy – The applications 

�
3 Aside from the central government, Taiwan is divided into 22 subnational divisions. Each of them consists of an 

elected head with its administrative team and a legislative body with elected members. 
4 The Council for Cultural Affairs in Executive Yuan was promoted to the Ministry of Culture in 2012. 



 23 

are accepted twice a year, in January and June respectively. The supported genres include 

literature, fine arts, music, theater, dance, heritage, media arts, and the development of the 

overall environment. (2) Project subsidy – In response to the urgent or indicative needs, the 

project subsidy is granted with limited quotas, aiming to support special aesthetic events 

corresponding to the national annual planning with clear goals. The overview of NCAF’s 

subsidies every year (1997 to 2020) is digitally archived on its official website and thus 

accessible to the public. 

 

However, NCAF has granted its cultural subsidies in different names. In other words, due 

to the diversity of subsidiary projects, NCAF would sometimes subsidize the organizations in 

the name of administrative operation and sometimes in the name of specific projects. In this 

research, I consider all types of cultural subsidies granted by NCAF as one category because of 

that, in the face of the environmental pressures, such as funders’ orientations, the managers or 

curators of art organizations have the autonomy in the internal usage of resource (Alexander, 

1996). Alexander (1996) argues that the innovation of curators in museums does not originate 

from their interests in funding, but rather from ‘to keep as much autonomy and legitimacy as 

possible’ (p. 831). In other words, they would try to maintain the autonomy and legitimacy by 

utilizing various innovative measures, such as resource shifting (Alexander, 1996). Therefore, 

it is possible for the managers or curators of art organizations to use the funds obtained from 

one subsidiary project for other purposes. Thus, the change of NCAF’s subsidies titles would 

not be studied respectively in this research. 

 

 For instance, the nonprofit art organization TheCube Project Space received three grants 

from NCAF in 2018 under the names of (a) regular subsidy – visual arts (380,000 NTD), (b) 

project subsidy – visual arts organization operation (1,000,000 NTD), and (c) project subsidy 

– visual arts curation (2,470,000 NTD). Accordingly, this research would not focus on one 



 24 

specific type of NCAF's subsidies. Instead, the total amount of subsidies a nonprofit art 

organization received from NCAF in a year would be calculated and considered as one figure. 

 

 

3.2.2 Curatorial Practice of the Three Nonprofit Art Organizations 

 

The main targets of NCAF’s cultural subsidies are individuals and non-governmental 

organizations (Wang, 2016), including artists, private galleries, and nonprofit organizations. 

The present research would focus on the nonprofit art organizations in Taiwan since (a) how 

individuals react to the environmental pressures is not the main interest of this research, and (b) 

private galleries normally rely more on art trade than the public funding. On the other hand, 

nonprofit organizations often face up to a higher degree of resource dependency on the public 

funds (Jegers, 2008; Toepler & Anheier, 2004; Balser & McClusky, 2005; Anheier, 2014). 

Besides, these organizations usually serve as the service provider roles (p. 255) that deliver 

collective goods and services to supplement governments’ programs (Toepler & Anheier, 2004). 

Hence, nonprofit art organizations are expected to much rely on nations’ cultural subsidies, 

which makes their curatorial practice the best place to observe the interaction. 

 

The selection criteria of nonprofit art organizations in this research are: 

(1) The organization should be established before or in 2010 as the ones founded after 

2010 were not able to receive funding in the early years. 

(2) The organization must receive NCAF’s subsidies more than five times during the 

selected time span (from 2010 to 2019, ten years in total). The threshold of five is 

decided based on the percentage of more than one-half to receive the public funds, 

which is used not merely to rule out those who receive incidental funding but also to 

ensure that the subsidized organizations much rely on the nation's funding to survive. 
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Moreover, the organizations should remain active during this decade in order to assure 

that they all have opportunities to apply for the governmental cultural subsidies from 

NCAF. It is necessary to emphasize that there may be some years in which the 

organizations receive nothing from NCAF, which possibly results from the lack of 

competitive applications in those years. In other words, the number ‘0’ is noted down 

here as a variable to indicate the absence of funding rather than a missing data point. 

(3) The organization should have held exhibitions involving Southeast Asian artists 

during the selected time span, indicating not merely the possession of international 

exchange resource but also the ability to adjust their curatorial orientations through 

programming. The criterion serves as an index to ensure the organizations’ capability 

for international orientation. 

 

In accordance with the three criteria, the three selected nonprofit art organizations are: 

(1) TheCube Project Space 

It was founded by the independent curator Amy Cheng and the music critic Jeph Lo 

in 2010, focusing on the research and curation of contemporary art. Up to the present, 

it has held about 50 exhibitions with self-published research articles and publications. 

(2) VT Artsalon 

The term VT represents the abbreviation of ‘Very Tempo’, an artist group formed in 

1997. Later in 2006 and 2014, it established the physical gallery space ‘VT Artsalon’ 

and issued the publication ‘Very View’ individually. 

(3) Open-Contemporary Art Center (OCAC) 

The center is an artist-run space established in 2001, aiming at the curation, research 

and publication, and interdisciplinary exchange of contemporary art. 
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All the three nonprofit art organizations have been considerably active in the arts and 

cultural scene since 2010. For instance, TheCube Project Space organized five exhibitions in 

2019 with the participation of artists from Malaysia and Singapore. In the meantime, it also 

collaborated with Casino Luxembourg to display diverse video art both in Taipei and 

Luxembourg. On the other hand, Open-Contemporary Art Center held seven exhibitions and 

six non-exhibition events in 2019 with the involvement of Malaysian and Indonesian artists. 

Compared to the other two organizations, OCAC focuses more on the cultural exchange by 

arranging artist residency programs and the following presentations in forms of workshops or 

lectures. In short, the research examines 241 cultural activities held by the three nonprofit art 

organizations in Taiwan from 2010 to 2019, which are all shown on their official websites and 

social media; therefore, it is possible to collect and categorize. 

 

 

3.3 Operationalization of Variables: Independent and Dependent Variables 

3.3.1 Independent Variables  

 

 Numerous researchers (Martorella, 1977; Alexander, 1996 & 2018; Schulze & Rose, 1998; 

Pierce, 2000; Castañer & Campos, 2002; Ospina, Diaz & O’Sullivan, 2002; Hee & Feiock, 

2007; Chatzichristodoulou, 2013) have studied into how one’s financial dependency impacts 

upon the complexion of its cultural production, which reveals that the curatorial practice of an 

organization may be considered as the visualization of such influence and even the subsequent 

negotiation. To concretize the cultural practice, this research takes into account the format and 

content of each cultural event (Alexander, 1996; Castañer & Campos, 2002). Therefore, the (1) 

exhibition formats, (2) artists’ nationalities, (3) artworks’ media, (4) locations, (5) sides projects, 

and (6) collaboration of the 241 cultural events are coded based on the following explanation. 
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IV.1 – Exhibition Format 

According to the number of the involved artists, an exhibition can be termed as a solo 

exhibition or group exhibition. Because of the comparatively diverse participants, group 

exhibitions form a more trans-cultural context (p. 14) to convey a specific ideology to the 

audience (O’Neill, 2007). In order words, a curator usually gather various artists in a group 

exhibition with a specific curatorial statement that contains certain ideologies. The present 

research considers exhibition format as a possible factor to affect authorities’ decisions 

about funding distribution since it may assist them in the delivery of certain values and 

ideologies. Each of the 241 cultural events would be coded with dichotomous variables to 

see whether a solo exhibition, group exhibition, and non-exhibition event is present (=1). 

An artist group would be viewed as ‘one’ artist. 

 

IV.2 – Nationality 

Based on the statistical data provided by the Workforce Development Agency, the Ministry 

of Labor in Taiwan, Vietnam, the Philippines, Indonesia, and Thailand are the top four 

nations from which the immigrants in Taiwan come in 20195. To respond to the increasing 

population, the authorities have issued the relevant policies and laws targeted at such 

communities. In consideration of the discourse embedded in cultural policies (McGuigan, 

2003), the nonprofit art institutions in Taiwan may include Southeast Asian artists in their 

cultural events to earn more financial support from the nation, which later influences the 

formation of the involved artists’ nationalities. Each of the 241 cultural events would be 

coded with dichotomous variables to see whether the artists from the Southeast Asian 

countries (including Indonesia, Malaysia, the Philippines, Thailand, Singapore, Brunei, 

Cambodia, Lao, Myanmar, and Vietnam) are present (=1). 

�

5 See: https://statdb.mol.gov.tw/html/mon/212030.htm. 
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IV.3 – Media 

Chatzichristodoulou (2013) examines how the reduction of cultural subsidies influences 

the performance of different art forms in Britain and finds that the new media arts suffers 

harder than others. Moreover, curators are considered as the authors of exhibitions (Heinich 

& Pollak, 1989) and are responsible for selecting and displaying artworks toward the public 

to convey a certain point of view (Octobre, 1999). Such meaning-making process possibly 

add institutional values upon the works of arts (Acord, 2010). Thus, an artwork contains 

not merely its material properties but also the values of certain actors in the arts and cultural 

realm (Becker, 1974; Velthuis, 2005). Accordingly, the media of the involved artworks 

serve as a possible factor to affect authorities’ decisions about funding distribution since 

they may assist the nation in the delivery of certain values and ideologies. Each of the 241 

cultural events would be coded with dichotomous variables to see whether paintings, 

sculptures, video art, sound art, photographs, performance art, installation art, and archives 

are present (=1). Importantly, these are the categories that emerge in the course of browsing 

the statements and images of the 241 cultural events. 

 

IV.4 – Location 

Alexander (1996) discusses the traveling statuses of exhibitions to examine how sponsors’ 

preferences reflect on the curatorial outputs. If an exhibition is arranged to appear in more 

than one location, it is able to reach a broader audience and higher exposure opportunities 

(Alexander, 1996). Therefore, the location(s) in which a cultural event takes place could be 

a possible factor to affect authorities’ decisions about funding distribution. Each of the 241 

cultural events would be coded with dichotomous variables to see whether it happens only 

in the organization’s own venue (present =1), only in another domestic venue (present =1), 

only in another international venue (present =1), or goes on a domestic or international tour 

(present =1). Importantly, only the physical spaces are taken into account. 
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IV.5 – Side Project 

Ospina, Diaz, and O’Sullivan (2002) argue that nonprofit organizations consider the mutual 

communication between the organizations and their communities as an essential part of the 

stakeholders’ evaluation of accountability and legitimacy. Balser and McClusky (2005) 

further emphasize that both the acceptance of the audience’s input and the increase of its 

participant level are crucial to the educational function of nonprofit organizations. In terms 

of art organizations, Chatzichristodoulou (2013) underscores that participation becomes a 

particular concern for art funders and artists (p. 305). Similarly, Du Toit and Dye (2008) 

mention the shift of audience’ museum learning experience from passively receiving 

information on labels to actively establishing fresh meaning by themselves (p. 74). Thus, 

audience’s deeper engagement in cultural events could be a potential factor to influence 

funders’ evaluation of an organization’s performance and thereby the subsequent financial 

support. Each of the 241 cultural events would be coded with dichotomous variables to see 

whether the various side projects, such as workshops or lectures, are present (=1). 

 

IV.6 – Collaboration 

Hee and Feiock (2007) investigate how certain funding sources determine nonprofit 

organizations’ external relationship in service collaboration and conclude that the nonprofit 

organizations with much reliance on the private instead of national funds are less likely to 

participate in service collaboration. Nonprofit organizations are able to exercise strategic 

choices (Hee and Feiock, 2007, p. 176) to fulfill the stakeholders’ or funders’ demands and 

expectations for the continuity of future financial support. In short, nonprofit organizations’ 

financial dependency on certain sources may be translated into the manifestation of their 

external relationship. Each of the 241 cultural events would be coded with dichotomous 

variables to see whether the collaboration with other domestic and international cultural 

organizations are present (=1). 
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3.3.2 Dependent Variable 

 

 The institutions in new-institutionalism represent a series of constrained relationship that 

can dominate individual agents’ ideologies and behavior (March & Olsen, 1984; North, 1990; 

Crawford & Ostrom, 1995; Goodin, 1996; Hall & Taylor, 1996; Peters, 1999; Lowndes, 2002). 

