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Abstract

This paper examines the cultural techniques that have mediated place-making in Taiwan 
since the 1990s. Cultural techniques are defined here as practices that generate both 
knowledge production and representation. Drawing on policy discourses, journalism, 
and participatory observation, the paper traces shifts in cultural techniques over the past 
three decades and identifies three key dimensions: fieldwork, compilation, and curating. 
From the mid-1990s to the early 2000s, fieldwork and compilation such as collecting 
documents, photographs, and historical maps dominated, yielding 'realist' narratives. Since 
the mid-2000s, however, fieldwork has increasingly emphasized embodied experiences, 
while compilation has moved toward stylized narratives that highlight aesthetics. In this 
context, design and curating have emerged as a prominent mode of practice, producing 
representations that engage sensibilities through festivals and exhibitions. I argue that 
the discursive frame of cultural techniques has thus shifted from that of naïve historical 
positivism to one of aesthetic pragmatism, reflecting the changing role of place-making 
amid localized nationalism, the cultural economy, and efforts to rebalance urban–rural 
disparities. A case study of Changhua City is presented to substantiate this argument. 
The paper concludes by raising concerns that under the current trend, place-making may 
become overly preoccupied with professionalized aesthetics at the expense of meaningful 
knowledge production.
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Introduction
Over the past three decades in Taiwan, 地 方 營 造 (dì-fāng-yíng-zào), or place-making, 
has become a term of significance and an explicit site of cultural governance where state 
institutions and civil society constantly intersect(Wang 2024). However, the "cultural 
techniques" working to both mediate and reproduce this field have received little attention. 
Such neglect is not without consequence. In a Foucauldian understanding, techniques are 
inherently political since they entail the constitution of subjectivity and governmentality 
(Lorenzini 2023). When cultural techniques are repetitively applied in place-making 
without critical reflection, questions of their discursive rationale and substantive outcomes 
can be easily obscured. This paper addresses this gap by tracing the evolving characteristics 
of cultural techniques in Taiwan's place-making over the past thirty years.

To do so, a brief clarification of the nature of place-making addressed here is required. 
While a sense of place can be produced and reproduced as people carry out their everyday 
life without much thinking, place-making refers to a conscious effort to create, sustain, or 
transform the place. Motivations behind such efforts vary. In Euro-American settings, place-
making gained salience in the 1980s largely for economic reasons, when the global division 
of labor restructured and the relocation of manufacturing left numerous "postindustrial 
cities" in urgent need of industrial transformation. This so-called commencement of the era 
of neoliberalism compelled local states to act entrepreneurially to attract footloose capital 
(Harvey 1989a; Brenner 2004; Friedmann 2010). Such shift elevated the role of the cultural 
economy in regional development, where history, architecture, folk customs, and natural 
scenery—anything that could be framed as "culture"—were revalued as potential assets 
capable of drawing both visitors and investment (Harvey 1989b).

In East Asian developmental states such as Japan, Korea, and Taiwan, by contrast, 
problems with place stemmed less from inner-city deindustrialization than from towns and 
villages hollowed out by labor migration during the industrial urbanization of the 1950s to 
1980s, as well as from the estranged urban settlements composed by these migrants. Here, 
place was framed less as an economic challenge than as an issue concerning the national 
population's spatial regulation. Experts tried to mobilize people to engage with their (new) 
hometowns and to form new social ties (Haung 2000). Evoking their identification with the 
land became a key "cultural" strategy toward this end.

In Taiwan, this affective evocation of the subject's identification with (home)land was 
closely associated with the trend of localized nationalism, or Bentuhua (Hsiau 2005a), 
alongside democratization in the 1980s. The Community Building Policy (CBP), or 社 區
總 體 營 造 (shè-qū-zǒng-tǐ-yíng-zào), launched in 1994 by the Council for Cultural Affairs 文
化 建 設 委 員 會（CCA) exemplified this. Conceived and led largely by intellectuals from 
anthropology and planning professionals, CBP mobilized residents to remake their home 
environments with the purpose of cultivating place-based identification and fostering 
civic subjectivity (Chen 1995). Around 2000, however, the CBP was quickly folded into the 
new agenda of cultural economy (Wang 2005), converging with the Cultural and Creative 
Industries (CCI) promoted in the 2002 National Development Plan and modeled after 
Japan's "one village, one product" initiative (see Fujimoto 1992). While this new celebration 
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of CCI emphasized local specialties and creativity as economic drivers, it inherited the old 
anchorage of local identification in CBP. The Regional Revitalization Policy (RRP)— 地方
創生 (dì-fāng-chuàng-shēng)—introduced in the mid-2010s under the National Development 
Council and likewise modeled on Japan, is representative of how cultural economy and 
place-based identification eventually come to synthesize. RRP calls on entrepreneurial 
youth to move into depopulated towns and villages, develop local products, enhance 
living environments, and forge cross-sector collaborations, thereby building communities 
envisioned as both livable and fulfilling (National Development Council, n.d.).

Over the past three decades, policies concerning place have advanced from the cultural 
sector to the level of an encompassing national strategy, underscoring the state's ambition 
not simply to attract capital but to summon active subjects capable of fostering localized 
nationalism, generating local capital, and facilitating social innovations. The place in 
Taiwan is therefore framed as a prominent field of governance, where state subsidies and 
expert interventions by scholars and professionals constantly reshape the know-how of 
place-making (Huang and Hsu 2011). Through state-sponsored workshops, briefings, and 
mentorship programs, a set of techniques for making place has gradually diffused into 
civil society. These include fieldwork and the representation of its outcomes, such as oral 
history, guided walking tours, community theater, and local publications. Frequently taken 
for granted as mere background, these practices in fact demand considerable effort from 
local actors, who must learn and deploy such skills for producing a place that outsiders 
come to recognize.

The next section reviews both domestic and international scholarship to reframe place-
making as a process shaped by the cultural techniques of representation and knowledge 
production. It then traces historical shifts in these techniques before and after the 1990s, 
focusing on the practices of fieldwork, compilation, and curating. A case study of Siao-
Si district in Changhua City is then presented to illustrate these transformations. Siao-
Si is chosen as the example here due to the author's long fieldwork in Changhua City 
and her familiarity with the changes occurring in this community. Also, given its location 
across the train station, Siao-Si stands out with both grassroots place-making efforts as 
well as the incessant intervention of state resource at different phases, making it a perfect 
encapsulation of all the transitions in cultural techniques identified in this paper. With this 
case, the paper discusses the discursive shift in cultural techniques from naïve historical 
positivism to aesthetic pragmatism, and reflects on its effects in the place-making in 
Taiwan.

Cultural Techniques of Place-Making between Research and 
Representation
As a cultural governance arena, place-making in Taiwan has been mobilized for diverse 
state objectives: cultivating local identity, promoting cultural economy, regulating 
population distribution, improving the built environment, and shaping civic and 
entrepreneurial subjectivities. Its operation relies on the articulation of various techniques 
and technical objects, and on their entanglement with subjective cognition and affect.
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Taiwanese scholarship on place-making is not unaware of the importance of this 
entanglement. However, they tend to focus on the community solidarity and identity 
elicited through specific artifacts, constructions, or events—such as local museums (Chiang 
2006; Shih 2012; Tsai and Hwang 2013; Wu 2018), landmark architecture (Kao and Wang 
2021), agricultural products (Fu and Cheng 2018), festivals (Chen 2017), local publications 
(Huang 2023), and cultural-creative goods (Hsu, Shieh, and Chen 2008) as well as the "social 
skills" employed by community workers to build interpersonal ties (Chang 2022). While 
these works explore how objects or techniques contribute to local identity formation, they 
do not treat these techniques and their historical shift as an issue. Moreover, a wide array 
of media crucial to place-making remains underexplored—such as demographic data, 
state subsidies, survey reports, and the digital platforms through which such results are 
disseminated. These elements arguably better reveal place-making as a field of cultural 
governance with prominent state intervention, characterized by its reliance on medium to 
prompt both knowledge production and its representation.

Indeed, in international scholarship, the effects of medium, technologies and more-
than-human-world have come to be recognized as key loci of exploration for policy makers, 
scholars, planners, artists, practitioners interested in combining research efforts with place-
based creative ventures (Whatmore 2006; Zitcer 2020; Hawkins 2021). A rare attempt in 
Taiwanese scholarship to foreground the effects of mediums in place-making is Huang's  
(2020) investigation of community newspapers in postwar Taiwan. He notes how this 
medium, first originated in the 1960s under state censorship and later partially deregulated 
in the late 1970s, finally ushered in a big boom after democratization in the 1990s, and 
turned from a top-down propaganda tool towards an expression channel from bottom-up.  
Unlike Huang's work, this paper does not attempt to conduct an exhaustive examination 
on the uses and effects of one specific medium. Instead, it explores the historical shifts 
in techniques that dictate how "place" is forged and recognized in society. My focus lies 
on practices that produce knowledge and its representation—practices defined here as 
cultural techniques ranging from fieldwork, guided walking tours, theater, local museums 
to local publications and so on, and on how their changing nature has reshaped the making 
of place.

This approach resonates with Foucault's notion of "archaeology." Archaeology, as 
Foucault ([1969] 2023) suggests, is not about tracing adjustments, evolution or change but 
identifying transformations within discursive fields—how new norms of formation emerge, 
how statements begin to follow a different logic, and how relations are reconfigured. Old 
rules may not disappear, but new ones gain dominance, often building on preexisting 
vocabularies, narratives, and strategies. In Taiwan, the cultural techniques of knowledge 
production and representation—oral history, local museums, walking tours, and local 
publishing—emerged almost simultaneously in the mid-1990s, establishing themselves as 
key techniques of place-making. While they remain crucial cultural techniques today, it is 
worth asking whether they have been operating under the same discursive normality all 
along. And if not, what kind of transformations in norms have occurred?

