Z£28| Planner 2 Venue
=TI E MR BILENENE
TFAM MOCA, Taipei



ar
=

A 8R
B Zf

o[lo|o

o

BRFSARE
Lobby

[T

E#EKRZE Polling Place for Audience Choice Award
TRARER Video: Artists’ Interviews

AR
Entrance

EfE R105
01 ;IEl8 Kai-Chun Chiang

EfE R106

02 #%ZF78 Chi-Chuan Yang
BRI R107

03 #IE Hsuan Hung

E R R108
04 5&fbRk Shuai-Cheng Pu

&

L

jo

.mﬂm o |

C BN

B H Video: Artists’ Interviews

grzR

&E R205
05 #kfPhiH Chung-Han Yao

& R204
06 PR=IHE Liang-Hsuan Chen

ER R203
07 2B %% Sih-Chin Wu

B[ R202
08 EB7ZAZx Chieh-Sen Chiu

& R201

09 ZF&S Cheng-Liang Li
10 EJ8#2 Yu-Song Wang
11 H&EK Yi-Min Huang
12 RHE Chi-Yu Wu

13 71Z# Pei-Mao Sun



piemy sabpnr | fE >~ [N

JI818% Kai-Chun Chiang 5.1 |m|

F=ABHBE I

Passerby in the Third Person — Il
2017

EEEM 16 ERBHE
RIS E

Mixed Media, 16 mm film
Dimensions Variable

IFLETRVRIMFE TR E T AR ) RREE  FRNEMEERERE
- MEBREEEXSE - (F=ZABHEE ) 2—lFERNEART @
E—HERERNEEE - EIHBERAENERSBEMER  BREEERA
ETERIERNEL - BRIaREE—FR TR, BEMAFESNS TR
BEENEERE, -
EER (EZABRBE 1) - FEEMERRRE "R, E
2O UAFRNEER - LAHKHNESALP KRN 16 mmBIER
FF - TE-AB, FIBENBRTRINBBZHANEERR  H5
FREREBENIE  BRINE TRENMARFMSE « BmisFEHA -
EAERN TEAL BERB 1970 ENEAMEBRFE - SLEMNESR
BAEHE SIIBEABEBBRIFE  BAFNEERFER -

Kai-Chun Chiang’s art is closely connected to “the place of being and the present lifestyle”.
The localness of his art is interconnected with history, with the ordinariness linked to
literature. Passerby in the Third Person — Il is a poetic personal journey and also a daydream
taking place in the cyber space. When observations of the ordinary are transformed into
art by Chiang, reality and the present landscape are lifted, with a “beautiful distance”
extracted, turning the viewers and the artist into “spectators of reality”.

“Temporal” differences are suggested in the applications of different media in the
artwork, Passerby in the Third Person — I, including mosaics in increments of months,
paintings in increments of days, and seconds applied for a 16 mm film roll. The scenario
conveyed by the “third person” reflects Chiang’s life while he was staying in France,
where he was a person that was sometimes engaging but was also detached in other
times due to language and cultural barriers. This artwork references the concept of
“micro-history” derived from the study of personal archive proposed by Italian historian
Carlo Ginzburg in the 70s, as Chiang seeks to use art to expand the sense of existence
found in ordinary everyday life.

#%wZEA Chi-Chuan Yang b1 |@.