That is to say, the institutions no longer limit to the holistic government bodies; instead, a 

disaggregated conception of institutions (Lowndes, 2002, p. 100) is the main concern of new- 

institutionalism, such as a nation’s subsidies distribution. As a representative way to implement 

policies, the allocation of a state’s subsidies contains the discourse with power relations to 

influence others (Foucault, 1971; 1977). For instance, the distribution of a nation’s cultural 

subsidies may be able to deliver stating or civil/communicating discourse and thereby affect 

the complexion of cultural production (McGuigan, 2003). The hierarchical interaction between 

the fields of politics and cultural production is, therefore, established (Bourdieu, 1984; 1986; 

1993; 1996).  

 

 In the face of such institutional pressures, art organizations would then adopt strategic 

behavior in decision-making and program-designing to, on the one hand, ensure their funding 

supply and, on the other hand, maintain their autonomy as much as possible (Pfeffer & Salancik, 

1978; Alexander, 1996; Jones, 2004; Hillman, Withers, & Collins, 2010). For example, 

nonprofit art organizations may tend to adjust their programs to cater to nations’ orientations 

since they often much rely on the public funds to survive (Jegers, 2008; Toepler & Anheier, 

2004; Balser & McClusky, 2005; Anheier, 2014). In other words, by manipulating the curatorial 

practice, these organizations can both react to and negotiate with the institutional pressures, 

namely the distribution of a nation’s cultural subsidies, so as to gain the legitimacy. More 

precisely, the complexion of a cultural event is much likely to affect the amount of subsidies or 

sponsorship it receives (Martorella, 1977; Alexander, 1996 & 2018; Schulze & Rose, 1998; 
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Pierce, 2000; Castañer & Campos, 2002; Ospina, Diaz & O’Sullivan, 2002; Hee & Feiock, 

2007; Chatzichristodoulou, 2013).  

 

In Taiwan, according to the enforcement regulations issued by NCAF, anyone who is 

interested in the obtainment of public funding needs to apply for it with complete applications 

in time. On the basis of one’s accumulative performance and contribution and applications of 

the year, the foundation would determine whether it is qualified to receive the cultural subsidies 

as well as the amount of the public funds. The jury of NCAF often consists of the professionals 

in the arts and cultural industry in Taiwan. That is to say, if one has performed reliable and 

professional with a competitive application, it is much likely that NCAF would grant it with 

higher amount of the public funds. Therefore, the total yearly amount of public funds each 

nonprofit art organization received from NCAF from 2010 to 20196 serves as the dependent 

variable in this research to measure the power of institutions. 

 

 

3.4 Hypotheses 

 

This research aims to examine to what extent the curatorial practice affects the variance in 

public funds the nonprofit art organizations in Taiwan receive from NCAF from 2010 to 2019. 

To respond to the institutional pressures, such as governmental cultural subsidies distribution, 

art organizations would often exercise their curatorial practice to compromise between the 

autonomy and the funders’ demands. In general, the public funders have the authority to decide 

whether or not to sponsor an art organization based on its proposed programs. As a result, how 

an art organization’s proposed program looks like would be the crucial criterion of the amount 

�
6 The currency of the subsidies from NCAF is New Taiwanese Dollar (NTD). In general, 1,000 US dollars represents 

30,000 NTD approximately. 
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of public funds it receives. Therefore, art organizations’ curatorial practice becomes the best 

place to observe the interaction and negotiation between institutions and individual agents, 

which leads to the following six hypotheses: 

 

Hypothesis 1: Culturally diverse group exhibitions are likely to gain more public funding. 

Taiwan has been an immigrant society for a long time. According to the statistical data 

collected by the Workforce Development Agency, the Ministry of Labor in Taiwan, the 

grand total of foreign laborers from the Southeast Asian countries in productive industries 

and social welfare had increased to 718,058 by the end of 20197. That is to say, at least 

about one in the 33 people on the island is a Southeast Asian immigrant. Such a population 

movement much relates to the legitimization of foreign workers in 1990 due to the labor 

shortage in Taiwan (Tseng, 2004). For the Taiwanese government, it is crucial to carefully 

deal with the issues related to the increasing immigrants from the Southeast Asian countries. 

Eliminating the cultural gap between different ethnic groups through artistic activities may 

be a feasible solution. Group exhibitions, for instance, are able to contain a more trans-

cultural context (p. 14) because of the inclusion of more diverse artists (O’Neill, 2007). 

 

Hypothesis 2: The cultural events with the participation of Southeast Asian artists are 

likely to gain more public funding. 

Consequently, the populous community has become the main target of the government’s 

policies in recent years, such as the New Southbound Policy issued in 2016. The policy is 

aimed to promote the state’s interaction with the Association of Southeast Asian Nations 

(ASEAN) in terms of talent, capital, technology, culture, and education. 

 

�
7 See: https://statdb.mol.gov.tw/html/mon/212030.htm. 
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Hypothesis 3: The cultural events with the display of archives are likely to gain more 

public funding. 

Artists express their aesthetic interests in different ways, including paintings and sculptures 

that have been passed down for centuries or new media arts that has just appeared in the 

past century. A nation may show its values and ideologies through financially supporting a 

certain type of artworks. For instance, the governmental sponsorship of new media arts 

may represent its encouragement of avant-garde and experimental spirits. On the other hand, 

a state may also attempt to preserve the existed traditions and values of the art world by 

reducing the amount of cultural subsidies for media arts (Chatzichristodoulou, 2013). Thus, 

the inclusion and exclusion of certain types of artworks contain the values of the relevant 

players (Becker, 1974; Velthuis, 2005). In order to ensure the success delivery of a state’s 

values and ideologies, archives may be the best type of artworks to complete such a mission 

as in comparison with other media of artworks, they contain a great deal of linguistic and 

written expressions, which is the most prevalent way of narration and communication in 

the modern society. Therefore, they can deliver the desired values and ideologies more 

directly and unhindered. 

 

Hypothesis 4: The cultural events that only target the regular audience are likely to gain 

less public funding. 

The circumstance in which the effectiveness of a nation’s cultural policies is measured by 

economic profits delivers a marketizing discourse (McGuigan, 2003). For instance, 

Alexander (2018) underscores that the British government employs the neoliberalism’s 

principles so that it has to prove toward its nationals that it spends the state treasury as 

effectively as possible. In other words, this situation makes the nation mainly focus on the 

economic performance of the subsidized programs, such as the number of the visit or the 
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box office receipts. Broader audience and higher exposure opportunities gradually become 

the funders’ main concerns about whether or not sponsoring a program (Alexander, 1996). 

 

Hypothesis 5: The cultural events accompanied with side projects are likely to gain more 

public funding. 

Ospina, Diaz, and O’Sullivan (2002) point out that in the course of accountability and 

legitimacy evaluation, an organization’s stakeholders would examine its achievement of 

two-way communication with the audience. It is understandable for an art organization to 

enhance its audience’s participant level in a cultural event through various interactive 

activities, such as workshops, lectures, performance, and so forth. 

 

Hypothesis 6: The cultural events with inter-organizational collaboration are likely to 

gain more public funding. 

Besides the interaction with audience, the one with other cultural organizations may also 

play an important role in the public funding distribution. For instance, Hee and Feiock 

(2007) find that the nonprofit organizations primarily sponsored by the nation perform 

better in terms of inter-organizational engagement. 

 

 

3.5 Conclusion 

 

In this chapter, NCAF’s ten-year subsidies received by the three nonprofit art organizations 

in Taiwan are gathered and regarded as the operationalization of the employment of institutions 

while these organizations’ cultural events happening during the same time span are collected 

and considered as the operationalization of the response of individual agents toward such 

institutional pressures. The total 241 cultural events organized by TheCube Project Space, VT 
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Artsalon, and Open-Contemporary Art Center serve as the best place to observe the interaction 

and negotiation between the governmental cultural subsidies (institutions) and the nonprofit art 

organizations in Taiwan (individual agents). Each cultural event is coded with dichotomous 

variables to carefully examine its (1) exhibition format, (2) artists’ nationalities, (3) artworks’ 

media, (4) locations, (5) side projects, and (6) collaboration. Each of them is followed by a 

hypothesis with an educated guess to understand the possible characteristics that win the favor 

of the public purse. 
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4 Data Analyses and Results 

4.1 Introduction 

 

To respond to the question of to what extent the curatorial practice affects the variance in 

public funds the nonprofit art organizations in Taiwan receive from NCAF from 2010 to 2019, 

the following paragraphs first provide descriptive statistics to give an overview of NCAF’s 

cultural subsidies received by as well as the 241 cultural events held by the three nonprofit art 

organizations in Taiwan from 2010 to 2019. Second, the correlations between the three 

nonprofit art organizations’ yearly received funds from NCAF and the six dimensions of their 

curatorial practice (exhibition format/nationality/media/location/side project/collaboration) are 

analyzed to measure whether there is association between the two. Third, the regression 

analyses are employed to estimate the relationship between the dependent variable (the three 

nonprofit art organizations’ yearly received funds from NCAF) and a set of independent 

variables (exhibition format/nationality/media/location/side project/collaboration). Finally, the 

conclusion of this chapter sums up the results of the three data analyses and answers the six 

hypotheses. 
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4.2 Descriptive Statistics 

4.2.1 Exhibition Format 

 

 The sample of this research contains the information on the 241 cultural events held by 

the three nonprofit art organizations in Taiwan from 2010 to 2019. TheCube Project Space, VT 

Artsalon, and Open-Contemporary Art Center had respectively organized 49 (20%), 93 (39%), 

and 99 (41%) cultural events. Among the 241 cultural events, there are 190 exhibitions (78.8%) 

and 51 non-exhibition events (21.2%), such as symposiums or forums. The majority (92.2%) 

of these non-exhibition events are organized by Open-Contemporary Art Center while the rest 

belong to TheCube Project Space. In terms of the 190 exhibitions, there are 112 solo exhibitions 

(58.9%) and 78 group exhibitions (41.1%) (Figure 4.1). 

 

Figure 4.1 Number of Different Types of Cultural Events. 
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4.2.2 Nationality 

 

Among the 241 cultural events, there are in total 58 exhibitions and non-exhibitions events 

(24.1%) featuring the participation of Southeast Asian artists. More than a half (51.72%) of the 

cultural events with Southeast Asian artists’ engagement are carried out in the form of non-

exhibition events while the rest are executed in group (39.66%) and solo exhibitions (8.62%). 

In particular, the contribution of the Thai and Malaysian artists are the most noticeable with 23 

(31.50%) and 18 (24.70%) cultural events respectively. On the other hand, the footprints of the 

artists from Brunei, Lao, and East Timor are absent in the selected cultural events (Figure 4.2). 

 

Figure 4.2 Nationality of the Involved Southeast Asian Artists. 
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4.2.3 Media 

 

Regarding the media of the exhibited artworks in the 190 solo and group exhibitions, the 

percent of cases indicates the percent of present codes (=1) for displaying particular type of 

artworks, i.e. 56.0% of the exhibitions present video art, 42.9% exhibit installation art, 40.8% 

show painting, and so forth. The total percent of cases is 230.4% so each exhibition averagely 

contains around two types of artworks. Therefore, it is meaningful to observe the top two media 

in Table 4.1, which points out that video art (24.3%) and installation art (18.6%) are the most 

frequently displayed media of artworks in the 190 solo and group exhibitions. 

 

Table 4.1 Media Distribution of the Involved Artworks. 

Media N Percent Percent of Cases 

Painting 78 17.7% 40.8% 

Sculpture 47 10.7% 24.6% 

Video Art 107 24.3% 56.0% 

Sound Art 26 5.9% 13.6% 

Photography 57 13.0% 29.8% 

Performance Art 15 3.4% 7.9% 

Installation Art 82 18.6% 42.9% 

Archive 28 6.4% 14.7% 

Total 440 100% 230.4% 

a. Dichotomy group tabulated at value 1. 

 

 

 

. 
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4.2.4 Location 

 

 In terms of the geographic features of the 241 cultural events, each of them is coded with 

either only one debut (domestic or international) or tours (domestic or international) to examine 

their possible scale of audience. There are 80.5% of the selected cultural events are held only 

in the three nonprofit art institutions’ own venues, which means that the majority of the cultural 

events are designed for their regular domestic audience. Regarding other one-time-only cultural 

events, there are respectively 13 (5.4%) and 16 (6.6%) events that take place nationally and 

internationally. On the other hand, the rest of the events happen more than one time on the 

domestic (5.8%) and global (1.7%) stages (Table 4.2). 