Studies not directly concerned with place-making have in fact noted the shifting 
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norms in techniques. Liang (2025) identifies an ethnographic turn in contemporary art, 
where "fieldwork" 田 野 調 查 (tián-yě-diào-chá) is appropriated as a new discourse for 
artistic creation. While this has facilitated the introduction of anthropological attention 
to people, environment, and history into the art world, it also risks reducing the so-called 
fieldwork to aestheticized representation, sacrificing its depth of reflection (2025, 138). 
Similarly, Wang and Kao (2017) trace transformations in guided walking tours in postwar 
Taipei, from historical and ecological emphases to more stylized, consumer-oriented, 
and issue-based tours. They show how the same technique of guided walking tours may 
reassemble landscapes with different significance. For instance, increasingly after 2000, 
tours became both cultural commodities and activist performances, enabling diverse actors 
to produce assorted "places" within the same spatial terrain. In these cases, new discourses 
are enacted through a set of given techniques, and have increasingly appealed to visibility, 
bodily presence and aesthetic sensibilities; it seems that rendering place tangible through 
representation has become a defining trend of cultural techniques since the 2000s.

However, representation is never just about how the place is visualized but also 
about how it is known. Drawing upon materials ranging from local textbooks, real estate 
advertisements, and planning reports to maps produced by different cultural-history teams, 
Wang Chih-Hung (2005) shows how divergent regimes of representation—respectively 
those of developers, the local government, and grassroots historians—constructed 
overlapping as well as competing images of the 1990s Wenshan District in Taipei. These 
images serve to complicate local identities while also excluding perspectives such as 
those of non-Han ethnic groups. Representation in this light cannot be separated from 
knowledge production: it determines which epistemic viewpoints are reproduced, what 
systems of knowledge are sustained, and what kinds of subjectivities summoned. Still, in 
place-making, representation tends to capture the most attention while its Janus side of 
knowledge production is relegated to the background.

The nature of knowledge in this sense is unlike that of knowledge economy. The 
latter treats knowledge as reified talents/assets able to drive economic growth and as 
urban revitalization strategies (Yigitcanlar et al. 2018). On the contrary, place-making in 
the sense of "taking back the neighborhood" (Friedmann 2010) depends less on external 
talent and more on residents' own production of place-based know-how. In other words, 
locals must conduct their own research and carry out their own fieldwork. The knowledge 
thus produced is presumed to underpin the locals' representation of their own sense of 
place and of civic subjectivity, while the representation in turn constantly reshapes their 
knowledge of it.

Theoretically, research and representation may be distinguished; in practice, however, 
they are increasingly entwined, compressed and even conflated. As Liang (2025) observes, 
contemporary artists' enthusiasm for fieldwork often succumbs to their eagerness for 
immediate visual representation. It is this oscillation and entanglement of cultural 
techniques between research and representation in Taiwan over the past three decades that 
this paper aims to unveil: an archaeological inquiry so to speak.
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Fieldwork, Compilation, and Curating 

Before 1990: Liberating Anthropology from Enclosed Collection through Public 
Representation 

Before the term fieldwork gained currency in Taiwan during the 1990s2, the "collection" 
採 集 (cǎi-jí) of folk activities—such as opera, musical scores, ballads, and dances—was 
already common practice. Collection usually carried the implication of salvaging the 
past or preserving traditions before they disappeared. For instance, during the Japanese 
colonial period, a self-trained folklorist educated at Waseda University in Japan, Hsian-
Chang Li 李獻璋 , gathered folk songs and legends into an anthology entitled The Collection 
of Taiwanese Folk Literature 臺灣民間文學集 (1936) in response to the "Taiwanese language" 
preservation movement (see Shih, 2018). Such labor-intensive endeavors were often 
driven by strong motivations. In Li's case, it was the looming anxiety of losing not only the 
Taiwanese language but also cultural subjectivity itself that underpinned his commitment. 
Another example is the Folk Song Collection Movement 民歌採集運動 of the 1960s, during 
the White Terror under the Kuomintang regime. Responding to the state-led Chinese 
Cultural Renaissance 中 華 文 化 復 興 運 動 , academic elites entered Indigenous tribes to 
collect songs in the hope of constructing a canon of "authentic national music." Yet, other 
local intellectuals pursued the same practice with a more exploratory impulse, seeking to 
document ongoing social transformations (Lee 2025). Whether resisting colonial regimes 
or conforming to their nationalist imaginaries, given its archival desire, the practice of 
collection was always shadowed by the objectification and enframing of cultural others.

By contrast, fieldwork, though similar in practice—entering the domain of others 
to grasp information—emphasizes that these others live within a milieu. Rather than 
severing cultural elements from their context and archiving them, the researcher is called 
to immerse in and understand the field as a whole. In practice, however, the two terms 
often overlapped. For example, a 1980 newspaper report began by describing a"folk song 
collection team" entering a Paiwan village in Pingtung, only to characterize the same 
process as "arduous fieldwork" (Huang 1980). Still, one might distinguish their emphases: 
collection highlights the outcome or artifact (e.g., songs), whereas fieldwork stresses the 
process of achieving such outcomes. After the lifting of Martial Law in 1987, the surge of 
localization consciousness and the implementation of the CBP in 1994 further popularized 
the term fieldwork, marking a growing enthusiasm among the public for context and process 
that, at least momentarily, surpassed elite scholarly interest in artifact collection.

How did this shift occur? Part of the answer lies in the diversification of mediums and 
the spaces thus constructed. Fieldwork entails a "spatialization" of the collection practice. 
While the collection in the 1960s largely focused on songs and scores, or any other artefacts 
collected, by the mid-1980s its scope had expanded to include subjects that can be less 

2 A search using the keyword 田 野 調 查 (tián-yě-diào-chá, or fieldwork) on the Taiwan News Smart Web for 
news items between January 1, 1951, and August 8, 2025, yielded 1,078 records. Of these, only 15 were from 
before 1989, 333 from the 1990s, 460 from the 2000s, 240 from the 2010s, and 30 from 2020 onwards.
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easily detached from their spatial context—such as theater and historic architecture. This 
shift in interests coincided with the cultural policy's growing emphasis on materiality (Wang 
2003). Since the late 1970s, the central government launched the campaign of "national 
cultural construction," which aimed to establish cultural centers in every county and to 
eventually found a dedicated central agency. This agency, the CCA, was then established in 
1981. It was tasked with "planning and implementing cultural development at both national 
and local levels," guiding the orientations of cultural policy and its related facilities, 
heritage, community building, literature, history, visual arts, performing arts, and cultural 
exchange (Ministry of Culture, N.D.). Under the CCA's leadership, budgets were allocated 
in the 1980s to support fieldwork on folk arts such as glove puppetry, shadow theater, 
and Nanguan/Beiguan music, alongside the construction of specialized museums in the 
1990s—for instance, the Kaohsiung Museum of Shadow Puppet and the Changhua County 
Museum of Nan Bei Music and Theatre. 

Meanwhile, with the end of Cold War, the faltering Kuomintang regime and the surging 
democratization movements since the late 1970s generated significant affective impacts.
Young intellectuals were often engulfed by anxieties over national identity and burdened 
by a sense of responsibility for the nation's future. These intellectuals urged the state to see 
sufferings as they were and to launch reforms, and was later described as "Back-to-Reality 
Generation" (Hsiau 2005b). This generation cultivated an urgent desire for realism, or for 
being close to social reality.

Consequently, self-enclosed researchers found themselves pushed toward wider 
publics, with their prior work turning into potential materials for public display in newly 
established cultural institutions or venues. In 1979, the National Museum of History 
mounted an exhibition titled Sketch of Primitive Folk Art, featuring drawings made by 
anthropologist Chi-Lu Chen 陳 奇 祿 during his 1958 to 1968 fieldwork in Indigenous 
tribes, where he produced illustrations to document clothing and artifacts (Chen 1979). 
Similarly, Chen's student Ye-Rong Gao 高 業 榮 , a painter and professor at National 
Pingtung University of Education, described his oil paintings of Indigenous tribes as a form 
of fieldwork documentation. His works were exhibited in 1986 at the newly established 
Pingtung County Cultural Center (established in 1984), which he called a "reportage-style" 
exhibition (Huang 1986). Another example is the annual performance of the Department 
of Dance at the National Institute of the Arts (founded also in 1984). Its director, Cloud Gate 
founder Hwai-Min Lin 林 懷 民 , produced a dance piece in 1987 based on the fieldwork 
conducted by Academia Sinica's Institute of Ethnology on the Amis harvest festival. The 
performance was staged at the cultural centers in Banqiao and Keelung, both of which were 
just established a few years before (in 1983 and 1985 respectively). As Lin commented:

After collaborating with Academia Sinica to collect mountain songs and dances, I 
finally gained a genuine understanding [...] This performance not only recreated 
the essence of Amis songs and dances, but also displayed the social structure of the 
community; in this sense, it was scholarly (quoted in Hou 1987, emphasis added).

 Here, the boundary between anthropology and art grew porous. Academic intellectuals 
applied artistic techniques of representation during research and released their once-
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private research materials into public venues, while the artists developed pieces not unlike 
a research presentation. This shows that the incorporation of fieldwork by art circles 
was not a recent fashion; at least as early as the 1980s, visual and performing artists were 
already engaging with fieldwork methods. The most prominent manifestation of this trend 
was Taiwan's theater movement between the 1980s and 1990s, in which actors, dancers, and 
directors not only sought to break institutional constraints (Lin 2010; Liang 2019) but also 
tried to learn folk skills firsthand. Rather than relying solely on institutional research, they 
drew from embodied engagement with local daily life as the basis for creation. Notable 
examples include U-Theatre 優劇場 (Liu 1991; Yeh 2013).