ERERFE

Essays: A Platform

2017

BERE AR RATF - KE-
KE -~ KEE S BR

R &RISHME

Sound Installation, Wood, Polished
Gravel, Cement, Water Pipe, Ditch
Cover, Lighting

Dimensions Variable

HEBRFmER ERAE S T BB A AERIARIEIENE - LR E B S a948AM
515 0 FAGRE - EREEYHERMLE - HAFR OB 2B SRIRER
B EAERRIEENNIRG  REBREANRRLRENRESRE R
BEZHRERE - BUA - 8 RYMFAXR2EE - (FBRE ____ )R
UERIER TR - #2016 FREMEENINE - BRI EHRERIIERE -

Z(ERE AFE) P BEEREABRNEEHENRAFTAF
ARERSNERT R BRTR 7 AHEBENER - T8 BiRE  BihE
BRE  THRSK@BNHNER  MRETBALKE - KBE - XIE
BED  HMRREDRIENES  BR—RBX—RHER  BRiLFa
BEREHH AL (E[) NiEE  RTERENSR  BREAE 54X
EEMEARER EmniEE  ERTBNAHELTZRE -

Chi-Chuan Yang’s art and reading are personalized murmurings that have been extended
to call upon the audience’s own similar experiences, seeking to open up memories related
to time, space, objects, and events. The core of this artwork is based on a personal
memory databank, which is publically displayed through writing and reading out loud.
Fragments of memories that have been deposited for a long time are thereby turned into
chapters and stories consisting of contents connected to family, politics, animals, food,
and other areas related to humanities and social sciences. Her artwork series, Essays:

, unfolds based on this creative approach and has been showcased in Singapore,
Hong Kong, and Taiwan since 2016.

In Essays: A Platform, Yang has created a set on location in the exhibition with

polished gravel platforms that are common used on the streets of Taiwan, presenting
a staircase, platform, slide in public sphere providing a place for people to pause and
take a break or an transition space for people to quickly pass by. On the other hand,
murmurs of reading sounds are scattered and hidden in the pipes, manhole covers, or
lights installed at the corner. The murmurings are chapters categorizing descriptions of
the public (spaces) from the recent years contained in the memory databank. Through
different settings in each chapter, through twisting and turning scenarios, ultimately, a
return is made back to personal emotional experiences in life, traversing back-and-forth
between public and private spheres.
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“;!:HE Hsuan Hung b.1992 "03Il

HHEE

Gong Di Ju

2017

EAEMEE
RIS E
Multimedia Installation
Dimensions Variable

(TR RVIERUBEERRER - HRIEGRTHYHER "THEE, -
FiEHEEFNERNER  HENS A ERBEREHETES TS
FEE - B FREEUGHETHBERSAIN  SIBEREA—EKSE
BREOEIER  HEBBETHRUNSHMEERER  FELETEN
AR MEREBGIENENARLERR - LIRS RAEBAE LN
HEBE  BOBMAEEREINE  BREFHS  RRWLEERTE, - £
(HFBE) > T YHECREBTEMRNEEEE  BliERAT
RHNTERZ L - EREEENXAER -

HIER TR B R BRI - BRXAET ST
WY EIE—ET B B - TR AR E B E R R BRI AR o (R (1
T E) AERRNARKEREFTANBEERLY)  ERHEHE  TER
HORIERABEBIREMBISIE - XA S ELERER SRS -

The series Gong Di Ju is presented as a traditional Chinese reception hall. “Gong Di Ju”
is assembled by Hsuan Hung with objects collected from construction sites, and the term
“Gong Di Ju” actually means treasure pavilion where imperial treasures are housed.
Furthermore, f#t# (“for the emperor”) and It (“construction site”) are pronounced the
same way, “gong di", in Mandarin Chinese, and this phonetic similarity is also showcased
in the artwork. The installation piece takes the audience pass a warning tape into the
exhibition site, which is a construction zone instilled with an ambiance that resembles an
ink wash painting. Hung has also created a sketch of the Red Cliff in the form of a scroll
using warning tape to convey the anticipated vision of this construction site. The Bodhi
leaf Buddha portrait included is painted on a red and white plastic bag that is commonly
used in Taiwan, which references the Buddhist philosophy, “Bodhi is originally without
any tree”, relating to how trees are being excessively cut down in today’s world, and it is
therefore not surprising that there are hardly any trees left anymore; we can only hope
that plastic could also disappear. Gong Di Ju showcases a painting installation created
with construction objects and concrete cement; it tells of a vision for a great engineering
feat, and it is also an extremely gratuitous literati imagination.

