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Attunements—are they not like cloud shadows flitting across the landscape,
utterly fleeting and elusive?

— “Description of the Situation: Fundamental Attunement” by Martin Heidegger

The most perfect music first responds to human affairs, then accords with
the principles of the Universe and aligns with the Five Virtues. Only then can
it bring order to the spontaneity of Nature itself, harmonize the four seasons,
and achieve perfect attunement among all living things.

— “Outer Chapter: The Revolution of Heaven,” in the Zhuangzi



How might we attune our bodies and minds in an era characterized as much by potential as
polycrisis of environmental upheaval and shifting geopolitical possibilities? Curated by Hsu Fang-
Tze, Attunement: Contemporary Politics between Mindscape and Soundscape brings together the
work of thirteen artists who deploy sound as a political and ecological medium. In other words, to
investigate humanity’s entanglement with environmental justice, border politics, and the socio-
economy of the world writ large. Sound, the exhibition proposes, connects us to our surroundings,
and to one another, through the process of attunement.

The exhibition’s framework draws from two distinct philosophies of nature. In a lecture from
1929-1930 on the concept of the “world” in relation to human finitude, Martin Heidegger compared
attunement to a doubly ephemeral “cloud shadow” drifting across a landscape, offering a sublime
account of nature. Heidegger’s ethical orientation to a shared world is particularly pertinent when
juxtaposed with the concept of “perfect music” discussed in “Outer Chapter: The Revolution of
Heaven," Zhuangzi, which describes a way to tune oneself in the world of impermanence and
harmonizes all forms of life. By attuning rather than merely listening to the sounds around us,

the artists in this exhibition suggest that we might resonate more radically with other forms of
collective presence.

The participating artists share a commitment to acknowledging the dissonances of their material
realities and environments. Their array of artistic media and techniques reflects their cacophonous
enterprise: from Chinese ink scroll paintings and bioelectrodes to field recordings, studies of sonic
warfare across history, pre-radar military acoustic devices from World War |, and the propaganda
songs that a legendary diva carried across the Cold War division of the Taiwan Strait, the exhibition’s
breadth reflects the widening field of sonic practice in contemporary art and, more crucially,
foregrounds the context-specific histories and cosmic affinities that the artworks invoke.

Attunement invites audiences to listen and to reposition themselves within a contested terrain that
imbricates environmental degradation, nationalist rhetoric, and frequencies of capital. Through

its constructed soundscape, the exhibition insists that how we listen can materially shape how

we share the world. Organized around the interconnected elements of water, air, and earth, the
exhibition traces how atmospheric forces shape the contemporary world.

The artists move beyond auditory perception toward attunement as a perceptual and ethical
orientation, where listeners become entwined with, and transformed by, the world’s resonant field.
Across works that explore interdependent contexts, audiences are encouraged to move beyond
passive listening and toward a situated sense of sound that acknowledges our interdependence
with all living and non-living entities.
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Shifting Hills

2000 | BAREF | 91x144 A5
2000 | Ink and color on silk | 91x144 cm
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Yuan Jai works within and expands the classical Chinese landscape, or shanshui tradition, which
depicts mountain-water dynamics as symbols of permanence and cosmic order. Having served as a
conservator at the National Palace Museum in Taipei, where she spent three decades working with
antiquities, she brings to painting a deep understanding of how surfaces accumulate and encode
time. Shifting Hills originates from the shock of Taiwan’s 921 earthquake, which stripped familiar
mountains of green cover and exposed bare rock instantly. Working in ink and mineral pigment

on silk, using malachite for green, and lapis for blue, Yuan Jai translates seismic experience into
visual language through shifting, overlapping lines. Every ridge and slope carries dislocations

that simulate waves moving up, down, left, and right across the surface. The mountain ceases to

be merely a shaking object and becomes its manifestation. Before it is seen, the earthquake is
heard and felt as vibration: a shared, bodily, communal shaking that strips the world of its familiar
significance and reveals existence in its radical contingency. The painting enacts the pre-cognitive
mood cast across the landscape before thought settles, allowing us to re-encounter the movements
of tectonic plates and their beyond-human scale as a sonic experience beyond hearing, and to
situate ourselves within a world in tremble.
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Long River

2002 | 48ANEF | 83.8x162.52%
2002 | Ink and color on silk | 83.8x162.5 cm

(RIE) NBERFEERSATIHENRD TARIEER - RITEBE - WEELRREFHEN
G - —BEM I HKGEERZNING > REHRRATSR - BSEELES B -
S0 —BROBNKEREANR &7 MR > TEEEZENME  EHBENE
Ik® > WA= - BURE BRRSFEETR  tE - REHZER 7%%471&%!3‘\]5‘?43& ; 12‘
SRR —ERS > EMAIELH - MIEFR - RPAARMARENRSEEER
REESIA—E TR A9I51 - IEAN (EEWMIL) FRRIRN > EREIRZA > /L:\iﬁ.
ERFNEERNNEL - IRBEERFER » LWARS FERH TR LKIBFRER
fEEER > (RUED) & TBE) TALES—BRBZK - EHFR3IREERE TBREAME
B ERAMINER—ERE - 8 » MRS ARE B HEMOTESR -