When the CBP was launched in 1994, such practices of research and representation were 
encouraged to go beyond museums and theaters to enter the new domain of community. 
The audiences also expanded from intellectuals preoccupied with national identity to the 
public living in specific localities. Supported by CCA policy and resources, workshops and 
writing camps were held across the country, helping popularize techniques once confined 
to academic practice. Methods such as audio recording, photography, sketching and 
documentation of folk stories moved from background to foreground, emerging as explicit 
cultural techniques that intellectuals actively sought to transmit to wider publics.

The 1990s to 2000s: Fieldwork and Compilation as Means for Community 
Building
Throughout the 1990s, local cultural foundations sprang up across Taiwan, often 
established by local elites, intellectuals, or grassroots politicians. These foundations 
frequently organized workshops to train community members in"fieldwork." For example, 
the Hsin Kang Foundation of Culture and Education 新港文教基金會 , founded in 1987 
following Cloud Gate Dance Theatre's return to Hsin Kang at the invitation of Lin Hwai-
min's uncle, subsequently launched oral history writing camps to cultivate interviewing and 
writing skills among locals. In Taipei, Paul Lin 林 經 甫 , a hospital founder and puppetry 
enthusiast, established the Taiyuan Arts and Culture Foundation 台原藝術文化基金會 in 
1990. The foundation organized "Fieldwork Camps on Folk Culture," training participants 
in interview and reportage writing skills, often held in remote rural areas or even offshore 
islands. Lin would later donate his puppet collection to the Taipei City Government, 
forming the Puppetry Art Center of Taipei in 2004. Another example is the Youngsun 
Culture & Education Foundation 仰 山 基 金 會 , established in Yilan in 1990 by politician 
Si-Kun You 游 錫 堃 with unspent election campaign funds. The foundation continues to 
support theses, local resource surveys, and talent cultivation in Yilan today.

Such "fieldwork workshops" were influential across the society and generations. 
Their methods even flowed back into universities, reshaping pedagogy. In some Chinese 
literature courses, for instance, students were asked not to study classical texts but instead 
to investigate local folk culture or artifacts and write project reports (Wang 1995). Following 
Taiwan's lifting of Martial Law in 1987, fieldwork camps also emerged as a newly available 
form of "edutainment" for a society suddenly freed. Hence, while many of the workshops 
were held during summer vacations, targeting the students, some would unexpectedly 
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attract more working adults who found these training programs fun and fulfilling (Chiang 
1990). In short, the 1990s marked a golden age for fieldwork in Taiwan, when what was once 
a scholarly technique reserved for intellectual elites gained traction in everyday community 
life.

Meanwhile, forms of representation cultivated in the arts—painting, dance, theater—
were increasingly appropriated as methods in documentation and for identity-building. 
Community theatre, for instance, was often applied to motivate residents' engagement 
with local issues, and to encourage exploration, recognition, and identification with 
their community through performance (Ko 2010). Still, most of the fieldwork workshops 
emphasized training participants in "writing" skills, not artistic expression. This selective 
focus aligned with two long-lasting historical trajectories: the first is the realist reportage 
literature developed along with the Back-to-Reality Generation since the 1970s, and the 
other is the postwar academic and governmental interest in the collection of folk practices. 
The outcome is a quest for a "real" representation of whatever materials discovered and 
collected, including but not limited to narrated memories, old photos, artifacts of the old 
days and so on.

This pursuit for representing history as it was fostered the circulation of  "compilation"
編 纂 (biān-zuǎn) as a cultural technique, especially in the form of local histories and 
gazetteers. Traditionally, local gazetteers 方誌 served officials by providing information in 
a formal, Sinocentric style (Chang 2020). By the 1990s, with the trend of Bentuhua, official 
gazetteers aimed for smaller jurisdictions surged in number (Lin 1999). However, since 
official efforts generally extended only to the township level, there was still ample space left 
for grassroots writing from below (Chang 2020). Indeed, a large number of local cultural 
experts capable of writing local histories emerged during this period through community 
workshop training. In 1998, the government decided to subsidize this bottom-up effort by 
initiating the "Write Your Own Village History" 大 家 來 寫 村 史 project—a collaboration 
between CCA and the Community Empowering Society, ROC 中 華 民 國 社 區 營 造 協
會 . The latter even published a companion manual—Write Your Own Village History: A 
Manual for Participatory Community History 大家來寫村史：民眾參與式社區史操作手冊
(Chen 1998)—to guide communities through oral history interviewing, cultural mapping, 
converting fieldwork into theatre, curating old photos, repurposing community spaces, 
building local museums, producing documentaries, and organizing editorial teams (Figure 1).

In this period, both research and representation were clearly oriented toward building 
local identity and fostering community solidarity. Process mattered more than product. 
Representation was not about producing polished books, exhibitions, or performances, 
but about participation. As the manual itself reminded local editors:

At the outset, keep things simple. Since most editorial members are non-
professionals, assistance should be provided whenever necessary to ensure smooth 
progress. Do not set standards too high; otherwise, the work may appear daunting. 
What matters most is that everyone is "willing" to help (Lin 1998, 91).

This participatory ethos produced an abundance of community publications and local 
histories. Information collected by locals, however unpolished, was valued as inherently 
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meaningful for community building. Writers were encouraged to present materials "as 
is," or to record their own immediate impressions. The famous local historian Yung-Ming 
Chuang 莊永明 , for example, produced a 150-page Da-Dao-Cheng Tour 大稻埕逍遙遊
(2007) (Figure 2), blending historical documentation with deeply personal reflections 
on his home district. His preface reads less like scholarship than a nostalgic monologue, 
confessing his belief that "if the old do not tell stories, the young will never know their 
worth" (2007, 5).

A similar documentary ethos shaped exhibition practices as well. In 2002, CCA 
launched the "Local Museums" 地方文化館 project as a way to sustain community-building 
achievements through the reuse and revitalization of vacant spaces. Exhibitions in these 
local museums typically showcased residents' folk collections (such as puppetry in Taipei's 
Puppetry Art Center), artifacts from traditional industries, or items associated with specific 
community histories (Chiang 2006; Wu 2018; Lu 2025). The very act of contributing private 
collections for public display was itself the goal. Whether these artifacts connected to 
contemporary life was of little concern—at least initially.

Nevertheless, as the cultural economy gained momentum, this documentary technique 
of compilation in the sense of simply arranging and presenting information proved 
insufficient. Already in 2002, Chen Pan, editor of the Write Your Own Village History manual, 
observed a shift:

Despite considerable economic pressures, more than 2,000 local cultural units, 
which are broadly defined here to include cultural-historical studios, community 

Figure 1. Cover of Write Your Own Village 
His tory:  A Manual  for  Part ic ipatory 
Community History 
Source: Reproduced from the original book by 
the author.

Figure 2. Cover of Da-Dao-Cheng Tour by 
Yung-Ming Chuang
Source: Reproduced from the original book by 
the author.
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associations and environmental groups, continue to engage in local cultural work 
and seem to be heedless of economic realities. From an economic and political 
perspective, their endeavors may seem slow and impractical. Yet in the decade 
since democratization, even the harsh mechanisms of commercial enterprise have 
begun to recognize the latent value of local cultural work (Chen 2002, 347–348, 
emphasis added).

What Chen identified as the "latent value" of local cultural work was no longer simply 
the collection and faithful compilation of historical data. Instead, it pointed to the emerging 
agendas of cultural creativity, tourism, and regional revitalization, all of which were new 
demands that the earlier technique of compilation alone could not satisfy.

After the 2000s: Representation-led Design and Curating
One of the central concerns of CBP was how to improve the quality of everyday 
environments and to create a renewed sense of "home." Accordingly, beyond anthropology, 
spatial professionals such as architects and planners became key players in place-making. 
At a time when local history writing flourished across townships, these professionals 
mobilized public spaces such as parks (Huang 2000; Chuang 2004), performance venues 
(Liu and Chang 2002), or post-disaster housing (Wang 2000) as sites of participatory design 
and reconstruction, thereby invoking collective identification. Government agencies 
outside the cultural sector also responded with complementary policies. The Construction 
and Planning Agency of the Ministry of the Interior launched the Townscape Renaissance 
Project 城鄉風貌改善計畫 in 1999, subsidizing municipal governments to improve urban 
landscapes and renovate significant public spaces (Liao 2012). Likewise, the Department 
of Commerce of the Ministry of Economic Affairs introduced the Shopping District Image 
Shaping 形 象 商 圈 program in 1995, providing funding and guidance for local businesses 
to enhance the visual appeal of commercial streets and establish district branding. This 
program was later reframed as "Value-added Aesthetic Design for Shopping District 商圈美
學設計加值計畫 " in 2024, and was implemented by the Taiwan Design Research Institute 
(TDRI), an arm's length organization of the Ministry of Economic Affairs.

