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Director's Foreword

The “Taipei Art Awards” has always been an important platform for the Taipei Fine
Arts Museum (TFAM) to discover new talents. Since 2009, and in order to highlight the
importance of this award and further enhance its effectiveness, the shortlisted artists
now compete for the Grand Prize of NT$550,000 cash and a solo show at the TFAM by
showing their work in a small-scale solo exhibition. Winner of the Grand Prize in 2017
with Hualien White Lighthouse, Yu-Song Wang made the most of MoCA Taipei as a
historical building to expose, in a poetic way, a tangle of emotional connections among
different timelines. He was then unanimously praised by the jury for his keen and

subtle grasp of space.

Yu-Song Wang’s Grand Prize solo exhibition “Garden”, from April to June, 2021,
continues in the direction he has taken in recent years, namely, exploring the contextual
evolution of a given space, and reflecting on the complex games of perception and
cognition as one enters a specific site. The new work he created for this exhibition,
Garden, results from the fieldwork the artist undertook along the banks of the Tamsui
River, including at the Yuanshan archeological site and under the Zhongshan Bridge, in
the surroundings of the TFAM. He also assembled historical materials that chronicled
the architectural evolution of the TEAM. Closely connected with the environments
Wang is familiar with, the fieldwork was conducted in the places he has lived, such as
Tamsui and Keelung, as well as Hualien, where he was born and raised. He recorded
the images of the places he had visited using offset lithographic printing, commonly
used for printing newspapers, and revealed memories of different historical sites. With
natural light penetrating into the basement gallery, the work is endowed with a sense
of everyday life, and a sense of the moment when one is looking at it. Furthermore,
using machinery and mechanical principles, the artist plays on the different levels of
the two adjacent galleries to create a maze of time and space. The site-specific circuit
alludes to the winding course of the Tamsui River. The cement balls roll on the circular
track by themselves thanks to gravity, evoking the artist’s state of mind during the
archeological fieldwork. Playing with the contrast of light and dark, as well as the
sounds of rolling balls and the concept of an aerial structure resonating with objects
on the ground, Yu-Song Wang's Garden is a demonstration that all things exist and
function autonomously from subjective minds, along the blurry boundaries between

the visible and the invisible.

This exhibition emphasizes Yu-Song Wang's sensitive grasp of the relationship
between his work and both the site and space of the TFAM. His fieldwork, along with
physical perception and the historic memories of each of the archeological sites, are
condensed into the balls of different sizes that are scattered around in the gallery. Each
ball contains the fragments and vestiges he collected during his fieldwork, in some
way reflecting the humanistic and cultural aspects of a place. Quoting Borges, Yu-Song
Wang addresses the issue of time with a lyrical touch, and designed the exhibition in

a way that offers the viewers a multi-layered experience through time and space, in

which they may open up to new paths of exploration and reflection.

With the Grand Prize of a solo show at the museum, the “Taipei Art Awards” aims to
provide a useful boost to artists in the process of their development, and to enhance
the meaning of this award. Held more than three years after the artist won the

Grand Prize, “Garden — Yu-Song Wang Solo Exhibition” brings together the artist’s
reflections and the subjects he has been most interested in recently, and allows us to
see his more consequential and challenging approaches to form, and different levels of
transformation. This exhibition is made possible by Yu-Song Wang's commitment and

the production team’s efforts. Special thanks to YIRI ARTS for its support.

Director, Taipei Fine Arts Museum WW
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Preface

What is art? What about creating art? Human existence? All things on earth? The

dimension of time?

Asking such big questions doesn’t mean we want to know the answers, it’s more about
feeling that we are moving forward, or still living. As far as I am concerned, “time”
has become the question to ponder. What can help people vaguely grasp the outline

of abstract time are the traces left by things that once existed, which are evidence of
the passage of time. It’s like the shape of the Taipei Basin that we see today that results
from a dried-up lake. The discovery of the Yuanshan archeological site is the evidence
that a civilization once existed here. The scratches on the surface of the balls in the
gallery are the traces left as they constantly roll. However, many other things that “once
existed” may not have been discovered yet, although they really existed. My artistic
approach has always been to confront the present sincerely and honestly. The present
will become a past that once existed, and what I want is to leave the traces of my
thoughts, to leave the evidence of my existence, for me or others in the future. This has

been the driving force that keeps me making art.

“Garden”, the title of the exhibition, and the title of the work, is inspired by Borges’s
short story, The Garden of Forking Paths. With Borges’s maze-like literary style, the

events in his story are intertwined with each other through the dimension of time, as
if there were books within a book, events within an event. The novel’s narrative style
resonates with my experience during the investigation, so I named the work after the

novel. From a historical perspective, the exhibition can be briefly described as:

In 2021, a 27-year-old man, pondering the question of time, walked along the
Tamsui River, collected shells, pebbles, and other things to turn into balls. He
then put these balls in the orbit installed in the museum, and let them roll by

themselves, thanks to gravity.

This short passage briefly sums up my actions over the past few months. But the
words are unable to make people feel what I want to express, because the unspeakable

information, such as light and shadow, sounds, touch, etc., experienced on the sites as I

10

was visiting, cannot be explained by words. Therefore, I created a site in the exhibition
gallery, to evoke the situation and atmosphere of the archeological site. You have to
be there to know all that. Even if we try to piece together the past by means of texts,

photos, videos, what we see is not the past, but the present left from the past.