Turning ready-mades found on construction sites into semi-framed objects, which
are then displayed in a way that resembles literati curios, an ironic humor is created, with
the audience able to freely associate as they see the artwork. Gong Di Ju seeks to explore
using ready-mades to appropriate the traditional framed format, with a connection
between the two carriers achieved. Coupled with cement that is used as a transitional
painting medium, the literati’s high status and also the awareness for class, hierarchy are
transformed and converted by the artwork.

?ﬁﬁmﬁﬁ Shuai-Cheng Pu o.19s3 '@l

REME

Visual Oblation

2017

HHES ~ APP ~ BN AT -
ZIEERE

RIS E

Internet, App, Kinetic Installation,
Multi-Channel Video

Dimensions Variable

fEm (REME) BN EMEZEEE - BMREBEEROZSE - TH APP
2~ B8 BRAKREREEM  BEDBZG (89) Gl (8) 89m(E
5 BUBEERRBINEEES - BRAR 2 THKREERRIR - fFamik
ERTRLRSE (BESHNE) (VR - WEAEBIEZARE  ME8E
BHEEH - AIERMBAINEE « B & - MEZEHR@mER -

A RREBEENES  BEAXEER  BFHANMREZER - A
EREEVTRNER REEE - BEETEEEMRMBIES QBRI RA
ZEE  MEMEEZBTRATESRE NESEBHONR » WLIEHLLT
Bl mEBAERNSEENIE  BEL RE, BREK KRB L2RE
MERBNE - ABRE - HRERILS R RMATRHNFEL - RS
HE - EA -~ BRZEIEMR R REE

Kinetic video installation, Visual Oblation, is created by Shuai-Cheng Pu with the use of

an assortment of devices including Internet router, cellular phone app for receiving and
transmitting, television, and projector. Two domains are created with a bright side consisting
of the video and a dark side consisting of the machines, with disability and hardship
resulting from life’s limitations imposed by social system and self-restraints conveyed. The
installation of the artwork references the wild rhapsody told in Frankenstein, which is also
echoed in the following conditions of the creative process: Happiness drives motivation
and zeal; innovations of technology lead to excessive technology; it bites back, causes
nightmares, blood and gore, and finally, it is realistically confronted.

A video camera is installed by Pu on the exhibition site, and when lights are
completely switched off, the space is lit up by infrared light, with black-and-white
images seen on the television and on the projection screen. Images captured at real-
time in the dim space are transmitted to the bright side of the exhibition space. The
different rotating speeds of the motors on the mechanical installation result in effects of
physical movements, and the proportions of the gearwheels also evoke a trance like state
of drifting. With the incorporation of a “post-production” video camera, a blurry and
unsteady 2™ person perspective emerges visually. With the use of a visual perspective in
the back and with crisscrossing temporal qualities, Pu hints at the complex relationship
and structures in society, in individuals, and in communities.
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wWk{hiFH Chung-Han Yao o.1es: I@l

BREHR + A EBE #2- KTER

DzDz+An Electronic Monster

#2-Ceiling

2017

HJ)E ~ LED ~ BIO\ ~ BBAL
THE - B HOEE

R HRIZHTE

Fluorescent Lamp, LED, Speaker,

Mac Mini, Electronic Device,

Aerosol Generator, Iron Structure

Dimensions Variable

(EBE #2- RTER) RBAEMMENBEAEE - PR ERRENR AT
BRARTERSE  RHREMENRESRA  KEXEHNEE - B
HEMEFEENSER - MARERZBEENNFEAREABSHOEANS
BIENTER  SIRREEAS —ERZE  HHEWREE THHE - (IR
PR ABAREANEHEE - BBRESBNAFRNSR - 518BX
BREEEBRENEE  HERBRS2REBRIDNKE  HRERE
R ABIRTBEM -

pEFEMEEREEZR  KBETRANZSHS - BERENES
RURZASE: - CLBE #2- RTER) MIRRIRIES S > M (HRBR) NEH
H-IEMRES  TREREENRBEES - HTEHEEREBCES
PR REECEEH  ARREBCELTHNES  RE—ABSM