Long River takes its cue from Wang Wei's Tang dynasty verse—“straight rises the lone smoke over
the vast desert, round hangs the setting sun over the long river"—to question temporality. A string of
dots traces the sun'’s arc across the register, dissolving into light. Time is actualized as a trajectory.
At the painting’s center, a purple-red orb, which is simultaneously sun, seed, cell, and gestating
form, pulses with textures, open to space. White slash lines traverse river, strata, sky, and air,
dissolving boundaries and depicting the world as a system, creating resonance, not representation.
Rather than depicting nature distantly, Yuan draws the viewer into an affective field. As in Shifting
Hills, a mood is cast across time and matter before thought can settle. Like the experience of
traditional handscroll viewing, in which the body must move for the landscape to unfold, Long River
makes the act of looking a temporal journey. The work encourages viewers to consider how looking
is listening by offering immersion in a world that vibrates, flows, and continuously generates itself
beneath perception.
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Pulses in 11
2020 | HEEBok - BBIZAMIR - 3 B ABBABHERBE | ROGEHHE | BAKE

2020 | Sub ink, turntable study, cymbals, gong, water drops and computer-generated sounds | Dimensions variable |
Collection of Rudy Tseng
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Tarek Atoui's practice perceives listening as an exploration of how sound reshapes the body’s
relationship to time, space, and community, making it a physical and collective act. Pulses in 11
distills this into its most elemental form: a glass pipette releases individual water droplets into a
basin connected to a speaker, producing a resonant thud that repeats in an eleven-beat cycle with
neither clear beginning nor end. The eleven-beat structure is not incidental. It draws on Atoui’s
research into Tarab, an Arab musical tradition in which ecstasy emerges through gradual immersion,
repetition, and the sustained attentiveness of a collective listening body. Unlike Western time
signatures that are built around symmetry and resolution, the eleven-beat cycle holds the listener
in a state of perpetual, open expectation. The listener is incorporated into this pulse by standing
within it, and the body becomes a resonance chamber. The familiar metrics of time dissolve, and
the boundary between sculpture, music, and performance gives way. Pulses in I highlights a non-
Western model of communal listening, one based on shared vibration. The sound of falling water,
amplified and rhythmically structured, serves as a sonic invitation or a metronome for fostering
collectiveness, a rhythm that refuses the dominant cadence.
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River Boundaries Break the Sound of Silence Between Them

2022 | Big - &F | £9134.6x38.1x3.8 A% /127.0x91.4x3.8 A% /134.6x58.4x3.8 A% /134.6x33.0x3.8 A% /

132.1x45.7x3.8 A9 /139.7x58.4x3.8 A% /134.6x38.1x3.8 A% /134.6x45.7x3.8 XD [/ 137.2x48.3x3.8 A [/ 137.2x22.9x3.8 A% /
132.1x50.8x3.8 A% / 134.6x22.9x3.8 A%

2022 | Electric wires and metal | 134.6x38.1x3.8 cm / 127.0x91.4x3.8 cm / 134.6x58.4x3.8 cm / 134.6x33.0x3.8 cm /
132.1x45.7x3.8 cm / 139.7x58.4x3.8 cm / 134.6x38.1x3.8 cm / 134.6x45.7x3.8 cm / 137.2x48.3x3.8 cm / 137.2x22.9x3.8 cm /
132.1x50.8x3.8 cm / 134.6x22.9x3.8 cm (approx.)
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Reena Saini Kallat's practice examines the violence that cartography inflicts on the natural world

by tracing how political borders impose themselves on rivers, landscapes, and communities that
predate and exceed them. Throughout her work, electrical wire serves as the material emblem

of this contradiction. Ordinarily a conduit for transmission and connection, they are woven into
configurations resembling barbed wire in Kallat's hands, thus, transforming the infrastructure of
communication into an instrument of division. River Boundaries Break the Sound of Silence Between
Them stages this tension with directness. Kallat first renders geopolitical borders that partition
shared water bodies using electrical cable, then bends and reconfigures the same material into the
form of a river, the very body of water those borders claim to divide. The result is a unified sculptural
expression that embodies both the political boundary and the river’s natural flow, which are
indifferent to contestation. Rivers emit sounds across the lines that maps impose—the rush of water,
the call of birds, the distant hum of life on the other bank. The work proposes that listening to water
is actually an act of border-crossing.
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Chorus |