Due to the pandemic, I have been thinking about this question: the virus that cannot
be seen with the naked eye has actually proved its existence in its own way. Rippling
around the globe, it has influenced our world like the butterfly effect. As things are
closely interlinked, with one link missing, we may be coping with a totally different
situation now. The cause-and-effect relationship has resulted in my exhibition being cut
to half its duration. As it was closed in such an unexpected way, many friends didn’t
have an opportunity to see it. In the same way as a fragment from an archeological site
or a part left by a certain entity, this book is proof that the exhibition did take place at
the TFAM. Composed of photos taken from my fieldwork, installation images of the
exhibition, and Q & A, this book evokes the reality that existed before, through the
peripheral evidence. I wish to express my gratitude to Jing-Jung Huang who wrote

the essay for the book, as well as Sharleen Yu, Chief of the Exhibition Department and
Tzu-Hsiu Su, who was in charge of this project. A very special thanks to YIRI ARTS for
their generous support. I am also grateful to Kuozii Production, Professor Yao-Jen Lai
from the Department of Mechanical Engineering, Tatung University and Chiu-Hung
Chung, manager of Cheerfour Technology Co. Ltd (who realized the orbit), Jian-Jyun
Lin and Pei-Chi Chao (who produced the balls), and all of the friends who have helped

me in this exhibition. This book is dedicated to you who are reading it now.

The exhibition no longer exists, and it’s similar to how we feel at an archeological site:

we will never be able to go back to the site in the past.

And we are only able to live in the present.
Wasg. Je Sng

202/ 6.1/
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A Journey across Time and Space: on Some Aspects

of Yu-Song Wang’s Artistic Practice
Jing-Jung Huang

“I present my works as a record of my life.” Yu-Song Wang’s art is closely linked to his
everyday life, incorporating his perceptions and experiences into his works. Roaming
through his works, visually rich in layers, gives one a feeling of reading a piece of
literature that unfolds in space. The objects are like a miscellany; each of the elements

has its own story, and together, form a systemic narrative context.

With Hualien White Lighthouse, Yu-Song Wang subtly echoes writer Mu Yang's lyrical
essay “Hualien White Lighthouse”, included in his book The Searcher, using relevance
and intertextuality as threads for the here and now. Mr. Yang was born in 1940, and
Yu-Song Wang in 1994. They both studied at Hualien Senior High School at different
points in time. They both stared out at the same vast glistening ocean through the
window; however, there was no longer the view of the white lighthouse. Tackling the
blank memory of the white lighthouse that had once existed, Yu-Song Wang amassed
related historical materials, located its position, and even jumped into the ocean to try
to find its remnants, and to make a sketch of it. He used a hand drill to engrave on a
sheet of steel, searching for remnants as he was floating in the water. Although all his
efforts were in vain, they evoked the connections between the memories of the past and
the present of the people of Hualien. A sheet of steel, some gravel, the glistening ocean,
video footage, the architectural plans of the lighthouse, Mu Yang’s essay, etc.: each of

these elements embodies his first-hand experiences as he pursued his artistic exploration.

In our life, time and space are interrelated, like the x and y axes of a graph, with people
and things involved in different activities in each quadrant, as proof of their existence.

In the present geographical space, Yu-Song Wang investigates events that have taken
place at different times at the same location, as well as those at the same time at different
locations. There is a cosmic space in his works, and a long time span, as if there were a
crack in the space-time layers, an opening that allows you to catch a glimpse of people
and things that existed in the past, or exist now, but are not necessarily visible. Garden
resembles an aggregation of times and spaces, which, in a somewhat surrealistic manner,
turns all of the related objects into a collage: compound balls of various styles and

different sizes, sounds of rolling balls in the dark, the rumbling of airplanes gliding

15



across the sky, bright fluorescent lamps, the marble floor, the basement with different
floor levels, etc. These disparate things together compose a scene which is real, yet
unreal. The process of his work, and his awareness deriving from his fieldwork, are
embodied in printmaking. Each image is like his own travel notes. With the use of
montage in filmmaking, he creates images within images. He juxtaposes fragments
of these five geographical investigations on the same wall, mixing different archives
and information. One of his earlier works, Being in Both Formosa, strikes the same
chord. The artist recorded the images of the Yun Men Tsui Ti (Green Cloud Gate)
building and the surrounding houses that had partially collapsed at night during an
earthquake in Hualien, bringing to mind Hualien’s antipodes'. If you went straight
down through the center of the earth from this area you’d come out in Formosa
Province in Argentina: Formosa happens to be the historical name of Taiwan. Thus,
he created a post-earthquake space, in which daily conversations of the inhabitants of
Argentina were broadcast from a crack in the floor, and plants collected from South
America were placed around it, representing scenes of two Formosas in different

regions, at different times.

Yu-Song Wang likes to paint with his body, for he enjoys the pleasure that physical
activities bring, in the same way as his university major, printmaking, brought him
pleasure. After he went to graduate school, he went further into the question of the
essence of painting, exploring the various aspects of dimension. He experimented a
lot with two-dimensional and three-dimensional spaces, before being drawn to the
temporality and spatiality of four dimensions. In/ Am a Little Bird, man, environment
and objects are connected together. He drew in his head, sketching trajectories of birds
flying through the school buildings. In the same manner as his design of the track and
the rolling system in Garden, he is very thorough in his thinking. Garden also results
from Yu-Song Wang's close examination of the space, and the surrounding geography
in Taipei, as well as his keen interest in archeology. He conducted fieldwork on the
bed of the Tamsui River, and read through the archives about the civilizations that
existed in the Yuanshan area and the historical sites. All this has become part of

the process of his exploration. The epitome of the different spaces and times in the
strata of this area, balls that incorporate objects from the riverbed, such as oyster
shells, gravel, etc., come together, while at the same time being scattered around the
basement of the museum. It was also a coincidence that his exhibition took place in
the basement gallery, as if being in a stratum of the earth. He explored and dug, and
through the physical effort that he has always enjoyed, gave rise to these condensed

balls, which are time-space capsules.