The key technique underlying these spatial interventions was "design"—the conscious 
planning between processes and outcomes to achieve specific goals. Unlike the techniques 
of collection and compilation, design was not easily transferrable to lay participants. 
One could expect community members to compile their own village histories, but not so 
easily to design and construct their own parks, theatres, or streets. Control remained with 
governments and spatial professionals. What was more feasible for grassroots groups, 
however, was to redesign uses of space, or to reframe its representational function. For 
instance, Wang Chih-Hung (2005) notes that during the 1990s, community colleges and 
local history workshops in Wenshan District, Taipei, often translated their knowledge of 
hometowns into community maps. Unlike official administrative maps, these grassroots 
maps were highly selective. Different groups, even when documenting the same area, 
would highlight distinct features depending on their own values, sensitivities, or aesthetics. 
In other words, the same field materials could yield divergent representational outcomes 
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once filtered through design, foregrounding subjective local imagery.
Guided tours followed a similar logic. Curators typically structured itineraries around 

particular sites or landscapes—say, a historical monument or an ecological reserve. They 
were compelled to select objects of attention with an eye toward both narrative clarity and 
practical flow. Through such choices, a sense of place was repeatedly rehearsed, framed, 
and materialized by representational design—whether in maps or itineraries. Nevertheless, 
in these cases, design served a relatively simple mediating function; it needed only to 
assemble fieldwork results for external presentation. Such design approximated layout, 
whose main purpose is to organize messy information into legible order for the outsiders to 
learn. The result was often information-rich but risked overwhelming audiences through 
excessive detail.

After 2000, however, representation demanded more than the compilation of 
information and increasingly required design as an instrument of attraction. With the CCI 
enshrined as a national development strategy, and with the first postwar alteration of ruling 
party ushering in a pro-localization central government in 2000, cultural equality became 
highly celebrated, and symbolic events were organized across the island to decentralize 
culture away from Taipei. Festivals thus forged new, intimate connections with place. For 
example, the Taipei Lantern Festival was rebranded in 2001 as the Taiwan Lantern Festival 
and began rotating among different counties to strengthen local identity. Similarly, the 
Taiwan Design Expo, co-hosted by the Ministry of Economic Affairs and local governments 
since 2003, has been staged annually in different cities  to showcase local industries. 

The introduction of RRP after the mid-2010s further confirmed festivals as means for 
place rebranding. Such festivals operate beyond neighborhood confines in both production 
and consumption. Though the venues are locally situated, the production of these festivals 
often requires external logistics, construction firms, or labor far beyond local capacities, 
and their success is measured by their ability to attract non-local visitors. As a result, the 
technological and aesthetic demands of such events often far exceed earlier community 
exhibitions. No longer limited to object display and printed materials, festivals as such 
rely on elaborate graphic design, lighting and sound, visibility of venues, artistic staging, 
and media attention—demands that entail substantial advertising budgets and advanced 
professional design. Notable examples include the Taiwan East Coast Land Arts Festival 
東 海 岸 大 地 藝 術 節 (since 2015), the Green Island Human Rights Art Festival 綠 島 人 權
藝術季 (since 2019), and the Formosa North Coast Arts Festival 福爾摩沙北海岸藝術季
(since 2023), all initiated by central government. Local governments, too, may try to rebrand 
their region by hosting festivity featuring both domestic and international curators, as 
exemplified by Matsu Biennale 馬 祖 國 際 藝 術 節 (since 2022). They would also leverage 
popular intellectual properties (IP) to generate social media buzz and attract visitors, 
as in Kaohsiung City's 2025 Kaohsiung Wonderland, where giant inflatable characters 
from Japanese anime were installed along the Love River, accompanied by nightly light 
and music shows, reportedly drawing six million visitors in twenty days (Kaohsiung City 
Government 2025).

This top-down festival model privileges representation over participation. Design—
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and its distilled form, curating—risks becoming an elite practice external to local society, 
departing from the spatial professionals' participatory ideal in the 1990s. Yet bottom-up 
initiatives also emerged, particularly among generations born after the 1980s who were 
adept at visual communication and social media. For them, fieldwork skills may matter 
less than design skills, the latter of which enables the creation of representational products 
tailored to their needs, such as street festivals designed to generate publicity and foot 
traffic, or highly stylized, self-guided maps addressing distinct tastes. Whether top-down or 
bottom-up, in the past two decades, place has increasingly come to exist in representation: 
place is defined visually rather than substantively. This is hardly unique to Taiwan; as Sel 
and Gurhan (2019) show, Cannes Film Festival posters after 2000 increasingly prioritized 
visual branding over poster content.

I argue that this obsession with sensory representation in place-making for the purpose 
of city rebranding, tourism, and local or regional redevelopment has given rise to a trend 
I term aesthetic pragmatism. While the construction of a sense of place continues to rely on 
knowledge production, the production of local knowledge are no longer primarily oriented 
toward understanding one's hometown or cultivating collective identity. Instead, they 
increasingly aim to transform place into a site from which governments and individuals 
alike can make a living, launch ventures, or generate profit. Under such instrumental 
imperatives, knowledge is easily reified into mere materials for representation.

Unlike the historical positivism embedded in place-making practices of the 1990s, 
where process was valued over outcome and representation served knowledge, in aesthetic 
pragmatism the relationship between knowledge production and representation is reversed. 
Knowledge now serves representation. Images, experiences, and exhibitions that can 
enchant audiences and attract crowds become ends in themselves. This inversion of means 
and ends has further compressed the temporal gap between knowledge production and its 
representation, as actors grow accustomed to incorporating newly acquired information 
almost instantaneously into materials for design and exhibition. Such highly compressed 
practices of cultural techniques are particularly evident in state-subsidized, event-oriented 
place-making, including annual festivals, markets, and promotional activities.

In the following section, I draw on the Siao-Si district in Changhua City as an empirical 
case to substantiate this transformation in the cultural techniques of place-making.

The Case of Siao-Si in Changhua City
Changhua City was neither among the most renowned sites of CBP in the 1990s, nor the 
most vibrant hub of the CCI after 2000. Although the city had been founded as early 
as the eighteenth century, it settled into a subordinate position within Taiwan's postwar 
industrial division of labor. Between the 1990s and 2025, its population even declined 
slightly from over 230,000 to 226,000. For many residents, this "lack of development" 
translated into a weak sense of local identity. Although community organizations spread 
across the city under the aegis of government guidance, most of them are in alignment with 
the official neighborhood jurisdictions, named by that jurisdiction, and under the sway of 
neighborhood chefs. As such, members of these organizations are normally engaged with 



14

Fi
el

dw
or

k,
 C

om
pi

la
ti

on
 a

nd
 C

ur
at

in
g:

 A
n 

A
rc

he
ol

og
y 

of
 t

he
 

C
ul

tu
ra

l t
ec

hn
iq

ue
s 

of
 P

la
ce

-M
ak

in
g 

in
 T

ai
w

an

Figure 3. Cover of Siao-Si Streets in Changhua City 
Source: Reproduced from the original book by the author.

Among them is Siao-Si Streets in Changhua City (Ni 2008), documenting the Siao-Si 
district adjacent to the train station (Figure 3). Siao-Si is not a name to be found in any of 
the official neighborhood jurisdictions.3 However, it is how locals have long identified their 
neighborhoods since the Qing dynasty. When encountering residents from other districts 
of the city, they would always call themselves from Siao-Si, referring vaguely to the streets 
at the intersected area connecting both the North and the West city gates. Being a bustling 
district already, Siao-Si grew even more prosperous during the Japanese colonial period 
after the train station was established. Even after WWII up until the early 1980s before 
the opening of the first National Highway hit the train transportation hard, this area had 
flourished with inns, fine restaurants, and textile shops. The streetscape they formed 

holding standardized events such as dance classes and the establishment of community 
painted walls than with the active construction of local knowledge and identity.

Nonetheless, the grassroots spirit of historical inquiry in the 1990s left its traces in the 
city. In 1994, following a trend shared by many other towns across Taiwan, the descendants 
of Lai Ho—the "father of modern Taiwanese literature"—together with a group of local 
gentries established the Laiho Cultural and Educational Foundation 賴 和 文 教 基 金 會 , 
which organized literary camps and promoted local education. Later, in response to the 
central government's Write Your Own Village History program, Changhua County joined 
the writing initiative since 2004 and became, remarkably, the only county that has continued 
publishing Write Your Own Village History series to this day (Chang 2020), producing a total 
of fifty-three volumes by 2025. Six of these are specifically connected to Changhua City.

3 The official jurisdiction overlapping more or less with Siao-Si is Chang-Le neighborhood 長樂里 .
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offered a foundation for grassroots fieldwork and local historiography in the late 1990s 
and early 2000s. Siao-Si Streets in Changhua City, the 28th volume of the Changhua County 
government's Write Your Own Village History series, was the manifestation. It was written 
by Mei-Yuan Ni, a junior high school teacher who settled in Changhua after marriage and 
developed an intertest in Siao-Si during her continuing education courses. She conducted 
interviewees with shopkeepers, residents, and local historians while also collecting historical 
photographs; she then synthesized these with secondary literature into a historical account 
of Siao-Si spanning from the Qing dynasty to the postwar period.

Figure 4. Imagery from the film stills were put on the local museum's window grilles (on the right). 
Source: Photographed by the author in 2025.

Ni did not accomplish the work alone. She was assisted by locals who felt the urge 
to explore, record and share their knowledge about Siao-Si's family and neighborhood 
histories. This group of locals were born in the 1960s. Rather than stuck to the officially-
aligned neighborhood organization, in 2005, they founded another organization reflecting 
local identification, and named it Siao-Si Cultural Association 小 西 文 化 協 會 . They 
transformed their own homes into semi-public venues such as a children's toy market, a 
sewing-machine museum, and a folk toy gallery, displaying puppets and old playthings 
from their private collections (Ni 2008, 48). That same year, in line with the government's 
"Local Museum" policy, one former inn owned by a founding member of the Association 
was designated as a local museum. Other experiments with representation then ensued. In 
2009, one graduate student, who was also a local, filmed a short movie set in the district. She 
later converted stills from the production into decorative imagery and attached the images 
to the museum's window grilles (Figure 4). Residents also began leading guided tours of the 
neighborhood, producing their own narratives for visitors. Meanwhile, the Association 
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actively advocated for the preservation of Kao-Bin Pavilion, a high-end restaurant from 
the Japanese colonial era with distinct architectural style. With the assistance of outside 
spatial professionals, the campaign succeeded: the building was listed as heritage in 2010 
and restored in 2018, and later turned into a key exhibition venue for local communities 
(Kao and Wang 2023) (Figure 5).