%%%"J

An Electronic Monster #2-Ceiling is a sound-light installation that focuses on spatiality.
The artist, Chung-Han Yao, has positioned this installation work on the ceiling, where

it could not be touched. This offers the audience a perspective that consists purely

of just seeing, with their residual perceptions for their bodies inside the given space
rekindled. On the other hand, the distorted rearrangement of real-time signals used in
abundance in the sound portion of the installation brings in elements that are connected
to emotions, with the audience guided into a different space-time, seemingly detached
from the present space in a spiritual manner. DzDz, on the other hand, is an interactive
installation consisting of beams of light, whereby the audience physically engages in the
artwork to initiate irregular sounds resulting from electrically powered fluorescent lights.
Yao further opens up opportunities for random on-site interactions, sparking possibilities
for collective performances to take place.

These two artworks are juxtaposed by the artist, allowing the different concepts
on sound to prompt experiences with the audience’s sense of hearing. An Electronic
Monster #2-Ceiling includes sounds that are close to abstract environmental music, and
DzDz is best explained with the following quote by John Cage, “Whereas | love sounds,
just as they are, and | have no need for them to be anything more. | dont want sound...
to pretend that it's a president, or that it's in love with another sound. | just want it to be
asound.”

BE5EIE Liang-Hsuan Chen b1oss I@l

5153

Hour Hour

2017

ZIRBIRGEE

R i5 T E

Multi-Channel Video Installation
Dimensions Variable

i () REREREEE  TREGUABTABCERBERRDY -
MRS R N RRIEATA - NG 28— EREABEETRA
E5 - FERNEZ > BERBREREERMEENERRORELEEER
HEEE - RRRESRERSESINERE  ENERF  EU - ShEE
AEN—NSIES - BEERTREANDENRR - XEPELERRLHE
B AFEERBETITRE  FERIENE  FLERERER M4
AR—RMER - ZAMBER RAEERE - BEHENRSE - QRS —
BRB—NENBREESE  REXETENRBEINNE - &R FHA
E—ERETHNEY  ERHETEEERETEBRNAEEMNEER -

BREMRMNIERAZEAN RN HBEZERFROFE IR » LERTHE
BEMM  BRRGZNNE BIZNE[EE  BEABERLCHEAHER
E#TEN2RFZE  AE—ERGEEAREE  EALBURSIENE
HEIHE

Hour Hour is a multiscreen projection installation that showcases ten videos which are
scattered in a dimly lit room in a theatrical manner. Liang-Hsuan Chen has asked her
mother to be the protagonist in her videos, with moments from her mother’s everyday life
that are associated with waiting and pausing captured and reenacted repeatedly. These
snippets, to a certain degree, reflect the family lifestyle and values of Taiwan’s middleclass
households. Chen and her mother revisit the sites of each scenario and once again wait,
take the position, and recapture these activities, which come to be approximately one
hour long. The footage is then edited into ten segments that are each six-minute long.
The videos include some documentary-style footage, which unfolds simultaneously in
parallel with the particular period of time presented; some are subjective narratives, and
others are fantasies, elusive dream-like flashes, but all the segments are, nonetheless,
interconnected. When the viewers roam through the exhibition venue, another one-
hour long suspension and observation is opened up, as the viewers rearrange their own
personal narratives through the viewing experience and partake in the moments of
waiting with the character in the video, leading to the reshaping of a homogeneity and
sense of value that a particular faction in society is currently experiencing.