16

German sociologist Georg Simmel represented everyday life as an accumulation

of moments, a plethora of irreducible particularities”. Fragmentary and trivial, this
plethora is so fine and small that it is hardly visible, although it does exist. It's like

the individual within society; the individual is an element of the whole, it is both a
whole and a unit. Yu-Song Wang creates an intertwined time-space puzzle with his
works, incorporating heterogeneous and diverse individuals and groups. Through his
efforts to understand and discover, these people and things interconnect in his works,
evoking the characteristics of space. Other than Garden, Layer upon Layer — Hills,
Distribution Centers, Fishing Nets, Fish Cargo, Birds, Port also presents a microscopic
picture of Keelung as a port: the temporary storage of goods, the draught adjustment
of cargo ships, harbor pigeons foraging around, etc. The piles of stacked Styrofoam also
epitomize this city in a way. Regardless of the coming and going of people, goods and

animals, this all shapes into the features of Keelung as a “logistics hub”.

Simmel’s description of the development of society also reveals our irresolution and
fragmentation as we don’t know what our future and that of the environment will be.
Similarly, Wang’s Garden evokes Jorge Luis Borges’s The Garden of Forking Paths: a
labyrinth-like dreamy world, where scenes seem far away but also very close, where
things have happened yet seem to have never happened. Wandering in the Garden,
where time seems to have frozen, only the play of light and shadow in the space, and
the sound of rolling balls suggest the passage of time. As the visitors come and go, how
they perceive the space is revealed in the way they move around and the expression
in their eyes. After a work is realized, Yu-Song Wang often stays around to interact
with people and things on site, creating another kind of participatory relationship.
Other than a multi-layered sense of space and time, his work is rich in visual and
literary textures, and has the power to shift a viewer’s perspective. The viewers would
experience first-hand his texts and materials, his intimate relations with and novel
findings in Hualien, Taipei and Keelung. As they roam through this intertwined time-
space labyrinth, they inadvertently become spectators again, gazing at his trajectory of

exploring time and space, and continuing to look for answers.

1 “Antipodes: The Other Side of the World”, Peakbagger, https:/ / peakbagger.com/pbgeog/worldrev.
aspx, accessed 30 April 2021

2 Ben Highmore, Everyday Life and Cultural Theory: An Introduction, Routledge, 2001, Chinese
edition, translated by Joanne Chou, Taipei: Weber Publication International Ltd., 2016, pp.53-65.

17



TeE 20T
WA R RS
~~ — Garden2021 e
~~ Mixed Media, Dimensions Variable

.
















T

e
- o e P AL

e T—

_J.,.___._. .


















FIEAR A 5%

Q & A with
Yu-Song Wang




Q1 HEFHEREEHRG /IR (CE) BIFERMRRHEER ?

BIERIEAELEZHIFEESEE - RN HAT NGRS TR a D AT AR
HEEHE o (B (TEED) DI E B3 0 2020 FRAREERRET T =MA -
I B RN B 7E 2019 4RI - fZHREIPHDEF SE B EE R IE - B ERIZEIR T
RRONPEBEF \TE BRI TR o BB AR RAVEZ I ELRIR » TRLL B BBk
HISHTERLES - BIERRFIRERITZ - EfthERIMHEFE -

5 i S8 2 R

EREFIBOK - HEAAITTEEERIBOKA BN EYIEA AT MRS - BtFiE
TRECTR - BEEBUKMMMAELS - AEREGEHEEAFAREBAIHE R
R HREREFERREFAMITHRERY - EBEABIHTT - ERERZER
BB E BN EAEE - RETRESUERFL R EHER - DUE IBOKR A/ER
HHEERG  EE R — B BT - BUTRRERE - SRBIATBISA SR - HEHAY
FERN IR A B A B - SRR RO SRS E NS S o PR T ERH
RE AR EENE o

HEEERT AR > RAREREY FERF I AEEGEENEN > RBEE
FFRRERRR > B2 WRLMR X EEEZE  Fla/ B+ =1780 > 2

42

% T EREOIRSAERE - PR R AT REBUS HIA R EAE R RSS2 T
—HE— AR - RS EMA T EERA BRI - B @6 T2 E W%
ERE AR E TREIZEINEAR L - (EALTUS AT DS » Rl — (8175 A = {8~
BEARSAER  MEMBILFRARE At afisihEEEmER o ZHE
& > AANEBERTHXBIRGTREE - mERER T =X - AlIE @ NEKER
AR Bk R E RS - hif1E LR — R B B ES R - ARMEIREE > &
8B RN EREA RS RHAIRES] - AR A SEAR R EHIRE ST ©

PR HURENESD - B AR E R B ERE R R > il — R thareEfit
BT HUE R —#R 7 o BUEFEMERIAE RIS (BIEHR) Al > BEMESERE T —
fEEPHZER - ARt R RN TREKI ) - —FRIIATHENHR - 24
BRBMANEZ o REBER LR > /NRERIEEUKRIEIE - A o
BRI EARTE » AR H F RO R EE L ARBSHIE > MIREEIRZ
TERGHEREAS LHATRCIR o SHRRATEEMAN K ERIABERHIRE > K 2% & B B B e 1 ) B
RERCIR > PTLUERISH @A RF 2 AVEE A, BN XA — BERF 2 RIE S o

R 2 BIEAEE L E R (FERE ) > 24EWIZsEMEE (DUTREILREE) AL IE
BAAEERE - S8 —EET S EZEMEER L ERZER AR > RATgER
TELAATHIRI RS o BAERIK O — R A E R - SBREZ LT AL D SR
BF o R ERRE - AR I AR T - BENEEENELS Y - BEGE
IEFHLEHAROGEZE - RIFRERG RN SRR EIE RS TR - 12
BB EHERRI T FIEH > RS ERZETERNARAIRA ZEME - HER
JRE > TAAGRERARM ARG LERER  REBNRREESLEYRGE
B HFENARTEENZEN > TERESETIIKY » S T REEENE -