Although the Siao-Si residents were unfamiliar with the technical language of "CBP," 
their investment in local research and representation closely embodied its ethos. They 
would often express nostalgia for Siao-Si's old prosperity before the opening of the 
National Highway, and even wished for its restoration. However, since those born in the 
1960s were so occupied with the collection of antique objects and photography, and were 
mainly invested in these activities out of passion, their engagement with place-making 
turned out to be less about economic success than about preserving and displaying 
cherished memories of childhood; they were eager to exhibit folk toys, local customs, and 
the district's former prosperity simply because they want to share the good old days with 
others. One recent example took place in October 2022, when the Association curated the 
exhibition "Wedding Shops of the Old Street," which displayed traditional marriage items 
and even staged a mock "embroidery ball throwing" 拋 繡 球 ritual in Kao-Bin Pavilion 
(Figure 6). Yet, such activities tended to attract only local enthusiasts of folk traditions, 
falling short of generating tourism highlights.

Figure 5. Kao-Bin Pavilion after restoration.
Source: Photographed by the author in 2019.
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Figure 6. Poster for the event of "embroidery ball throwing."
Source: Siao-Si Cultural Association (2022).

As the next generation born in the 1990s came of age, some chose to return and start 
businesses in Siao-Si. With the aim of making Siao-Si an arena where their new ventures 
may prosper, the younger generation joined the Siao-Si Cultural Association in 2024. And, 
taking advantage of the opportunity created by the 2025 Taiwan Design Expo to be held in 
Changhua, they decided to transform the Association, formally registering it as a "shopping 
district" organization under the guidance of the Administration of Commerce, Ministry 
of Economic Affairs. Siao-Si was subsequently selected by the Administration as one of 
the seven pilot sites for the annual "Value-added Aesthetic Design for Shopping Districts" 
program, in preparation for and to complement the upcoming 2025 Design Expo.

The Taiwan Design Expo is a typical top-down festival jointly organized by the 
Ministry of Economic Affairs and a local government that secures hosting rights through a 
competitive process. Its origins date back to the 1980s, when the central government, facing 
the end of the Cold War, sought to guide small and medium-sized enterprises to rebrand 
their products for enhancing export competitiveness (Wong and Lin 2008). Since the 2010s, 
following Taipei's promotion as a World Design Capital, the Expo has shifted from an 
industry-oriented showcase of products to a public platform for city rebranding. Hence, 
when the Changhua County government obtained the right to host the 2025 Expo, a small 
portion of the resources from the Ministry of Economic Affairs were soon directed to the 
rebranding of Siao-Si—one of the most renowned districts with distinctive local identity 
and place-making efforts in downtown. Through the involvement of external professional 
teams tasked with "aesthetic guidance," the Administration of Commerce and its executive 
arm, the TDRI, quickly imposed a professionally designed district image and a light-blue 
wayfinding system onto the community (Figure 7).
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At the same time, TDRI sought to train Siao-Si's design-inexperienced young residents 
to produce a stylized local publication. To this end, it enlisted another group based 
in Changhua with expertise in graphic design, which provided editorial, design, and 
production support through workshops and follow-up consultations. This group, however, 
argued that merely teaching publication editing would fall short of meaningful community 
empowerment and therefore proposed incorporating training in fieldwork. It was then that 
the author was invited to be one of the instructors in a workshop held in early June 2025. 
Despite targeting the young generation, this workshop however attracted more elders than 
the younger ones. The former volunteered to supplement information and history the latter 
unaware of. With their help, over the course of mere one-and-a-half days, Siao-Si's younger 
generation was guided through their first community-based investigation and a preliminary 
sorting of the raw information, so as to select materials for further editing and design.

These materials were subsequently refined under the continued guidance of the 
local group with graphic design expertise, and were printed as Siao-Si's first community 
newspaper by late September. While learning to edit, the younger generation of Siao-Si also 
developed a district icon of red-and-black "house shrew," which was then widely deployed 
during the Design Expo across printed materials, inflatable installations, photo spots, and 
projection-mapping displays throughout Siao-Si (Figure 8). Notably, two of the core figures 
among the young generation were already operating a projection-mapping business within 
the district, enabling the lighting installations during the Expo to be fully produced by them.

During the 2025 Taiwan Design Expo, Siao-Si thus presented two distinct design 
imaginaries. One was imposed by external professional teams in the form of the 
official district image and light blue wayfinding system, while the other was developed 
autonomously by local youth, embodied as the red-and-black house shrew iconography. 

Figure 7. "Rebranding of the Siao-Si streets through standardized guiding signs as instructed by the 
Administration of Commerce—in response to the 2025 Taiwan Design Expo in Changhua in October.
Source: Photographed by the author in 2024.
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Although the two were stylistically incongruous, together they still generated a vibrant 
exhibition atmosphere (Figure 9). In particular, the projection-mapping and lighting 
installations attracted unprecedented crowds into the small Siao-Si district, delighting local 
elders and instilling a sense of pride in the achievements of the younger generation.

Figure 8. Rebranding of the Siao-Si streets through self-developed house-shrew iconograph.
Source: Photographed by the author in 2025.

Figure 9. Lighting installations with house-shrew iconography. On the floor is the blue wayfinding 
system.
Source: Photographed by the author in 2025.
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Discussion: From Naïve Historical Positivism to Aesthetic Pragmatism
The place-making practices unfolding in Siao-Si are not exceptional when compared with 
other communities across Taiwan. Nevertheless, in Changhua City, where community 
organizations are often absorbed into neighborhood-level administrative units and 
grassroots momentum is generally weak, Siao-Si stands out. Owing to its historical 
development and its proximity to the railway station, Siao-Si has maintained a distinct 
local identity. It is among the most pronounced sites in Changhua City where grassroots 
place-making cultural techniques constantly intersected with the state—through 
subsidies, preservation campaigns, and expert guidance. As a result, Siao-Si encapsulates 
the different cultural techniques identified in this paper.

Through a quick review of the Siao-Si case, it becomes evident that the contemporary 
application of "design" and "curation" through highly visible events is increasingly 
outweighing earlier commitments to historical writing, narrative documentation, artifact 
collection, and their "authentic" representation in books or semi-private local museums. 
The generation born in the 1960s devoted themselves to compiling local histories as well 
as documenting Siao-Si's former prosperity and their own childhood memories. With the 
assistance of external spatial professionals, they even successfully preserved the Kao-Bin 
Pavilion, which since its restoration has served as a venue for local events. These events, 
however, largely centered on the display of folk artifacts. Cultural techniques oriented 
towards historical compilation and representation proved less capable of attracting 
contemporary consumers seeking stylized experiences.

By contrast, the younger generation returned after 2020 approaches Siao-Si differently. 
Rather than treating it primarily as a site for knowledge-building and identity formation, 
they are more directly concerned with sustaining livelihoods and launching businesses. 
Under government-led expert guidance and large-scale events, stylized design appealing 
to sensory have become key instruments in their place-making practices.

This shift in cultural techniques is accompanied by a clear generational handover. 
During the workshop, a notable phenomenon was that participants from the parent 
generation outnumbered those from the younger cohort, despite the latter being the 
primary target. The elders' enthusiasm stemmed not only from their desire to support their 
children's revitalization efforts, but also from a belief that the younger generation lacked 
familiarity with local history and would require their assistance—a belief confirmed 
through the workshop process. Faced with the task of selecting representational materials 
for publications within a compressed three-month timeframe, the younger participants 
inevitably relied on elders' extensive historical knowledge and anecdotal accounts of local 
shops. At the same time, they were required to translate this material into lighter, stylized, 
and consumer-oriented texts and layouts, gradually learning what constituted "cool" and 
tasteful visual imagery. The cultural techniques through which Siao-Si is framed as a place 
are thus undergoing a generational transformation.

However, the emphasis on aesthetics and their tourism effects under government-led 
festivals tends to privilege outcomes over processes, producing design installations that 
remain disconnected from local lived realities. Although TDRI introduced a local group 
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as design consultants, it simultaneously commissioned a separate professional team to 
produce a wayfinding system largely devoid of local sensibility. The result was the uneasy 
juxtaposition of two stylistically incongruent design imaginaries. While this visual density 
made the Expo appear vibrant, it also underscored the event being a hurried production of 
surface representations, which lacks participation, integration, and sustained engagement.

Siao-Si's place-making cultural techniques have thus shifted from realist historical 
documentation and representation toward a mode that privileges aesthetics, spectacle, 
and the instrumentalization of design and curation for tourism. I argue that this case 
exemplifies a transition from naïve historical positivism to aesthetic pragmatism. This 
shift raises obvious concerns, including the compression of knowledge-production time 
in pursuit of short-term outcomes, and the tendency to treat crowd-attracting events as 
ends in themselves. At the same time, however, the younger generation has begun to 
explore ways of integrating cultural techniques with their own livelihoods through the 
mobilization of external resources—something the previous generation could scarcely 
achieve. For them, knowledge production and representation no longer end with identity-
making or nostalgia, nor remain detached from economic life.

