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EDITORIAL

H eadgear is more than an object worn on the head. It embodies
a society’s aesthetic sensibilities, social norms, identity, and
memory—it is a ‘worn culture’ and a living heritage transmitted across
generations. This issue explores the meanings and values of intangible
cultural heritage as expressed through headgear.

In the Republic of Korea, the gat represents the timeless elegance and

refined spirit of the traditional gentleman. In Vietnam, the conical hat

COVETR STORY has evolved from an everyday object into a cultural symbol reflecting
Primarily worn in Southeast Asian countries
including Vietnam, this hat is crafted from materials
such as rattan, bamboo, and palm leaves to provide kalpak carries traditional knowledge and skills that connect generations
protection from both sun and rain. Featuring a

dome or conical shape, it was traditionally used by . . . . .
farmers and fishermen. In recent years, however, it becomes living heritage through the practices of making, wearing, and

community life and identity. In Kyrgyzstan, the craftsmanship of the ak-
and sustain shared values. In each case, headgear goes beyond form; it

has become a popular everyday accessory for many meaning—making.
and is highly regarded as a sought-after souvenir

with various designs being developed for tourists. This perspective raises broader questions about how intangible cultural

heritage should be understood and sustained. At MONDIACULT 2025,

intangible cultural heritage was discussed not as a separate sector but as

ICH Courier

Intangible Cultural Heritage Courier of . . . . . .
Asia and the Pacific climate action, and digital transformation. The emphasis shifted from

a connective thread across policy areas such as cultural rights, education,

safeguarding as an end in itself to governance frameworks grounded in
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ICHCAP participation, equity, and sustainability.
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Headgear is more than an object worn on the head. It embodies a society’s aesthetic
sensibilities, social norms, identity, and memory—it is a ‘worn culture’ and a living
heritage transmitted across generations. This issue explores the meanings and values
of intangible cultural heritage as expressed through headgear.
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The Gat:

Gentlemen

h

Jang Kyung-hee

Professor, Hanseo University, Republic of Korea

n carly February 2026, during the Lunar New Year (Scollal),
I visited Gyeongbokgung Palace with my family. Stepping
through the gates, I was struck by a profound sense of
temporal displacement; it felt less like modern Seoul and more
like a deliberate journey back into the Joseon Dynasty. The
immersion was driven by a striking sight: a vast majority of
the crowd was adorned in Hanbok, topped with the Gat, the
traditional Korean black-brimmed hat.
Historically, the Gat was the quintessential headwear of
the Joseon Seonbi (scholars). Yet, fueled by the global ascent
of K-pop and K-drama, this hat has transcended its dynastic

origins to become a definitive symbol of modern Korea and its

people.

The 21st-Century Renaissance: From K-Pop to
the Vatican

The global obsession with the Gat reached new heights in
2025 with the release of the fantasy animation K-Pop Demon
Hunters. Audiences worldwide were captivated by the “Saja

Boys” and their stylized Gat, sparking a viral fascination. This

Timeless Elegance of the Korean

pop-culture moment even cast a new light on the statue of St.
Andrew Kim Dae-geon at St. Peter’s Basilica in the Vatican.
Because the Saint’s traditional hat mirrored those worn by the
Saja Boys, the Basilica became a pilgrimage site and a must-visit
photo op for fans, leading to unprecedented crowds.

Meanwhile, at the 2019 A/W London Fashion Week Men’s,
Joseon-style hats made a notable appearance in British designer
Edward Crutchley’s collection. The designer expressed his
admiration for the Gat, citing its ‘simple, lightweight, yet
powerful silhouette’ as a pinnacle of aesthetic beauty. The
Netflix zombie sensation Kingdom (2019) further captivated
global audiences, establishing the Gat as a definitive symbol of
Korea. As the series expanded into four installments, viewers
worldwide have found themselves thoroughly enchanted by
the elegance of Korean hats.

The world’s sudden gaze upon Korean millinery is, in fact,
a historical echo. Over a century ago, Western travelers were
equally mesmerized. In Deux Voyages en Corée, Charles
Varat remarked, “The fashion of Korean hats is something

Parisians absolutely need to know.” Henri Galley also noted
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Crafting the Gat-crown with horsehair © Korea Heritage Service

with astonishment: “It is impossible to list all the forms of
Korean hats. They are so diverse they seem to number four
thousand.” Even then, while hats were a staple of Western
fashion, the unique architecture of the Joseon Gat stood apart

as something truly extraordinary.

Into the 'Nation of Hats'

In the Joseon Dynasty, where Confucianism was the bedrock
of the state, an adult male was rarely seen without a hat unless
he was sleeping. To appear barcheaded was a breach of Ye
(Confucian etiquette). Consequently, the state codified a
sophisticated system of dress: specific hats were mandated by
rank, occasion, and location. There were distinct crowns for
royal coronations, ancestral rites, outdoor excursions, indoor
study, and even specialized gear for the bitter winter.

Among these, the Gat was the scholar’s favorite. When
paired with white robes, the silhouctte of a man in a black
Gat was said to resemble a crane, symbolizing nobility and
intellectual purity.

The Gat consists of a rounded crown called the Daewu
and a wide brim known as the Yangtae. Each part requires
specific materials and specialized craftsmen The Daewu, or
the crown, is woven from horschair by a master known as the
Chongmojajang. Meanwhile, the Yangtae, the brim of the
hat, is crafted from fine bamboo splints by the Yangtacjang,
These components are brought together by the Ipjajang (the
master hat-maker). The Ipjajang completes the Gat by covering
the surfaces of the crown and brim with silk thread or cloth,
followed by multiple layers of ink and black lacquer to achieve
its iconic finish.

While the Gat achieved a level of standardization through

Meticulous process of making a Gat © Korea Heritage Service

centuries of refinement, the Joscon scholars, despite their
penchant for frugality, were incredibly sensitive to its
aesthetics. Over 500 years, the height of the crown and the
width of the brim ebbed and flowed with the fashions of the
era. The beauty was in the details: a slight curve (teujip) in the
flat brim, a lacquer so deep it appeared transparent, or subtle
floral patterns hidden within the lining—an expression of
sconbi aesthetics that favored understated, hidden beauty over
overt opulence.

The Gat, which defined Korean style for half a millennium,
remains a vital part of our identity in the 21st century. The
ancient techniques of working with horsehair, bamboo, and
lacquer are not lost; they are preserved as intangible cultural
heritage, kept alive by the steady hands of contemporary
masters of the Chongmojajang, Yangtacjang, and Ipjajang
traditions.

Today, we see the Gat not just on the protagonists of global
streaming hits, but on the heads of ordinary Koreans walking
through ancient palaces on holidays. It remains an indelible mark
of our history and culture, an icon that I believe will continue to

be etched into the collective memory of the world. 1cH
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Drying material, keé leaves (Gia Lai province) © Department of Cultural Heritage

Le Thi Thu Hien

Director-General, Department of Cultural Heritage, Viet Nam

he field of intangible cultural heritage in Viet Nam has
T been codified with a comprehensive legal system, from
the Law on Cultural Heritage to the guiding Decrees
and Circulars for implementation. In 2005, Viet Nam joined
the UNESCO 2003 Convention for the Safeguarding of the
Intangible Cultural Heritage (UNESCO 2003 Convention).

Since then, the spirit of this Convention has been strongly

" Vietnamese Conical Hat:
From Everyday Object to
_Intangible Cultural Heritage

institutionalized into Viet Nam’s policy system, through the
Law on Cultural Heritage (in 2001, the Law amending and
supplementing a number of articles of the Law on Cultural
Heritage in 2009, and the Law on Cultural Heritage in 2024)
and the system of sub-law documents, programs, projects,
and plans for inventorying, safeguarding, and promoting the

values of cultural heritage. In that context, the journey of the
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Drying material, palm leaves (Phu Tho province)
© Department of Cultural Heritage

conical hat - from a simple daily-life object to becoming a
inscribed intangible cultural heritage - is a vivid testament to
the efforts to safeguard and honor national cultural identity.

The UNESCO 2003 Convention emphasizes the
importance of safeguarding practices, folklore knowledge,
and traditional techniques and skills. Applying this spirit,
according to the provisions of the Law on Cultural Heritage,
Viet Nam has established the National List of Intangible
Cultural Heritage - an important legal tool for identification,
evaluation, and having specific safeguarding plans.

The Vietnamese conical hat is such a characteristic and
familiar image that it has become a part of the collective
consciousness of the vast community across the entire country
of Viet Nam. From the rice fields of the North to the boat
ferries of Hué, from the dikes to the cities, the conical hat has
accompanied the Vietnamese people for hundreds of years of
history, becoming an essential item, a cultural symbol full of
aesthetics and philosophy. However, in contemporary society

with the pace of urbanization and changes in production

Drying leaves over charcoal (Gia Lai province)
© Department of Cultural Heritage

methods and lifestyles, the “everyday” status of the conical
hat is gradually shrinking. It risks being pushed from the
daily living space into the space of memory, theatrical
performances, or simply a souvenir for tourists. This decline
is not merely about the reduction in its functional use, but
more deeply, it could lead to the risk of a rupture in the chain
of knowledge, craft skills, and the cultural practices associated
with it.

To date, Viet Nam has inscribed three elements closely
related to the conical hat on the National List of Intangible
Cultural Heritage, affirming the values and cultural diversity
of these elements across all regions of the country, specifically:
The Sai Nga conical hat making craft (Pht Tho province), The
making craft of the two-rimmed conical hat of the Tay people
(Tuyén Quang province), and The Phit Gia horse conical hat
stitching craft (Gia Lai province).