Q2 Bk CFEE) FhBREGAIRAEMEZ LT X ? BRELZ A 2B B
Bl 2

—HEH > SR EREENEMARMEIEGE - ERHKRE TER - BRERS
] > R XA ZERIERE o BREAAEYRBIEPOKAIR R EMRIAE ~ B

&

H¥

43



- HEEFSEMESISS

YR S%- T SRR

=

8o B B E KRB - WEH G MARBEIZIZMIRER
J& o HEEF—THEREEERE LR Rt RN EET R o BAEED) R RERIES
BRI E R T = > BEBERGEFLHEMEMET - MAKMERMAN
BIREBERICN > BER LAIBELEET - ERERSR - RMNSBERE
R PREPRAGEE) - MBI AR - TRAEEERVBIZ IR T EB A AIHER
BERNE  BRREREECERER - KR A CEEERZIBAE > BEREX
THIEBERFE R NIAR S o BRZIR » IRIRFERIR ©

EAER ORI E R RSHIREE © RS EREEI R - RAVEERIR
BBl al B R R BN E R ARG A AR - EREEDE LB SR
BT EEERE > RATSREGEL - WKNREEAZRANS &HHER—
H o BIEERPRIG AT RE G A LS HERRVEER -

EMTERM (R —E/NVNE) —8 > A CEFE#RT ZEEE T - &
BT BN 2R B RIREYS - EE R T A E R 0 HRE
HAE—ERARNEE | JORA RS - R A GHRRHERAE - TEE
A 0 EAE A EREETREER - GtE) W2EOME - AMElkE
RIARE LGS > 2R ERRE  SEAEYABCBEMEFEENTTK

44

fFEE K (existentialism) EREWTRAT » BRCHMGH o HERMAHE
G-EREMHERKNME - EERSERE - 58 ANRMEEE T7E ) SfFF -

Q3 fR2anfari8 s (TEREl) BLILSSRE i SRA At 2 i )l Wk 2

T GG > EREEMRIES » A ARIRRE » BERSETEE LR
BLBERET  EeEABRECEMERARE o BREEIERENEERRMA
HER-BEEHE WRREEMAr et - mBMEmRERmeEdE > the
PEMARNZER ~ KR SHRERMRZABAFERNEYEE  SLEREHEE
e > ARIBMEBEARR o EIEGHhE MM~ =REE > EZIRICROILEE
o BEREERTARBRA > RERPFEAREERNERE -

BT R AR SR - TR T e B SR R E A (8 o BBUS R RER TR
GRITUERER > EREAMAEGN LR (Le Corbusier) 2l > AIRZHEBAIKE
AR o AR TEIR EAR R Y6 ) (Museum of Unlimited Growth) #27g[m)_E 3
REEHA R EHRE > RAOERATDUE L FE o Ao R ARA 20
AUEIRY) > &SRR - A FIZE AR (E A SR S T RTUAE AR - B SmiEdE
DEMGEERRINFR ~ DHAZRERIHA - KL SRR N E LRGSR - &
BRI B ARSI T BRI R - MFREIAE - — B EE AMFEE
RYZERIFISCRA o MRENGFR) > FEE RGBT L > REBMERIIRIR > BT H
R > LELEREERRAR - Al > REGHESBFHEENSE > 8
RPERERRAARTEE > WEAERTREEEZE o

Q4 (FEEl) =B UERIREEE MR P IS & o 2 5 thish
# LSRR 2

BEE (EE) EfFFERT > BIERBREITER  IRAGHEHABRECH 'Y
B RS WETEYEHBEAMEEENE o L BZEEHP—ERMRE
RN > FRREATERERERENRER SRR AR R R
Bl @BlE S ATRAAN > AR AR B BRI E EAE IR IRE) - TRAEMAE

45



B 20 2 R S = R A R A PR R s L > DU =B B AR N i 0 H
AN FA B AW BRIEAE IREN R > T s = BT E A & (R B R
TEE ) EAHEAR - I HERRERIZELE S AN > S8 RF R IRIEE
Z o FEANETAHAGERTBMERS - (HEHFMHER - SFFHRERRAE
LGNS S o RSB ZIRBILEERGNSEZE - GREARBIEEIME -7
TR > FEREMATEMI—D o EREFERT > RERS > RERE—
SOBREEM G R - EREENES  ROREERAREEDT | N8 REX
FERBOKAFERE I - thERA R RS KL RE -

BEBAENEE -HEHRERMVEE > AZRAENEELE > #FRMAAE
BHRE L RNG » AlR AN — R 7T NI R SRR o mEMu2ZE
BEPR AR RZAE ST - BEEEE » SHEERAK -

Q5 (FEll) RUBAESE B i KA SRR B R PE TR 57 > Sk E R
TTIINA DL 2 FE RIS FE I 22 PR 5 BLE I A E A R 2

HE  BETHENRTAEREY  REANKGIEAREZRR > —ERBREREGH
BN - —EZGTMEIE BRI L o Bk HEE&QE AEREERE
AOREIRE - AT 75 —(ERKRY S o

FRRH CREZERM) WHIERSERAE 350 A7 @ &IER 250 A7 > thEl2as
TEEEEMA 1 ARK SR AEELBNAE - PUERAIRRIEMOKFIRTRE LT
K BARHEMFEF SR TERRNAPEEEBNA ) WHEAR RASEE - B
EORNEREE o REHEER BB E ERAERCP L REERDR > R
REKIE > KISHUA A]RE KB B A IR (AT ZME o