From this perspective, the problem lies not in aesthetic pragmatism as the new normal 
of place-making, but in the institutional frameworks within which it is embedded and 
the objectives it serves. Under annualized state funding regimes, administrative rhythms 
replace those of everyday life, and aesthetic practices are oriented toward political 
performance. Yet one can imagine otherwise: an aesthetic pragmatism genuinely oriented 
toward sustaining livelihoods, rather than servicing short-term governmental agendas.  

Conclusion
Place-making in Taiwan has evolved into an overlapping field of population policy, spatial 
redevelopment, and cultural governance, and it often entangles with multiple pursuits 
such as national identity, quality of life, civic consciousness, and entrepreneurial spirit. The 
cultural techniques that oscillate between research and representation have shaped this 
field, functioning as epistemic mediators between people and their lived environments. 
By tracing how knowledge and representational practices surrounding CBP, CCI and the 
later RRP have, over the past three decades, shifted from state institutions and academic 
circles to wider society, this paper highlights how "the place" is in fact conditioned by 
transformations in cultural techniques. These have moved from a nostalgic and realist 
orientation in the 1980s and 1990s toward a pragmatic concern with present and future 
development. If earlier cultural techniques were geared toward shaping a sense of local 
identity or a "new hometown," those after the 2000s have been increasingly mobilized to 
summon local charm to attract consumers. Thus, place-making has gradually shifted from 
a realist—though naïve to some degree—unveiling of social reality to stylized branding 
and marketing under the cultural economy.

Fieldwork and representational practices such as guided tours, theater, exhibitions, 
publications and festivals were once mere mediators of public participation. Over time, 
however, they have come to demand deeper forms of engagement. It is no longer sufficient 
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to compile and display materials; they must be beautified, formatted, and paired with 
sensory techniques of mediation. Design and curatorship have therefore emerged as 
dominant cultural techniques, no longer content with ordinary, unpolished presentation 
but instead demanding professionalized aesthetics.

In this sense, the place-making techniques in Taiwan have undergone a discursive turn. 
It has shifted from the naïve historical positivism of the 1990s to the aesthetic pragmatism 
that has become increasingly salient after the 2000s. What does this shift entail? The 
case of Siao-Si in Changhua offers a glimpse. In the 1990s, residents' participation was 
enthusiastic, if not always professional; their know-how, however, can no longer be 
readily enacted in today's commercially oriented climate. Instead, implementation 
requires mediation by government bodies and design professionals. While a new 
generation may be able to shoulder this responsibility after training, and may build their 
own local knowledge in the process of producing stylized publications, the aesthetic 
demands imposed on representational outcomes have clearly raised the threshold for 
civic participation. Because the prioritization of visual representation often comes at the 
expense of knowledge production, we must critically confront how cultural techniques, 
under the current focus on aesthetic pragmatism, reshape the very meaning of "place." 
This calls for a serious re-examination of the techniques that localities truly require.



23

Culture: Policy, Management, and Entrepreneurship, 2026.

References
Brenner, Neil. 2004. "Urban Governance and the Production of New State Spaces in 

Western Europe, 1960–2000." Review of International Political Economy, 11(3): 447-488.
Chang, Su-Bing 張素玢 . 2020. " 傳統與創生：文化進程中的方志纂修 Tradition and 

Revitalization: Compilation of Local Gazetteers during Culturalization." Taiwan 
Historical Research 臺灣史研究 , 27(1): 155-185.

Chang, Yu-Cheng 張育誠 . 2022.  "Forging Local Community Workers: An Investigation on 
the Factors Affecting Involvement and Retention 打造地方工作者：投入與維持因素
初探 ." Journal of Community Work and Community Studies 台灣社區工作與社區研究學
刊 , 12(3): 45-94.

Chen, Ban 陳 板 , ed. 1998. Write Your Own Village History: a Manual for Participatory 
Community History 大家來寫村史：民眾參與式社區史操作手冊 . Nantou: Cultural 
Bureau of Taiwan Provincial Government.

Chen, Ban 陳 板 . 2002. "Local Cultural-historical Work and Community Building—
Cultural and Historical Research from 'Write Your Own History' 地方文史工作與社區
營造—從「大家來寫村史」計畫出發的文史搜索運動 ." Taiwan Historica 臺灣文獻 , 
54(2): 343-376. 

Chen, Chi-Lu 陳奇祿 . 1979. "How I Began Drawing the Sketches? Prologue for the 'Sketch 
of Primitive Folk Art' 我如何畫插圖？寫在「原始民藝素描展」之前 ." United Daily
聯合報 , September 25, 1979.

Chen, Chi-Nan 陳 其 南 . 1995. "The Significance of Community Building 社 區 總 體 營 造
的意義 ." Symposium of Cultural Industries 文化產業研討會 , Council for Cultural 
Affairs, May 19, 1995.

Chen, I-Chun 陳 怡 君 . 2017. "Ritual Heritage, Social Imaginary, and Place-Identity: 
Christmas in a Village in Taiwan 儀式遺產，社會想像與地方認同：以屏東萬金聖
誕季為例 ." Journal of Archaeology and Anthropology 考古人類學刊 , 7: 1-36.

Chen, Liang-Chun 陳 亮 全 . 2000. "Recent Development of Community Empowering in 
Taiwan 近年台灣社區總體營造之展開 ." Journal of Housing Studies 住宅學報 , 9(1): 61-
77.

Chiang, Ya-Jing 江 雅 菁 . 1990. Know Your Homeland and Get close to Nature: Fieldwork 
Camp on Folk Culture 認識鄉土、親近自然：民俗田野文化營將舉行 . Min Sheng 
Daily 民生報 , August 6, 1990.

Chiang, Yu-Chan 蔣 玉 嬋 . 2006. "Community Cultural Museums and Local Cultural 
Industries: A Case Study of the Hsinchu Municipal Glass Museum 地方文化館與地方
文化產業之研究：以新竹市玻璃工藝博物館為例 ." Museology Quarterly 博物館學季
刊 , 20(3): 81-97.

Chuang, Ya-Chung 莊雅仲 . 2004. "Neighborhood Watch: Power, Conflict and Urban Local 
Politics 巡守社區：權力、衝突與都市地方政治 ." Taiwan Journal of Anthropology 臺
灣人類學刊 , 3(2): 79-114.

Foucault, Michel. 1969 [2023]. L'Archéologie du Savoir 知識考古學 . Translated by Yuan-Ru Li
李沅洳 .  Taipei: China Times Publishing.



24

Fi
el

dw
or

k,
 C

om
pi

la
ti

on
 a

nd
 C

ur
at

in
g:

 A
n 

A
rc

he
ol

og
y 

of
 t

he
 

C
ul

tu
ra

l t
ec

hn
iq

ue
s 

of
 P

la
ce

-M
ak

in
g 

in
 T

ai
w

an

Friedmann, John. 2010. "Place and Place-Making in Cities: A Global Perspective." Planning 
Theory & Practice, 11(2): 149–165.

Fu, Min-Hsiung and Chun-Chun Cheng 傅民雄、曾純純 . 2018. "Challenges and Recovery 
for Transformation in Pingtung Plain in the Case of Jutian Township 屏東縣竹田鄉檳
榔產業的轉型與重生 ." NPUST Humanities and Social Science Research 人文社會科學
研究 , 12(2): 1-28.

Fujimoto, Isao. 1992. "Lessons from Abroad in Rural Community Revitalization: The One 
Village, One Product Movement in Japan." Community Development Journal, 27(1), 10-20.

Harvey, David. 1989a. "From Managerialism to Entrepreneurialism: The Transformation in 
Urban Governance in Late Capitalism." Geografiska Annaler: Series B, Human Geography, 
71(1): 3-17.

Harvey, David. 1989b. The Condition of Postmodernity. Massachusetts, USA: Blackwell.
Hawkins, Harriet. 2021. "Cultural Geography I: Mediums." Progress in Human Geography, 

45(6): 1709-1720.
Hou, Hui-Fang 侯惠芳 . 1987. "Staging the Fieldwork Results 把田野調查成果搬上舞台 ." 

Min Sheng Daily 民生報 , April 23, 1987.
Hsiau, A-Chin 2005a. "Epilogue: Bentuhua—An Endeavor for Normalizing a Would-be 

Nation-state?" In Cultural, Ethnic, and Political Nationalism in Contemporary Taiwan: 
Bentuhua edited by John Makeham and A-chin Hsiau, 261-276. New York: Palgrave 
Macmillan.

Hsiau, A-Chin 2005b. "Generational Identity and Historical Narrative: The Emergence of 
the 'Back-to-Reality' Generation in 1970s Taiwan 世代認同與歷史敘事：台灣一九七
○年代「回歸現實」世代的形成 ." Taiwanese Sociology 台灣社會學 , 9: 1-58.

Hsu, Kuang-Ting, Cheng-Tao Shieh and Chen Shiao-Ching 許 光 廷、 謝 政 道、 陳 曉
菁 . 2008. "Reviving Local Industry and Community Regeneration: Take Hsiangshe 
Community in Wandan Township, Pingtung County as an Example 地方產業與社區
總體營造之復甦：以屏東縣萬丹鄉香社社區為例 ." Journal of Environment & Art 環境
與藝術學刊 , 6: 41-55.

Huang, Jer-Liang 黃喆亮 . 2023. "Community in Print: Editing Places and Enabling Public 
Actions 社 群 發 行 中： 編 輯 地 方 與 引 促 公 共 行 動 ."  Master's Thesis, Graduate 
Institute of Building and Planning, National Taiwan University.