The conical hat is not merely a physical product, but first
and foremost, a complex body of ecological and technical

knowledge accumulated over hundreds of years. The artisan
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Phu Gia conical hat (Gia Lai province) © Department of Cultural Heritage

who makes the conical hat possesses not only the skills of
weaving and sewing but also the entire knowledge of materials
(selecting leaves, plants, fibers suitable for each ecological
region; techniques for processing, preserving), tools, and the
manufacturing process. The hat-making technique requires
dexterity and years of experience, demonstrated through the
creation of “perfect” products (stitches are even and straight,
the hat’s shape is round, patterns are sophisticated). Some
places also have a specialized division of labor stages within
the community. The characteristic method of transmitting
the craft is mainly through oral instruction, passing on know-
how, “hand-holding and guiding” within the family and
craft village spaces (“mother passes to child,” “grandmother
passes to grandchild”). This is a process of transmitting tacit
knowledge, combining skills, experience, and individual
styles. The hats contain aesthetic and creative values of each
individual and community, expressed through shaping, leaf
arrangement, with shapes and patterns carrying symbolic
meanings (hexagon, four sacred animals, four noble plants,
animal and plant figures...), reflecting the worldview and
aesthetic sense, imbued with the community’s cultural

identity.

The conical hat is associated with the social practices,
rituals, and beliefs of the cultural bearer communities. The
conical hat is not only for sun and rain protection but is also
an item of high symbolic value, linked to social status (horse
hat for mandarins), gender, and lifecycle (bridal hat, token
of love, symbol of fertility). The conical hat can be an item
in marriage (as dowry, a token of trust), in festivals (contest
item, offering to the Village Guardian Deity), and in spiritual
life (associated with legends, national heroes). The hat-
making craft has formed specific community activity spaces
such as specialized markets (places for trading, socializing,
exchanging experiences), or craft village competitions, thereby
strengthening community bonds and identity.

The hat-making craft is organically and sustainably linked
to the natural environment. Each hat-making craft relies on
specific local raw materials (palm leaves from midland region,
ke leaves from Binh Dinh province (now is Gia Lai province),
bamboo from mountainous area). The craft’s existence
demonstrates the community’s adaptation, understanding,
and sustainable exploitation of natural resources. The practice
of hat-making shapes characteristic cultural-social spaces,

creating craft village landscapes with images of multiple
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Pressing leaves flat (Gia Lai province) © Department of Cultural Heritage

generations working together at home. It is a living space
where labor, transmission, socializing, and nurturing values
(diligence, dexterity, mutual support) occur in parallel. The
hat-making craft is also a livelihood for the community,
providing on-site employment, utilizing free time between
crops, and generating supplementary or primary income for
hundreds of houscholds, especially for women, contributing
to poverty reduction and rural social stability.

The hat-making craft of communities constantly adapts to
survive. The heritage has been and is undergoing challenges
such as pressure from market mechanisms (competition with
industrial products), changes in lifestyle (less favored), and
the risk of artisan decline (the younger generation shows little
interest, esoteric knowledge may be lost). However, heritage
is always dynamic, demonstrated by changes in materials
(from natural fibers to industrial fibers), tool improvements,
diversification of product designs and functions (from utility
items to souvenirs, decorations) to meet new market demands.
The element receives attention through institutionalization

and support via inscription and safeguarding policies, brand

Material frading (Phu Tho province) © Department of Cultural Heritage

building (OCOP products). The element is also creatively
connected with activities such as tourism (experiential
activities), media, becoming a resource for sustainable
economic, cultural, and social development, a foundation
and space for creating cultural values and developing cultural
industries.

The Vietnamese conical hat, through its journey from
an everyday object to intangible cultural heritage, has
demonstrated a proactive and comprehensive safeguarding
approach, in line with the spirit of the 2003 Convention
and the Law on Cultural Heritage. Safeguarding The Sai
Nga conical hat making craft, The two-rimmed conical
hat making craft of the Tay people, and The Phu Gia horse
conical hat stitching craft is not just about preserving craft
techniques, but also about protecting a part of the soul,
history, and creativity of local communities. It is about
keeping element not as a static memory in a museum, but as
a living entity, continuing to be written by generations today

and in the future. ICH
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Sabira Soltongeldieva
Secretary-General, National Commission of the Kyrgyz Republic for UNESCO

When asked about one’s homeland, very vivid and
recognizable images and symbols pop up in one’s memory. It
can be certain places, people, clothing, a folk song, or some
rituals. When asked about Kyrgyzstan, one of the first things
that come to my mind is the ak-kalpak, the traditional men’s
headdress of the Kyrgyz people.

When abroad, surrounded by countless faces and cultures,

sometimes it is cnough to notice the white felt silhouette

with its distinctive black embroidery to instantly feel an inner
connection to home. The image of ak-kalpak is unmistakable;
it immediately signals that a fellow Kyrgyz is nearby.

For me, the ak-kalpak is not only a national symbol but
also a personal memory. I recall my grandfather, who always
wore it with particular dignity and care. He never allowed it
to be treated disrespectfully and often repeated: “Losing your
kalpak is tantamount to losing your head.” My grandfather’s
words embody an entire philosophy, which showcases the

respect for oneself, for one’s roots, and for ancestral traditions.
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Ak-kalpak, a symbol of Kyrgyz identity,National Commission of the
Kyrgyz Republic for UNESCO © National Commission of the Kyrgyz
Republic for UNESCO

The ak-kalpak has never been merely an item of clothing; it

embodies honor and inner strength.

Traditional Craftsmanship as a Complex System
of Knowledge

Ak-kalpak craftsmanship represents a complex, multi-layered
body of traditional knowledge and skills accumulated over
centuries. It encompasses not only the technique of felting
wool or embroidery, but also a deep understanding of
symbolism, proportions, regional distinctions, and the social
significance of the headdress.

The traditional process includes several stages: felting
sheep’s wool, cutting and sewing together four felt pieces,
shaping the characteristic conical form with brims that
are folded upward, and finally embroidering the ak-kalpak
with ornamental patterns. Each stage requires experience,
patience, and precision. The felt must be dense enough to
hold its shape and protect against the cold, yet light and
breathable to ensure comfort in warmer weather.

There are more than eighty varieties of ak-kalpak, differing
in shape, proportions, height, type of ornament, and
regional features. Despite this diversity, all share a common
artistic language and canon. The ornamentation is never
accidental: every curl, line, and color detail carries sacred
meaning. The patterns reflect ideas about the structure of

the world, kinship ties, protection, and well-being.

Former Director-General of UNESCO, Audrey Azoulay, awarding the ak-

kalpak inscription certificate to community representative © National
Commission of the Kyrgyz Republic for UNESCO

Women Artisans: Guardians of Knowledge
While the ak-kalpak is exclusively a men’s headdress, it is
created by women. Women artisans are the primary bearers
of the skills associated with making the ak-kalpak. They
preserve, develop, and transmit the knowledge of ak-kalpak
making from generation to generation.

These skills are passed on primarily through oral
instruction and hands-on practice, from master craftswoman
to apprentice. Training takes place in workshops where
experienced artisans demonstrate every stage of production:
felting, cutting, sewing, and embroidering. Working
together in the workshop extends far beyond technical
instruction. It is accompanied by songs, blessings, and stories
about ancestors and the meanings of patterns. In this way,
the workshop becomes a living space of cultural memory:
women do not simply create a headdress, they reproduce
and transmit a complete system of values and traditional
worldview.

Today, knowledge of ak-kalpak craftsmanship is
transmitted not only within families and workshops but
also through formal education. Vocational schools and
craft-oriented colleges teach young people felting, cutting,
and embroidery techniques. In general schools, labor classes
and art studios introduce children to the symbolism and
proper etiquette of wearing the ak-kalpak. Regular master
classes and gatherings of craftswomen provide opportunities
to discuss traditional wool-processing methods, embroidery

techniques, and ornamental features. These activities
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Craftswoman in the process of making ak-kalpak
© National Commission of the Kyrgyz Republic for UNESCO

strengthen the professional community and help maintain
high standards of quality.

Elders also play a special role in transmitting knowledge
about the meaning and proper wearing of the ak-kalpak.
They cultivate a respectful attitude toward the symbol and
explain its moral foundations, passing on a culture of care and
reverence for tradition.

The craft also holds significant socio-economic importance.
For many women, making ak-kalpaks becomes not only
a calling but also a source of income and self-realization.
In contemporary conditions, it creates employment
opportunities, strengthens local communities, and supports

economic sustainability.

The Symbolism of the Ak-Kalpak

Men wearing the ak-kalpak emphasize that it is far more
than a hat. Its silhouette resembles a snow-capped mountain
peak. It is a symbol that has lived in Kyrgyz consciousness for
centuries, as Kyrgyzstan is a land of mountains. The four sides
of the kalpak represent the four elements such as the air, water,
fire, and earth, which are united in a harmonious whole.
The four lines of edging symbolize the path of life, while the
tassel at the crown signifies the continuation of lineage and
remembrance of ancestors. The ornament, like the branches
of a family tree, tells of ancestral lines and the interconnection

of past and present.

Aidai Asangulova, a craftswoman who has devoted her life fo safeguarding
traditional knowledge and practices related to Kyrgyz traditional clothing
© National Commission of the Kyrgyz Republic for UNESCO

The ak-kalpak functions as a language without words. It is a
means of traditional nonverbal communication. By its shape
and patterns, one can discern a person’s region of origin, age,
and social status. Each piece is unique, often reflecting the
character and life circumstances of its future wearer, creating
an invisible bond between craftswoman and owner. This
connection is subtle and profound, grounded in respect and
mutual understanding: in the hands of artisans, the memory
of generations comes alive, and every embroidered line carries
ancestral wisdom.