Chen’s art predominately experiments space-time travel that seeks to connect
together different time segments. From behind the video camera, she applies images
on narratives and sounds, and creates spatial installations, and her approach of mixing
experimental documentary and home video results in hyper-real states that blend
together everyday life and personal memories that are uniquely Taiwanese.
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L HE&Z Sih-Chin Wu .15 'm'

TRAF

Australia

2016

EREM

R ki5 T E
Mixed Media
Dimensions Variable

fEfm CRAFEE) MUBEZE - £E - BRBESPAZ2R - Wl R BHRRE—
FREABBEMEENSESY) - BHAERD « BRIEFVEINES - thixT
REIFTERTFAOTENEE  ERBIMTETERRN ABLEE
BNFERN - ERIFREERERBRELREUCHEENRE - 7
REMEESRWHRBEERT R - HIRNEFTREREREE -

SREZBERARTBHENIRET  RHEERAASHNEESYREN
BEST - MELERRAF » AMIREBN "B, HERWERILEMMN TBA
ReR, < RAENRRE EAZY, AL - BEEY - 1BY - BAREL
7 EERE—EARAAESVHBEANCHAELR  WREILEBAEREIEA
B2 ERES  BEELABNEFNHESR THEREER - RERE
B (RAF ) BEMIRMORVES - ZBEHARBRZBEBERHK
HTERIE -

The artwork, Australia, is presented in the forms of sculpture, installation, and video,
depicting the different events and things that Sih-Chin Wu encountered when he was
traveling in Australia for a year and a half. In facing with the vacant and challenging
Australian wilderness, in addition to noticing the vast difference in population density
between cities and the wilderness, Wu also realized that conditions suitable for human
socioeconomic activities also do not exist out there. Rather than reflecting on Wu's
experience with this cultural clash, it is more befitting to consider this art series as a
reconstruction of his experience with conditions of survival after banishing himself from
the city out to the wild.

Wu realized that while immersed in that sort of environment, it is easy to suddenly
lose the ability to react to the surrounding occurrences. How “nature” is interpreted
according to existing preconceptions is actually based on suppositions, with “natural
assumptions” formed. As humans are without the ability to interpret “nonhuman
beings”, in order to coexist with animals, plants, and nature, an attempt is made to
personify everything in the human world, seeking to cross the barrier between human
and nonhuman. However, it then becomes realistically impossible to step out of the self-
imposed borders and frameworks. Through Australia, Wu seeks to reshape his experience
traveling in Australia, with awareness for the problems and the present conditions
between mankind and nature constructed.”

EBZs#E Chieh-Sen Chiu oo ifosh

REAB3IH
No.39 Chang-An West Road

2017

BEEM 28 2 BT
R IS E

Mixed Media, Installation,
Sculpture, Sound

Dimensions Variable

ERNARB T IR A PR RVH ERA (R - ERMERFRSEBRALENE
ERT  EHEREATEBROES - M BRNEE  PREA N TR
WEEMN - (RZAK39%) BMEMAF R REUMBIEERZIR - £
F—RENER(DRARMNE) » BARABERSFANZERIRA - Bn5
REBRIGREEFBORAE - () AU T EEEZET XNBRBAREBAIKT
PRERIAISCIE S ~ DITEREAR - BEWHMEZR T - ARIBEERNE
B BERSREEREENETHMEZ - (B8 JEERE) REARR
BRI EAEM AR Z MR - PHEREANBGHRNEE - WLUEEER
IRAEREA(H RU A B R (F -