2015-2019 | IRIBMMFE - 2B ~ WU\ > 5518 » BBES | 244x173x142 A%
2015-2019 | Painted FRP, metal, speakers, 5 min. 11 sec., single channel audio | 244x173x142 cm
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Reena Saini Kallat's practice persistently explores what it would mean to dismantle the borders that
political cartography imposes on the living world, questioning how species, landscapes, and sounds
are conscripted into national identity and severed from the continuities they naturally inhabit.
Chorus | extends this inquiry into the sonic realm with intelligence. The sculpture is modelled

on acoustic mirrors, pre-radar listening devices used during the First World War to detect the
aeroacoustics of approaching enemy aircraft. Designed to amplify threats, these parabolic forms
were representative of war's vigilance. Kallat appropriates their shape while radically subverting
their purpose by replacing the noise of military machinery with the songs of national birds from
neighbouring states locked in hostility or historical conflict. Peacock and Chukar, Sunbird and
Hoopoe, Robin and Lapwing—the national emblems of India and Pakistan, Palestine and Israel, the
United Kingdom and Ireland—sing in unison within the same listening chamber. These birds are not
loyal to the flags that claim them but are instead citizens of terrain, climate, and season, categories
that no border can enforce. As Kallat observes, their “interlaced chorus alludes to nature’s defiance
of artificially imposed, man-made divisions.” The work suggests that listening across enmity is
already an act of shared world-making.
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47 Days, Sound-less
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2024 | Video, two screens and mirrors; Video: three-channel projection, 16:9,16:9 and 5:2 aspect ratios, black and white and color,

sound (stereo) | 31 min. 39 sec. | The work is commissioned by the Han Nefkens Foundation, Mori Art Museum, M+ Hong Kong and
Singapore Art Museum—Moving Image Commission 2021.
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Working across expanded cinema, field recording, and archival extraction, Nguyen Trinh Thi's

47 Days, Sound-less focuses on what commercial cinema has historically deemed to be peripheral
components: background landscapes, ambient sound, and uncredited indigenous presences. The
work opens in total darkness, with only the sounds of a forest—crickets, birds, dripping water—
audible before any image appears. These sounds, painstakingly extracted from the background
tracks of American and Vietnamese war films, are brought into the foreground alongside footage
of Jrai and Ifugao communities preparing death rituals. As the sonic state is profoundly immersive,
audiences are confronted with the rich collages of indigenous presence and non-human life

that cinema often considers “background noise.” The title 47 days refers to the walking distance
between Central Vietnam and where the movie Apocalypse Now was shot in the Philippines. Here,
the numeric scales allow both an intimate and geographic depiction of colonial displacement. By
moving through this work, the viewer becomes attuned to the frequencies that cinema has long
suppressed. The title also invokes Chris Marker’s Sans Soleil, a film preoccupied with memory,
colonialism, and the politics of the image, while sound-less calls for a collective awareness to
acknowledge the violence of silencing.
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Artificial Green by Nature Green 4.3
2025 > 2026 BH | AKIEERM - fRF5 ~ BAALCAAE - B - KEMFH | RIKEMTE

2025, itineration in 2026 | Water-based paint on linen canvas, modular synthesizer, PC, Royal palm tree | Dimensions variable
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At the heart of Artificial Green by Nature Green 4.3 is a living royal palm, not as a symbol or prop
but as the work’s primary agent. Bioelectrodes attached to the tree read organic electrical currents
flowing through it and translating its physiological condition into signals that govern a mechanical
drawing arm. The tree listens and, in listening, speaks: Its internal electrical frequencies determine
the volume of water dispensed and the speed and direction of a brush that the arm operates to
“paint” and “erase” a green canvas. The canvas is painted by Imazu and based on a 1905 lithograph
of a lush Indonesia rainforest floor. This colonial image is superimposed with a scene of Royal

Palm Boulevard at National Taiwan University, connecting Taiwan and Indonesia’s shared history of
tropical landscapes mobilized as imperial spectacle. The mechanical arm uses water-soluble ink to
trace silhouettes of flora and fauna across the surface. These daily illustrations rotate from Tuesday
to Friday. Over the weekend, they are erased with water in a process that “resets” the canvas. Thus,
the cycle of a forest appearing and vanishing mirrors the slow, often imperceptible timescale of
deforestation driven by the palm oil industry.
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A Letter From My Sister, November 16, 2015

2023 | BBEE | 1978 | AERAME State of Concept ZFER/F » WEFSHILTEMAXBEER (CALQ) &EE
2023 | Video installation | 11 min. 7 sec. | Commissioned by State of Concept, Athens and funded by CALQ (Conseil des arts et
des lettres du Quebec)
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A Letter From My Sister, November 16, 2015 unfolds as a counter-document anchored in an intimate
letter written in response to a state of emergency declared following a series of deadly attacks.
Written between siblings, the correspondence reflects on the enduring impacts of colonial and state
violence. Beginning with the refrain, “around and around and around it all goes,” the letter traces the
recurring logics of colonial and state violence across histories, geographies, and generations. Moving
between war, displacement, exile, and racialization, it examines how domination is sustained not only
through force, but through narratives that dehumanize, pathologize, and render entire populations
perpetually suspect. The figure of “the other” emerges as both agent and ideology, exposing the
mechanisms through which this violence is justified, forgotten, and repeated. Building on Waheed's
practice of mapping such patterns, the film positions the sky as witness, where brutality is inscribed,
resistance refuses erasure, and poetry insists on life in the shadow of power.
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Lawrence Abu Hamdan
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Zifzafa: A Livestream Audio Essay
2025 | IR « 1I88E « TwitchBIRFAR | 40550 % | M Earshot B4fF