The ak-kalpak has always been treated with special
reverence. It must not be thrown on the ground, used in
play, or handled carelessly. One does not give away one’s own
kalpak; it may only be passed down through inheritance. It is
believed to protect its wearer from misfortune and the evil eye.
In the Kyrgyz language, the word ak means not only “white”
but also “pure,” “sacred,” and “righteous.” The white color
symbolizes generational continuity: the father’s ak-kalpak
resonates with the mother’s traditional headdress, the elechek,

forming a unified image of familial succession.

A Heritage that Unites Society

The ak-kalpak possesses a strong integrative nature. It unites
men of different generations and social groups, as well as the
women artisans who create this symbol. It fosters a shared

sense of belonging to a common cultural space.
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In contemporary practice, an element of inclusivity is also
evident: representatives of other ethnic groups wear the ak-
kalpak during holidays or times of mourning, expressing
respect and solidarity. Thus, a symbol originally linked to
national identity becomes a bridge for intercultural dialogue.

In modern life, the ak-kalpak remains relevant and widely
recognized. It forms part of the ceremonial attire of Kyrgyz
citizens at official events. National sports teams compete
internationally wearing uniforms that include the ak-kalpak,
making Kyrgyz identity visible worldwide. The tradition of
honoring public officials with an ak-kalpak has become part
of state protocol. This gesture symbolizes the trust of the
people and serves as a reminder of the responsibility to serve

society with honesty and wisdom.

A Great Guardian of Kyrgyz Heritage

While this article was being written, Ms. Aidai Asangulova,
a talented craftswoman passed away in the prime of her
life. Her departure left a deep void in the hearts of all who
cherish Kyrgyz cultural heritage. For many years, Aidai was
a key partner of the National Commission of the Kyrgyz
Republic for UNESCO in safeguarding and promoting
intangible cultural heritage. She inspired, mentored, and
shared knowledge passed down through generations. In her
short but remarkable life, she made an invaluable contribution
to preserving and popularizing Kyrgyz craftsmanship and
initiated numerous nominations to the UNESCO Lists,
including the nomination related to the ak-kalpak.

This article is dedicated to her memory. Aidai Asangulova

will remain a great guardian of Kyrgyz cultural heritage,
whose light and creativity will continue to inspire all who
value the craft, culture, and history of their people. Aidai’s
name literally means “like a moon”. Indeed, Aidai has
been like a moon in a night sky for many cultural heritage

practitioners.

Ak-Kalpak: Living Heritage

Aidai has done so much to safeguard ak-kalpak. So did
countless generations of her foremothers before her. Because
of women like her, the ak-kalpak remains a living heritage
of Kyrgyz culture, continuing to evolve and inspire new
generations. Its forms and patterns carefully preserve ancestral
traditions while remaining open to the modern world: new
colors and interpretations emerge, yet remain faithful to the
spirit and symbolism of the people.

This headdress is a memory of ancestors, a sign of dignity,
and a symbol of unity and generational continuity. In its
whiteness lies purity of intention; in its form, the mountains
of the homeland; and in each ornament, the breath of history
and the memory of those who safeguarded and transmitted
this knowledge.

As long as the knowledge and skills of making ak-kalpak
are passed from people to people, from craftswoman to
apprentice, from generation to generation, the connection
between times remains alive, the cultural soul of Kyrgyzstan
endures, and the story of a people who honor their roots and

preserve their heritage for future generations continues. I1CH

Kyrgyzstan landscape © Clipartkorea
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Kamani Samarasinghe

" Sri Lankan String Puppetry:
Safeguarding a UNESCO-Inscribed
_}]I@rimg@ through Digital Engagement

Senior Lecturer, University of the Visual & Performing Arts, Sri Lanka

raditional string puppet drama (Rikada Natya) of

Sri Lanka, inscribed on the Representative List of

the Intangible Cultural Heritage of Humanity by
UNESCO in 2018, represents a distinctive and vibrant form
of traditional performance art (UNESCO, n.d.). It is a type
of drama performed using string puppets and this heritage
embodies a rich combination of storytelling, craftsmanship,
music, and performative expression, reflecting the cultural
identity and historical continuity of Sri Lankan communities
(NLDSB, 2017). As an element of intangible cultural
heritage, string puppetry encompasses not only the physical
puppets, but also the knowledge systems, skills, and cultural
meanings transmitted across generations. Historically, string
puppetry has functioned as a medium of entertainment,
education, and social commentary. Performances often depict
folklore, historical narratives, and moral themes, serving as
a means of cultural communication within communities.
The craft involves intricate techniques of puppet-making,
manipulation, voice modulation, and stage presentation, all
of which require years of training and experiential learning,
Traditionally, these skills have been passed down within
families, sustaining a lineage-based system of knowledge
transmission. Despite its cultural significance, Sri Lankan
string puppetry faces a range of contemporary challenges.
Rapid socio-cultural changes, the influence of modern
entertainment media, and the limited economic viability
of traditional arts have contributed to a decline in both
practitioners and audiences. Younger generations often
have fewer opportunities or incentives to engage with
such traditions, leading to concerns about the long-term
sustainability of this art form. In this context, safeguarding
efforts must not only preserve existing knowledge but also

adapt to changing social and technological environments.

In response to these challenges, the Tagore Center
for Creative Inquiry and the Centre for Conceptual
Anthropology of the University of the Visual & Performing
Arts organized an online session on traditional string
puppetry, held in parallel with World Puppetry Day. This
initiative aimed to raise awareness, facilitate knowledge
sharing, and explore new modes of engagement through
digital platforms. By situating the session within a global
observance, the organizers also highlighted the relevance of
Sri Lankan puppetry within broader international cultural
discourse.

The session was conducted by Gamwary Indika Gamini,
a highly experienced traditional puppeteer who represents
a distinguished lineage in Sri Lankan string puppetry.
Having been trained from a young age under the guidance
of his father, Gamwary Premin—a recipient of the Kala
Keerthi title he continues a family tradition that traces
back to his grandfather, Master Podisirina, a key figure in
the development of this art form in Sri Lanka. Through his
work, Indika Gamini exemplifies the continuity of intangible
cultural heritage through lived practice and intergenerational
transmission. Over the years, he has performed extensively
across Sri Lanka and internationally, representing the country
at cultural festivals in Germany, Thailand, Dubai, India, and
China. His contributions extend beyond performance to
include community engagement and social outreach. Notably,
he has conducted performances in post-tsunami affected
areas and in regions such as Vavuniya following the civil
conflict, demonstrating the role of traditional arts in healing,
education, and community resilience. He is also the founder
of the Ambalangoda Puppet Theatre Festival, which serves as
an important platform for the promotion and continuity of

puppetry traditions.
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The online session provided participants with valuable
insights into the historical development, performance
techniques, and cultural significance of string puppetry.
It also addressed contemporary challenges faced by
practitioners, including issues of sustainability, transmission,
and audience engagement. Importantly, the use of a digital
platform enabled broader participation, particularly among
students and younger audiences who may not otherwise have
direct access to such traditions. This highlights the potential
of digital technologies as tools for expanding the reach and
relevance of intangible cultural heritage. Such initiatives
illustrate the evolving nature of heritage safeguarding in
the contemporary world. While traditional methods of
transmission such as apprenticeship and community-based
learning remain essential, they can be complemented by
innovative approaches that utilize digital media and virtual
platforms. These methods can enhance documentation,
accessibility, and educational outreach, thereby supporting
the continuity of cultural practices in new contexts.

Furthermore, the safeguarding of Sri Lankan string
puppetry aligns with broader global frameworks such as
the Sustainable Development Goals (SDGs). It contributes
to quality education by promoting cultural knowledge and
creative learning, supports decent work by sustaining the
livelihoods of traditional artists, and strengthens sustainable
communities by preserving cultural identity and diversity.
In this sense, intangible cultural heritage plays a vital role in
fostering socially sustainable development.

The initiative undertaken by the University of the Visual

& Performing Arts reflects a growing recognition of the

© Kamani Samarasinghe

need to integrate heritage preservation with contemporary
innovation. By creating a space for dialogue between
practitioners, academics, and students, the session not only
facilitated knowledge exchange but also encouraged critical
reflection on the future of traditional arts. It demonstrates how
institutions of higher education can actively contribute to the
safeguarding of intangible cultural heritage through research,
education, and community engagement. In conclusion,
Sri Lankan string puppetry remains a significant cultural
practice that embodies both artistic excellence and social
value. While it faces ongoing challenges in a rapidly changing
world, initiatives such as digital awareness sessions provide
meaningful pathways for its preservation and revitalization.
By bridging tradition and technology, such efforts ensure
that this unique heritage continues to thrive, inspiring future

generations while maintaining its cultural integrity. ICH
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Intangible Cultural Heritage in
MONDIACUET 2025:

Toward an Integrated Cultural Policy
Framework?

Seo Jinyoung
Programme Specialist, ICHCAP

hen UNESCO convened the World Conference

on Cultural Policies and Sustainable

Development— MONDIACULT 2025—
in Barcelona, Spain (29 September-1 October 2025),
culture was not treated as a ‘luxury’ or an ‘added value’ to
development, but as a political arena where rights, resources,
technology, climate action, education, and peacebuilding
intersect. Bringing together ministers of culture,
policymakers, academics, civil society representatives, and
youth leaders, the conference aimed to redefine the role
of culture within global development governance. The
conference culminated in an official Outcome Document
that reaffirms MONDAICULT 2022 Declaration and
frames culture as a global public good and positions cultural
policy as a core instrument for building more just, inclusive,
peaceful, and sustainable socicties.