BEF_RE FR(ZBES) NEBRRE1977 EXEXERAEN M

BREBR, - BAREB N RABDFHNZEME  WAFTHABLE
RRREE  SBEREAREARE  FEHENUREENES S BR

SHEEN SRR EHIE - BACAIRIAENE -

Chieh-Sen Chiu places focus on the corresponding relationship between geography and
people’s dwelling, creatively utilizing maps to explore modern social lifestyles. Through
reproducing archives and semiotics, everyday perceptual experiences are detached to
challenge people’s sense of realness for their surrounding spaces. No.39 Chang-An West
Road consists of four artworks that are presented in two sections. On view in the first
exhibition space is Direction Sensor, and in this artwork, Chiu seeks to expunge people’s
spatial senses, immersing them in a state that resembles being in the middle of the
ocean without knowing exactly where it is. Also on view in the first section is Surface.
This flat sculpture showcases documents that Chiu began collecting while traveling, with
the archive analyzed and reconstructed. The atlas is intentionally flattened, with the
associations prompted by the research process showcased on micro-engravings resulting
from rearranging multiple maps. The other artwork, Taiwan, Made in France, is based on
a collection of local people’s understanding of Taiwan, gathered when Chiu was studying
in France. The information gathered is then pieced together to form a version of Taiwan
as imagined by the French people, with this map artwork created based on the French
national standards for map-making.

In the second exhibition space is The Voice of Map, which is inspired by NASA's
The Voyager Golden Record launched in 1977. Chiu engraves 11 maps of Taiwan from
different periods onto vinyl records by hand, seeking to turn the patterns on the maps
into melodies and to express a sense of vital energy through preserving the sounds of
the world. The artwork also explores different possibilities by inter-transmitting and
transforming various signals.
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# 5 Cheng-Liang Li b.19s |@|

=
=

B EREE
The Wannian Station on
the Road

2017

EAREMEREE

R ki5 T E

Multimedia Spatial Installation
Dimensions Variable

B (B ENEFI) AFARRRBLEENREREERMMNER &
HEEME SR ENEEER  AIEHNFERESMRNEANRS  Hhes
SHEMEE  (BEW) (BIN/NER)  (HRBREZTE) - (Z58%EA
)~ (E8E) - BESUNBETREBINEBGRER  E8FEINE
SERHNREHER - MEEANNEBEREFARMCENEBIRE : JUT
B BER > THEREENES -

IEIFIERE (BIKKREE) MAHE  TERSEZEBLRARNREE
BRERE KB EBES - EBETMTIRATAIEMHER - TR L TWR
BXETOAISEN - TARSHERBFENEE B/ IXERFHRER &
ASFEEKERMAINEY  AREME  UERNISZHER B
BEMPNETER SR BE-BSEIHENA - SEBAEEREET
Bz Lo

The Wannian Station on the Road is set in a place that Cheng-Liang Li has developed
by detaching from reality, deconstructing the one-sided experiences of his personal life
to generate an alchemy-like unmanned theater. The artwork consists of the following
installations, The Wannian Station, Small Moving Room, World-Class Surround Sound
System, No. 2 Rock, and Left Turn, and the audience could roam around inside this
imaginative space and search for a song they like and sing inside the Wannian Station.
They could also enter into this small room and experience Li's everyday life. They could
work, sleep, or contemplate on the meaning of life.

This work extends from the fantastical narrative in Outer Space and Moon Series,
where Li goes on the road again driving a second-hand car splattered with cement.
With cement, asphalt, and metal warning signs posted on the road ahead, romantic
and surprising possibilities await on the road. Li's eyes wander over street signs, far-near
lights, and his cell phone screen. The Wannian Station in the distance is his space station,
and the rock is his brain. Forcefully re-stating/reshaping the props of his life without
putting in actual work is like when people get up and walk around or stretch for a few
minutes without actually exerting themselves, to try to prove that their life is still on track.