R (Bl MBERGRE > EREEE —REEER > R R5E b
BEEEFME o REMW O BHER GRR(CEM) ik ZRAHTHEMESR
RIMEFRE - ZHTEAERSALENEERE  FERREN - REEEN
HETERE L o BERINESHERIIN  RESEEZNRERERAF (Franz

46




10812

0E9¥'0

008@°0

Fd
i
~
n
2]
Y]

NV
\ssss'o
&

S¥eL'0d

£08T04

69927

Kafka) 1E {38 ) (The Castle) HHHHZL : AREIEAIRZ A ZIZE MBI ANE » S
SHIET - BT IR AMARE - BHRABSRE - HEORMIL - RA/H
BARE A RE o M2 EMARGE GBI MFEE - fE L 5w o s
MELEEHBIRERR - BAIERBUERBEE > AEZNAEANSE -
MAREAA ARG thiniE TREEN A G > FEEIBRRIUERERR - REAAR
ST R 20 > gl Eal > BIAURIIEEA - Bt & 2o
i B REEERAERRR LSS EERF SRS o MERMNSEE
T 60 A% 0 NKNERNEEZE > tBEERARERN o

Qo iR E R R ENMiR 2 (TEE) MIBAY > RTDURKTRE » Skl
PR I RE R B -

BRGLUPRERHE > B RRAETBENCEES - AACER/NRHRIER K
ElREZER T 0 RENRBE LR - EEMEE REMEAIHERR - THRATH BT
BT RRENR] ; %8 — 2R A IME S EEMEGE > BEARE > EILERRZERZ
AR > AT P RROR IR MR RTIE o EY) > §EBREHZNSEREERE
PR ERK > A RHES A G RKTERATAREE - B2 BRENEERE - EATKBARIAR
Z AGNBEIERKNEAEZ] ~ FEBHER - RIREBEEERAFERVER
IEYF IR AR B AL B E RO ©

BR(IEE) RERIRM - BREFERSBRFFHELUL - AFEBRAARIRRE
A EERA~EARK > EARRREENEEAR - LRREHERGIRE
PP AR R R B REARE - BEREROK ~ B=5RMEIIRZENLL
BHRECE - EfMER—HERERATHELRNY > ACRERAGEIEEEEAER
AUZEME o FLESFBRYRBOKARGR > BICB AR ST B > MR AR
= HA—-%R BEREL 0 BiH-k o IMUERGTEARR o L BE—
fERTDUNEREE ~ EIEFBAER - EFRENRATEARE > RHRERESH

2 ETEHD -

SUEREVHERE R F —EEEE TR A EREERNER - RSN
HEH o LEEBRTT A EEFE B 2R - RER R R PR RIRRY

49



R N Tl T A

Q7 FSIIAINE— ELLAH B BRI St » BRI IS » CTEID) 2%
RER T FBEAIR) 2SS0 ST » 0 75 LA T 775 B
KAt 2

BRIERABRB RN AGE S EEGHEE 7L DUROAEERRENRS
TERRAR BT EARB DUE R E M BRIV MRS » (ERINA T ESTRERENNE K
B2 - BREZINEBEN ARSI EN - BE ey ANERY > mEE
ERAEREM - EME OB HIES - TR T EZ RN EMIHE -

RIS S > RIS - ARt o 2 BB -

T EHLUREEIN AR TR A B8 ) AR PRI - KM T (RIfE & D )

AIPEmTE - BRERFRIS 5 —ImAT R —FIRE - RERYF = > IR EATEE

a8 R R I A A S BE 2 > SIAEEBET G AMIEEIE | #IFE —X
EFMER RIEBHIHTEE ©

50

Q1 Are fieldwork and archaeology the crucial factors for developing
Garden?

As an amateur digger who dreams of becoming an archeologist, my so-called
fieldwork is simply unprofessional investigations for me to satisfy my curiosity.
Garden started with an archeological site. I lived in Zhengbin Fishing Harbor, in
Keelung, for three months in 2020. When the foundations of the Church of Todos
los Santos were discovered on Heping Island in 2019, right on the other side of the
water from Zhengbin Fishing Harbor, it was the first time that evidence of Spanish
occupation in Taiwan, other than documents, surfaced. My visit to the site shook me

up. The skeletal remains and artifacts were lying under the ground silently, and would

have continued their silent existence if they had not been uncovered.

Sunyeay ur “puersy Surdary

‘SOJuEG SO[ SOPOJ, JO YdINYD) a3} JO 9}IS [EDIZ0[0dYdIY

On my return to Tamsui, I started to research the traces left by the Spanish from
Keelung to Tamsui. Then I went on to research the routes between Keelung and
Tamsui during the Sino-French War. Unconsciously, I wanted to visit the sites where
these events had taken place, but the scenes I see today no longer have anything to
do with the events. The interesting thing during the process is that I had to guess

or imagine most of the situations, so I continued to read documents and historical
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materials during the fieldwork. I started from the mouth of the Tamsui River, and
walked upriver, along the bank. During the fieldwork, by comparing and contrasting
the historical materials I read and my on-site visits, I intentionally or unintentionally
found connections between different events. Not only did history become more explicit

to me, I was also more convinced about the authenticity of these events.

With regard to an event that took place in the past, we can only do our best to imagine
it and the possible scene using the evidence we have. Archeologists also deal with the
past in the same way. Take the Shihsanhang site in Bali for example, in order to simulate
the prehistoric process of smelting iron, academics put themselves in the place of
prehistoric men, and built a life-size furnace for producing iron at the Shihsanhang site,
using materials that could have been used in the past. Another example is the Hanben
Culture archeological site that was uncovered during the Suhua Highway Improvement
Project in Yilan. On the archeological site, you learn that three ancient civilizations had
lived there, but there was no crossover among them, because they were all buried by
mudslides or alluvial soil deposits. And a few hundred years later, someone discovered
this piece of land and built new settlements here. The process was repeated three times.
What is interesting is that they all picked the same site, although at different points

of time. The reason that they chose this land is worthy of scrutiny. It occurs to me
sometimes that, to be an archeologist, you need to have the capacity of being able to step

into other people’s shoes, as well as that of going through space and time.