Within that broad agenda, intangible cultural heritage
(ICH) appears less as a separate ‘heritage sector’ and more as
a connective tissue running through multiple policy debates.
In other words, MONDIACULT did not ask only, “How
do we safeguard heritage?” It asked a sharper question:
“What kind of governance makes living culture viable—
fairly, sustainably, and with dignity—under compounding
global pressures?” That shift in framing is significant for the
ICH field because it moves safeguarding away from event-
based visibility and toward structural policy conditions:
participation, equity, inter-ministerial coordination, ethical
data governance, and investment models that recognize

long-term public value.

From Safeguarding to ‘Cultural Rights’: ICH
as Lived Citizenship
A defining discourse at MONDIACULT 2025 is the

repositioning of cultural rights as human rights. The

Outcome Document explicitly recognizes the right to
participate in cultural life, artistic freedom, and the
protection of cultural and linguistic diversity as integral to
human dignity and democratic governance.

For the ICH field, this framing has profound implications
because safeguarding has often been interpreted as
documentation, listing, and promotion—important tools,
but insufficient if communities cannot actually shape
decisions that affect their heritage. MONDIACULTs
emphasis on inclusive governance offers a policy mandate to
redesign safeguarding so that bearers and practitioners are
not treated as ‘beneficiaries’ but as co-designers of cultural
policy. This is where ‘meaningful participation’ becomes
more than a slogan. It becomes a governance requirement:
policies must enable communities—including minorities,
Indigenous Peoples, migrants, and other marginalized
groups—to co-design the rules, not simply comply with
them.

In MONDIACULT’s broader language, cultural rights
also connect to democratic resilience. The message is not
that culture decorates democracy, but that it constitutes
democratic life: the ability to express, contest, remember,
and imagine together. For ICH, this is an invitation to
treat safeguarding as civic infrastructure—something that

protects social trust and dignity, not only ‘tradition.’

Education as Transmission Infrastructure:
Living Rractices through Formal and Informal
Learning

MONDIACULT 2025 repeatedly connects culture
and education, calling for culture, heritage, and arts to
be integrated across formal, non-formal, and informal
education. This is crucial for ICH because transmission

is rarely confined to classrooms; it happens in families,
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apprenticeship, community gatherings, and everyday
practices. Yet education systems can either support or
disrupt these pathways—by valorizing dominant languages
and standardized curricula while marginalizing local
knowledge.

At MONDIACULT, the education discourse also treats
cultural learning as a civic capacity: building empathy, social
cohesion, and the ability to live with difference. In ICH
perspective, this reframes ‘transmission’ from mere technical
continuity to social reproduction of values, relationships,
and community responsibilities. It validates initiatives
that link schools to living tradition spaces (workshops,
community studios, local festivals) and that recognize
bearers as educators.

The policy implication is clear. If education is treated as
transmission infrastructure, then safeguarding strategies
should include educational reforms and partnerships—not

as add-ons or mere ‘culture classes,” but as core measures.

Culture for Peace: ICH as Social Repair and
Dialogue
Another central MONDIACULT framing is that culture
is not simply a tool for peace; it is part of what peace is made
of—through dialogue, dignity, memory, and trust. The
Outcome Document highlights culture’s role in preventing
conflict, supporting reconciliation, and protecting cultural
diversity and artistic freedom, especially in polarized
contexts.

ICH fits naturally here because living heritage often
functions as a community’s grammar for addressing

rupture: ritual practices for mourning, storytelling that re-

Trends

Side Event(Indigenous Knowledge, Ancestral Places — book launching)
© UNESCO

stitches identity after displacement, collective performances
that transform trauma into shared meaning, and customary
systems that mediate conflicts. But MONDIACULT’s
peace discourse also implies a risk that instrumentalizing
cultural practices as quick ‘peace interventions’ without
respecting community agency. A rights-based approach
is therefore essential—peace-oriented ICH policy must
prioritize consent, community leadership, and sensitivity to
power dynamics (including gender, class, and ethnicity).

If cultural rights are the anchor, then peace-oriented
heritage policy should recognize ICH as an arena of
community-led social repair, while safeguarding it from
political appropriation and ensuring practitioners’ safety

and freedom of expression.

Climate Action for Cultural Resilience: from
'Protecting Sites’ to Sustaining Lifeways
MONDIACULT 2025 places culture, heritage, and climate
action in the same policy frame, emphasizing that climate
change threatens heritage and that cultural knowledge
can strengthen adaptation and resilience. Importantly, it
recognizes indigenous and traditional knowledge as part
of climate solutions, and calls for integrating cultural
dimensions into climate policy.

For living heritage, climate change is not only a threat to
heritage itself. It disrupts the conditions that make practices
possible in seasonal calendars, ecological materials and
relocation that breaks community networks, or disaster
recovery that prioritizes infrastructure over cultural
continuity. MONDIACULTs climate discourse supports

a wider definition of ‘heritage at risk, where safeguarding
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includes maintaining the conditions for practice: access
to lands and waters, continuity of livelihoods, and the
intergenerational transfer of environmental knowledge.

Indigenous Knowledge, Ancestral Places: Navigating
Change in UNESCO Designated Sites (UNESCO, 2025)
and The Green Paper on Sustainable Cultural Heritage
Management (Government of Spain, 2025) presented in
MONDIACULT reinforces a ‘living document’ approach,
emphasizing tools, benchmarks, and adaptive governance
rather than static protection models. While often discussed
in relation to broader heritage, its emphasis on resilience,
cross-sector coordination, and continuous updating
resonates with ICH safeguarding in a climate-unstable
world.

MONDIACULT’s framing supports integrated climate-
heritage policy lens and expands what ‘risk” means: vitality
of practices, continuity of transmission, community access
to cultural-ecological resources, and cultural security in

relocation or disaster contexts.

Crisis, Displacement, and Cultural Continuity
MONDIACULT’s Outcome Document explicitly
addresses crisis situations—conflict, disasters, displacement,
and illicit trafficking—arguing that cultural protection
must be integrated into preparedness, response, and
recovery.

In practice, ICH in crises raises difficult policy questions.
How do you safeguard practices when communities are
dispersed? How do you support bearers when cultural
spaces become unsafe? How do you prevent ‘emergency
documentation’ from becoming extractive, capturing
recordings without returning benefits or control?

MONDIACULT's policy direction points toward a more
humane crisis framework: one that recognizes culture as

part of dignity and recovery, not a luxury after ‘real needs’

are met. Of course, for ICH safeguarding, this implies

practical measures with answers of the above questions.

Digital Transformation and Al: Access,
Diversity, and New Risks for ICH

Digital transformation is treated at MONDIACULT 2025
as both a democratizing opportunity and a driver of new
inequities. The Outcome Document calls for emphasizes
equitable access, closing digital divides, safeguarding
cultural and linguistic diversity online, and protecting
creators’ rights in digital ecosystems.

For ICH, the digital promise is real. Community-led
archives can support transmission across distance; digital
storytelling can strengthen youth engagement; and new tools
can document practices with care. But MONDIACULT s
discussions, it also underscores risks that are especially
acute for living heritage: platform-driven homogenization
(a “mono-culture” effect), misrepresentation of sacred or
sensitive knowledge, and the extraction of cultural data for
commercial Al systems without consent or benefit-sharing,

The ‘Digital Culture for All by 2035” policy debate
featured in MONDIACULT programming emphasized
human-centered design, rights-based internet access, and
the protection of linguistic diversity, aligning with ICH
needs where language is often inseparable from practice.

Al adds further complexity. If Al systems train on
recordings of songs, stories, or designs, who owns the
outputs? How are communities credited or compensated?
How do we prevent synthetic content from diluting
authenticity or enabling cultural appropriation at scale?
MONDIACULT’s framing—responsible, ethical,
transparent, inclusive AI, with protection for creators and
cultural diversity—creates a policy umbrella under which
ICH-specific rules (community consent, data governance,

and benefit-sharing) can be developed.

Opening Ceremony Group Photo © UNESCO
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Financing, Decent Work, and Data: Making
ICH Policy Implementable

Finally, MONDIACULT 2025 strongly signals that
cultural policy must be implementable backed by financing
mechanisms, decent work protections, and evidence systems.
The Outcome Document calls for strengthening cultural
and creative sectors, ensuring fair remuneration and labor
rights, and building shared cultural data infrastructures
and indicators to measure culture’s impact on sustainable
development.

This is decisive for ICH, where many practitioners operate
in informal economies and face structural vulnerability. If
culture is to be treated as a public good, ICH bearers need
more than celebratory festivals; they need social protection,
stable support for transmission spaces, and financing models
that recognize long-term value rather than short-term
visibility.

MONDIACULT also elevated cultural data as a policy
priority, pointing toward standardized systems and ethical
frameworks. For ICH, the challenge will be designing
indicators that measure vitality, transmission, equity, and
community agency—not only attendance numbers or
digital reach. Evidence should help protect meaning, not

replace it with metrics.

Toward an Integrated Approach: ICH
as the ‘Through-line’ from MONDIACULT 2025
MONDIACULT 2025 is summarized through its major

themes—rights, education, economy, peace, climate, crisis,

Trends

digital transformation, and AL ICH was not discussed
explicitly but it is the through-line that makes these themes
concrete. ICH is where cultural rights become everyday
practice, where education becomes transmission, where
climate policy meets lived lifeways, where peace becomes
social repair, and where digital futures raise urgent questions
about consent, ownership, and diversity.