2025 | Video game simulation, stereo sound, Twitch chat | 40 min. 50 sec. | Produced by Earshot
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Lawrence Abu Hamdan, a “Private Ear,” is an artist-researcher who treats listening as both artistic
practice and a forensic, legal, and political practice. His work examines how sound serves not
only as a tool for communication but also as a tool for control, functioning as a mechanism of
surveillance, containment, and erasure. Zifzafa: A Livestream Audio Essay takes its title from the
Arabic for “a wind that rattles” and adopts the aesthetic of video game streaming to investigate
the proposed construction of wind turbines in the occupied Syrian Golan Heights. For the Jawlani
community, the indigenous Syrian Arab population under Israeli occupation, this “green energy”
infrastructure, as Abu Hamdan points out, represents a “sonic annexation” where low-frequency
turbine noise creates an invisible acoustic barrier. This barrier disturbs movement and disrupts
daily life, entrenching territorial dispossession. Here, what on the surface seems to be an act

of environmental progress becomes an instrument of colonial consolidation. Alongside Wind
Ensemble and Tilting at Windmills, Zifzafa is part of a sustained inquiry into the weaponization

of ecological discourse,specifically how “greenwashing” projects legitimacy while violating
international law. Abu Hamdan'’s forensic ear offers listening as a countermodel for political
witnessing, capturing the frequencies of injustice that official discourse works hardest to drown out.
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Lawrence Abu Hamdan
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Wind Ensemble
2024 | 813 < HE  BAK | 125 | RIMGEMHE

2024 | Digital video, sound, amplifier | 12 min. | Dimensions variable
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Lawrence Abu Hamdan'’s artistic practice treats sound as both testimony and terrain, a medium
through which political violence is enacted and exposed simultaneously. Wind Ensemble channels
this inquiry into an image of sonic self-determination. A twelve-minute video loop is projected onto
the meshed surface of a large, vertical bass amplifier facing the viewer. The video depicts Amr Mdah,
a Jawlani saxophonist, playing from the balcony of a kookh—a traditional Jawlani shelter, the erection
of which has itself become an act of territorial resistance since Israel announced plans to construct
31 wind turbines on the occupied Syrian Golan Heights. Mdah's improvisational journey through
levantine scales, symbolizing a shared musical aesthetic of the Arab world, oscillates between frantic
energy and mournful remembrance. Fleeting glimpses of branches, reeds, and clouds punctuate the
performance, revealing a land that inhales in unison with the saxophonist. Through this visual rhythm,
the work rejects the separation of the community from their ancestral geography that dispossession
threatens, eroding any distinction between the soloist and the soil from which his music emerges.
Together with Zifzafa and Tilting at Windmills, Wind Ensemble gives form to a mode of listening that
is also a way to belong. The Jawlani community’s refusal to be silenced resonates through a tradition
that carries memory, kinship, and presence. Here, music is a proclamation rather than a performance.
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Lawrence Abu Hamdan

ESE R
Tilting at Windmills
2024 | COIBVE - B | 68 | RIKEMME

2024 | CGl animation, color | 6 sec. | Dimensions variable

BMRGMET - 5 - REERNRBENBHEENENBLATHEERNEE - thls
ReEmEEsfpt  BEBARNINBEEE - FR ([ESEM) EB=EREREBNNE
REER RSB (CGI) B - ?’Eﬁ.‘EH:'L,{@Wf‘ﬂEzEE’J?ﬁlJEEjz%mimaEFimE SBE=1—
ERNEEHMELNRE TR HEEET  BENEZCEEBURGRNEK  BET
FHHHS - FLEEGENIEEEE SESMUSHPRRTH0 ARENEERELEZER
HMAIBREREERG - MIRKIBERETEERS - BEZTEBRNOMUETIBELERAR
NEERE > BHBBHESSHAAY—RENLH - B - RBENHARER > EMNE
BEEHEREANE  WHSERERRHTUMBMNLMNNS Z— - (FRIZERKEZIRE
(Cervantes) EZAMMEBGER - MERESTFE (Don Quixote) BEERABABEA -
WELETEREM - % - [RBSAERE > BLEEBEFNMEMERNMEEA - EHE
MR TRAERNSEMELCAREZSY) NES > BEHLEMNREEFRERINE
EIEFI « SEEBENRE -