 

Table 4.2 Location Distribution of the 241 Cultural Events. 

Location N Percent 

Only in the organizations’ own venues 194 80.5% 

Only in other domestic venues 13 5.4% 

Both in the organizations’ own venues and other domestic venues 14 5.8% 

Only in other international venues 16 6.6% 

Both in the organizations’ own venues and other international venues 4 1.7% 

Total 241 100% 

a. Dichotomy group tabulated at value 1. 
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4.2.5 Side Project 

 

In the 241 cultural events, there are 137 ones (56.8%) accompanied by relevant side 

projects, including workshops, lectures/forums, performances, and so forth. In Figure 4.3, we 

see that among such 137 cultural events, about half (50.6%) of them are organized by Open-

Contemporary Art Center to further communicate and interact with its audience. On the other 

hand, TheCube Project Space and VT Artsalon respectively hold 37 (27.0%) and 31 (22.6%) 

events with extended activities. 

 

Figure 4.3 Proportion of Each Organization in the 137 Cultural Events with Side Projects. 
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collection of this research, such as study groups or dinners. All of these special kinds of side 

projects are coded with presence in the category Other, which takes up about one-out-of-ten 

(11.1%) of all (Table 4.3). 

�

Table 4.3 Distribution of the 137 Cultural Events with Side Projects. 

Side Project N Percent Percent of Cases 

Workshop 15 9.3% 10.9% 

Lecture/Forum 104 64.2% 75.9% 

Performance 25 15.4% 18.2% 

Other 18 11.1% 13.1% 

Total 162 100% 118.2% 

a. Dichotomy group tabulated at value 1.  
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4.2.6 Collaboration 

 

Regarding the inter-organizational collaboration in the arrangement of cultural events, 

nearly 40% of the 241 cultural events (n=93) form alliances with other cultural organizations, 

either domestically (57.1%) or internationally (42.9%), in the forms of resource and talent 

exchange. For instance, Open-Contemporary Art Center organized the cultural event Nanyang 

Radio Station: Audio Tour for 228 Peace Memorial Park8 in 2018 with the bilingual guide 

tours in collaboration with National Taiwan Museum. In Figure 4.4, we also see that Open-

Contemporary Art Center performs comparatively remarkable with respect to both domestic 

(n=26) and international (n=19) collaboration. TheCube Project Space stands out in terms of 

domestic collaboration (n=18). VT Artsalon, however, lacks for noteworthy performance either 

in domestic or international collaboration. 

 

Figure 4.4 Number of Each Organization’s Cultural Events with Collaboration. 

 

�
8 The park contains the memorials to the political victims of the February 28 Incident in 1947. National Taiwan 

Museum is situated at the north entrance of the park. 
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4.2.7 Public Funds 

 

Respecting the yearly received funds of the three nonprofit art organizations in Taiwan 

from NCAF from 2010 to 2019, the mean is 729,170 NTD with a maximum of 4.27 million 

and a minimum of 0. In particular, the three highest amount of public funds goes to TheCube 

Project Space in 2015 (4,270,000), 2018 (3,850,000), and 2012 (2,640,000) individually. On 

the other hand, TheCube Project Space, VT Artsalon, and Open-Contemporary Art Center 

receive nothing from NCAF respectively for one (in 2011), two (in 2014 and 2015) and three 

(in 2010, 2013, and 2015) times during the same decade (Figure 4.5). 

 

Figure 4.5 Yearly Received Public Funds of Each Organization from NCAF. 

 

 

In addition, the median of the yearly received public funds locates at 550,000, indicating 
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4.3 Correlations 

 

To first understand whether is association between the yearly received funds from NCAF 

from 2010 to 2019 and the six dimensions (exhibition format/nationality/media/location/side 

project/collaboration) of the curatorial practice of the three nonprofit art organizations, 

correlation analyses are provided here. At the same time, we also expect to see in which way 

(positive or negative) and how strong such association is by the utilization of correlation 

analyses (Pallant, 2005). That is to say, it not merely sets up the foundation for the upcoming 

regression analyses but also enables us to make prediction about what specific dimension(s) of 

curatorial practice can lead to a higher or lower amount of the yearly received public funding, 

and conversely. 

 

 In terms of the figures of Pearson Correlation in this research, they will be interpreted in 

accordance with the guide that Evans (1996) suggests: very weak (.01-.19); weak (.20-.39); 

moderate (.40-.59); strong (.60-.79); and very strong (.80-1.00). In Table 4.4, we can see that 

except for the ones between the yearly received public funds and nationality, which all represent 

very weak association, all of the rest (between the yearly received public funds and exhibition 

format/media/location/side project/collaboration) show weak association. Before individually 

interpreting each correlation analysis, it is important to note that the preliminary analyses are 

conducted beforehand to ensure no violation of the assumptions of normality, linearity and 

homoscedasticity (see Appendix A Figure 1-20). 
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Table 4.4 The Yearly Received Public Funds and Curatorial Practice Correlation 

Pearson Correlation Received Funds 

Exhibition Format 1 (Solo Exhibition) -.137 

Exhibition Format 2 (Group Exhibition) .218 

Nationality – Southeast Asian Artists (present/not) -.033 

Nationality – Vietnam -.062 

Nationality – Philippine -.097 

Nationality – Indonesia -.056 

Nationality – Thailand -.003 

Nationality – Malaysia -.032 

Nationality – Singapore -.065 

Nationality – Cambodia -.040 

Nationality – Myanmar -.048 

Media – Painting -.097 

Media – Sculpture .035 

Media – Video Art .159 

Media – Sound Art .140 

Media – Photography .065 

Media – Performance Art .052 

Media – Installation Art .035 

Media – Archive .224 

Location – Only in the organizations’ own venues -.189 

Location – Only in other domestic venues .038 

Location – Both in the organizations’ own venues and other domestic venues .155 

Location – Only in other international venues .198 

Location – Both in the organizations’ own venues and other international venues .015 

Side Project (present/not) .149 

Side Project – Workshop .027 

Side Project – Lecture/Forum .069 

Side Project – Performance .196 

Side Project – Other .023 

Collaboration (present/not) .142 

Collaboration – National .107 

Collaboration – International .049 
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Firstly, a weak correlation (.218) occurs between the yearly received public funds and the 

exhibition format 2, which indicates that when there is a group exhibition, the amount of the 

yearly received public funds is likely to increase. On the other hand, a very weak and negative 

association (-.137) happens between the yearly received public funds and the exhibition format 

1, which suggests that when there is a solo exhibition, the amount of the yearly received public 

funds is likely to decrease. 

 

Similarly, one weak and two very weak correlations show up between the yearly received 

public funds and the media of archive (.224), video art (.159), and sound art (.140), which 

indicates that as an cultural event involves either of the three media of artworks, it is likely to 

receive higher public funds from NCAF. 

 

With regarding to the location, there are two very weak positive and one very weak 

negative correlations that are noteworthy. On the one hand, a cultural event on domestic tour 

(.155) or on the international stage only (.198) is likely to receive higher public funds from 

NCAF. On the other hand, the one solely showing in the three nonprofit art organizations’ own 

venues (-.189) is likely to gain less amount of public funds from NCAF. 

 

 In terms of the side project, there are two noticeable figures. A cultural event with the 

arrangement of side projects (.149) is likely to obtain more public funds from NCAF. In 

particular, performance (.196) is the most correlated one with the yearly received public funds, 

which implies that a cultural event with performance as side projects is likely to attract more 

public funds from NCAF. 

 

Another noticeable correlation happens between the yearly received public funds and the 

collaboration (.142), which points out that a cultural event arranged in collaboration with other 
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cultural organizations is likely to gain more public funds from NCAF. However, the two figures 

(.107 for collaborating with other cultural organizations domestically while .049 internationally) 

are too weak to tell that what specific type of inter-organizational collaboration is likely to 

receive higher amount of public funds from NCAF. 

 

Finally, the correlations between the yearly received public funds and the nationality are 

all very weak (ranging from -.003 to -.097), though not zero. In other words, the association 

between the two is too weak to be noteworthy. 
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4.4 Regression 

4.4.1 Exhibition Format 

 

 Preliminary analyses are conducted beforehand to ensure no violation of the assumptions 

of normality, linearity and homoscedasticity (see Appendix A Figure 1, 2). About the regression 

analyses of the yearly received public funds and the exhibition format, the r-square is low (.047) 

due to the relatively small amount of the analyzed units in this research. The tolerance value 

for each independent variable is .585, which is not less than .10; therefore, we do not violate 

the multicollinearity assumption. This can be supported by the VIF values (1.711) as well, 

which are well below the cut-off of 10. The p-value (.008) of the variable Exhibition Format 2 

is less than .05, which shows the significance. Furthermore, for every increase in Exhibition 

Format 2 (group exhibition), 434921.569 units (NTD) of increase in the yearly received public 

funds are predicted while holding all other variables in the model constant (Table 4.5). 

 

Table 4.5 The Exhibition Format and the Yearly Received Public Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.218a .047 .039 904665.174 

a. Predictors: (Constant), Exhibition Format 2, Exhibition Format 1 

 
Unstandardized Coefficients 

Standardized 

Coefficients t Sig. 

Collinearity 

Statistics 

B Std. Error Beta Tolerance VIF 

(Constant) 584078.431 126678.463  4.611 .000   

Exhibition Format 1 9314.426 152822.597 .005 .061 .951 .585 1.711 

Exhibition Format 2 434921.569 162910.973 .221 2.670 .008** .585 1.711 

a. Dependent Variable: Received Funds;�*p<0.05, **p<0.01, ***p<0.001 

 

 Since the regression analysis between the yearly received public funds and the exhibition 

format 2 shows the significance, we can tell that Hypothesis 1: Culturally diverse group 
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exhibitions are likely to gain more public funding is accepted. Normally, curators shoulder 

the responsibilities for taste-making and act as the filters or gatekeepers of what should be 

presented in front of the audience especially in the era of rapid cultural production expansion 

(George, 2015). With respect to solo exhibitions, curators have less room to play as the majority 

of them focus on the retrospection of a single artist in accordance with certain themes or time 

frames. Group exhibitions, on the other hand, enable curators to select certain artists’ artworks 

as well as to classify and interpret them to the public in the light of certain criteria and values. 

As a result, the public may receive more institutional values given by curators or organizations 

in group exhibitions, which may induce a nation to financially support group exhibitions in 

particular as such events could be utilized as the loudhailers of authorities’ national policies 

and ideologies. 
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4.4.2 Nationality 

 

Preliminary analyses are conducted beforehand to ensure no violation of the assumptions 

of normality, linearity and homoscedasticity (see Appendix A Figure 3-6). About the regression 

analysis of the yearly received public funds and the nationality (the variable Southeast Asian 

artists: present/not), the r-square is low (.001) due to the relatively small amount of the 

analyzed units in this research. The p-value of the variable (.608) is not significant, which 

indicates that it does not make a significant contribution to the prediction of the yearly received 

public funds. In other words, it is impossible to tell whether the participation of Southeast Asian 

artists in the 241 cultural events would affect the yearly received public funds of the three 

nonprofit art organizations in Taiwan from NCAF from 2010 to 2019 (Table 4.6). 

 

Table 4.6 The Nationality (Southeast Asian artists: present/not) and the Yearly Received Public 

Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.033a .001 -.003 924443.511 

a. Predictors: (Constant), Nationality – Southeast Asian artists: present/not 

 

Unstandardized Coefficients 

Standardized 

Coefficients 

t Sig. B Std. Error Beta 

(Constant) 746404.372 68336.831  10.922 .000 

Nationality – 

Southeast Asian artists: present/not 

-71611.268 139299.436 -.033 -.514 .608 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

 Nonetheless, this research is still curious about the possible contribution of each nation’s 

artists’ participation in the cultural events to the variance in the yearly received public funds. 