Huang, Jui-Mao 黃 瑞 茂 2000. "Community Actions to Restructure 'The Living Map': A 
Participatory Design of Community Park in Fu-Kin, Taipei City(1993-98) 社區行動重
構「生活地圖」：台北福林社區社區參與公園改造經驗 (1993-98)." City and Planning 
都市與計劃 , 27(1): 81-96. 

Huang, Li-Ling and Jing-Yu Hsu. 2011. "From Cultural Building, Economic Revitalization 
to Local Partnership? The Changing Nature of Community Mobilization in 
Taiwan."International Planning Studies, 16(2): 131-150.

Huang, Shun-Shing 黃 順 星 . 2020. "Mediatized Communities: Exploring Taiwan's 
Community Newspapers by Mediatization Theory 媒社區：以媒介化理論檢視臺灣
社區報發展 ." Chinese Journal of Communication Research 中華傳播學刊 , 38: 139-176.

Huang, Wei-Wei 黃葳威 . 1986. "Ye-Rong Gao Has Befriended the Indigenous People after 



25

Culture: Policy, Management, and Entrepreneurship, 2026.

Twenty Year's research: Oil Painting as His Way of Recording Fieldwork 高業榮研究山
地文化廿年，已與山胞結拜兄弟：用油畫作田野調查紀錄 ." Min Sheng Daily 民生報 , 
November 5, 1986.

Huang, Wu-Lan 黃寤蘭 . 1980. "The Ancient Tunes I Love are No Longer Played: Lu Bing-
Chuan’s Travelogue of Collecting Folk Songs in Paiwan Villages 古調雖自愛，今人皆
不彈：呂炳川排灣族山村採集歌謠紀行 ." United Daily 聯合報 , March 3, 1980.

Juan I-Jong's Gallery of Taiwan Story. 2019. Chen Chi-Lu's "Indigenous Folk Art" & Juan I-Jong's 
Nan'ao "The Sound of Mouth Harps and the Atayal Culture" 陳奇祿《原住民的民藝素描》
與阮義忠《南澳的琴音與容顏》. Juan I-Jong's Gallery of Taiwan Story 阮義忠臺灣
故 事 館 : https://culturaltour.e-land.gov.tw/stories_of_taiwan/exhibition_view.asp?id=9 
(Accessed Aug. 8, 2025) .

Kao, Yu-Ting and Chih-Hung Wang. 2023. "Heritage as City Vision Leverage: The 
Suspended Transformation of the Railway Landscape in Changhua City." International 
Journal of Heritage Studies, 29(9): 1004-1017.

Kao, Yu-Ting and Chih-Hung Wang 高 郁 婷、 王 志 弘 . 2021. "The Design Governance of 
Local Iconic Architecture: A Study on the Station Reconstruction Plan along the TRA 
Huadong Railway Line 地方標誌性建築的設計治理：臺鐵花東線車站改建計畫研
究 ." Journal of Geographical Research 地理研究 , 4: 1-35.

Kaohsiung City Government 高 雄 市 政 府 . 2025. Thousands Saying Goodbye to Chiikawa, 
which Attracted Over Six Million Tourists「吉伊卡哇」合體說再見 累積超過 600 萬
參觀人次 16 日萬人沿途不捨齊歡送 . Kaohsiung Travel 高雄旅遊網 .  https://khh.
travel/zh-tw/event/news/6363/ (Accessed Aug. 8, 2025) .

Kirsch, Scott. 2015. "Cultural geography III: Objects of Culture and Humanity, or, Re-
'thinging' the Anthropocene Landscape." Progress in Human Geography, 39(6): 818-826.

Ko, Li-An 柯俐安 . 2010. "Theatre as Practice of Life: A Perspective on Taiwan Community 
Theatre's Creation and Social Participation from Shigang Mama Theatre Troupe 劇
場是生活的實踐─從「石岡媽媽劇團」看台灣社區劇場的戲劇創作與社會參
與 ." Master's Thesis, Graduate Institute of Building and Planning, National Taiwan 
University.

Lee, Zeeming 李志銘 . 2025. The History of Taiwan in Sound 聲音的台灣史 . Taipei: Avanguard 
Publishing House.

Liang, Peilin. 2019. Bodies and Transformance in Taiwanese Contemporary Theater. London: 
Routledge.

Liang, Ting-Yu 梁 廷 毓 . 2025. "Ethnographic Turn: On 'Fieldwork' and Its Discourse in 
Taiwanese Contemporary Art 民族誌轉向：臺灣當代藝術中的〔田野〕論述及其爭
辯 ." Arts Review 藝術評論 , 8: 115-146.

Liao, Chun-sung 廖 俊 松 . 2012. The Townscape Renaissance Project and Citizen 
Participation: A Case Study of Taichung City 城鄉新風貌與公民參與：臺中市的經驗
探討 . Journal of Environmental & Arts 環境與藝術學刊 , 11: 69-96.

Lin, Xin-Yin 林 欣 穎 . ed. 1998. "Village History Reporter 村 史 記 者 ." In Write Your Own 
Village History: a Manual for Participatory Community History 大家來寫村史：民眾參
與式社區史操作手冊 edited by Ban Chen, 86-91. Nantou: Cultural Bureau of Taiwan 

https://culturaltour.e-land.gov.tw/stories_of_taiwan/exhibition_view.asp?id=9
https://khh.travel/zh-tw/event/news/6363/
https://khh.travel/zh-tw/event/news/6363/


26

Fi
el

dw
or

k,
 C

om
pi

la
ti

on
 a

nd
 C

ur
at

in
g:

 A
n 

A
rc

he
ol

og
y 

of
 t

he
 

C
ul

tu
ra

l t
ec

hn
iq

ue
s 

of
 P

la
ce

-M
ak

in
g 

in
 T

ai
w

an

Provincial Government. Nantou: Cultural Bureau of Taiwan Provincial Government.
Lin, Yatin. 2010. "Choreographing a Flexible Taiwan: Cloud Gate Dance Theatre and 

Taiwan's Changing Identity." In The Routledge Dance Studies Reader edited by Jens 
Richard Giersdorf and Yutian Wong, 268-278. London: Routledge.

Lin, Yu-Ru 林玉茹 . 1999. "Knowledge and Society: The Development of Gazetteers in Post-
war Taiwan 知識與社會：戰後臺灣方誌的發展 ." In Proceedings of the Symposium on 
the Evaluation of Taiwan Local Gazetteers and its Future Development over the Past 50 Years 
五十年來臺灣方誌成果評估與未來發展學術研討會論文集 , edited by Hsu Hsueh-
Chi and Yu-Ru Lin, 25-66. Taipei: Preparatory Office of the Institute of Taiwan History, 
Academia Sinica.

Liu, John K. C. and Sheng-Lin Chang 劉 可 強、 張 聖 琳 .2002. "Constructing a Critical 
'Transcultural Local' Design Language: A Review of the Impact of 'Pattern Language' 
on the Design of the I-Lan Performing Arts Center 建立一個批判性的「跨文化的本
土」設計語彙藍本：反省「模式語彙」對宜蘭演藝廳空間設計的衝擊 ." Cities and 
Design 城市與設計學報 , 13/14: 371-394.

Liu, Yun-Fang 劉 蘊 芳 . 1991. When the Avangard Meets the Grassroots—U-Theatre 當 前 衛
遇 上 草 根 —「 優 」 劇 場 . Taiwan Panaroma 台 灣 光 華 雜 誌 : https://www.taiwan-
panorama.com/Articles/Details?Guid=cfa76dbc-2837-460a-bbe7-aac795e16596&CatId=
8&postname=%E7%95%B6%E5%89%8D%E8%A1%9B%E9%81%87%E4%B8%8A%E8
%8D%89%E6%A0%B9%E2%80%94%E2%80%94%E3%80%8C%E5%84%AA%E3%80
%8D%E5%8A%87%E5%A0%B4&srsltid=AfmBOortVhoXw5ppcSMmRZytFfe91fM5OI
4fGuMMNeL6bB9BTf8VSxng (Accessed Aug. 15, 2025) .

Lorenzini, Daniele. 2023. "Foucault, Governmentality, and the Techniques of the Self." In 
Handbook on Governmentality edited by William Walters and Martina Tazzioli, 22-37. 
Edward Elgar Publishing.

Lu, Meng-Fan, 呂 孟 璠 . 2025. "A Review and Reflection on the Collaborative Exhibition 
Projects between the National Taiwan Museum and Indigenous Local Cultural 
Museums over the Years 國立臺灣博物館與原住民族地方文化館歷年合作策展的回
顧與反思 ." Journal of the Taiwan National Museum 國立臺灣博物館學刊 , 78(1): 49-80.

Ministry of Culture. n.d. Who We Are 成立沿革 . Ministry of Culture. https://www.moc.gov.
tw/cp.aspx?n=102 (Accessed Aug. 8, 2025) .

National Development Council. n.d. Policy Origins 政策緣起 . Regional Revitalization 地方
創生 . https://www.twrr.ndc.gov.tw/policyOrigin (Accessed Aug. 2, 2025) .

Ni, Mei-Yuan 倪 美 瑗 . 2008. Siao-Si Streets in Changhua City 彰 化 市 小 西 特 色 街 巷 . 
Changhua County: Changhua County Cultural Affairs Bureau.

Sel, Zehra Gokce, and Gurhan Aktas. 2019. Advertising Events: Content and Semiotic 
Analyses of Cannes Film Festival Posters. Event Management, 23(2): 207-221.

Shih, Chen-Yi 施岑宜 . 2012. "How Can Museums Make Communities Work? A Case Study 
of the Jinguashi Area 博物館如何讓社區動起來 ? 臺灣地方文化館政策中的社區實
踐―以金水地區為例 ." Museology Quarterly 博物館學季刊 , 26(4): 29-39.