F I8 Yu-Song Wang b1 lml

ftEaEE

Hualien White Lighthouse
2017

BEEM

RIS E

Mixed Media

Dimensions Variable

(TEEREE) MERBISREZEMENBENR L  hEBERRER
ENTAES  BRXREEENIFASRTER HERBTIIRNSY - TIER
RILHEBRERE  REZETERERY)  MEAERNESTHINE
SHER  BENSBFR  SUEBGRAIFERERNER -

LA ERBERY)—BIELE - A5 BHBHEICCE (BRE) WRER (Tt
BOBE) - BRHNTEREEHBERERER I BEIBEMRE -
BEEARBOEEFERIFR - TELESTRHBARBGROIXER - B
BENEREBZAEEFNRMNELE  AESRMBETERE - TIEMRMN
ZEF-FE HOBEAERINBGEET  HBRSERORTaEEM
ESEEMERTHTE  WRMASHRREEZNFREEM » HEA
i EEERGRAY R

The concept behind the artwork, Hualien White Lighthouse, is derived from Yu-Song
Wang's thoughts for plein air painting, where he seeks to use the plein air painting
approach to convey a performance concept, experience non-figurative elements in a given
space, and depict things that the eye can't perceive. By doing so, Wang achieved the
following realization: The objective with plein air painting is not about tangible views or
objects but the artist’s will and feelings towards the act of painting, whereby the viewers
are able to imagine the meaning behind the creative process when they see such artwork.
The subject of this artwork, the white lighthouse, references the essay Hualien
White Lighthouse included in The Searcher: Collected Lyrical Essays by Yang Mu.
Yang often spent his years in junior high gazing at the sea and the lighthouse outside
the window of his classroom; the lighthouse was later demolished due to expansion
construction at the harbor. After reading Yang's writing in high school, the image of
the white lighthouse left a lasting impression on Wang. With the same scenery set in
a different space-time, Wang has also looked out from that same window, where he
imagined and longed for that white lighthouse. He has since been on a quest for that
legendary form, which echoes with his relentless pursuit to identify painting as an act of
physical practice, with more imaginative possibilities uncovered the further he digs in.
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ﬁ@ﬁ Yi-Min Huang b.1976 'm'

W BE

Shan Jai: Phoenix Tail

2016

IRREBE ~ R ~ #R8% ~ 28 ~ A7
RIS E

Styrofoam, Cement, Pulp, Metal,
Wood

Dimensions Variable

BRESEERABGEMARARDNES  FAEGEMNEBETFTIRZILER
BEMIMELES - REIERBF I « (FHEICHRBRMBZIBEE & - 815
fﬁ%f‘iﬁgfrﬁﬁ’],_\f%jjfﬁ BEBRENERIK E%%%EEE%HE’\]}_E$
- BRI EURESNEREEHENRASR - FRBFRES8ET
ﬁ;)% BREYROFENE  — D —JEBMERRR &Eﬁﬁﬂﬁ 8 iR
BRABT WRERE - BN ITEZEMA - MBEBEENA
BRAERI FAEREGERHEY ROEBRBENEZNEA -

(L) B R TXZRRRBXEDEMERNRIY & H
BIfEEM - ERREAFENTRRZEEREBFHIERESR « 95FR
R FFBRTIE - XUEBEBERSRER  EBERNEERNT WL
—ERARHIEE -

If Taiwanese people’s hopes and wishes are disclosed in folk beliefs, temples where
many gods reside are the materialization of such spiritual faith. In seeing the styles

and forms of temples and meticulously inspecting the carvings and motifs on them,
bountiful imaginations of our forefathers embodied in these surreal forms and masses
are observed, with historical incidents, ideologies, and epochal demands encased

in mystiques and taboos accumulated throughout the years. Traditional temples are
condensations of each era’s collective hopes and wishes after chaos had subsided, with
the senses of the times summoned by every inch and every detail of the temples. On
the contrary, homogenized, majestic-looking modern temples are rapidly created out of
molds and with standardized construction methods. The structures of these temples no
longer hold strong regional emotions and any inner links are also gradually dissipating.
This present era is a time when imagination is lacking.