The r-square (.019) of the regression analyses is low due to the relatively small amount of the 
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analyzed units in this research. The tolerance value for each independent variable ranges 

from .647 to .957, which is not less than .10; therefore, we do not violate the multicollinearity 

assumption. This can be supported by the VIF values (ranging from 1.045 to 1.546) as well, 

which are well below the cut-off of 10. However, the p-values of all variables are not significant, 

which suggests that there is no variable with significant contribution to the prediction of the 

yearly received public funds. That is, we have no evidence to tell that the participation of the 

artists from any one of the countries in Southeast Asia in the 241 cultural events would affect 

the variance in the yearly received public funds from NCAF from 2010 to 2019 (Table 4.7). 

 

Table 4.7 The Nationality (each country in Southeast Asia) and the Yearly Received Public 

Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.137a .019 -.015 929999.601 

a. Predictors: (Constant), Nationality - Myanmar, Nationality - Vietnam, Nationality - Cambodia, Nationality - 

Malaysia, Nationality - Indonesia, Nationality - Thailand, Nationality - Singapore, Nationality - Philippines 

 

Unstandardized Coefficients 

Standardized 

Coefficients 

t Sig. 

Collinearity 

Statistics 

B Std. Error Beta Tolerance VIF 

(Constant) 749268.649 67682.360  11.070 .000   

Vietnam -13812.632 814572.410 -.001 -.017 .986 .657 1.522 

Philippines -545180.533 478030.140 -.092 -1.140 .255 .647 1.546 

Indonesia -246876.212 329504.079 -.051 -.749 .454 .919 1.088 

Thailand 24090.921 214570.065 .008 .112 .911 .903 1.107 

Malaysia 184198.505 237710.600 .053 .775 .439 .919 1.088 

Singapore -180550.968 375640.148 -.035 -.481 .631 .792 1.262 

Cambodia -225822.914 429639.893 -.035 -.526 .600 .957 1.045 

Myanmar -309645.980 727666.183 -.030 -.426 .671 .824 1.214 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

 Accordingly, the lack of significant p-values leads to the failure in supporting Hypothesis 

2: The cultural events with the participation of Southeast Asian artists are likely to gain more 
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public funding. A possible explanation for this result is that, although the participation of the 

Southeast Asian artists and the involvement of their artworks in the cultural events can improve 

the understanding of each other’s culture, whether it can be utilized to solve the long-standing 

contradictions between different ethnic groups is still an open question. For instance, we see 

that the percentage of the involved Southeast Asian artists in the 241 cultural events increases 

year by year during the period, from none in 2010 to 60% in 2019; however, a huge conflict 

about the usage of Taipei Railway Station between the immigrants and the natives just broke 

out in May, 20209. 

 

 

 

 

 

 

 

 

 

�

 

 

 

 

�
9 Some people have questioned whether the migrant workers from Southeast Asia who regularly meet at Taipei 

Railway Station would become the breach of epidemic prevention since May, 2020. Therefore, it has been widely 

discussed if the authorities should legislate against sitting and resting on the ground of the station in future regardless 

of during or after epidemic prevention period. However, since most of the Southeast Asian migrant workers in 

Taiwan have a day off on Sunday, they tend to gather at Taipei Railway Station, the most conveniently located 

station, with their hometown friends to relax. The conflict has been fermenting on the mass media since May, 2020. 
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4.4.3 Media 

 

Preliminary analyses are conducted beforehand to ensure no violation of the assumptions 

of normality, linearity and homoscedasticity (see Appendix A Figure 7, 8). In terms of the 

regression analyses of the yearly received public funds and the media of artworks, the r-square 

is low (.084) due to the relatively small amount of the analyzed units in this research. The 

tolerance value for each independent variable ranges from .792 to .985, which is not less 

than .10; therefore, we do not violate the multicollinearity assumption. This can be supported 

by the VIF values (ranging from 1.015 to 1.263) as well, which are well below the cut-off of 

10. The p-value of the variable Archive (.005) is the only significant one, which indicates that 

for every increase in Archive, 548908.248 units (NTD) of increase in the yearly received public 

funds are predicted while holding all other variables in the model constant (Table 4.8). 

Table 4.8 The Media and the Yearly Received Public Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.291a .084 .053 898286.945 

a. Predictors: (Constant), Genre - Archive, Genre - Performance Art, Genre - Painting, Genre - Photography, 

Genre - Video Art, Genre - Sound Art, Genre – Installation Art, Genre - Sculpture 

 

Unstandardized Coefficients 

Standardized 

Coefficients 

t Sig. 

Collinearity 

Statistics 

B Std. Error Beta Tolerance VIF 

(Constant) 606252.566 93080.590  6.513 .000   

Painting -228200.092 130413.022 -.116 -1.750 .081 .899 1.112 

Sculpture 54046.753 164147.760 .023 .329 .742 .792 1.263 

Video Art 211172.944 124381.606 .114 1.698 .091 .877 1.141 

Sound Art 169460.399 199165.519 .057 .851 .396 .877 1.140 

Photography 65900.264 144146.389 .030 .457 .648 .892 1.121 

Performance Art 172663.164 241332.560 .045 .715 .475 .985 1.015 

Installation Art -46763.751 132632.446 -.024 -.353 .725 .848 1.179 

Archive 548908.248 194467.652 .191 2.823 .005** .862 1.160 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 
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Since the regression analysis between the yearly received public funds and the media (the 

variable Archive) shows the significance, we can tell that Hypothesis 3: The cultural events 

with the display of archives are likely to gain more public funding is accepted. In other words, 

including archives, such as antique books, posters, publications, and other printed materials, in 

the cultural events is likely to earn more financial support from NCAF. 

 

Similarly, Chatzichristodoulou (2013) also finds that the selection of a specific art form 

may be a considerable factor in influencing the public funding distribution in Britain. In 

comparison with other media of artworks that express artistic ideas via images, videos, 

performances, or immersive experiences, archives contain a great deal of linguistic and written 

expressions. Expectably, the public is comparatively able to comprehend the notions of such 

kind of artworks without further translation or explanation. In consequence, curators’ action of 

including archives in an cultural event may represent their intentions to deliver certain messages 

or values more directly. When such messages or values happen to agree with the authorities’ 

ones, they may be more willing to generously subsidize the cultural events with those messages 

and values. 
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4.4.4 Location 

 

Preliminary analyses are conducted beforehand to ensure no violation of the assumptions 

of normality, linearity and homoscedasticity (see Appendix A Figure 9-12). About the 

regression analysis of the yearly received public funds and the location (the variable Only in 

the organizations’ own venue), the r-square is low (.036) due to the relatively small amount of 

the analyzed units in this research. The p-value of the variable (.003) is significant, which 

implies that for every increase in Only in the organizations’ own venue, 440476.640 units (NTD) 

of decrease in the yearly received public funds are predicted while holding all other variables 

in the model constant. In other words, the nation is likely to grant the cultural events that take 

place in the nonprofit art organizations’ own venues less cultural subsidies (Table 4.9). 

 

Table 4.9 The Location (only in the organizations’ own venues) and the Yearly Received Public 

Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.189a .036 .032 908199.988 

a. Predictors: (Constant), Location - only in its own venue 

 

Unstandardized Coefficients 

Standardized 

Coefficients 

t Sig. B Std. Error Beta 

(Constant) 1083744.681 132474.584  8.181 .000 

Only in the organizations’ own venues -440476.640 147652.301 -.189 -2.983 .003** 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

 How about the cultural events that not just happen in the organizations’ own venues? The 

r-square (.068) of the regression analyses is low due to the relatively small amount of the 

analyzed units in this research. The tolerance value for each independent variable ranges 

from .990 to .996, which is not less than .10; therefore, we do not violate the multicollinearity 
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assumption. This can be supported by the VIF values (ranging from 1.004 to 1.010) as well, 

which are well below the cut-off of 10. The p-values of the variables Both in the organizations’ 

own venues and other domestic venues (.008) and Only in other international venues (.001) are 

significant, which respectively suggests that for every increase in Both in the organizations’ 

own venues and other domestic venues and Only in other international venues, 660446.245 and 

770856.959 units (NTD) of increase in the yearly received public funds are predicted while 

holding all other variables in the model constant. That is to say, the cultural events either with 

domestic tours or tailored solely for international stages are likely to win the government’s 

financial interests (Table 4.10). 

 

Table 4.10 The Location and the Yearly Received Public Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.261a .068 .052 898654.709 

a. Predictors: (Constant), Only in other domestic venues, In the organizations’ own venues and other domestic 

venues, Only in other international venues, In the organizations’ own venues and other international venues 

 

Unstandardized 

Coefficients 

Standardized 

Coefficients 

t Sig. 

Collinearity 

Statistics 

B Std. Error Beta Tolerance VIF 

(Constant) 643268.041 64519.648  9.970 .000   

Only in other domestic venues -60344.964 257457.463 -.015 -.234 .815 .991 1.009 

In the organizations’ own venues 

and other domestic venues 

660446.245 248690.754 .168 2.656 .008** .990 1.010 

Only in other international venues 770856.959 233744.632 .208 3.298 .001** .990 1.011 

In the organizations’ own venues 

and other international venues 

-23268.041 453935.961 -.003 -.051 .959 .996 1.004 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

 Accordingly, since the regression analysis between the yearly received public funds and 

the location (the variable Only in the organizations’ own venues) shows the significance, we 

can tell that Hypothesis 4: The cultural events that only target the regular audience are likely 
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to gain less public funding is accepted. Moreover, such a result also implies that the nation 

would punish the cultural events with lower audience heterogeneity and scalability by giving 

less amount of cultural subsidies.  

 

 Further, due to the greater possibilities of reaching a heterogeneous group of audience 

with different cultural backgrounds, we also find that the government tends to subsidize more 

generously the cultural events with domestic tours or an international debut. If a cultural event 

is able to take place in multiple locations domestically or to debut on an international stage, it 

is expectable to approach broader audience and to reach higher exposure. Such a circumstance 

makes a nation consider the granted subsidies a worthwhile investment, which connects to the 

central idea of neoliberalism the British government has employed: the government has to 

spend the national assets as effectively as possible (Alexander, 2018). 
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4.4.5 Side Project 

 

 Preliminary analyses are conducted beforehand to ensure no violation of the assumptions 

of normality, linearity and homoscedasticity (see Appendix A Figure 13-16). With regard to 

the regression analysis of the yearly received public funds and the side project (the variable 

Side Project: present/not), the r-square is low (.022) due to the relatively small amount of the 

analyzed units in this research. The p-value of the variable (.021) is significant, which implies 

that for every increase in Side Project: present/not, 276853.874 units (NTD) of increase in the 

yearly received public funds are predicted while holding all other variables in the model 

constant. In other words, the cultural events accompanied by any kinds of side projects are 

likely to gain more financial support from the state (Table 4.11). 

 

Table 4.11 The Side Project (present/not) and the Yearly Received Public Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.149a .022 .018 914647.864 

a. Predictors: (Constant), Side Project: present/not 

 

Unstandardized Coefficients Standardized Coefficients 

t Sig. B Std. Error Beta 

(Constant) 571788.462 89688.602  6.375 .000 

Side Project: present/not 276853.874 118955.765 .149 2.327 .021* 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

In terms of each kind of side projects, this research conducts another regression analysis. 

The r-square (.043) of the regression analyses is low due to the relatively small amount of the 

analyzed units in this research. The tolerance value for each independent variable ranges 

from .970 to .989, which is not less than .10; therefore, we do not violate the multicollinearity 

assumption. This can be supported by the VIF values (ranging from 1.011 to 1.031) as well, 

which are well below the cut-off of 10. In particular, the p-value of the variable Performance 
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(.003) is the only significant one, which means that for every increase in Performance, 

588140.245 units (NTD) of increase in the yearly received public funds are predicted while 

holding all other variables in the model constant. That is to say, the cultural events with 

performance as side projects are likely to obtain more cultural subsidies from NCAF from 2010 

to 2019 (Table 4.12). 

 

Table 4.12 The Side Project (each kind) and the Yearly Received Public Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.208a .043 .027 910466.892 

a. Predictors: (Constant), Side Project - other, Side Project - lecture/forum, Side Project - workshop, Side Project 

- performance 

 

Unstandardized 

Coefficients 

Standardized 

Coefficients 

t Sig. 