Other than subterranean archeological sites, more recent historical events are
perceptible on the surface of the earth. Maybe some time later, they will also be buried
in the strata, just like the Zhongshan Bridge, near the Taipei Fine Arts Museum. It
was broken into chunks of stone and stored in a closed space beneath the elevated
bridge, at the site of the former Zaichung Swimming Pool. A bronze statue in homage
to Zai-Chung Lee, the boy who died trying to save a drowning child, still stood there.
Some older friends told me about their memories of playing in the water here when
they were children. The swimming pool that no longer exists is only present in their
memories. What I have are the memories stored in their brains. When I wandered
through the stones arranged like a labyrinth, because I had already heard some of

the memories about this place, many images ran through my head, as if there were a

labyrinth of space-time in my brain.

I was preparing my exhibition “Garden” at the Taipei Fine Arts Museum, which is

located in the area of the Yuanshan archeological site. Taiwan's first archeological dig
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was carried out in Yuanshan, where a prehistoric shell mound was discovered. Perhaps
it served as a dump in the past. During fieldwork all the way from the mouth of the
Tamsui River, I found that the closer you get to downtown Taipei, the less historical
traces there are. Indeed, you can still see traces of the past in cities like Keelung, where
urban renewal has been less intense. For me, the city center of Taipei looks smooth

and clean, and doesn’t allow you to perceive what remains from the past. Therefore,

I turned my thoughts to what was under the ground, and imagined the past with the
help of historical documents and photos. But in this exhibition, I didn’t specifically
emphasize the historical documents and archives that I had access to. What's
important for me is my journey through these things. The content of the fieldwork is

no longer the purpose; my perceptions during the fieldwork become more important.

Q2 Could you talk about the design and the method of producing
the balls in Garden? How do these balls represent the relationship

between man and objects?

Every ball is like the condensation of and a sample of a particular site that I visited.

It's like it incorporates a space within it, then it is moved to a museum gallery. It gives
a feeling of a space within a space. The balls consist of pebbles, shells, glass, etc., the
odds and ends that I gathered from the Tamsui River bed and molded into balls with
cement. It often occurs to me that, although I am digging on the surface of the river bed
now, perhaps this surface will itself end up deep under the ground one thousand years

from now. Now I have condensed this portion into a model work, then moved it to the
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basement of the museum. It feels as if [ am moving it beneath the ground ahead of its
time. When we look up at the ceiling in the gallery, everything is actually taking place
beneath the ground. When the balls are rolling, unconsciously, our bodies also move
with the balls, as if we have become non-human objects. During my fieldwork, I often
needed to think outside the framework of humans. This time, I wanted to make the
viewers feel as if they are becoming the balls at a certain point in time, but eventually

realize that they are and always will be humans. A ball is a ball, and you are still you.

The huge ball with a two-meter diameter is placed in the entrance hall of the gallery,
which is both the beginning and the end of the exhibition. My intention is that the
visitors would have very different feelings about this huge ball before and after visiting
the exhibition. In the same way as my fieldwork at archeological sites, knowing about
the historical background of the site made everything I saw more vivid. The height

of two meters is slightly taller than a person, so the viewer may have an illusion of

becoming a ball himself before leaving the exhibition.

It's the same when I made the work I Am a Little Bird, my idea was to think and act as
if I were a swallow. I tracked the flight of swallows at Tainan National University of the
Arts, trying to understand how they lived in this space. But I ended up with a feeling
of helplessness: I can never become a bird. Similarly, I will never understand what they
are thinking. I had tried to simulate a bird, and even to become a bird, but in the end,

I realized that it's impossible. It's a pretty similar concept with Garden, although this
time, [ didn’t try to simulate it, but simply let things happen naturally. Everyone and

everything has its own way of happening and existing.

Existentialism is a classic philosophy that has been debated for generations.
Nonetheless, we can’t help but confront such questions. Even though we live in a

high-tech world, man still has to face the issue of “existence”.

Q3 How did you conceive the relationship between Garden and the
building of the Taipei Fine Arts Museum?

I always start a new work by considering the space, including the history of the

space, the feeling it gives you, etc. Although a museum is often a white cuboid
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space, it has its own historical context. A visitor walks into the museum from the
exterior, then continues to the exhibition’s gallery space: there is a whole process

of viewing connected with the space; it’s impossible to have a pure or detached
viewing. By the same token, a work of art in a museum is also influenced by things
that exist in the space but cannot be perceived by us, such as air and vapor. These
things do exist; it’s simply that we can’t see them. When I visited the basement
galleries for the preparation of the exhibition, I saw all those exposed pipes and
wires in the ceiling. I imagined that something was flowing inside them, so I decided

to suspend a circuit overhead.

As for the museum’s architecture, I checked the competition proposal of the architect,
Mr. Kao Er-Pan, and discovered that this building, in addition to integrating the
oriental four-sided courtyard design, paid tribute to his idol, Le Corbusier, by the use
of modular grids. The spiral plan of Le Corbusier’s “Museum of Unlimited Growth”
also feels like a maze, which my work may resonate with. I was also curious about
the numerous copper circles on the floors of the galleries, and learned that they were
related to the raft structure beneath the floor of the entire building. At that time, Mr.
Kao was worried about the location of the museum on a riverbed — an area where the
earth is unstable — and built a raft structure beneath the building. So, this was closely
related to the fact that the museum was constructed near a watercourse. The location
of a watercourse always has an influence on mankind’s habitat and civilization.
During fieldwork along the river, I developed new observations at the same time

as [ was designing the project. It was interesting to connect these observations.
Sometimes, I found out more than I would have expected, and I would try to create
dialogues between these findings and my original knowledge. In doing so, I was able

to develop my thoughts in a more thorough and comprehensive way.