Shan Jai (which means “counterfeit” in Chinese) consists of 6 pieces of artworks
created with recycled materials found in the fast food culture resulting from excessive
post-industrialization. Employing intricate handicraft techniques, Yi-Min Huang attempts
to create the features and impressions of temples, with some holding epochal qualities
and some that may be flattened or rich with corporal qualities. Through his own physical
actions, Huang has created a shrine housing the desolation of the great god of time.

E-Eﬁ Chi-Yu Wu ©.198 'm.

BEEE
Nosedive

2017

PRREE

155

Video Installation
15 min

(B=2pas) ETNET—ERE  HEZAEERENE=En

ERHEERE  EMAB19cFRENER S REAELEFHEA
T EENARHRENEREENTAIEAESE - ERTHNREARHE

HIRE > B LIBAEFREE  MMEBERNRBIZERTE2H—HIES - &
BRGTZT » BRHBXERAU » EERAERBERKN—ER 7

ER(BEREE) BRMNREASN - EFEROZED T RMAR

RARENHERBRELSR > ARAMTEERIEELENRE - RE
ﬁLﬂ%ﬁ TN BERIMEE - R E 2 ROBEE - RIERRER
BTAR(B35H ME  EEREAR) ERELNTEREZUSE -
AERASHINFRR  EERETREREERZTNER  BEFHE
FORBITE  BEENEMENRESDA - UREABREZ TELBTRE
HE -

One of the chapters in Postwar History of Taiwan Politics recounts the incident in 1996
when several missiles with the potential to alter the fate of Taiwan flew over the vast
ocean at night; they didn't fly over the island, with the momentary flares they emitted
only seen on television before they soon immersed deep into the sea. The pitch-dark
image on the screen was filled with static and noises, and perhaps, the flickering light on
the island was a guided missile, and its apparition-like visual form was the only guidance
available. Traveling at sonic speed, cutting through the sparkling flames in the sky, could
this be a way to catch a glimpse of the island’s future?

Analyzing images and documents on missile test launches and military conflicts,
the artwork, Nosedive, examines the kind of reality that could take shape from distorted
perspectives set by predetermined narratives and ways of seeing. Installing a video
camera inside a mobile mechanical installation, Chi-Yu Wu embarks on an inspective
journey that is apparition-like in nature, as he passes through the island following
the tracks of different modes of transportation (including a car, a boat, and even an
unmanned aerial vehicle/drone). He seeks to depart from optical refractions to consider
the different ways an image is seen through media distributions. Predetermined
perceptions of reality are altered by these visual refractions passing through the sea, with
different realities produced under different speeds of light.
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Park Information is a series of graphic paintings that Pei-Mao Sun has created based on
some abandoned or unigue scenic parks in Taiwan. Many of these sites have cement
statues in them, and some are quite refined while others are more crudely made. Some
of these statues are juxtaposed next to old banyan trees or artificial landscapes created
with cement molds in place of fake mountains and rocks seen in traditional Chinese
garden landscaping. These sceneries are seen flatly placed at nooks and crannies inside
these parks, with early childhood memories seemingly encased in the cracked and
peeling paint on them. Projecting a style echoing with that of surrealism paintings, a
fanciful and peculiar ambiance seems to seep out from those sites.

Sun considers these assorted bizarre landscapes as a kind of local cultural product.
They develop naturally and project a sense of whimsy about them; perhaps, they are
reflections of the distinctive aesthetic observed in Taiwan after its decades of modern
industrialization. Seeing from a contemporary perspective, Sun seeks to engage in
dialogues with these landscapes with imprints of time on them through images and
his creative painting process. Colors are applied in a delicate manner to highlight the
expressive quality of the art language used. The color scheme on Sun’s art seems to be
in a state of recolor-development with the use of filters, with the existing colors on the
objects seemingly taking on an arrangement made consciously and unconsciously through
a journey of natural selection and also along with the artist's creative process, resulting in
unpredictable changes. Moreover, an abundance of complimentary and warm colors are
used in Park Information, seeking to convey Taiwan’s heated natural and cultural warmth.
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