As an artist, Lawrence Abu Hamdan makes audible what power works hardest to conceal. He
brings together scientific methods and artistic forms to expose the acoustic dimensions of political
violence. Tilting at Windmills visualizes this inquiry through three looping CGI animations that depict
sound pollution generated by the 31 planned Israeli wind turbines over Jawlan in Syria, also known
as the occupied Golan Heights. Billowing blue and black clouds swirl ominously across the screen,
engulfing the landscape beneath. This imagery is derived from spectrographic data. Each digital
cloud is a precise visualization of the sonic turbulence produced by one 250-metre turbine, color-
coded by frequency. While Energix Renewables, the Israeli energy company behind the project,
claims the turbines will occupy less than one mile of space, Abu Hamdan's research shows their
acoustic footprint is nine times larger, making up roughly a quarter of the land still available to
Jawlani residents. The title is a pun on Cervantes’s famous allegory, in which Don Quixote mistakes
windmills for giants and charges at them in a fit of delusion. Abu Hamdan demonstrates that these
windmills are precisely the giants they appear to be. The work questions what it means to make

the inaudible legible. Viewers become witnesses to a frequency of dispossession that official
environmental discourse is designed to suppress.
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Sonata for Smoke

2020 > 2021 E# | #f% - 18R | 159490
2020, revised 2021 | Video with stereo sound | 15 min. 49 sec.

FHEXEEZEMRGEEZAETRAEERIANGRERRERAGER - thaoF
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Samson Young, a composer and sound artist, approaches his practice through poetic translation
between sonic and visual experiences. His practice explores what it means to listen as a
philosophical act that reveals the apparatus of attention itself, rather than passively. Sonata for
Smoke was created during a residency at Ryosoku-in, a Zen temple within Kyoto’s Kenninji complex.
The video is structured as a continuous journey through rooms, choreographing ritualistic actions
designed to trigger or capture the emission of smoke. In one scene, Young ignites a theatrical
smoke cake while a boom microphone, held so close it risks being singed, records the combustion.
In another, he wades waist-deep into a lake to record a burning paper boat, an East Asian offering
uniting material and spiritual worlds, as it turns to ash. The tools of documentation, the lenses

and recording devices, remain visible, ensuring that the methodical labor of auditory engagement
remains the piece’s central inquiry. What emerges is a koan about sound, a riddle about smoke as a
fleeting medium, where only sound’s fluidity can trace its transient path. The work seeks to remind
its audiences that listening is an act of constant reaching for what inevitably vanishes, and thus a
deliberate tuning of the self toward transience.
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Remanence Residue
2026 | % « £IB B - AT O | SRBEMBOMERS] KH) - SH2x62x9A5 (BR)

2026 | Glass, metal, magnet, wax paper, photographic paper | series of three objects with drawing and collage,
each 92x62x9 cm, suspended from the ceiling

(B L) WERERHELEEMEFRE-TAENOBETERZRR - TERB
B EFEEPREGEORRE RBREHEHTERS > RET - HRAHENBTH
F o ZAEREEBRHNRKER > SEME SRR AHORIENR - I DAL EE E W EHR
ZENEE - SRBESHIEFENGCE  SLERLENEEAXMGNE  ZFIER
HEBECRNBRAERNT  MEkMFEHEENEIE - EEMNESERE  HIANTE
]\IEZIﬁFﬁE’JW% s M —EHRES  HERBEWAREREEMAIR  TBEERER
RIE=BIRAOME B M AR - ESUREIRISB N MBI RREENEES > BRRES
..‘uﬁém?{..mﬁA%Eaf—i%%S TERAYERES - BRI - PXIRRE TRE LRE) AIBERER
A EEABRNORE  RIEEHERXEERE - HB > EBECLERETTHE > N
RALEZRZARNEEETEARNRREREBHNER -

Remanence Residue resembles Chen Ting-Jung'’s exploration of the 39-year campaign of
psychological Cold War broadcasts across the Taiwan Strait, during which Kinmen and Xiamen
exchanged slogans, songs, and ideological messages, creating a sonic war without dialogue.

Three iron-framed objects hang from the ceiling, each containing two panes of glass facing one
another, with wax paper sealed between them using magnets. To foreground the experiences of
survivors from this warfare, these papers include transcribed official documents, folded and rubbed
impressions of the acoustic memories Kinmen residents had of the broadcasts, and recollections
from the broadcasters on both sides. Layered, collaged, and pressed into the narrow gap between
the glass, these materials form an abstract landscape that is visible through the transparent surface,
yet mutable as the viewer moves around the triptych’s two faces. The English title refers to the
residual magnetic field that remains after a powerful magnet is removed, and alludes to what lingers
in bodies and acoustic memories after the broadcast ends. Meanwhile, the Chinese title speaks

of overlaid light, suggesting how official language and personal feelings overlap, each obscuring
and revealing the other in turn. The work questions what remains of a sound that has stopped, and
whether the frequencies of propaganda ever fully leave the bodies attuned to them.
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Chen Ting-Jung

BREFR (FA5E
You Are the Only One | Care About (whisper)

2018 | \BERHEABBERE  BEAK W\ BSHEE - BUSBHR - B8 8% USATRENREBRERS) |
82357 (BI5HMWEMUESR) | 90x205x555 A% | BEEE - BRE - BTIF | RMNBHE - BEAR|

2018 F M th MM BE BT RUME

2018 | 8 channel A cappella sound installation, hot-dip galvanized steel sheet, steel, papier-maché (made of daily newspapers),
sound system | Duration: 8 min. 35 sec. (played at 15-minute intervals) | 90x205x555 cm | Vocals: Wu Dan-Ning, Tsu Yu-Tien |
Composition assistance: Algy Ing | Commissioned by Kunsthalle Wien, 2018