Q4 Garden is a site-specific large installation. Is its sound component also
connected with the specificities of the site of TFAM?

Sound is a very important element in Garden. The sound that the balls make is their
own “material” sound, evoking the idea that all things in the world move on their
own. Therefore, I deliberately wanted one gallery to be in the dark, for two reasons:
first of all, I want the visitors to be more focused on their hearing; second, the visitors

will find themselves involved in a game of hide-and-seek between visible and invisible
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balls rolling in the dark; they cannot locate the balls, but they are aware that there

are indeed balls rolling somewhere. I installed two directional microphones to detect
the sounds in the space, and three contact microphones in the circuit, and installed
speakers in different places to emit the sound of the rolling balls. The volume of the
sound and the positioning of the speakers give the visitors a disoriented sense of
“reality”. When the ambient sound reaches a certain decibel, it activates the sound of
airplanes that I pre-recorded. Some people may not realize what sound it is straight
away, but when they walk out of the museum, perhaps they will hear this familiar
sound. The sound of the airplanes came from my observation of TFAM's surroundings:
every day, many airplanes fly over the museum, so I wanted to integrate this into the
work. Balls roll in this exhibition. I heard one father telling his son in a very affirmative
way that this was the sound of the MRT (Mass Rapid Transit) system, although my
thought was: there is no MRT here! Nonetheless, every day, when I rode on the MRT
on my way back to Tamsui, at a certain moment, I did feel as if I were in the museum’s

basement galleries.

Such sounds of daily life are always present around us, but because of their repetitive
nature, we unconsciously ignore them. However, they exist in our memory that we
can perceive with our senses. Through a feeling that we have seen or heard something

before, we extrapolate the past or imagine the future.

Q5 The circuit installation is the most challenging part of Garden. Could
you talk about its production and installation? Is the arrangement of

the intensity of the light related to the positioning of the circuit?

In fact, the design of the circuit changed during the process. Initially, I had two
structures in my plan: one was the looping structure as in the present exhibition space,
the other was a circuit that would extend to the ground of the second gallery. Due to

budget and technical constraints, I gave up the idea of the second structure.

In the first gallery (a black space), the highest point of the circuit is set at 3.5m high,
and the lowest point is 2.5m high. That is to say, using a variation of height of one
meter in this space, potential energy can be converted into kinetic energy. The shape
of the circuit is derived from that of the Tamsui River. Its course was slightly adjusted

a couple of times, with the constraint of having enough height difference in the
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overlapping part of the circuit, based on mechanical calculations. My idea is that the
balls roll at a similar speed to that of people taking a stroll — not too fast, not too slow,

because if it’s too slow, the balls can stop due to friction.

The initial design of the circuit in the second gallery (a white space) was more like a
simplified version of the circuit in the first gallery: only a few rails winding through the
air. After discussion with Professor Yao-Jen Lai, a mechanical engineering specialist,

I eventually decided to install the circuit along the wall, considering that otherwise,
the lifting points would be very low due to the demand for potential energy, and there
would be many unnecessary vertical lines in the space, affecting the visual appearance
of installation. It turned out that the result was good with this modification. The balls
running on the edge give a feeling of the description in Franz Kafka’s The Castle: a
situation in which one never gets to enter the castle, but is always going around the
edge, that we don’t seem to move away from it, but don’t get any closer to it either.
Just like satellites; they are neither close to nor far away from the Earth. The gallery
space also resembles the hollowed area in an archeological site, and the walls are like a
section of the strata, giving visitors complicated layers of visual feelings. I deliberately
left the fluorescent lights emitting a homogeneous light, so bright that it creates an
unnatural atmosphere. The marble floors also play an important role. An archeological
site is a result of the process of sedimentation; marble is also formed through
sedimentation. In other words, if an archeological site underwent a longer process of
sedimentation, it could become marble. For me, the marble floors are in line with the
work, both visually and conceptually. The levels of the floors of the two galleries have
a difference of 60 cm, the visitors can clearly feel this topographical oddity as they

walk around the galleries.

Q6 Prints are displayed at the beginning, but also at the end of Garden.

Could you talk about the origin and concept of using this medium?

The reason that I chose to begin the exhibition with prints is because, on the one hand,
in my memory, printed publications were the major source of information when I was
little. When I recall my childhood, it always involves newspapers and magazines that
smelled of ink — newspapers are produced using offset lithographic printing; on the

other hand, I know about this medium and technique, although I am not very familiar

with it. When I studied at the Taipei National University of the Arts, my major was
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printmaking, but lithography was the only type of printmaking that I never tried. The
reason that I chose the Printmaking Department was because I enjoyed the surprise
brought by printmaking. Sometimes the resulting print isn’t what you planned: it's
only after the press cylinder has gone over the sheet of paper, and you lift it up, that
you will know what all your efforts of cutting or engraving and inking the block by
using a dauber or a roller have been for. I enjoy this process of exploring the unknown,

which also resonates with my state of mind when I do fieldwork at archeological sites.

The designs for the lithographs of Garden are the photos I took randomly with my
mobile phone since I started to prepare this solo show. Some images may not be
beautiful, but they are documentation of my real life. The five lithographs are arranged
in the chronological order of my visits: Keelung, Tamsui, Yuanshan (the third and
fourth images) and Hualien. They were chosen from a number of photos of daily life,
images that are representative of a past that I am imagining. The image of Tamsui is
more fun. I put the photo of a place in the same spot to take another photo of it, print
it out, then put it in the same spot and took another photo. So, there are images within

images. Ideally, this is a work that can be repeated continuously, infinitely. There is
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the past within the image of the past, resonating with my idea of expressing dreams

within dreams, images within images.