Shih, Mei-Ling 石美玲 . 2018. "Discourse Practice and Social Change: A Case Study of 'folk 
songs' of The Collection of Taiwanese Folk Literature during the Japanese Colonial 

https://www.taiwan-panorama.com/Articles/Details?Guid=cfa76dbc-2837-460a-bbe7-aac795e16596&CatId=8&postname=%E7%95%B6%E5%89%8D%E8%A1%9B%E9%81%87%E4%B8%8A%E8%8D%89%E6%A0%B9%E2%80%94%E2%80%94%E3%80%8C%E5%84%AA%E3%80%8D%E5%8A%87%E5%A0%B4&srsltid=AfmBOortVhoXw5ppcSMmRZytFfe91fM5OI4fGuMMNeL6bB9BTf8VSxng
https://www.taiwan-panorama.com/Articles/Details?Guid=cfa76dbc-2837-460a-bbe7-aac795e16596&CatId=8&postname=%E7%95%B6%E5%89%8D%E8%A1%9B%E9%81%87%E4%B8%8A%E8%8D%89%E6%A0%B9%E2%80%94%E2%80%94%E3%80%8C%E5%84%AA%E3%80%8D%E5%8A%87%E5%A0%B4&srsltid=AfmBOortVhoXw5ppcSMmRZytFfe91fM5OI4fGuMMNeL6bB9BTf8VSxng
https://www.taiwan-panorama.com/Articles/Details?Guid=cfa76dbc-2837-460a-bbe7-aac795e16596&CatId=8&postname=%E7%95%B6%E5%89%8D%E8%A1%9B%E9%81%87%E4%B8%8A%E8%8D%89%E6%A0%B9%E2%80%94%E2%80%94%E3%80%8C%E5%84%AA%E3%80%8D%E5%8A%87%E5%A0%B4&srsltid=AfmBOortVhoXw5ppcSMmRZytFfe91fM5OI4fGuMMNeL6bB9BTf8VSxng
https://www.taiwan-panorama.com/Articles/Details?Guid=cfa76dbc-2837-460a-bbe7-aac795e16596&CatId=8&postname=%E7%95%B6%E5%89%8D%E8%A1%9B%E9%81%87%E4%B8%8A%E8%8D%89%E6%A0%B9%E2%80%94%E2%80%94%E3%80%8C%E5%84%AA%E3%80%8D%E5%8A%87%E5%A0%B4&srsltid=AfmBOortVhoXw5ppcSMmRZytFfe91fM5OI4fGuMMNeL6bB9BTf8VSxng
https://www.taiwan-panorama.com/Articles/Details?Guid=cfa76dbc-2837-460a-bbe7-aac795e16596&CatId=8&postname=%E7%95%B6%E5%89%8D%E8%A1%9B%E9%81%87%E4%B8%8A%E8%8D%89%E6%A0%B9%E2%80%94%E2%80%94%E3%80%8C%E5%84%AA%E3%80%8D%E5%8A%87%E5%A0%B4&srsltid=AfmBOortVhoXw5ppcSMmRZytFfe91fM5OI4fGuMMNeL6bB9BTf8VSxng
https://www.taiwan-panorama.com/Articles/Details?Guid=cfa76dbc-2837-460a-bbe7-aac795e16596&CatId=8&postname=%E7%95%B6%E5%89%8D%E8%A1%9B%E9%81%87%E4%B8%8A%E8%8D%89%E6%A0%B9%E2%80%94%E2%80%94%E3%80%8C%E5%84%AA%E3%80%8D%E5%8A%87%E5%A0%B4&srsltid=AfmBOortVhoXw5ppcSMmRZytFfe91fM5OI4fGuMMNeL6bB9BTf8VSxng
https://www.moc.gov.tw/cp.aspx?n=102
https://www.moc.gov.tw/cp.aspx?n=102
https://www.twrr.ndc.gov.tw/policyOrigin


27

Culture: Policy, Management, and Entrepreneurship, 2026.

Period 話語實踐與社會變遷：以日治時期《臺灣民間文學集》「民歌」為例 . 
Journal of the Chinese Department, National Chung Hsing University 興 大 中 文 學 報 , 3: 
223-275.

Siao-Si Cultural Association 小 西 文 化 協 會 . 2022. The Centris-old Ritual of Embroidery 
Ball Throwing 百年古禮文化體驗—拋繡球 . Kao-Bin Pavilion 高賓閣 . https://reurl.
cc/5RRDoR (Accessed Aug. 15, 2025) .

Tsai, Yi-Yi and Ching-Huey Hwang 蔡 怡 怡、 黃 靖 惠 . 2013. "Local Cultural Museums' 
Participation in Festivals and the Connection with Local Awareness: A Case Study 
of Pingxi 類博物館的地方文化館參與節慶與地方意識之連結―以平溪為例 ." 
Museology Quarterly 博物館學季刊 , 27(1): 5-32.

Wang, Chih-Hung and Yu-Ting Kao. 2017. "Re-assembling the Memorial Landscape: The 
Politics of Walking Tours in Taipei." International Journal of Heritage Studies, 23(10): 1002-
1016.

Wang, Chih-Hung 王 志 弘 . 2005. "Place Images, Locality Meanings, and Regimes of 
Representation 地方意象、地域意義與再現體制：1990 年代以降的文山地區 ." 
Taiwan: A Radical Quarterly in Social Studies 台灣社會研究季刊 , 58: 135-188.

Wang, Chih-Hung 王 志 弘 . 2024. "Tensions and Potentials in the Infrastructuring of 
Cultural Governance with Local Performances as Examples 文化治理基礎設施化的
張力與潛能 : 以地方展演為例 ." Culture: Policy, Management& Entrepreneurship 文化：
政策．管理．新創 , 3(2): 37-62.

Wang, Chih-Hung 王志弘 . 2003. "The Cultural Governance of Taipei City, 1967-2002 台北
市文化治理的性質與轉變 , 1967-2002." Taiwan: A Radical Quarterly in Social Studies 台
灣社會研究季刊 , 2: 121-186.

Wang, Li-Jung 王俐容 . 2005. "Economic Discourse in Cultural Policy: From Elite Culture 
to Cultural Economy 文化政策中的經濟論述：從菁英文化到文化經濟？ " Router: A 
Journal of Cultural Studies 文化研究 , 1: 169-195.

Wang, Shiou-Fen 王秀芬 . 1995. "Adding Culture to the Chinese Literature Class by Asking 
Students to Connect with Locality through Fieldwork on Folk Materials 實踐學院國
文課「動手做」添加文化色彩：以民俗文物田野調查論文方式結合學生專業及地
域特性 ." Central Daily 中央日報 , March 3, 1995.

Wang, Ssu-Han, Chien-Kuo Chiang, Bo-Rui Chiang, Yu-Chung Li, Sheng-Lun Xu, Ji-Hua 
Cheng, Jin-Nan Cheng, Hou-Sen Chu, Wei-Chen Chang, Qiong-Ji Zeng and Yu-Lin 
Zh 王 思 涵 等 . 2000. "A Story of Space Participatory Writing of Spatial Scenarios: 
Shophouse Reconstructionin Kuo-Hsin Township after the 921 Earthquake 空 間 的
故事：參與式空間劇本寫作－以 921 地震災後國姓老街家屋重建為例 ." Cities and 
Design 城市與設計學報 , 11/12: 295-312.

Whatmore, Sarah. 2006. "Materialist Returns: Practising Cultural Geography in and for a 
More-than-human world." Cultural Geographies, 13(4): 600-609.

Wong, Ju-joan and Mei-Lin Lin 翁 註 重、 林 美 玲 . 2008. "Looking for the Image of 
Modernization: The MIT (Made in Taiwan) Movement and Construction of National 
Image of Taiwan in the 1980s 尋找現代化的樣子―1980 年代 MIT(Made in Taiwan)
運動與國家形象建構 ." Cities and Design 城市與設計學報 , 3(19): 91-124.

https://reurl.cc/5RRDoR
https://reurl.cc/5RRDoR


28

Fi
el

dw
or

k,
 C

om
pi

la
ti

on
 a

nd
 C

ur
at

in
g:

 A
n 

A
rc

he
ol

og
y 

of
 t

he
 

C
ul

tu
ra

l t
ec

hn
iq

ue
s 

of
 P

la
ce

-M
ak

in
g 

in
 T

ai
w

an

Wu, Ching-Yi 吳 靜 宜 . 2018. "Relationships Among Sense of Community, Community 
Participation and Local Museum: Example of the Taishan Doll Museum 論 地 方 文
化館與社區意識和社區參與的關聯—以泰山娃娃產業文化館為例 ." Museology 
Quarterly 博物館學季刊 , 32(4): 23-43.

Yeh, Ken-Chuan 葉根泉 . 2013. "Exploratory of Taiwan Modern Theatre’s Body Technology 
as Self-Cultivation Practice from 70's to 90's 試探七Ｏ至九Ｏ年代臺灣現代劇場的身
體技術做為一種實踐 ." Taipei Theatre Journal 戲劇學刊 , 18:7-49.

Yigitcanlar, Tan, Mirko Guaralda, Manuela Taboada and Surabhi Pancholi. 2018. "Place 
Making for Knowledge Generation and Innovation: Planning and Branding Brisbane's 
Knowledge Community Precincts." In Urban Knowledge and Innovation Spaces edited by 
Tan Yigitcanlar and Melih Bulu, 115-146. London: Routledge.

Zitcer, Andrew. 2020. "Making up Creative Placemaking." Journal of Planning Education and 
Research, 40(3): 278-288.