The conference’s one of direct objectives represented
through launching of UNESCO Global Report on Cultural
Policies —Culture: The missing SDG (UNESCO, 2025)—
building momentum for culture to be recognized as a stand-
alone goal in the post-2030 development framework—also
matters for ICH because it could strengthen the political
mandate for long-term investment in this field.

The policy message emerging from MONDIACULT
2025 is not simply ‘safeguard heritage,” but ‘rebuild cultural
governance’ around participation, equity, cross-sector
coordination, and ethical innovation. And it challenges
cultural policy to become less ‘too polite’—less satisfied with
declarations—and more operational. For the ICH field,
this creates both an opportunity and a responsibility: to
translate high-level commitments into practical frameworks
that safeguard living heritage while empowering the people
who carry it—especially in a world shaped by compounding

crises and accelerating technological change. 1CH
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All hell breaks loose © Courtesy of lvan Fu Quan
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Angela Sim
Freelance ICH researcher and writer,

Have worked with ICHCAP, NHB, NLB,SCCC, RICE Media, Garland

he concept of universal soul salvation evokes a
powerful vision of spiritual compassion unfolding
across time. At its heart lies the belief that the fate
of the dead is not sealed in isolation. Through collective
prayer, ritual action, and merit-making, the living can
assist the departed in their journey through the afterlife.
Within Chinese religious traditions, these rites extend
beyond family ancestors to include wandering spirits, those
forgotten or neglected souls who have no descendants left
to tend to their needs.
Every ten years in Singapore, one templc continues to
enact this profound expression of communal responsibility

toward the dead.
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The Decennial Universal
Salvation of Souls:
Ancestors and the Forgotten Dead

At Kiew Lee Tong, a temple founded by the Henghwa
community, the Decennial Universal Salvation of Souls
ritual has been performed since the years of the Japanese
Occupation. The Henghwa people also known as Xinghua,
trace their ancestral origins to Putian in Fujian province,
China. Their temple’s name, meaning “Nine Carp Cave,”
recalls the legendary site in Putian associated with Daoist
immortals.

The origins of this ritual are deeply tied to Singapore’s
wartime history. During the Japanese Occupation, the
Sook Ching massacre led to the execution of thousands of
Chinese men suspected of anti-Japanese sympathies. Local

folklore holds that many of these victims died violently
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and unjustly, leaving their spirits restless and unable to find
peace.

In response, members of the Henghwa community
organized a large-scale salvation ritual in 1944. Its purpose
was simple yet profound: to offer prayers and sustenance
for those who died without proper rites, guiding their
spirits toward peace and transcendence. The ritual
combining both Taoist and Buddhist rites, have continued
ever since, performed once every decade during the seventh
lunar month, the period commonly known as Hungry
Ghost Month.

I travelled to Singapore in August 2024 to witness this
rare ceremony. The moment I stepped through the gates
of Kiew Lee Tong, a palpable sense of yin energy, a quiet,
solemn, and heavy atmosphere, scemed to fill the temple
grounds. The atmosphere felt suspended between the
living and the dead.

Preparing the Sacred Space

In the weeks leading up to the ritual, the spirit known as
Immortal Chen Zhangzhe is invoked through fuji , a form
of planchette writing used to receive divine guidance.
Acting as the ritual overseer, the immortal directs
preparations and sanctifies the ceremonial objects.

One of the most striking acts is the raising of the ritual
banner. A towering wooden flagstaff, more than eleven
metres tall, is erected in front of the temple. Using ink
and consecrated cinnabar, sacred talismans are inscribed
and affixed to the pole. The flagstaff serves as a spiritual
beacon. Symbolically connecting heaven, earth, and the
underworld, it announces to wandering souls that salvation
rites are about to begin.

At its peak hangs a lantern sheltered beneath a traditional
bamboo rain hat yuli, accompanied by a paper crane and
a long ceremonial streamer. In many Chinese traditions,
the crane is believed to guide souls from the mortal realm
toward transcendence. When the lantern is lit, it signals
that the gateway between worlds has opened. Along the
road leading to the temple, smaller lanterns known as
“Six Paths for Ghosts” lights are erected. Mounted on
wooden poles and similarly protected by bamboo hats,
they illuminate the way for spirits travelling through the six
realms of existence.

Just outside the temple gates stands a temporary refuge

prepared for lonely spirits. Paper effigies of underworld

deities watch over the space, while toys are scattered on the
ground for the souls of deceased children. Nearby tables
hold offerings of food and incense for wandering spirits
who have no descendants to remember them.
Throughout the ritual period, Taoist priests and
Buddhist monks alternate in chanting, their voices weaving

together different strands of Chinese religious tradition.

Ritual Theatre: Mulian Rescues His Mother
At the heart of the three-day event is a dramatic ritual
theatre known as Mulian Jiu Mu, the story of Mulian
rescuing his mother from hell.

This narrative, drawn from the Yulanpen Sutra, tells of a
filial son named Fu Luobo, later known as Mulian. When
Mulian discovers that his mother has been condemned
to hell for her misdeeds, he renounces worldly life and
becomes a Buddhist monk. Armed with sacred knowledge
granted by the Buddha, he descends into the underworld
in search of her. After witnessing the torments of the
condemned across the Ten Courts of Hell, Mulian
ultimately learns that only acts of merit can redeem the
dead. By making offerings to monks and generating
spiritual merit, he succeeds in freeing his mother from
suffering,

At Kiew Lee Tong, this story is not performed merely as
theatre. It functions as ritual drama, believed to channel
divine power and generate merit for the dead. Actors
undergo ritual preparation before performing. Taoist
priests and Buddhist monks bless them, while special
talismans are placed inside their costumes and wigs for
protection. The actor portraying Mulian must also learn
sacred mantras associated with the salvation rites.

Mulian carries a distinctive six-ring staff jiuxi lianhuan
zhang, whose rings symbolize beings across the six realms
of existence. Within the ritual context, this staff is treated

not simply as a stage prop but as a sacred implement.

Offerings for the Forgotten Dead
A distinctive feature of the Henghwa ritual is the offering
arrangement known as gupan, literally translated to
“orphan plates.”

Unlike ancestral offerings made for known family
spirits, gupan are intended specifically for wandering
souls who have no descendants to care for them. Placed

throughout the ritual space, these trays serve as both

Safeguarding Activities
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Actor playing Mulian. © Courtesy of Angela Sim

sustenance and invitation, drawing neglected spirits into
the circle of ritual salvation. Each tray is prepared with
care and dignity, as though the deceased were part of one’s
own family. Alongside vegetarian food offerings—rice, tea,
tofu, peanuts, vegetables, vermicelli noodles, and fruit—

three symbolic items are always included:

e Koli puay- a small woven pouch containing rice and
preserved radish, representing a simple travelling meal.

e Ho-li- a straw rain hat, offering shelter for the spirit’s
journey.

e Cao-a— straw sandals, allowing the soul to walk safely

through the realms of the afterlife.

Twelve trays are arranged in total, one for each month of
the lunar calendar. In leap years, a thirteenth tray is added
so that no time, and no spirit, is overlooked.

Two unusual items also appear on the offering trays.

One is a starch paste prepared by mixing dried starch
powder with water. Temple helpers describe it as a healing
salve for spirits who may have died violently and suffered
bodily injuries. The other is a soft porridge-like preparation
made from mee sua noodles, known in Henghwa dialect
as cha hon. Its thick consistency is believed to help spirits

who cannot swallow solid food.

The Three Days of Ritual
The ritual unfolds across three days, each with a distinct

spiritual purpose.

Planchette writing © Courtesy of Fengbai Lee

Day One: Opening the Altar

The first day begins with the establishment of the sacred
altar. Ritual masters purify the space with incense,
water, and talismans, transforming the temple grounds
into a cosmic crossroads linking heaven, earth, and the
underworld.

A solemn procession follows. Banners and percussion
accompany chants that symbolically open the gates of the
netherworld. Initial offerings of food, incense, and spirit
money are cast into the air to appease restless souls. The

first act of the Mulian ritual theatre then begins.

Day Two: Mulian’s Journey Through Hell
The second day carries a darker emotional tone.

In the theatrical narrative, Mulian descends through
the Ten Courts of Hell, witnessing the punishments
inflicted on sinners, souls being boiled, crushed, or sawed
apart. When he finds his mother suffering among them,
he pleads for mercy but learns that redemption requires
the accumulation of merit. During this stage of the ritual,
families also participate more directly. Names of the
deceased are called aloud while actors portraying male and
female spirits kneel on stage to receive salvation.

Mulian writes talismans bearing the characterpo,
meaning “break”, symbolically breaking open the gates of
hell.

Another rite known as the Blood Lake Ritual is
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performed. This ceremony is dedicated to souls believed
to have died under traumatic circumstances, particularly
women associated with childbirth or miscarriage.

For three hours, temple assistants call out the names of
both known ancestors and unknown wandering spirits.
Through chanting, talismanic action, and collective merit-

making, each spirit is symbolically lifted towards release.

Day Three: Redemption and Closure
The final day coincides with the fifteenth day of the seventh
lunar month.

In the dramatic climax of the Mulian theatre, the
underworld deity Dua Ya Pek bursts from the stage
accompanied by costumed hell guards. Their frenzied
movements contrast sharply with the solemn ritual
atmosphere. Symbolically, these underworld officials sweep
through the spirit realm gathering any souls that may have
been left behind, ensuring that none are excluded from the
salvation rites.

