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This is China of a particular sort, | do not know
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Five dialogues are set in Brighton's Royal Pavilion, built by George IV.
The gorgeous Chinese interior was referred to as Chinoiserie and
was a popular motif at the time. Those who cast an Orientalist gaze.
vs. those who live there. Those who look, vs. those who are being
observed. A large gap resides between them. This relationship is not
a thing of the past. Moreover, the author suggests that it's becoming
increasingly critical.
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—— What's the starting point of the idea of this film?

| actually went to the royal pavilion in Brighton in the UK as a tourist many
years ago, when | lived in London. | had never really seen anything
chinoiserie, or not at that scale of it before. | just could not believe what | saw
in the massive building, it was very imaginative. George IV, the British king at
that time, wanted to create the place of illusion, so he had made everything
chinoiserie inside the palace, but on the outside, it looks Indian style. It was
a very interesting combination. And then | spent a few years afterwards
thinking what am | supposed to think of the place as the Taiwanese person,
and also as an artist who has been working on the Chinese diaspora because
| think Chinese diaspora is also about being Chinese in the world and this
Chineseness. So | started to think there should be some artistic response to
chinoiserie that | saw, and then | also wanted to explore Chineseness itself.
So | use many different characters including my neighbors from downstairs
when | was a child, she's from the Xing dynasty, which was so rare in
Taiwan, and actually real people from the past, talking about chinoiserie. It is
also to argue about British colonial history in relation to China.

—— Could you tell us a bit more about Ms. Ang, one of the character
in this film?

She was in downstairs in my building when | was very little. It was before |
went to school, | remember. My parents used to visit her downstairs quite a
lot. Because in a sense, my family and herself all had come from elsewhere
to Taiwan, we're constantly negotiating on the places in Taiwan as newcom-
ers. My father is from a Chinese family from Indonesia, my mother is from
nationalist family from China. Ang was from China as well, coming over to
Taiwan with the nationalist party as a Xing royal person. Thinking back,
Ang's background also throws the question of what it means to be Taiwan-
ese, and in the wider context, what it means to be Chinese in the world. Is it
just real Chinese people? In wider and wider and from broader and broader
history, there is so much to argue and to negotiate. So her background and
story has always stayed in my mind. Even though | have never met her, my
parents talked about her at home, so when | started to explore Chinese
diaspora in my arts, I've always thought about her kind of case as such. So
| wanted to bring her into my exploration of chinoiserie to bring in another
layer on to the so-called Chinese diaspora to open it up.

—— Could you tell us more about the poem that you quote in the
epilogue, “This world which is made of our love for emptiness” by Rumi?

The film is a post-colonial response to chinoiserie, so | want to create new
narratives around chinoiserie. From perspective informed by post-colonial
thinking, | want to question why Chineseness is represented the way it is in
chinoiserie at the pavilion, because Chineseness on the pavilion is not
accurate, it's very bizarre for me to see it as a Taiwanese person that | am.
As part of my post-colonial response, | wanted to use the poetic as a
post-colonial strategy because | don't want my response to be black and
white, and that's also because Britain colonized Hong Kong but not really
china, and absolutely not Taiwan. It's slightly ambiguous to argue about
Chineseness in this context. | wanted to address this by using poetry to
open up some spaces in the film in my response. Colonialism did a last,
British king died, everything's transience, and everything's gone. | wanted
to explore that as my poetic strategy. There is the same kind of content
throughout the whole film with other quotes and dialogues.
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