RERFRAEXRENNONRAZSRERTEY  BLBEUBQERIEEERIEHE -
EA(BRRAEFMR (FAFE) ) > thBEMRRBLBSHEE L N 8FRRARNOBESRE
A BRI 12] o B AR B X AR RE AT SR AR %MI:WFH?}L,{HLEH/EIEIFE’L BIEFFEER
AR AR\ AR RIIRAR ~ TBAIMESRAVIEES - S IE R EEERIEIAS MBI 2R - b {F MG ERRE
ENFREREEM RN —EEMULREEN/ \BERAFREIE - i_i BHERE TRy &
M, 7EE:E - Bl ,uiéi-iun%ZFﬁ » MBS AR S IBE ERE - BE - [RAEHE—
HEBEBEENEES  BBFENGEHER > BERFMERYE > BRFARRAEEAR
B EREBESRTAOBREER  BRUELSRTASHNER - SERENRIAE
YMRERENRE > SNBSS BUSHETENNS  TFRELHFHECHNBIRE
o EHERBFRREMBREFRAREREEMEGBIABENRZ - TERERKEER
MBRRABBROBEIMRE > RREREME -

Chen Ting-Jung investigates how sonic media and popular music are conscripted by state power

to traverse political borders and mobilise collective sentiment. You Are the Only One | Care About
(whisper) rearticulates the psychological warfare broadcast walls Taiwan once erected along its
coastline. These enormous amplifiers projected slogans and songs toward mainland China. Chen'’s
sculptural response, a modular, paper-thin wall of galvanised steel, paper maché, and speakers, and
amplifiers captures this infrastructure in miniature. The project reimagines Teresa Teng’s ballad as an

upr

eight-channel a cappella piece for two female voices. In this performance, “you” and “I” overlap and
reverberate in a fugue-Llike structure between whisper, summons, comfort, and command. Because
the amplifiers face opposite directions, the sound reflects the reactive physics of broadcasting.
Every fifteen minutes, the cycle restarts, and the audience is synchronised into the rhythm of
waiting. Teng's intimate, feminine voice functioned as an affective weapon, carrying emotion across
ideological frontlines and penetrating the rigid political boundaries of the Cold War era. The work
invites audiences to reconsider moments when the language of love is mobilized toward a specific
geopolitical end, and to contemplate what it truly means to be moved by a sound designed to

manipulate the listener's deepest attachments.
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Lin Chi-Wei
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Mountain of Nagas

2022 | BRA¥ - 8B | 130x97 A% | BMREHE
2022 | Acrylic on Canvas | 130x97 cm | Collection of the Artist

i £

Mother Raw Earth

2021 | B A% « % [130x97 A% | FAAUE
2021 | Acrylic on Canvas | 130x97 cm | Private Collection

AL

Magic Mountain

2020 | B A% ~ & | 130x97 A% | BMREE
2020 | Acrylic on Canvas | 130x97 cm | Collection of the Artist



CBELLY ~ (B ) B2 (ELL) 9 B ERS TEILRS ) (Série Montagnes-Magiques) >
ZATBIEIRRE— B RIEREE - EERTER—ANRZ TERET - BLEERE
B—RAEBANE TREARNEE  BENEREESR  BREIHKMUTEZRLER
RARNEL - MEREASHNENAS S6H46 » EeFREFRS | EEBFNAGE
28 - BLETERNEENBELA T EESYM  EMEBBEIIREAZENLKENFEES
WpgELE o EEEGEENY)  REAERRERTNER - L EEETRNEEE A

EHE  EHEUHNEBEELREABRNLE  IEEEEBNEE WU —EEEEE
HEEEZARENGLE SREAENBEME > MEFtHEEREHIYL M 2 HES
BUNRE > BREHETYEERES  NRLTBEER S - SEHEEIR (synesthetic
translation) [EREMIEBREREKE - BIVHEST (Kazimir Malevich) BIRHA{ESR AT
BWEE  — 152 UNKERS  BERARHREEER > SLETHRTAMBOEE
TEEENSESIRSEATRNER - ESIHSFHES ME%&E’\JT’EW&{%EEEE%%
ARAEEREE - BLBERN—IME  REMBR - BELKREERE - BFEH  RERET
ERNEZE-