By the end of the performance, Mulian succeeds in saving
his mother. She is released from suffering and reborn in

a higher realm. The stage is then ritually cleansed by the

Starch glue and soft food © Courtfesy of Angela Sim

Talisman in the hair © Courtesy of Angela Sim

Goddess of Mercy, Guanyin, restoring spiritual balance.

Sending the Spirits Home

The ritual concludes with the song ling ceremony—sending
the spirits back to their respective realms. At the centre of
this act is the burning of a large paper boat adorned with
offerings and inscribed names. As the flames rise, the boat
becomes a symbolic vessel carrying the souls onward to their
destination. Through this final gesture, the community
ensures that the dead are not only fed and remembered, but
respectfully escorted away in peace.

For a brief moment each decade, Kiew Lee Tong becomes a
meeting place between worlds—where ancestors, wandering
ghosts, and the living gather within the same ritual space.

The decennial universal salvation of souls is therefore
more than a religious ceremony. It is a powerful expression
of collective memory and compassion. By caring not only
for their own ancestors but also for forgotten spirits, the
Henghwa community affirms a deeply rooted belief: that no
soul, however lost, should be left behind. 1€CH

Safeguarding Activities
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Village in Tanna © Senolita Fonokalafi, Jean Pascal Wahe
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Senolita Fonokalafi
Culture Officer, Ministry of Tourism in the Kingdom of Tonga

Jean Pascal Wahe

Many Responsibilities,
Omne Commitment:
Living Heritage in Tonga and Vanuatu

Project Officer, Vanuatu Culture Centre in Tanna, and ICH Ambassador

cross the Pacific, heritage professionals balance
institutional roles with responsibilities as
practitioners and community members. Ms
Senolita Fonokalafi (Nukuhetulu and Vaini, Tongatapu)l)
and Mr Jean Pascal Wahe (Tanna, Vanuatu) bring their deep
engagement in community life into their professional work.
In this article, each has chosen an element of living heritage
- ngatu in Tonga and traditional food storage practices in

Vanuatu - to reflect on their roles and responsibilities.

Ngatu (Tapa), Tonga—Ms Senolita Fonokalafi
In Tonga, ngatu (tapa cloth) is a living expression of
identity, relationships, respect, and women’s knowledge.
Made from the inner bark of the paper mulberry tree, it is
soaked, beaten, joined into broad sheets, and decorated with
repeating motifs that carry the histories of places, titles, and
events. Among the many forms of living heritage, I help
safeguard in both my professional role and everyday life,
ngatu holds a central place.

My first memories of ngatu are not of formal lessons, but
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Tapa drawing © Senolita Fonokalafi, Jean Pascal Wahe

of presence. As a child, I sat beside my mother and other
women, listening to the steady rhythm of the tutua—the
wooden anvil used for beating the bark—and watching
their hands move in unison. I remember how it felt: safe,
connected, and quietly powerful. Learning came through
immersion—watching, listening, passing tools, sharing
food. As one younger woman said, “I learned by being there.
That is how ngatu becomes part of you.”

Ngatu is often described as koloa—women’s wealth or
treasure —and carries people and stories. It holds our
mothers’ teachings, our respect for one another, and our
obligations. Each piece reflects the hands that made it and
the relationships it represents. At weddings, funerals, and
community gatherings, the careful layering of ngatu speaks
on behalf of the people. As one practitioner shared during
a workshop, “When we give ngatu, we give our respect and

our connection.”
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In my work with the Ministry of Tourism, Culture and
Heritage, I support community-based projects, listening
to community members — including women who practise
and teach ngatu-making. I listen to their concerns about
time, land, and materials, and to their hopes for younger
generations. I help organise workshops where elders sit
beside youth, sharing techniques and stories.

During one workshop, a practitioner mentioned, “Our
children live differently now. We must bring ngatu into
their world.” That sentence stays with me. Climate change
is reshaping our professional and personal practices. The
availability of hiapo, the plant used to make backeloth, is
less available, and families must plan differently. Women
from Atata Island, on the northwestern coast of Tongatapu,
told me, “Before, we did not worry about hiapo. Now we
must plant more and take care for the next generation.”

At times, my roles pull in different directions—as a

1) Nukuhetulu and Vaini, on Tonga's main Island of Tongatapu, are my two communities to which Ms Fonokalafi belongs; one being her birth
community and the other the community into which she married and now lives.
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Jean Pascal © Senolita Fonokalafi, Jean Pascal Wahe

mother, wife, daughter, niece, practitioner, and heritage
professional. Being within the community and the
institutional spaces is a position shared by many across
Tonga and the Pacific. With limited resources and
growing challenges, including natural disasters, it can feel
demanding. Climate change and shifting livelihoods affect
the time families can devote to ngatu—making. Increasingly,
living costs and modern schedules shape what is possible.
Yet, at moments when everything comes together. When
elders guide younger women, and I join the beating and
pasting of bark and a shared sense of purpose. As one
practitioner said, “This is how we keep our culture—by
doing it together.” For me, safeguarding is deeply personal:
Oku ou tui, ‘oku mo‘ui ‘a e tukufakaholo ‘i he kakai—‘i
honau nima, honau loto, mo ‘enau talanoa (I believe heritage
lives in the people—in their hands, their hearts, and their

stories).

Traditional Food Storage Practices,
Vanuatu—Mr Jean Pascal Wahe
On Tanna, I move between my roles as community member,

son, father, practitioner, Culture Officer for the Vanuatu

Cultural Centre in Tanna, and ICH Ambassador. While
my responsibilities cover many expressions of Tannese living
heritage, traditional food storage practices are especially
important in a context of recurring disasters. This is among
the living heritage I most value as a practitioner, and share
widely within our communities nurture our traditional
food sources, cultural identity and well-being,

In Tanna, our ancestors developed ways to store food
so that it will last through hard times. One technique is
nemari, which involves slow cooking and preserving staple
crops in an carth oven. We use this technique for foods
such as yam, taro, and breadfruit. Yams are stored in special
houses with controlled airflow and raised from the ground
to keep them dry and safe from birds, while fermented
bananas are kept hanging on the roof of the house for several
months. Both are essential at times of disaster.

These methods structure my own household. We store
yam in traditional yam houses and teach youth how to
preserve food and use tools to do so. When preserving
bananas, I use a traditional grater made from black palm.
When you scrape with this, it preserves banana in good

condition.
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Mr Wahe with community members preparing food for preservation
© Senolita Fonokalafi, Jean Pascal Wahe

In response to changing diets, migration and disaster risks,
I helped form a local slow-food association with women
from nearby villages. We teach other communities and
schools slow food preparation, and food preservation during
natural disasters. This work is demanding and rewarding,
and while more people are interested in this movement,
it is important to practice it, and avoid processed foods. I
encourage our people to colour their plates with our own
foods coloured yellow, brown, green and so on. Of course,
our communities face further challenges that impact food-
related traditions; the migration of younger and middle
aged adults secking employment, and the passing of elders
knowledgeable in food preservation.

Another difficulty for communities is the time pressure of
earning a living in a cash economy. For me, slow food is also
slow time. My mother prepared food for days in advance,
cooking early the day before it was eaten or stored. Slow to
prepare, slow to cook, and slow to eat; it cannot be separated
from land, belief and social life. I encourage our communities
to be mindful of the food that we cultivate and consume,
to connect with what they plant. With a strong spiritual

connection - no matter the climate situation — we can grow

People

\Women and Children participating in food sftorage practice
© Senolita Fonokalafi, Jean Pascal Wahe

plants if we care enough to look after them. Even under
volcanic ash, cyclones and heavy rain, we can survive, and
produce food if we maintain this connection our gardens, and
even communicate with what we plant.

I also work at the intersection of institutional work and my
own community life and practice. This last role especially
helps build trust. My community know that our shared
culture, our kastom, guides this my professional work,
making it more effective for everyone.

For us, safeguarding is woven into our lives—as daughters,
sons, parents, neighbours, colleagues and culture bearers.
Through our different roles, we strive to safeguard living
heritage with communities in Tonga in Vanuatu. We
constantly explore opportunities - like all practitioners and
heritage workers across the Pacific - strengthen our people’s
living heritage and collective resilience when facing climate

and other challenges. I1cH
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Mahesh Kumar Acharya
Head of Department, CDNeHCA, Tribhuvan University, Nepal

Abhijeet Thapa
Lecturer, CDNeHCA, Tribhuvan University, Nepal

History and Programs

The Central Department of Nepalese History, Culture
and Archacology (CDNeHCA) is one of the oldest
departments of Tribhuvan University, Nepal’s first and
largest autonomous public university established in 1959.
At present, it offers MA and MPhil-PhD programs offering
various subjects on major cultural domains ranging from
Nepalese history, epigraphy, paleography, museology,
numismatics, religion, philosophy, art, architecture,

prehistory, archacology to archival science.

As a Central department of Tribhuvan University, it

r_Cwﬂhtivaltimg Cultural Knowledge and
Safeguarding Intangible Cultural
Heritage of Nepal: CDNeHCA in its

develops syllabi for various academic levels of Culture and
updates them for its constituent affiliates across the nation.
The curricula focus on cross- disciplinary integration of
ICH across many subjects. A 2017 survey on tertiary ICH
courses in the Asia-Pacific region conducted by ICHCAP
recognized the department’s Masters’ curriculum as having
a “mid-level” incorporation of ICH-related studies. Its
academic programs aim to instill knowledge through a
diverse range of subjects of history, culture and heritage and

not limited to ICH alone.