Collinearity 

Statistics 

B Std. Error Beta Tolerance VIF 

(Constant) 610428.214 83728.949  7.291 .000   

Workshop 21124.280 246211.533 .006 .086 .932 .972 1.029 

Lecture/Forum 127662.729 119041.359 .069 1.072 .285 .989 1.011 

Performance 588140.245 195296.508 .195 3.012 .003** .970 1.031 

Other 17750.346 224997.566 .005 .079 .937 .983 1.017 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

 Accordingly, since the regression analysis between the yearly received public funds and 

the side project (the variable Side Project: present/not) shows the significance, we can tell that 

Hypothesis 5: The cultural events accompanied with side projects are likely to gain more 

public funding is accepted. In particular, performance is the most eye-catching kind of side 

projects, which possibly results from the interdisciplinary collaboration. In this research, the 

three nonprofit art organizations are mainly dedicated to the promotion of visual arts. When 

these organizations extend to other disciplines, such as the collaboration between visual artists 
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and contemporary dancers or pop musicians, the government may consider it as a commendable 

innovation and thereby subsidize them more. 

 

 In general, diverse side projects are used to further encourage audience’s interaction with 

the involved artists, the displayed artworks, and the implied values. To build a higher degree of 

visitors’ participation and engagement, it is expectable for curators to arrange side projects as 

it may affect stakeholders’ or funders’ financial contribution to an organization (Ospina, Diaz, 

& O’Sullivan, 2002; Chatzichristodoulou, 2013). Therefore, in addition to the width of the 

audience, the depth of content absorption and digestion should also be taken into account in 

terms of public funding distribution.  
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4.4.6 Collaboration 

 

 Preliminary analyses are conducted beforehand to ensure no violation of the assumptions 

of normality, linearity and homoscedasticity (see Appendix A Figure 17-20). About the 

regression analysis of the yearly received public funds and the collaboration (the variable 

Collaboration: present/not), the r-square is low (.020) due to the relatively small amount of the 

analyzed units in this research. The p-value of the variable (.027) is significant, which implies 

that for every increase in Collaboration: present/not, 268720.575 units (NTD) of increase in 

the yearly received public funds are predicted while holding all other variables in the model 

constant. In other words, the cultural events with the inter-organizational collaboration are 

likely to receive more cultural subsidies from NCAF (Table 4.13). 

 

Table 4.13 The Collaboration (present/not) and the Yearly Received Public Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

. 142a .020 .016 915579.126 

a. Predictors: (Constant), Collaboration: present/not 

 

Unstandardized Coefficients 

Standardized 

Coefficients 

t Sig. B Std. Error Beta 

(Constant) 625472.973 75260.141  8.311 .000 

Collaboration: present/not 268720.575 121152.414 .142 2.218 .027* 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

 Further, we intend to understand what specific type of inter-organizational collaboration, 

domestically or internationally, contributes to the variance in the yearly received public funds. 

The r-square (.014) of the regression analyses is low due to the relatively small amount of the 

analyzed units in this research. The tolerance value for each independent variable is 1.000, 

which is not less than .10; therefore, we do not violate the multicollinearity assumption. This 



 63 

can be supported by the VIF values (both 1.000) as well, which is well below the cut-off of 10. 

Nonetheless, the p-values of the variables Collaboration – National (.101) and Collaboration 

– National (.471) are not significant, which indicates that the two variables do not make a 

significant contribution to the prediction of the yearly received public funds. That is to say, 

although the implementation of inter-organizational collaboration in the 241 cultural events is 

likely to attract more financial support from the state, it is impossible to tell whether a specific 

type of collaboration would influence the variance in the yearly received public funds from 

NCAF from 2010 to 2019 (Table 4.14). 

 

Table 4.14 The Collaboration (each type) and the Yearly Received Public Funds Regression. 

Regression Model Summary 

R R Square Adjusted R Square Std. Error of the Estimate 

.117a .014 .005 920563.888 

a. Predictors: (Constant), Collaboration - International, Collaboration - National 

 

Unstandardized 

Coefficients 

Standardized 

Coefficients 

t Sig. 

Collinearity 

Statistics 

B Std. Error Beta Tolerance VIF 

(Constant) 652384.922 73837.547  8.835 .000   

Collaboration - National 226094.902 137161.154 .106 1.648 .101 1.000 1.000 

Collaboration - International 109767.549 152198.983 .046 .721 .471 1.000 1.000 

a. Dependent Variable: Received Funds; *p<0.05, **p<0.01, ***p<0.001 

 

Accordingly, since the regression analysis between the yearly received public funds and 

the collaboration (the variable Collaboration: present/not) shows the significance, we can tell 

that Hypothesis 6: The cultural events with inter-organizational collaboration are likely to 

gain more public funding is accepted. Nonetheless, the lack of significant p-values in the 

regression analyses between the yearly received public funds and the collaboration (each type) 

leads to the failure in predicting which type of inter-organizational collaboration can affect the 

amount of cultural subsidies the three nonprofit art organizations can gain from NCAF. 
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The inter-organizational collaboration often symbolizes the connection and expansion of 

resource, which may become a criterion in the capability evaluation of an organization in the  

public funding distribution. Further, the financial dependency of nonprofit organizations can 

be translated into the performance of their external relationships (Hee & Feiock, 2007). For 

instance, the collaboration with other domestic cultural organizations is able to enhance the 

overall industrial environment by forming an alliance with various local cultural organizations. 

The collaboration with other international cultural organizations, on the other hand, is capable 

of improving the multinational cultural exchange as well as the soft power diplomacy, which 

usually leads to the enhancement of international visibility. Either way, the inter-organizational 

collaboration has the potential to expand the reach of public funds, which then wins the favor 

of the nation. 
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4.5 Conclusion 

 

In this chapter, we first give an overview of the complexion of the 241 cultural events held 

by the three nonprofit art organizations in Taiwan from 2010 to 2019 in accordance with six 

dimensions: (1) exhibition format, (2) nationality, (3) media, (4) location, (5) side project, and 

(6) collaboration. This helps us to observe the characteristics of the cultural events in the 

nonprofit art organizations in Taiwan in the last decade. For instance, video art and installation 

art are the most popular types of artworks displayed in the cultural events. Moreover, more than 

four-fifths of the cultural events target the regular audience only. On the other hand, we also 

realize that it is possible for an nonprofit art organization to receive nothing from NCAF in a 

year even when it remains active. 

 

 Later, the correlation and regression analyses are provided to comprehend the possible 

association between the yearly received public funds and the six dimensions of the nonprofit 

art organizations’ curatorial practice as well as to predict which characteristics in the curatorial 

practice are able to influence the variance in the yearly received public funds from NCAF. 

Overall, there are six characteristics that can attract more financial interests from the state, 

including holding group exhibitions, displaying archives, showing to the audience in different 

parts of the country and to the international audience, arranging side projects, and finally 

reaching out for inter-organizational collaboration. On the contrary, showing to the regular 

audience only may result in less national support. Besides, it is important to note that although 

we do conduct the regression analyses between the yearly received public funds and the 

nationality of the involved artists in the 241 cultural events, we have no evidence to tell whether 

the performance of the latter can predict the one of the former. To sum up, based on the 

aforementioned results, Hypothesis 1, 3, 4, 5, and 6 are accepted while there is no evidence 

found to support Hypothesis 2.  
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5 Conclusion 

 

This research aims to realize to what extent the curatorial practice affects the variance in 

public funds the nonprofit art organizations in Taiwan receive from NCAF from 2010 to 2019. 

By utilizing the regression analysis in the quantitative approach, this research suggests that the 

nonprofit art organizations in Taiwan would adopt various strategic behavior in programming 

to gain more national support. Since the government in Taiwan cares much about the funded 

individuals’ and organizations’ efficiency in spending the public funds, such organizations need 

to prove that they are able to maximize the value of the received subsidies. In other words, if a 

nonprofit art organization can use the received subsidies to reach a wider range of a cultural 

event’s audience and to deepen its audience’s understanding of the provided cultural content, 

such an event is expectable to deliver the ideas and values more widely and deeply. The nation 

may then consider it as a worthwhile investment since it can improve the influence of the public 

funds. As a result, the cultural events with audience scalability, content interactivity, value 

transportability, and finally resource expandability are likely to be in NCAF’s good graces. 

 

 However, why is NCAF’s cultural subsidies important for the nonprofit art organizations 

in Taiwan? In light of new-institutionalism (March & Olsen, 1984; North, 1990; Crawford & 

Ostrom, 1995; Goodin, 1996; Hall & Taylor, 1996; Peters, 1999; Lowndes, 2002), institutions 

represent the constrained relationship that can impact on individual agents’ ideologies and 

behavior. Moreover, since institutions possess the discourse with power relations to form a 

dominant force (Foucault, 1971; 1977), a nation often demonstrates the power of institutions 

and discourse in policy enactment (McGuigan, 2003) to govern its citizens. NCAF’s subsidiary 

mechanism is an example of such, which not merely forms the constrained relationship between 

the public funds and the participants in the arts and culture realm in Taiwan but also influences 

the complexion of cultural production in society and even defines what the term culture can be. 
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In other words, the culture recognized by society does not develop naturally; instead, it reveals 

the constrained interaction between institutions and individual agents. Hence, the nonprofit art 

organizations in Taiwan are inevitably influenced by NCAF’s subsidiary mechanism and must 

regard such institutions as an extremely important existence. 

 

 In the face of such institutional pressures, the nonprofit art organizations in Taiwan would 

then try to keep balance between funding supply and autonomy maintenance and thereby to 

secure their legitimacy in society by adjusting their strategic behavior in consideration of the 

resource dependence theory (Pfeffer & Salancik, 1978; Jones, 2004; Hillman, Withers, & 

Collins, 2010) and strategic institutional theory (Alexander, 1996). This can be especially true 

for the nonprofit art organizations in Taiwan as such kind of organizations much rely on the 

public funds to survive and would even satisfy the nation’s expectations through altering the 

programs (Jegers, 2008; Toepler & Anheier, 2004; Balser & McClusky, 2005; Anheier, 2014). 

In the end, (re)programing the cultural events to meet the government’s expectations and values 

may become a means for them to obtain more financial support from NCAF.  

 

 Last but not the least, this research decides to explore in particular the contribution of the 

Southeast Asian artists’ participation in the cultural events to the variance in the yearly received 

public funds in light of the nation’s main policy (New Southbound Policy) in recent years. It 

would be interesting as well to further investigate the contribution of artists’ participation in 

accordance with different regimes since the political parties with various ideologies may show 

distinct preferences in the cultural subsidies distribution (Schulze & Rose, 1998). 
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7. Appendix 

Appendix A: Preliminary Analyses – Normal Probability Plots and Scatterplots 

 

Figure 1. The Normal Probability Plot of the Exhibition Format and the Yearly Received Public 

Funds. 

 

Figure 2. The Scatterplot of the Exhibition Format and the Yearly Received Public Funds. 
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Figure 3. The Normal Probability Plot of the Nationality (Southeast Asian artists: present/not) 

and the Yearly Received Public Funds. 

 

 

 

Figure 4. The Scatterplot of the Nationality (Southeast Asian artists: present/not) and the Yearly 

Received Public Funds. 
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Figure 5. The Normal Probability Plot of the Nationality (each country in Southeast Asia) and 

the Yearly Received Public Funds. 

 

 

Figure 6. The Scatterplot of the Nationality (each country in Southeast Asia) and the Yearly 

Received Public Funds. 
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Figure 7. The Normal Probability Plot of the Media and the Yearly Received Public Funds. 

 

 

Figure 8. The Scatterplot of the Media and the Yearly Received Public Funds. 
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Figure 9. The Normal Probability Plot of the Location (only in the organizations’ own venues) 

and the Yearly Received Public Funds. 

 

 

Figure 10. The Scatterplot of the Location (only in the organizations’ own venues) and the 

Yearly Received Public Funds. 
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Figure 11. The Normal Probability Plot of the Location and the Yearly Received Public Funds. 

 

 

Figure 12. The Scatterplot of the Location and the Yearly Received Public Funds. 
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Figure 13. The Normal Probability Plot of the Side Project (present/not) and the Yearly 

Received Public Funds. 

 

 

Figure 14. The Scatterplot of the Side Project (present/not) and the Yearly Received Public 

Funds. 
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Figure 15. The Normal Probability Plot of the Side Project (each kind) and the Yearly Received 

Public Funds. 