Printmaking consists of continually looking at the same image before having it run
through the press. There is a sense of labor which I enjoy a lot, and which cannot
be produced by using a machine. Repeatedly looking at the place where you have
been to by means of images, the process of reproducing images is something very

heartwarming.

Q7 Your artistic practice has always been about the ideas of exploring
sites, bodily perceptions, etc. Is Garden in any way different from your
previous works? After working on this exhibition, do you already

have a new subject that you want to focus on or a future project?

Compared to my past works, Garden is more succinct and to the point in terms of
form and language, by expressing the concept directly with the properties or attributes
of the objects. The work uses relatively simple components compared to my previous
works, but has a lot more content and ideas which I wish to express. The visitors
directly see the quality, sound, method of movement, etc., of the objects, and not the
descriptions of them. They also see events taking place here and now, as well as the
language the space speaks by itself. That's why I spent much more time gathering

information in the field this time.

The environment is changing continuously, and I am also changing. Sometimes I

wonder what will become of us.

I have always been interested in things that are “hidden but real”. After I made Being
in Both Formosa last year, I am still curious about Argentina, the part of the world
which is diametrically opposite to us. At the moment, I would like to make a more
complete connection between these two ends of the Earth. Perhaps this process will
give me new understandings of the world. I am looking forward to taking a look at

this place one day, the farthest place away from home.

61









al. - r

1

 a——







B RGY/A

1994 SEHIZETEHE » HATHLH 25 SRR S EHHIFTAT » 2016 FHUSZILBMARF R
M2 ZAREH R LR > 2012 FREENTEEST o (ERMUIEEGEM AT > ZHESHE
aACER B A Bl > EAETRRAERSREREN - RBRE > BEMEREESEHE
KIREREM A S o ERAR RS RESEAM RAIET R BN AEREY)  (EamEH
A SRR ~ ZRGERETR o AHFERBEEREHPEEFENES - EERE
AUBRTE  DAKCATEESRAERIARA o« TIRMTEE S HERRE « AN ERMTER
i BEARRA R 0 SER S R E L FRREIR MY o (ERFERYE « RESCERA
5 o SIRAEE RS RNSERE - EARCHEENSE . BTRE AR -

053
2020  WEfEEEREETD o HHBirEtE > 218 28
2019 EREM BAHEREEEEANRRER  WEHERREE 0 Kl 28

Hi Je

2020 WAEl o Bk 0 2

2019  EREBTETIERSIEL - BEAMNMEEE o fEE o 218

2018  MUERUR 0 BT o BE - =i

2018 BN o B 0 2R 28

2017 2017 Z4c3Ei8E - 2ILEREMEE - 218 24

2017 TSt SOAERT 0 ZEE 0 28

2017  ArtMeGo EfifiiE——IEMF » B8 - 10E > 28
2017 515 JEBKIRAIESE - SREREAL o HhE > 2

2017 AR EEAVAEGHRE —ENE L - FREEMEYE 0 24t =28
2016 BB TREBEERER 0 2hRICUEFL 0 B 28
2016  EEEMGHHLE 0 2HBEBM L 0 Bh o 2

2015 fRIGRUETE 0 789 BES 0 HE > 28

70

YU-SONG WANG

Born in Hualien in 1994, Yu-Song Wang is currently a student at the Graduate Institute
of Plastic Arts, Tainan National University of the Arts, Taiwan. He received a B.A. in
printmaking from the School of Fine Arts, Taipei National University of the Arts in
2016, and graduated from Hualien Senior High School in 2012. A mixed-media artist,
he aims at exploring various possibilities of creation in everyday lives through lived
experience and personal observations. During his college years, Wang was devoted to
pondering the respective medium specificity of painting and printmaking, and at the
same time attempted to come close to the essence of things with artistic practices other
than these two media. His works often incorporate affects, physical sensations, and
spatial elements. His recent works focus on the past that has existed, the now that is
happening, and the future that may take place. Wang likes to explore the ambiguous
zone between fiction and reality through his own living environment, lived experience,
and to a greater extent, social consciousness and relationships in groups. Through
objects, images or particular spatial configurations, his works invite the viewers to open
up all their senses and read and interpret the works with their own imagination.

Solo Exhibitions

2020 Beingin Both Formosa, YIRI ARTS, Taipei, Taiwan
2019  Yu-Song Wang: Presentation of Works Conceived during the Artist-in-Residence
Program, Dongguan Lighthouse Gallery, Matsu, Taiwan

Group Exhibitions

2020 Keelung Ciao, Keelung, Taiwan

2019 Island Festoon — Fault Line Art Festival, Jadecafe, Hualien, Taiwan

2018 Notice of Removal, Sianguang Second Village, Taoyuan, Taiwan

2018 Slow Slope, Absolute Space for the Arts, Tainan, Taiwan

2017 2017 Taipei Art Awards, MoCA Taipei, Taiwan

2017  In Terms of Him, Inart Space, Tainan, Taiwan

2017 ArtMeGo, Phonon Art, Hualien, Taiwan

2017  The 15th Taoyuan Contemporary Art Award, Arts Facilities Management Center,
Taoyuan

2017 Media Archaeology: Indescribable Mark of Life,
Yo-Chang Art Museum, Taipei, Taiwan

2016  Young Voices 2016, Taichung City Dadun Cultural Center, Taichung, Taiwan

2016 Taiwan Emerging Art Award, Taichung City Seaport Art Center, Taichung, Taiwan

2015 Opposite the Playground, 789 Chicken Farm, Taoyuan, Taiwan
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