Participants, 2024 APHEN-ICH General Meeting & Conference, Kathmandu, Nepal © CDNeHCA, TU
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CDNeHCA faculty and students inter cting on fraditional stone grinder slab making process with an indigenous stone craftsman, Panditpur, Nawalparasi,

Nepal © CDNeHCA, TU

Legacy of Cultural Education and ICH
Safeguarding

Since its establishment, CDNeHCA has been a pivotal
academic institution within the multi-ethnic, multi-
linguistic, multi-religious and multi- cultural contexts
of Nepal. Importantly, CDNeHCA’s mission explicitly
includes and clearly mentions community, stating its goal
is “to contribute to cultural studies by serving the different
needs and interests regarding the tangible and intangible
heritages of communities and the country.”

Beyond educative affairs, the department plays a key rolein
coordinating and assisting the Government of Nepal in the
inventorying of ICH. The Ministry of Culture, Tourism
and Civil Aviation (MoCTCA), has been campaigning to
prepare an inventory of intangible cultural heritages across
the country, following its Intangible Cultural Heritage
Inventory and Management Procedure, 2081 (2024). The
Head of CDNeHCA serves as an expert member of the
Evaluation Committee.

Recently, through a tripartite agreement between
MoCTCA, CDNeHCA and ICHCAP, a research project
titled “Developing Nepal’s Intangible Cultural Heritage

Content in the Framework of ICH Links (2025-2026)”
was launched. This project, funded by ICHCAP and
coordinated by MoCTCA, is being jointly undertaken
by the faculty and students of CDNeHCA. The team
will document 21 ICH elements practiced by different
indigenous communities across Nepal’s seven provinces and
three terrains—the Himalayas, the Hills and the Terai.

In 2018, the department's faculty and students were
involved in documenting tangible and intangible heritage at
the Pashupatinath World Heritage Site; the Pashupatinath
Area Development Trust subsequently published these
findings. CDNeHCA has also successfully coordinated with
the municipalities of Bhaktapur, Lalitpur, Kathmandu, and
Chandragiri to raise heritage awareness and bridge the gap
between the university and local communities. Realizing
the pivotal role of universities in community engagements,
the department has strategically increased its community-
focused programs in recent times.

Similarly, research publications produced by CDNeHCA
maintain a high reputation. Nepalese Culture, a research
journal published periodically by the department since
1979, has upheld its pioneering contribution by providing

Pioneers
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Traditional Newari Performance by Jyapu Prajna Pratisthan in 2024 APHEN-ICH Conference, Kathmandu, Nepal © CDNeHCA, TU

equitable space for research on ICH. The department's
library is home to more than 200 Master’s theses and a
significant number of PhD dissertations, which contribute
majorly to the study of ICH. During field training, faculty
members and students build rapport with villagers, gain an
understanding of their ICH within archaeological contexts,
and collect data while forming meaningful connections

with the community.

International Collaborations

CDNeHCA maintains a robust reputation for international
collaboration. For overa decade, its MA students and faculty
have collaborated with the UNESCO office in Kathmandu,
the Department of Archacology (Nepal), and Durham
University (UK) on excavations in Lumbini region.

During these field trainings, faculty and students also
conduct surveys and build rapport with local communities.
In recent years, CDNeHCA has gained significant
momentum within the international sphere. In 2023,
the department jointly organized the 9th SSEASR
(South and Southeast Asian Association for the Study

of Culture and Religion) international conference, co-
hosted by NATHM (National Academy of Tourism and
Hospitality Management, Nepal). The conference was
themed "Sacredness, Symbolism, and Society: Practices in
South and Southeast Asia," featuring 125 paper presenters
and a significant number of national and international
participants who engaged in the scholarly discussions.

As a founding member of the Asia-Pacific Higher
Education Network for Safeguarding Intangible Cultural
Heritage (APHEN-ICH), CDNeHCA remains committed
to its statues and aspirations. This department’s focal person
served as an clected bureau representative from 2022to
2024. During this term, the department organized “2024
APHEN-ICH General Meeting and Conference” from
September 21 to 23, inviting all the member universities'
representatives to Nepal. During this event, through the
initiative of ICHCAP, a “Youth Session" titled “Special
Lectures on ICH for University Students” had been
organized, benefiting at least 100 CDNeHCA students.
While the APHEN-ICH General meeting focused on

ICH education, collaborative research, and the sharing of
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opportunities among member universities, the conference
centered on the theme “ICH for Building Community
Resilience: Context of Disasters and Climate Change.”
Thus, through its high-quality teaching and learning
environment, CDNeHCA not only educates aspiring
learners but also focuses on fostering morally responsible
global citizens. by internalizing the values of community
and nation-building, is the department remains at the
vanguard, reaching out to diverse communities across Nepal

alongside its academic responsibilities. 1CH

References

https://cdnhca.tu.edu.np/

https://www.nepjol.info/index.php/nc

ICHCAP, (2017). Survey on Tertiary ICH courses in the Asia-Pacific
Region

Manjushree Nritya by a performer of Jyapu Prajna Pratisthan in 2024
APHEN-ICH Conference, Kathmandu, Nepal © CDNeHCA, TU

CDNeHCa faculty member observing fraditional fish net weaving
process, Hadiapokhari, Nawalparasi district, Nepal © CDNeHCA, TU

Traditional craftsmanship by fish-net weaver, Hadiapokhari,
Nawalparasi, Nepal © CDNeHCA, TU
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ASEAN Textile Traditions:
Community Memory Woven
by Women’s Hands

An exhibition exploring
community memory
and the role of women
through ASEAN textile
traditions is being held
in Busan, Republic of
Korea. The KF ASEAN
Culture House presents
the special exhibition
Weaving Hands,
Women's Time: Textile
Traditions in ASEAN
from March 25 to
August 30, 2026.

Shaped by diverse geographies and historical contexts,

© KF ASEAN Culture House

the textile traditions of the eleven ASEAN countries have
developed distinct identities. Across the region—from the
mountainous areas of Viet Nam to the coasts of Timor
Leste—textiles function not merely as everyday objects
but as cultural expressions that weave together community
worldviews and social relationships.

The exhibition examines the depth of ASEAN weaving
traditions through the full process, from fiber gathering
and spinning to dyeing and weaving. It features a range of
traditions, including Cambodia’s krama, TimorLeste's tais,
Malaysia's songket, Lao PDR's Naga motif textiles, and the
Philippines’ pina weaving. It also highlights batik and kebaya
traditions, illustrating how colors, patterns, and dress
cultures have been shared and transmitted across borders,
forming a common cultural heritage in Southeast Asia.

Particular attention is given to the role of women,
who have long been at the center of these traditions.
Through the skilled practices of spinning and pattern-
making, women have not only sustained daily life but also
transmitted techniques and aesthetic knowledge across
generations. The interlacing of warp and weft represents
more than a process of production; it serves as a foundation
for preserving collective memory and cultural identity.

This exhibition presents ASEAN textile traditions as a
living contemporary culture, offering an opportunity to
reconsider how heritage is sustained and carried forward
into the future.

Myanmar Hosted

the Laphet Festival,

a Celebration of Traditional
Tea Leaf Salad

The Myanmar Laphet Festival, jointly organized by the
Myanmar Cultural Heritage Trust and the Myanmar Tea
Cultivation, Production, Export, and Sellers Association,
was successfully held from 11 to 14 February at Seinn
Lann So Pyay Garden.

The festival aimed to highlight the cultural
significance of laphet, a traditional tea leaf salad widely
enjoyed across Myanmar. As a product combining
the country’s highlands and plains, laphet reflects
Myanmar's diverse cultural landscape. The shared
enjoyment of laphet, often accompanied by social
gatherings, plays an important role in fostering peace
and social cohesion.

During the festival, vendors and laphet associations
from across the country presented and sold a
wide variety of laphet, along with assortments of
traditional fritters typically served as accompaniments.
Designated areas also featured a range of ethnic
cuisines available for tasting and purchase, offering
visitors an opportunity to experience Myanmar's rich
culinary traditions.

The event brought together people from diverse
backgrounds, including younger generations,
contributing to ongoing efforts to safeguard and
transmit the laphet tradition as an important element
of Myanmar's intangible cultural heritage.

© Wagaung
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Mongolia Hosted
the 2026 Talyn Javkhaa
Horse Culture Festival

© MONTSAME

The ‘2026 Talyn Javkhaa: Majesty of the Steppe’ Horse
Culture Festival was held on 24 January 2026 at the
Chinggis Khaany Khuree tourism complex in Ulaanbaatar.
The festival was jointly organized by the Ulaanbaatar City
Tourism Department, the Mongolian Herders’ Association,
the ‘Tengeriin Nuudelchin (Nomads of the Sky)’ project,
and the Hushkhan brand.

The event was designed to promote winter tourism
while highlighting Mongolia’s nomadic lifestyle and
equestrian traditions. It also aimed to enhance recognition
of the value of the Mongolian horse, safeguard and
transmit related intangible cultural heritage, and pass on
traditional knowledge to future generations. Strengthening
the competitiveness of the Mongolian horse brand was
identified as an additional objective.

A total of 37 herders from 13 aimags (provinces) and
three districts of the capital participated. The programme
began with a herders’ parade, followed by competitions
demonstrating elements of winter horse herding culture.
Key events included lassoing with long poles and whips,
training unbroken horses, mounted and on-foot lasso
throwing, and precision roping contests. Winners were
selected in each category.