 

 

Figure 16. The Scatterplot of the Side Project (each kind) and the Yearly Received Public Funds. 
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Figure 17. The Normal Probability Plot of the Collaboration (present/not) and the Yearly 

Received Public Funds. 

 

 

Figure 18. The Scatterplot of the Collaboration (present/not) and the Yearly Received Public 

Funds. 
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Figure 19. The Normal Probability Plot of the Collaboration (each type) and the Yearly 

Received Public Funds. 

 

 

Figure 20. The Scatterplot of the Collaboration (each type) and the Yearly Received Public 

Funds. 

 



Organization Year Title of the Subsidy Project Amount (TWD)
2010 Visual Arts Curation �óÙ/j¹�
cf�ā[Ú 1,400,000
2012 Exhibiting and Performing Space Operation ¾}Ü5½ø2013cf[�½ø¢ìÜ5 740,000

Arts and Culture Promotion ²·âYĆWÃ¿ 200,000
Visual Arts Curation ��´�Ā-=�ÛD4oÇÿz8¸¼[ 1,700,000

2013 Exhibiting and Performing Space Operation ¾}Ü±½ø2014cf[�½ø¢ìÜ± 800,000
Exhibition �®�&�lk
.©]ê[�=�¿ 150,000

2014 International Cultural Exchange
�µ�K=���Ü5�'=ð"��

UNGROUND��	Î|¦Ċ_��Gast Bouschet�+R�Ċ`─#�Nadine Hilbert�([
180,000

2015 Exhibition ãz���ù°�m+�®¯�Ô7Êz! 100,000
International Cultural Exchange �µ�K�=���Ü5�1Fð"��z�dć�§º«�@U¬�ÖiĈÆ[ 210,000
Exhibition ��3�è�-3qn
 160,000
Visual Arts Curation( International Residency Research and Exhibition Exchange)�¨Y»M�FûÆ[ 3,800,000

2016 Exhibition Cî��C
—ñ,�([ 150,000
Exhibition, International Cultural Exchange ôËĉ�/ăÓÒ\0HÜ±��ò�ąH([ 124,000

2017 Exhibition É �P´�� 200,000
2018 Exhibition 2018=µ��Ü±	µ�KüÁÏÕXÆ[ 380,000

Visual Arts Organization Operation / 1,000,000
Exhibition �'Esö�ð� 2,470,000

2019 Exhibition ¥�The Thing���S*([ 150,000
Visual Arts Organization Operation / 1,000,000

2010 Emerging Private Exhibiting and Performing Space þahÏz½ø¢ìÜ± 500,000
2011 Exhibiting and Performing Space Operation þahÏz½ø¢ìÜ± 400,000

Publication �þaL VERY-TACK� 1¤A;Ã¿�ÝÜ5� 150,000
2012 Exhibiting and Performing Space Operation 2013þahÏz½ø¢ì×6 500,000

Exhibition, International Cultural Exchange
ç�Ä¶���xmXÆ[
A Vision Across Boundaries-A Group Exhibition of Asian Photographers

200,000

2013 Exhibiting and Performing Space Operation 2014þahÏz½ø¢ì×6Ü± 500,000
Publication �Very ViewþaÞá� 2013cüß8�y$Ô78Ü5 100,000

2016 International Cultural Exchange =��Ą'Ø�­MÏÕ��Ü5 110,000
Exhibition ¹�¨Y�´Ñ� — =�XNØBxmÏÕ��[ 200,000
Investigation and Research =�³�ÏÕé�à�¸¼- þah�ÈÂ 200,000
Publication �þa����1¤Ü± 250,000

2017 Exhibition Informal Masters 300,000
Exhibition ÌÐ-=�xmÏÕ��Ü± 250,000

2018 International Cultural Exchange epõ2���FX	Ínæ� 140,000
Visual Arts Organization Operation / 900,000

2019 Visual Arts Organization Operation / 800,000
2011 International Cultural Exchange =�¡– ^&I áO;�! / Thi Thai Fever – pyrogen of workshop, seminar and events 180,000
2012 Visual Arts Curation =�³�ÏÕ��[-ªÛ´Zf 1,800,000
2014 Arts and Culture Promotion �v÷�³�ÏÕ^&¿�FûÏÕå{g 320,000
2016 International Cultural Exchange t)Q%�?r+0®´�(:c-Baan Noorg ÏÕÊ¹9Ü± 120,000

Arts and Culture Environment Development �v÷�³�ÏÕ^&¿�FûÏÕå{g 200,000
2017 International Cultural Exchange SILPYUPEN	ÏÕX´®T�íáO 70,000
2018 International Cultural Exchange GH�ªLogal Agents�Nongpho¹9VÅÜ±� 40,000

Exhibition � ïM~Ô PETAMU Project � 200,000
Visual Arts Organization Operation / 900,000

2019 International Cultural Exchange 2019 KLEX>úJYĆým�ö+Êÿ�À:ëc�1Ü±�0 1� 100,000
International Cultural Exchange KANTA PortraitsĄ'Ø�—=���Ü5 100,000
Arts and Culture Environment Development ACELab<Ăäb�wu�Alternative Currency Exchange Laboratory� 218,000
Visual Arts Organization Operation / 400,000

* The titles of the funded projects are noted down in Mandarin here since NCAF's official
website archives them in Madarin only.

TheCube Project Space

VT Artsalon

Open-Contemporary Art Center
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Non-Profit OrganizationTitle of the exhibition Year
Exhibition
Format 1

Exhibition
Format 2

Nationality -
SEA

Nationality - VN Nationality - PH Nationality - ID Nationality - TH Nationality - MY Nationality - SG Nationality - KH Nationality - MM
Media -
Painting

Media -
Sculpture

Media - Video
Art

Media - Sound
Art

Media -
Photography

Media -
Performance

Art

Media -
Installation

Art

Media -
Archive

Location -
only in its
own venue

Location -
Domestic

Single

Location -
Domestic
Multiple

Location -
International

Single

Location -
International

Multiple
Side Project

Side Project -
workshop

Side Project -
lecture/forum

Side Project -
performance

Side Project -
other

Collaboration
Collaboration

- National
Collaboration
- International

Received
Funds

TheCube Project SpaceAu Sow-Yee Solo Exhibition: STILL ALIVE2019 1 0 1 0 0 0 0 1 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 1,150,000

TheCube Project SpaceThe Ouroboros 2019 0 1 1 0 0 0 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1 1 0 1 0 1 1 0 1 1,150,000

TheCube Project SpaceFuture Memories I : Talking Drums Radio�Shen Sum-Sum�Future Excavation 2.02019 0 1 1 0 0 0 0 1 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 0 1 1 0 0 0 1 1 0 1,150,000

TheCube Project Space2019 Tree Tree Tree Person - Taroko Arts Residency Project2019 0 1 1 0 0 0 0 1 0 0 0 1 1 0 0 0 0 1 1 0 0 1 0 0 1 1 0 0 1 1 1 0 1,150,000

TheCube Project Space2019 the 4th Taiwan International Cat Film Festival2019 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 1,150,000

TheCube Project Spacedust to dust : of myths and men2018 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 1 1 1 0 0 0 1 0 0 1 1 0 1 0 1 1 1 3,850,000

TheCube Project SpaceUnit of Interdependency 2018 0 1 0 0 0 0 0 0 0 0 0 0 1 1 0 1 0 0 1 1 0 0 0 0 1 0 1 0 0 0 0 0 3,850,000

TheCube Project SpaceTiɑngong Kɑiwu: Modern Life and the History of Technology2018 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 1 0 0 1 1 0 3,850,000

TheCube Project SpaceKINO-EAR�Audio Document / Audio Documentary2018 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 1 0 0 0 0 1 0 1 0 0 1 1 0 3,850,000

TheCube Project SpaceTowards Mysterious Realities (in Seoul)2018 0 1 1 0 0 0 0 1 0 0 0 1 0 1 0 0 0 1 1 0 0 0 1 0 0 0 0 0 0 1 0 1 3,850,000

TheCube Project Space2018 the 4th Taiwan International Cat Film Festival2018 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 3,850,000

TheCube Project SpaceThe War That Never Was─Exhibition of Chang Chien-Chi2018 1 0 0 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 0 3,850,000

TheCube Project SpaceTree Tree Tree Person - Taroko Arts Residency Project2018 0 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 1 0 0 1 0 0 1 1 1 1 0 3,850,000

TheCube Project SpaceSymposium�Reality in its Double Bind2017 0 0 1 0 1 0 0 1 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 1 1 0 1 200,000

TheCube Project SpaceTHE OCEAN AFTER NATURE2017 0 1 1 1 1 0 0 0 0 0 0 0 0 1 1 1 0 0 0 0 0 0 0 1 1 0 1 0 0 1 0 1 200,000

TheCube Project SpaceTill We Have Faces—Creating Disturbances2017 0 1 0 0 0 0 0 0 0 0 0 0 0 1 1 1 1 0 1 1 0 0 0 0 1 0 0 1 0 1 1 0 200,000

TheCube Project SpaceTENG Chao-Ming: After All These Years,2017 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 200,000

TheCube Project SpaceLee Kit’s solo exhibition “The more I ignore you, the closer you get.”2017 1 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 200,000

TheCube Project Space2018 the 4th Taiwan International Cat Film Festival2017 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 200,000

TheCube Project SpaceTowards Mysterious Realities2016 0 1 1 0 0 0 0 1 1 0 0 1 0 1 0 0 0 1 1 0 0 1 0 0 1 1 1 1 1 1 1 0 274,000

TheCube Project SpaceZheng Bo: Weed Party II + Toad Commons2016 1 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 1 0 1 0 0 0 0 1 0 0 0 1 1 1 0 274,000

TheCube Project SpaceWorking-Through: Vandy Rattana and His Ditched Footages2016 1 0 1 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 274,000

TheCube Project SpaceTapetum Lucidum – 1ST Taiwan International Cat Film Festival 20162016 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 274,000

TheCube Project SpaceThe Bianwen Book: Images, Production, Action and Documents of Chen Chieh-Jen2015 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 1 0 0 0 0 1 0 1 0 0 0 0 0 4,270,000

TheCube Project SpaceThe Starry Heavens Above and the Moral Law Within2015 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 1 1 1 0 0 0 0 0 0 0 0 0 0 0 0 4,270,000

TheCube Project SpacePhantom of Civilization – Fujui Wang, Chi-Tsung Wu, Goang-MingYuan (J�zM�^º)2015 0 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 0 1 4,270,000

TheCube Project Space“WHY DOES THE WIND BLOW WHENEVER WE REMEMBER LOVED ONES?” Jungju AN & Sojung JUN2014 0 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 1 0 180,000

TheCube Project SpaceUNGROUND – Gast Bouschet and Nadine Hilbert2014 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 0 1 0 1 1 1 180,000

TheCube Project SpaceA JOURNAL OF THE PLAGUE YEAR. FEAR, GHOSTS, REBELS. SARS, LESLIE AND THE HONG KONG STORY2014 0 1 1 0 0 0 1 0 1 0 1 1 1 1 1 1 0 1 1 0 0 0 0 1 1 0 1 0 0 1 1 1 180,000

TheCube Project SpaceAltering Nativism – Sound Cultures in Post-War Taiwan2014 0 1 0 0 0 0 0 0 0 0 0 1 0 1 1 0 0 1 1 0 1 0 0 0 1 0 1 1 1 1 1 0 180,000

TheCube Project SpaceMEMO-SCAPE 2014 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 180,000

TheCube Project SpaceLurking Waves: Fujui Wang / Collected Objects from the ’90s2013 1 0 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 1 1 0 0 0 0 1 0 1 1 0 1 1 0 950,000

TheCube Project SpaceLIVING AS FORM – The Local Version2013 0 1 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 1 1 0 0 0 0 1 0 1 1 0 0 0 0 950,000

TheCube Project SpaceLiving as Form (The Nomadic Version)2013 0 1 1 0 0 0 1 0 0 0 0 0 0 1 1 0 0 0 1 1 0 0 0 0 0 0 0 0 0 1 0 1 950,000

TheCube Project Space60-min Cinema: People’s Park2013 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1 1 0 1 0 0 0 0 0 950,000