Mountain of Nagas, Mother Raw Earth, and Magic Mountain are paintings from Lin Chi-Wei's Série
Montagnes-Magiques, which began in a deserted shared Paris studio during the first pandemic
lockdown. These paintings depict a peopleless, ritual landscape of collapsed, quartz-toned rock,
rendered through automatist ripples that coalesce into mountains. Lin works in highly saturated
reds, yellows and greens, letting color and line guide the process of his eccentric texture-stroke
method. Their repetition and variation generate a musicality that recalls, for Lin, the kinship
between the landscapes of Yu Cheng-Yao and Nanguan music. The connection is apt: Yu, a self-
taught painter and devoted Nanguan revivalist, built his monumental mountains from densely
accumulated, rhythmic brushstrokes whose layered repetition reads as an audible structure, a
visual scoring of sound. Inspired by his encounter with Yu’s paintings, Lin pursues a similar crossing
between visuality and musicality, letting line and hue accrue into landscape as phrases accrue into
music. This synesthetic translation is precisely what art historians locate in Kazimir Malevich'’s early
work: a totalizing sensorium in which pigments seem to emit scent while music binds the room

into one harmony and assembles transferred sound-feelings into visible images. Like Malevich's,
Lin's surfaces ask the eye to hear. Painted over one or two years endlessly reworked as forms were
deformed and recolored, the canvases drifted beyond their painter’s control.
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Yu Cheng-Yao
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Landscape
FRFH | BB A | 19:494% | ELHUEMERE

Date unknown | Ink and pigment on paper | 119x49 cm | Collection of Taipei Fine Arts Museum

HILER

Overlapping Mountains
ERRR | KR M | 60x120 A% | TAIKHE

Date unknown | Ink on paper | 60x120 cm | Private Collection

LIS 2 FElH
A Precipitously Elevated Mountain

1987 | /K& 44 | 137x55.5 A% | LTI E MR
1987 | Ink on paper | 137x55.5 cm | Collection of Taipei Fine Arts Museum



FEE (1898-1993) AZHHMER KEREIR RENHEBRTE  ENHSTRBEMEEE
ftEB=THNERLEE  UPRERER ; KEZEE  MEABE > BE T \ERIAK
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EREMERRRBE (synesthesia) WMAER (I33k) M=BEBR= NENRRERLER
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BOtHRL > RIRBERREERPEIR > WRRSREETHLRE - (TUEBRTRFHNHL
Al BHREEE  FUNREREERE -

Yu Cheng-Yao (1898-1993) was deeply influenced by the slow, austere chamber tradition of his
native Yongchun in Fujian, which accompanied him through three decades of military life before he
eventually retired as Lieutenant General by then in Taiwan. He began painting at the age of fifty-six,
self-taught, but always accompanied by music. In his treatise on music, he traced it back through
Han Qingshang’s song to the Zhou principle that “all sound arises from the human heart,” moved
by the world. In the same monograph, Majestic Mountains, published in 1988, his companion essay
on painting demands the same of the brush, that its expression is not photographic likeness but
“an imagined truth,” form following the heart, and—quoting the renowned Tang poet Du Fu—the
patience to spend “ten days on a stream, five days on a rock.” The series of paintings, including the
hanging scroll A Precipitously Elevated Mountain, the horizontal landscape Overlapping Mountains,
and the blue-green shanshui Landscape, is considered part of Yu's later period. Shown alongside Lin
Chi-Wei's two explorations of synesthesia, Chapelet and three acrylic landscapes, the series invites
audiences to contemplate how Yu's two convictions meet. Here, Yu's central massif is built upward
by chisel-fine stroke, each line drawn out and left to resonate like a single Nanguan syllable, which
Yu described as unfolding through a head, a middle, and a winding tail. The unpainted streams

and waterfalls are the rests between phrases. What first looks tangled resolves, in his words, “like
sudden light in a dark room”—order and layers emerging from density, as a slow air resolves from
held breath. To stand before this remembered homeland is less to see it than to hearken to it.
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Lin Chi-Wei
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Chapelet (Chapelet Sonore)

2018 | BELE | RYMREMME | ELTIIEMELERE

2018 | Sound installation | Dimensions variable | Collection of Taipei Fine Arts Museum

i FRER (RIER) (ILEEEE > ABENR © 2020) - AERESEBMRKBETRAENERS (RIF (BXK) ) -
Note: The artwork, originally titled Chapelet (Collection of Taipei Fine Arts Museum, acquired in 2020), has been retitled Chapelet
(Chapelet Sonore) for this exhibition to reflect the specific display.
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Lin Chi-Wei, a pioneer of Taiwan’s sound-art movement, continually explores the intersection of
collective intelligence, ritual, and performance. His work, Chapelet, builds upon his iconic Tape
Music series, treating the human body as an essential component of a living instrument. In this
particular presentation, the assemblage includes five strings of chapelet with hand-crafted beads,
a corresponding color score, a score representing the vocalization of the color score, a photo
capturing five performers of Chapelet in motion, and a five-channel sound installation. Together,
they function as an engine for synesthesia, deliberately collapsing the boundaries between visual,
tactile, and auditory perception. Lin combines his childhood memories of his grandmother chanting
sutras while holding prayer beads with his research on Kazimir Malevich’s abstraction in relation to
Russian folk tradition. As audiences encounter performers translating the physical presence and
hue of each bead directly into vocalized sound, they undergo a shared, cross-sensory experience,
potentially visualizing these colors projected on the white wall in front of them through their
brain’s synthesis. Relying on minimal control, a shifting palette of eight colors gradually guides the
group through five evolving paragraphs. Without rehearsal or a conductor, Chapelet challenges
conventional relationships to listening, forming moments of sensorial re-coordination, an organic
sound community built entirely on audiences’ physical presence, colors, and the human voice.
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Listening to Ice

2021 | 4K $348 ~ & BB | 179378
2021 | 4K video, color with stereo sound | 17 min. 37 sec.