During the event, a special prize was awarded for the
participant who best wore traditional ethnic costume, and
visitors were treated to traditional outdoor tea. Various
side events, including exhibitions of Mongolian Bangkars,
Taiga dogs, displays of traditional handicrafts, and a market
selling local specialties, were also held, contributing to
public engagement.

Sur Jahan 2026:
Weaving Peace Through Music

Sur Jahan, a world peace music festival in India
organizedby banglanatak.com, brings together diverse
musical traditions as a shared language of dialogue,
listening, and connection across cultures. It foregrounds
music not only as performance but as a lived practice
shaped by histories of labour, belief, and community.

The 13th edition (23 January—1 February 2026) unfolded
across multiple locations, beginning in Kolkata, moving
to the rural Banabgram Baul Ashram, and concluding at
[IT Kharagpur during its Platinum Jubilee celebrations.
This journey from city to village to campus enabled
engagement with varied audiences and fostered diverse
modes of participation.

International artists groups included Sauc€jas (Latvia),
Viglela (Spain), Radiant Arcadia (Denmark), and Folker
Band (Hungary), each blending traditional forms with
contemporary expression. Indian traditions were
represented by Sidi Goma from Gujarat and the Bauls of
Bengal, alongside an urban folk ensemble highlighting
women's labour songs.

The programme combined performances with
workshops, lectures, and participatory sessions,
encouraging dialogue between artists and audiences.
Highlights included Durua community performances
from Odisha, Santhal puppetry (Chadar Badar), and
a lecture by Prof. Denis Laborde on music and social
harmony.

Sur Jahan 2026 served as a living archive of
coexistence, where peace is composed through dialogue
and shared experience.

©banglanatak.com
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Nowruz as a Shared Heritage:
Book Launch and Cultural
Heritage Cooperation Meeting

© ICHCAP

ICHCAP, in cooperation with the Korea Heritage
Service, the Embassy of Kazakhstan in Korea, and
the Secretariat of the Korea—Central Asia Cooperation
Forum, held a cultural heritage cooperation meeting
and a book launch ceremony for Nowruz Traditions
Along the Silk Roads on 18 March at the Korea
Foundation (KF) Seoul Office.

The event marked the joint publication of Nowruz
Traditions Along the Silk Roads, highlighting Nowruz
as a shared intangible cultural heritage of the Silk
Roads, and aimed to strengthen cooperation between
Korea and the five Central Asian countries. Around 70
participants attended, including ambassadors, cultural
attachés, and experts from relevant institutions and
academia.

A closed-door meeting was held in advance to
review ongoing cooperation and discuss future
directions. At the ceremony, the historical and cultural
significance of Nowruz was introduced, and copies
of the book were presented to the embassies. A
seminar on the future of Korea—Central Asia cultural
heritage cooperation followed. Vice Administrator Bo-
Keun Choi noted that Nowruz symbolizes community
harmony and new beginnings, expressing hope that
the publication would further enhance international
cooperation and mutual understanding.

The event is expected to strengthen cultural ties
and promote practical cooperation in cultural heritage,
while reinforcing a foundation for collaboration ahead
of the Korea—Central Asia Summit in September.

Award Ceremony for Cultural
Tourism Product Design
Contest on Kyrgyz Traditional
Crafts Held in Bishkek

ICHCAP and Kyrgyzstan held the award ceremony
for the Cultural Tourism Product Design Contest on
Kyrgyz Traditional Crafts on 3 December last year at
the Kyrgyz National Historical Museum in Bishkek.
The event was attended by government officials,
representatives of relevant institutions, and local
artisans participating in the ODA project.

The contest aimed to reinterpret traditional Kyrgyz
crafts with a contemporary perspective and develop
them into cultural tourism products, while enhancing
public awareness and strengthening artisans’ capacity.
A total of 14 winners were selected, with works
recognized for their creative and practical designs
incorporating traditional symbols and patterns.

Selected works will be further developed and
commercialized, and exhibited at domestic and
international fairs. Efforts will also be made to
expand distribution channels and increase market
opportunities.

ICHCAP also reviewed the progress of the Traditional
Craft Center Construction Project and convened a
Project Steering Committee meeting to discuss future
plans and strategies. These initiatives are expected to
contribute to the modernization of traditional crafts and
the revitalization of community-based cultural tourism
in the Kyrgyz Republic.
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Publication of Using Intangible
Cultural Heritage in Primary
Classrooms for Primary School
Teachers

© ICHCAP

ICHCAP has published a new book titled Using
Intangible Cultural Heritage in Primary Classrooms,
developed for primary school teachers in the Republic
of Korea as part of its school education cooperation
programme on intangible cultural heritage (ICH). As
the publication is currently available only in Korean,
this article introduces its key content for international
readers.

Since 2019, ICHCAP has worked to integrate ICH—
living traditions—into formal education. From 2021,
teacher research groups have explored the educational
value of ICH and developed practical approaches for
classroom application, supported by pilot classes in
schools across several regions of Korea.

Reflecting these outcomes, the book is structured
in three parts. The first presents the concept and
value of ICH and its relevance to primary education.
The second showcases practical case studies across
subjects such as English, social studies, art, and
global citizenship education. The third explores future
directions for sustainable ICH education.

The publication highlights an approach that goes
beyond teaching about heritage, encouraging teachers
and students to experience, interpret, and co-create
its meaning in the classroom. The book is available for
download on ICHCAP's Korean-language website.

ICH ROUNDUP

ICHCAP and International
Turkic Culture and Heritage
Foundation Sign MOU on Silk
Roads ICH

© ICHCAP

On 18 December 2025, ICHCAP signed a Memorandum
of Understanding (MOU) with the International Turkic
Culture and Heritage Foundation (ITCHF) to strengthen
the safeguarding and visibility of intangible cultural
heritage (ICH) along the Silk Roads and promote
intercultural dialogue. The signing ceremony was
attended by Aktoty Raimkulova, President of ITCHF,
and Park Gyuri, Acting DirectorGeneral of ICHCAR who
exchanged views on the importance of international
cooperation in preserving ICH across the Silk Roads and
the Turkic cultural sphere.

The MOU focuses on joint efforts to safeguard and
promote ICH across the Eurasian region, including
Turkic heritage shaped along the Silk Roads. It aims
to contribute to mutual cultural understanding,
sustainable development, and peace. Key areas of
cooperation include joint academic research, education
and capacity-building programmes, and public
awareness initiatives such as conferences, exhibitions,
and festivals. The agreement also supports the
establishment of a professional network of institutions
specializing in Silk Roads and Turkic heritage, as well
as collaborative publications.

Through this partnership, both organizations are
expected to strengthen their roles as international
hubs for ICH safeguarding and expand the global
network for cultural cooperation across Eurasia.

35



36

MOVIE & BOOK

d K-Pop: Demon Hunters

Released on Netflix on June 20, 2025, K-Pop: Demon Hunters marks a historic milestone
as the first major overseas animation to center on K-pop idols. This musical, fantasy-
comedy adventure beautifully blends the vibrant soul of Seoul—showcasing Namsan
Tower and its iconic streets—with traditional Korean motifs like the Jeoseung Saja (Grim
Reaper) and the mythical tiger.

Directed by Maggie Kang and Chris Appelhans, the film was born from Kang’s original
vision and brought to life through a screenplay by Kang, Appelhans, Hannah McMechan,
and Danya Jimenez. The star-studded voice cast features Arden Cho, Ahn Hyo-seop, May
Hong, Young Mazino, Yunjin Kim, Daniel Dae Kim, Ken Jeong, and Lee Byung-hun. The
story follows the fierce K-pop girl group HUNTR/X as they juggle their double lives as
demon hunters, secretly clashing with the possessed members of their rival boy band,
the Saja Boys.

The film was fueled by Maggie Kang’s desire to tell a story inspired by her Korean
heritage, utilizing mythology, demonology, and K-pop aesthetics to create a visually
singular experience. Its stunning cinematography—from the concert lighting to the
music video sequences—draws inspiration from both Korean dramas and Japanese
animation. Featuring a score by Marcelo Zarvos and a hit-filled soundtrack by various
artists, the film’s cultural impact was cemented at the 2026 Academy Awards, where it
triumphed with wins for both Best Picture and Best Original Score.

__[—

Hmong Culture History and Handwoven Textiles across China Laos Vietham and
Thailand: Indigenous Embroidery Batik Costume Art Spiritual Beliefs and Folklore in
Southeast Asia,

Across the misty mountains of China Laos Vietnam and Thailand the Hmong people
have nurtured a vivid world of cloth story and spirit.

This richly detailed book opens a window onto that world through the textures of daily
life textiles ritual and memory.

This book weaves together social history material culture and spiritual life without
romanticizing or simplifying Hmong experience. It is ideal for readers interested in
indigenous textiles folklore religion anthropology Asian studies migration studies and
anyone who has admired Hmong embroidery and batik and wants to understand
the people behind the patterns. Whether you are a crafter artist researcher student
or curious reader this volume offers a respectful guide to Hmong culture history and
handwoven textiles across Southeast Asia.
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© Netflix, Sony Pictures

Director
Maggie Kang, Chris Appelhans

Screenplay

Danya Jimenez, Hannah
McMechan, Maggie Kang,
Chris Appelhans

Cast

Arden Cho, Ahn Hyo-seop, May
Hong, Ji-young Yoo, Yunjin Kim,
Joel Kim Booster, Liza Koshy,
Daniel Dae Kim, Ken Jeong,
Byung Hun Lee

Production Company
Sony Pictures

Release Date
2025.04.10.

© Rachel I. Collins

Author

Rachel I. Collins
Release Date
2025.12.27.
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