TheCube Project Space�iÒ4Q�ÀO§£Ø´�
��Ê!
�Ó���62013 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 1 1 1 1 0 950,000

TheCube Project SpaceBROOKLYN BRIDGE Gulnara Kasmalieva and Muratbek Djumaliev2013 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 950,000

TheCube Project SpaceDemolition Eve – Forum and Sound Performance2012 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 1 0 1 1 0 2,640,000

TheCube Project SpaceThe composer composes the future so that the composition leaves the traces of the future which the future won’t leave2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 1 1 0 0 0 0 1 0 0 1 0 0 0 0 2,640,000

TheCube Project SpaceRevitalization of Chiayi Sound Project2012 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 1 0 0 0 0 1 0 1 0 0 1 1 0 2,640,000

TheCube Project Space…AND EUROPE WILL BE STUNNED by Yael Bartana2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 2,640,000

TheCube Project SpaceFLOODED MCDONALD’S2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 2,640,000

TheCube Project SpaceVENEZUELA FROM BELOW2012 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 0 2,640,000

TheCube Project SpaceESCAPE FROM NORTH KOREA2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 2,640,000

TheCube Project SpacePERFORMANCE 2012 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 1 0 1 0 0 1 1 0 2,640,000

TheCube Project SpaceREM Sleep 2011 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

TheCube Project SpaceÚ7e Thaïndophiliviet »62011 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 0 1 1 0 0 0 0 0 0 0

TheCube Project SpaceProject 35 2011 0 1 1 1 1 0 0 0 1 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0

TheCube Project SpaceTraversing The Fantasy 2010 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 1 1 0 0 0 0 0 0 0 0 0 1 1 0 1,400,000

VT ARTSALON The Gala 2019 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 0 1 0 1 0 0 1 1 0 800,000

VT ARTSALONTransition: Chung Sung-Long Solo Exhibition2019 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 800,000

VT ARTSALONArt Dialogues Among Taiwan, Korea, and Thailand2019 0 1 1 0 0 0 1 0 0 0 0 1 1 1 0 1 0 1 0 1 0 0 0 0 1 0 1 0 0 1 0 1 800,000

VT ARTSALON I/O Landscape 2019 1 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 800,000

VT ARTSALONFirework Baptist 2019 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 800,000

VT ARTSALONObsession: Yang Jen-Ming Solo Exhibition2019 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 800,000

VT ARTSALONiGod—Huang Zan-Lun Solo Exhibition 2019 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 1 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 800,000

VT ARTSALONdust to dust: of myths and men2018 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 1 0 0 1 0 0 1 1 0 1 0 1 1 1 1,040,000

VT ARTSALONErasing silences: Nicolas Havette Solo Exhibition2018 1 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 1 1 0 1,040,000

VT ARTSALONThe Tilted Sea: Solo Exhibition Wu Shang-Yung2018 1 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1,040,000

VT ARTSALONSappho Loh Solo Exhibition: I never tell the truth. I don't like this place at all.2018 1 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 1,040,000

VT ARTSALONCHI CHIEN Solo ExhibitionLIVE: there and then, then and there2018 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 1 1 1 0 0 0 0 0 0 0 0 0 0 0 0 1,040,000

VT ARTSALONMake Your School 2018 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 1 1 1 0 0 0 0 1 0 1 1 0 1 0 1 1,040,000

VT ARTSALON Guerrillas 2018 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 1 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 1,040,000

VT ARTSALONLost Landscapes 2017 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONVT ARTSALON 20th Anniversary2017 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 1 0 1 0 1 0 0 0 0 1 0 0 0 1 0 0 0 550,000

VT ARTSALONHighlights: New Dutch Photography Talent 2012-20172017 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 550,000

VT ARTSALONRiver still, River goes. 2017 1 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALON ensemble 2017 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 1 0 1 0 0 0 0 1 0 1 1 0 0 0 0 550,000

VT ARTSALONConfronting Memories: Wang Ding-Yeh Solo Exhibition2017 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 550,000

VT ARTSALONProject Island Hopping – Reversing Imperialism–Philippines2017 0 1 1 0 1 0 0 0 0 0 0 1 1 1 0 1 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 550,000

VT ARTSALONinjector_before Null: HsienYu Cheng Solo Exhibition2017 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONFiction in Social Reality—Taiwan/Mexico photographic Art Interchange Exhibition2016 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 760,000

VT ARTSALONIslands / Quest of ocean from a harbor city artist – Lee Jiun-Shyan Solo Exhibition2016 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 760,000

VT ARTSALONMy Body is a Temple—Milena Dopitová solo exhibition2016 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 0 0 1 0 0 0 0 1 0 1 1 0 1 0 1 760,000

VT ARTSALONSecond hand emotion ─ Alexander Laner & Sofie Bird Møller Double Solo Exhibition2016 1 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 760,000

VT ARTSALONZero ─ WU Tsan-Cheng Solo Exhibition2016 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 760,000

VT ARTSALONCreating Engineering ─ TAI Han Hong Solo Exhibition2016 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 760,000

VT ARTSALONSlide, don’t Slip. - A Solo Exhibition of Luo Jr-Shin2016 1 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 760,000

VT ARTSALON Playlist 2016 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 1 0 1 0 0 0 0 1 1 0 0 0 0 0 0 760,000
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VT ARTSALONIn Print We Trust ─ Artist Silk Screen Print Exhibition2015 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 0 0

VT ARTSALONFEIGNING MOVEMENT 10 —ART ONLY2015 0 1 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONRemains of the Day - Lulu Shur-tzy Hou Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 0

VT ARTSALONBitter Sweet Harmony - M+M Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 1 0

VT ARTSALONStars - Tzeng, Yong-Ning Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONVT Show Show - VT Recommendation2015 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 1 1 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 0

VT ARTSALONDear Mr.Chen,We Love You! ─ Chen Ching-Yao Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 0

VT ARTSALONAuthenticity Temporal Memory – Chen Wen-Chi Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 1 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONThe Horror Of Happiness ─ Huang Hai-Hsin Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONA solo exhibition by CHANG, Huei-Ming2014 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALON "From Now On" ─ Huang Hua-Chen Solo Exhibition2014 1 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALON"Balcony City Civilization Quotation" ─ Lin Shu-Kai Solo Exhibition2014 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONExercises of Emptiness ─ Lars Koepsel Solo Exhibition2014 1 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0

VT ARTSALON Very Hazy II 2014 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONEATING WIND 2014 0 1 1 0 0 0 0 1 0 0 0 1 1 1 0 1 0 1 1 1 0 0 0 0 1 0 1 0 0 1 1 1 0

VT ARTSALONWestbeth─Isa Ho, Moritz Partenheimer2014 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONRemaster vs Appropriating the Classics --- VT Artsalon & am space2014 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0

VT ARTSALONJust Clowning Around - Wang Chien-Hao Solo Exhibition2014 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONPath –Lai Pei-Yu Solo Exhibition2014 1 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

VT ARTSALONStop right beside god. –Huang Yen-Ying Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONLonely island, A self-portrait – Lin Chien-Jung Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONIrrational Number - Huang, Ko Wei Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONDisappearance of Subject - Tao,Ya Lun Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONUn-words - Tung Fu-chi Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONAsynchronous States -AIA Asia in Independent Asia2013 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 1 0 1 0 0 0 1 0 0 1 0 1 0 0 1 1 1 600,000

VT ARTSALONEntropy- Tung Hsin Ru Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 1 0 0 0 0 600,000

VT ARTSALONSurface Engineering Method of 2013-Liao Chien-Chung Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONOn the horizon–Kuo Hung-Kun Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONThe Beauties–Agi, Chen Yi – Chieh Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONDorothy Crash–KAO,Ya-Ting Solo Exhibition2013 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 600,000

VT ARTSALONYi-Zhai - Shih-Yi, Lee Solo Exhibition2012 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONFuture Show�2024�- CHIANG Chung-lun Solo Exhibition Starring Renzo Liu2012 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 1 0 1 0 0 0 0 1 0 0 1 0 0 0 0 700,000

VT ARTSALONEvent Topology- Sheu Jer-Yu & Hsu Che-Yu Joint Exhibition2012 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONThe Upcoming Show- Su Hui-Yu Solo Exhibition2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONMystic Planes- Pu Shuai Cheng Solo Exhibition2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONA Vision Across Boundaries- A Group Exhibition of Asian Photographers2012 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALON Xindian Boys 2012 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONNight Carnival: Yuhi Hasegawa Solo Exhibition2012 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONSincere Subversion 2012 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONLIAO Chi-Yu Solo Exhibition: Miss Farewell2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 700,000

VT ARTSALONThe Little Prince: Wang Chih-Wen Solo Exhibition2011 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONOptical Trick: Tu Wei-Cheng Solo Exhibition2011 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONGIRLS: Isa Ho Solo Exhibition2011 1 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALON NINTENDER 2011 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONWu Chi-yu Solo Exhibition - Flies 8:The ten thousand beings2011 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONHSIEH Mu-Chi Solo Exhibition - Back To The Junior2011 1 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONChen Wan-Jen Solo Exhibition - The Extraordinary Ordinary2011 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONCreating Spaces 2011 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 0 0 0 550,000

VT ARTSALONHuang Hai-Hsin Solo Exhibition - A Wordless Ending2011 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONChen wen-chi Solo Exhibition - FACE / image art works2011 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONChang Li-Ren Solo Exhibition - Neo Friends- Display its loneliness2011 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 550,000

VT ARTSALONHung Yi-Chen Solo Exhibition - Transpose2010 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONChou Tai-Chun Solo Exhibition - REAR AREA2010 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONTsai Tsung-Yu Solo Exhibition - Master ONLINE2010 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONHoward Chen Solo Exhibition - The Way of Nailing2010 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONMimiLucy - Never Give Up - The New World2010 0 1 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALON HOW MIAO 2010 0 1 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONRobbie Huang Solo Exhibition - SHINE GROUND2010 1 0 0 0 0 0 0 0 0 0 0 1 1 1 0 1 0 0 0 1 0 0 0 0 1 0 0 1 0 0 0 0 500,000

VT ARTSALONTsui Hui-yu Solo Exhibition - An AMAZING Genesis2010 1 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONLi Jiun-Yang Solo Exhibition - CRAFTED AND HAPPY FUN2010 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONLiu Chin-Hung Solo Exhibition - Doldrum – the route to a distant place 12010 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONSu Chih-Sheng Solo Exhibition - Brainternet2010 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 500,000

VT ARTSALONSLY_VT_and_SPP_ Exchange_Exhibition2010 0 1 0 0 0 0 0 0 0 0 0 1 0 1 1 0 1 1 0 1 0 0 0 0 0 0 0 0 0 1 1 0 500,000

Open-Contemporary Art CenterFuture Tao: “Action” 2019 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 818,000

Open-Contemporary Art CenterZaidi Musa and Kedai Hitam Putih2019 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 1 818,000

Open-Contemporary Art CenterSpace ReaderVI—Based on True Story2019 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 1 1 0 0 0 0 1 0 1 0 0 1 0 1 818,000

Open-Contemporary Art CenterBlacksmith Project—Yen-ting Hsu Solo Exhibition2019 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 818,000

Open-Contemporary Art CenterArtist Talk – The Middleman, the Backpacker, the Alien Species, and the Time Traveler2019 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 0 818,000

Open-Contemporary Art Center	Trans/Voice Project � Deden J. Bulqini�SPACE: IN-BETWEEN AND TEMPORALITY	2019 0 1 1 0 0 1 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 0 1 0 1 0 0 1 1 0 818,000

Open-Contemporary Art CenterNusantara Archive #13: Posak Jodian – In between Urban Nomad and Lakec2019 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 1 1 0 818,000

Open-Contemporary Art Center+3ÌÑ$¯�AÛ>#~�Î�jq?1�v2019 0 1 1 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 1 1 1 818,000

Open-Contemporary Art CenterBeyond Borders – A search for self2019 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 1 0 1 818,000

Open-Contemporary Art Center“Alice” Shi Wanwan Art Project2019 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 1 0 1 0 0 0 0 0 818,000