MhEOE AR S AR RMNBE A RRYE  EMERFENERDT SWIET > UREE
MAEARRBIETRESINIER - (BBK) iR —15a0EE BRI LIRSS & 8+ 7 L AR
(Zanskar Range) fZBA{E[£K)I| (Drang Drung Glacier) KRG - 8FEFIBESIERBH K
NNEBRBERRE - EB% - fIiLE (Mohd Farooq Azam) BREBAEEI - LIREE - 5F
(Faiza Ahmad Khan) BIREIT » ik TS SREBBHK) | BEESD - BLEBEBAIKTK
R AMBERKER  KBEHENEE > URRMIRECHERENRERNE - 28
ZOEEBMTH (Akshow) ~ HAFEIK)IIZRUNER » BIR T HIHLCURNBERSE
BEHORA ; ARt EREAREENRERESE (Kulum) BRE MM E/EEK)IREmRE
ETREBENEBNRLEREER - ARRIBT R REFTEERELOE » IFRE
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Her work brings forensic methods into dialogue with indigenous knowledge systems, questioning
whose testimony counts and how evidence becomes legible across different registers. Listening to
Ice documents an expedition to the Drang Drung Glacier in the Zanskar Range of the northeastern
Himalayas. Alongside glaciologist Mohd Farooq Azam and organizer Faiza Ahmad Khan, Schuppli
and collaborators deployed hydrophones into the glacier’s crevasses. These instruments were
lowered into subglacial streams to capture the rush of meltwater, crackling ice, and the pop of

air bubbles released by a warming planet. The participants were villagers from Akshow, whose
intergenerational care for glacial streams represents centuries-old sonic and ecological attunement,
as well as from Kulum, the first Himalayan village forced into climate migration by glacial recession.
Without subtitles to transliterate the responses on-site, the work invites audiences to reflect

on what it means to listen to a glacier. The glacier here is not an object of scientific study, but a
whisperer bearing witness to what the Earth has lost, while honoring all that is present through their
songs, which can be found in /ICE RECORDS.

MARE— TREEBR (Kulum Village) BIELR »
QR Code BB IRIFBHE Nishant Tiku 553 °
To learn more about the circumstances in Kulum Village, please scan the

QR code and watch an interview with environmentalist Nishant Tiku.
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ICE RECORDS

2022 | BEBIER | (KiZIBHR) &M - HERAENREREBRBIES - AFERERNBEK BFBMPORME
2022 | Vinyl LP | ICE RECORDS is a limited-edition vinyl LP created by Susan Schuppli and produced by BEK Centre for Electronic
Arts, Bergen, Norway

FRIM - SFEMMRIEERERER TMEREZEE) (material witness) LR - EIIFAEMER
B RELREFRARELZNENEN - REEM - RIBREHKAER (forensic
media theory) » FEMNERERZBELAGLEREME (LHEK - ¥ LIBEAR) K-
EREERGTERS - (KXIEE) BBREEMEX - BRHEECEHSNENE K|
RERE - HKRBIEITIR - 15 > ATER—BRRIL)I - JTREZRAOIER RE > I
&A\Em%%%ﬁiﬁé:’ﬁﬂﬁ% - #3%& (Mohamad Safa) EifFEH MRERGERTE A

HERIENRAIRY - FENRS - KE—ELHREN > SEXINDBRRBELHE
"FE’\J%E VREHXRAS - MERRE - BEEGRENEREKRMENRIE  RIZE
SEEREZHRAR - ERARBIERZFERENRE  AAREEHESRBITIEERE
FrEREEMIRIS - AEMAEMEBIT 2RIE A RS ARHNREREE  KRIKRBERNES
BME - RIRBHEREREA -

Susan Schuppli’s practice explores “material witness,” the ability of non-human matter to record,
store, and bear testimony to forces acting upon it. Across art, science, and forensic media theory,
Schuppli questions what evidence looks like when the witness is a substance, in particularly ice,
light, soil, and atmosphere. ICE RECORDS explores the cryosphere through recordings from glacial
sites in Canada, Svalbard, Norway, and India. These are accompanied by a Ladakhi folk song

about mountains, rivers, and streams, as well as an original score by Mohamad Safa, a Lebanese
sound artist, and members of Schuppli’s audiovisual climate-justice project. Schuppli argues that
ice is a recording medium, that every glacier encodes in its layers air pressure, temperature, and
atmospheric composition at the time of formation. It shows that an archive of climate history is now
being erased as ancient air bubbles are released and frozen matter melts. The vinyl LP is chosen
with forensic precision because each pass of the crystalline stylus over the record’s surface inflicts
damage, enacting in miniature the degradation it documents: rushing liquid sounds give way to
crackle, fissure, and loss.
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