Open-Contemporary Art Center�<�@/��nSGS~a�{ÁG��Ç1½Í�b�,mÆÅ&��T�®'^
2019 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 1 0 0 1 1 0 0 0 1 1 0 818,000

Open-Contemporary Art CenterKANTA Taiwan: Wutai, Lanyu, Fatáan and Xiaobitan2019 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 818,000

Open-Contemporary Art CenterÓB���GÜK5%�Ý1��Ratchaburi Movement |I2019 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 818,000

Open-Contemporary Art CenterSmall Singapore Show 2.0: TaiSing Conversation2018 0 1 1 0 0 0 0 0 1 0 0 1 0 1 1 0 0 1 0 1 0 0 0 0 1 0 1 0 0 1 0 1 1,140,000

Open-Contemporary Art CenterNanyang Radio Station: Audio Tour for 228 Peace Memorial Park2018 1 0 1 0 0 1 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 1 1 0 0 0 1 1 0 1,140,000

Open-Contemporary Art CenterPetamu Project 2018 0 1 1 0 0 1 0 1 0 0 0 0 0 1 1 1 0 1 0 1 0 0 0 0 0 0 0 0 0 1 1 0 1,140,000

Open-Contemporary Art CenterJalan-jalan pelan-pelan 2018 0 0 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 1,140,000

Open-Contemporary Art Center2018�-]A�GÔÎ(­²^�Õ �º
Âuv � l"h²�)Öd§�Ù�µ�­²2018 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 0 0 0 1,140,000

Open-Contemporary Art CenterBokeh: North Thailand and Deep South2018 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 1 1 0 1,140,000

Open-Contemporary Art CenterA casual study group of Siam Mapped, session 22018 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 1 1 0 1,140,000

Open-Contemporary Art Centera casual study group of Siam Mapped, session 12018 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 1 1 0 1,140,000

Open-Contemporary Art CenterÛ&·�Âuv——mV���K�¶HW�Û&·��zx�R���U�¨�}¦§.�2018 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 1 1 0 1,140,000
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Open-Contemporary Art CenterKanta=rZ� 2017 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 1 1 0 0 0 0 0 70,000

Open-Contemporary Art CenterKANTA Portraits: Jeffrey Lim's photography2017 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 70,000

Open-Contemporary Art CenterKamusta Na? 98B in the Last 5 Years2017 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 70,000

Open-Contemporary Art CenterSunrise: Huang Hsuan Solo Exhibition2017 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 70,000

Open-Contemporary Art CenterMeetingNML19: Wu Guo Yu – The Indigenous Foreign Species2017 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 1 1 0 70,000

Open-Contemporary Art CenterQuestioning Residencies 2017 0 0 1 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 70,000

Open-Contemporary Art CenterLand & Ocean-On the Move ÜK�¾1�t�G­²Iß Art Terminal Exchange ¸×v2017 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 1 70,000

Open-Contemporary Art CenterA Very Casual Study Group About Malaysia, I-3 2017 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 1 1 0 70,000

Open-Contemporary Art CenterA Very Casual Study Group About Malaysia I-22017 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 1 1 0 70,000

Open-Contemporary Art CenterEvEning EvEnt: { Unsang Address, Seine, Paris }2017 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 70,000

Open-Contemporary Art CenterCO- Temporary #2:Itu Aba Island2017 0 1 1 0 0 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 1 0 1 70,000

Open-Contemporary Art CenterNon-finito Artist Open Studio2016 0 0 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 1 0 0 0 320,000

Open-Contemporary Art CenterThe Girl from Cambodia 2016 0 0 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 320,000

Open-Contemporary Art CenterCO – TEMPORARY Southeast Asia - Taiwan Forum and Exchange Program on Arts and Culture2016 0 0 1 0 0 1 0 1 1 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 1 1 1 0 320,000

Open-Contemporary Art Centerp f ¼--ÓFPÜw��1�2016 0 0 1 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 320,000

Open-Contemporary Art CenterR8³25_�.���Äª«'^2016 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 1 1 1 0 0 0 0 0 320,000

Open-Contemporary Art CenterWaiting: Wan Shu-Yun Solo Exhibition2016 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 320,000

Open-Contemporary Art CenterSweetwater: Chen Chia-Jen Solo Exhibition2016 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 320,000

Open-Contemporary Art CenterCERTIFIED COPY 2016 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 1 1 0 0 0 0 1 0 1 0 0 0 0 0 320,000

Open-Contemporary Art CentergÐ��  2016 È 2016 0 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 320,000

Open-Contemporary Art CenterTRANSITIONS�MANUAL PAPER-CUT2015 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1 0 0 1 0 1 0 0 1 1 0 0

Open-Contemporary Art CenterWang Shao- Gang Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art CenterExform - Taipei: Kosuke Ikeda Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 1 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 0

Open-Contemporary Art CenterBaan Noorg�day OFF LABoratory2015 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 0

Open-Contemporary Art CenterKAMUSTA: 98B COLLABoratory & Melting Pot Project by Marika Constantino & Anjo Bolarda2015 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 0

Open-Contemporary Art Center WARP DRIVE: Feng Chin Ming Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art CenterCK07N030  2009 01 07.4298  1.220470  0.998894  136.6077  338.2806  178.3758  20150627   6.5  4.0 : C/2007 N32015 1 0 1 0 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 1 0 1 0 0 1 1 0 0

Open-Contemporary Art CenterThe White Man Film Festival2015 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art CenterArt and Communication: a Myanmar Experience" with Ilaria Benini (Flux Kit)2015 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 0

Open-Contemporary Art CenterChen Chi Pan Solo Exhibition2015 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art CenterMaqué, ma Cail 2015 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art Center[¿�Ño<\�¡��­²�N§m:����2014 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 320,000

Open-Contemporary Art CenterNEO Romance: Duo Exhibition of LIN Wen Tsao and Morris KUO2014 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 320,000

Open-Contemporary Art CenterKwan Yin - Chen-Hung Chiu Solo Exhibition2014 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 320,000

Open-Contemporary Art CenterMITTing: Art and Cultural Network Forum 2014 0 0 1 0 0 1 1 0 0 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 1 1 1 320,000

Open-Contemporary Art CenterThaiTai Fever - after and before a meeting2014 0 1 1 0 0 0 1 0 0 0 0 1 1 0 1 1 0 1 1 1 0 0 0 0 1 0 1 0 0 1 1 0 320,000

Open-Contemporary Art CenterVia P.P.T. x AIR Taipei 2013 #62013 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 1 1 0 0

Open-Contemporary Art CenterThaiTai: A Measure of Understanding2013 0 1 1 0 0 0 1 0 0 0 0 0 1 1 0 1 0 1 1 0 1 0 0 0 1 1 0 0 0 1 1 1 0

Open-Contemporary Art CenterVia P.P.T. x AIR Taipei 2013 #52013 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 1 1 0 0

Open-Contemporary Art CenterVia P.P.T. x AIR Taipei 2013 #42013 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 0

Open-Contemporary Art CenterVia P.P.T. x AIR Taipei 2013 #32013 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 0 0

Open-Contemporary Art CenterVia P.P.T. x AIR Taipei 2013 #32013 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 0 0

Open-Contemporary Art CenterNot Promising 3D Video Art Festival - Home Theatre Workshop, Touring Exhibition -Taipei2013 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 1 1 0 0 0 0 0 0 0

Open-Contemporary Art CenterVia P.P.T. x AIR Taipei 20132013 0 0 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 1 0 0 1 1 0 0

Open-Contemporary Art CenterMiss You Happyband- Taipei/ Experimental Performance2013 1 0 1 0 0 0 1 0 0 0 0 1 0 1 1 0 1 0 0 1 0 0 0 0 1 0 0 1 0 0 0 0 0

Open-Contemporary Art Center�THAITAI FEVER - STAGE 3�- how to fix a leaky roof in rainy days2013 0 1 1 0 0 0 1 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 1 0 1 0

Open-Contemporary Art CenterOCAC via P.P.T. #6 PROGRAMMING in ART workshop by Alexis MAILLES2013 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 1 0 0 0 1 0 1 0

Open-Contemporary Art CenterSH-SY5Y 2013 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 1 1 0 0

Open-Contemporary Art CenterOCAC Bangkok - Open Year Party & via P.P.T. salon #5 A work in progress by Wu Chien-hsing2013 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 1 0 1 0

Open-Contemporary Art CenterGrammararianism: Trends inContemporary Videography 2013 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 0

Open-Contemporary Art CenterOCAC via P.P.T. salon #4 Xu Jian Yu & Sutthirat Supaparinya2012 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 1 0 1 1,800,000

Open-Contemporary Art CenterTHAITAI A measure of Understanding2012 0 1 1 0 0 0 1 0 0 0 0 0 1 1 0 1 0 1 1 0 0 0 1 0 1 1 1 1 0 1 0 1 1,800,000

Open-Contemporary Art CenterTHAITAI FEVER - STAGE TWO: OPEN Certain Site2012 0 1 1 0 0 0 1 0 0 0 0 0 1 1 0 0 0 1 0 0 0 0 1 0 1 0 0 1 0 1 0 1 1,800,000

Open-Contemporary Art CenterOCAC via P.P.T. salon #3 Hsu Chia Wei & Jakrawal Nilthamrong2012 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 1 0 1 1,800,000

Open-Contemporary Art CenterOCAC via P.P.T. salon #2 Lo Shih Tung & Alex Mardi, Gong Rajan, Bon2012 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 1 0 1 1,800,000

Open-Contemporary Art CenterOCAC via P.P.T. salon #1 - Chang En Maan & Preeyachanok Ketsuwan2012 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 1 0 1 1,800,000

Open-Contemporary Art CenterTHAITAI FEVER Stage 1: We're OPEN2012 0 1 1 0 0 0 1 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 1,800,000

Open-Contemporary Art CenterTraffic Jam #2: Taipei 2012 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 1,800,000

Open-Contemporary Art Center19991221 > 20130421 | PART ONE2012 0 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 0 1 0 0 0 0 1 0 0 1 0 0 0 0 1,800,000

Open-Contemporary Art CenterParallel Crossing—Chien-Hsing Wu’s Solo Exhibition2012 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1,800,000

Open-Contemporary Art CenterØs§kØ² - ¢¤1�2011 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 180,000

Open-Contemporary Art CenterInner Drama/Tender Revolution: Hsiao-Lan Fan’s Solo Exhibition2011 1 0 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 180,000

Open-Contemporary Art CenterAnnual — Shifting, rapidly or very slowly: Lo Shih-Tung Solo Exhibition 2011 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 180,000

Open-Contemporary Art CenterChiu Cheng-Hung Solo exhibition / Gaia Project- The Elegant Giant.2011 1 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 180,000

Open-Contemporary Art Centervia PPT #3 : ­²X%E��v2011 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 180,000

Open-Contemporary Art CenterI was in the Arctic. TENG Chao-Ming Solo Exhibition2011 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 1 1 1 0 0 0 0 0 0 0 0 0 0 0 0 180,000

Open-Contemporary Art Centervia PPT : ­²X%E��v2011 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 180,000

Open-Contemporary Art CenterRed Desert: Chuang Che-Wei Solo Exhibition2011 1 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 180,000

Open-Contemporary Art CenterOPEN SALON - Artist Talk - Jiandyin�xFÃ� ����É2011 0 0 1 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 0 0 0 180,000

Open-Contemporary Art CenterKeyword Salon 2011 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 0 0 1 0 1 0 0 1 1 0 180,000

Open-Contemporary Art Center+y0©�DËà 2010 0 1 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 1 0 0 0 1 0 0 1 0 0 1 0 1 1 0 0

Open-Contemporary Art Center¬¥C / ±9��L`�2-A;2010 1 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art CenterBody Phenomenon 2010 0 1 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 1 0 0 0 0 1 0 1 1 0 0 0 0 0

Open-Contemporary Art CenterAround Us�Chiu Chen-Hung solo exhibition2010 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art CentercY Þ° 4130 � 2 2010 0 0 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art CenterURBAN CO. 2010 1 0 0 0 0 0 0 0 0 0 0 0 0 0 0 0 1 0 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0

Open-Contemporary Art Center*¹Ï»� 2010 0 1 0 0 0 0 0 0 0 0 0 0 0 0 0 1 1 0 0 1 0 0 0 0 0 0 0 0 0 1 1 0 0
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