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Chieh-Sheng Keng

fROBIELSR

Eccentric Landscape

BMRZHAREGITERERE > UBTERNEENTLR » FEENAEE A REINARRRETER
WEBREM AR - AIEAEYRIRIEE - EREREMNNES > TESHREYVHRE > E5HE
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B RUREREEBEN > FRTEATRAFAEREHTEARRARE R » FRIEYMEREREN
£ RABERNGSENMEERE o (FRiERMHIREERE  THSERDNG > BEARS
AUEAIHE ~ MAEHABRVIRIERSR -

Drawing inspiration from the crafts of woodworking and wood shaving, the artist uses a self-developed
experimental method to transform solid, hard timber into numerous soft, thin, paper-like sheets. Arranged
in diverse configurations that combine heterogeneous materials, he creates sculptures reminiscent of
growing plants. This attempt to capture the essence of life goes beyond mimicking botanical shapes; it
aims to reveal the medium’s nature while highlighting complex material interactions—a way for the artist to
challenge traditional notions of time and perceive reality in new ways.

Eccentric Landscape begins with the concept of the temporal scale in tree rings to explore how natural
environments, human activities, and historical changes collectively shape the present landscape. The word
"eccentric” in the title has a twofold meaning: it reflects how trees adapt their growth to the environment
and points to the results of history and human influence.

Using wood as the primary medium, the artist deconstructs and reassembles new and reclaimed timber,
along with found wooden objects from different eras and conditions. These components are reconnected
like plant vascular bundles, forming sculptural structures of varying thicknesses and heights. Through
recycling and transforming the materials, the work weaves together multiple temporal paths and reflects
the intricate landscape shaped by the tension and entanglement between humanity and nature.

ROBIRS » 2026 2 K ~ AR ~ AR ~ BAE ~ HIPT ~ PR ~ BR ~ IR  IBBRIRT 1880 - AR R AR AN 8mEE  BiIR  BROR B RT BHR
R4S ~ 8RR ~ THIIR - R ~ IR5E 1040 ~ SET ~ HiF - BE - FHE  1BF ILE BE - #B - RIKSHHE

Eccentric Landscape, 2026, wood, wooden beam, wooden column, picture frame, wooden sliding door, door panel, window, stool, wooden stair
handrail, baluster, plantation shutters, board, square timber, double-acting hinge, aluminum sheet, acrylic sheet, adhesive, wheel, pulley, aluminum
wire, aluminum bar, stainless steel hoop, binder clip, eraser, eyelet, brass paper fastener, flat mending plate, metal spring, curtain rod, knob, hole
plug, plaster, carpet, dimensions variable

FEET BEMEIZABRRCEMRES BB
Supported by the National Culture and Arts Foundation.
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Kian-Sam Yong

&K
Log Sui

THEBEEAERE—r BEMNEZEMENEE 7 EERENTZMH ) A BIEYEER B2h
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= ERATIKINEEZ B o WRIIFRIRIN 2 KERE R SRADE R BB R REE
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“Can sculpture expand from a single object into a spatial presence?” Here, "space” signifies more than a
physical location; it encompasses a perceptual field shaped by history, colonization, traces of labor, and
identity. Drawing on a laborer’s bodily experience, Kian-Sam Yong observes the traces left during the
reconstruction and repair of architecture, noting how they emerge over time through labor.

"Log Sui” means “raining” in Hakka, linking Minnan Tile: Roof, Tin Roof Rainfall Ill, and Glass Louvre
Window 1V through their drainage functions. The series draws on the artist’s fascination with and
observations of architectural forms in Taiwan and Malaysia. Using everyday museum carpentry materials
such as engineered timber studs, plywood, and pallets, the artist brings them together to create new
dialogue and connections.

Three viewing angles—Ilooking down at the Minnan-tiled roof, looking up at the corrugated tin roof, and
looking through glass louvers—show how the artist's sculpture shifts from a visual object to be simply
observed to a means of shaping spatial perceptions. The “layering nature” of weatherboards and Minnan
tiles echoes the "acoustic layers” in the works and, through repetition, arrangement, and stacking, offers
an alternative way to interpret them.

MR - BIE > 2026 > A~ kiR - RYKIBHMTmE
Minnan Tile: Roof, 2026, timber battens, bent plywood, dimensions variable
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Po-Hsin Chen

FERYREERDEY | RSB IEE
Southern UMA (Unidentified Mysterious Animals): Imagined Migrants

(FARIRYARMESDEY) - BRGHEBIEE) UREBEETNES - BREGMASHER - BTREANERE
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KRHEMUARTLINET - hHEEFI TUREDEYR > EEETREEIE -

Southern UMA (Unidentified Mysterious Animals): Imagined Migrants uses ocean crossings, immigration,
and folk beliefs from Taiwanese history to transform memories of different eras into mysterious forms while
continuing to reflect on “what defines Taiwan."

Pirate Pineapple begins with the idea that “Taiwanese people are descendants of pirates.” The painting
depicts new life emerging from a dead body, symbolizing the enduring spirit of adventure and pioneering.
The Peng of the Southern Darkness draws inspiration from “Free and Easy Wandering” in Zhuangzi, where
the giant "Kun" (#&) fish becomes the "Peng” (&) bird to migrate south. In this context, the "Kun,” or
sea dragon, transforms into a banana-shaped figure resembling Taiwan. Its peel illustrates ocean waves
and wings, and its flesh forms birds, highlighting how diverse migrant groups have shaped Taiwan as an
"immigrant society.” Guardian of the Sea refers to the historical reality of Qing dynasty migrants crossing
the Taiwan Strait, expressed in the saying, “Ten depart, six die, three stay, and one turns back,” and to
Mazu worship, visualizing the protective power as eyes and tentacles over the sea. Traditional ritual objects
in the painting are transformed into modern weaponry, showing that folk beliefs still serve a protective role
today. Tangshan Giant Cactus and Papaya of the Ancestral Spirit reference the folk proverb, “There were
ancestors from Tangshan (mainland China), but no ancestral mothers.” By imagining the mainland father as
a cactus and the Siraya mother as a papaya, both sharing a similar shape, the painting conveys aspirations
for survival, reproduction, and the continuation of bloodlines.

The series, shown in various installation arrangements, suggests that the paintings, like the mysterious
animals, continue to evolve and expand throughout the space.

() BHmAE » 2025 » B « SER ~ ATEA - 2 2BE - BRAER > 412.2x146.6 A%

(left) Pirate Pineapple, 2025, Kochi hemp paper, mmera\ pigment, suihi pigment, ink, metallic pigment, acrylic paint, 412.2x146.6 cm

(B) MEZE > 2025 BHME  S@A ~ KT@EE - RE - 8 - 2BE - BREK > 586x732 A%

(right) The Peng of the Southern Darkness, 2025, Kéchi hemp paper, mineral pigment, suihi pigment, silver leaf, ink, metallic pigment,
acrylic paint, 586x732 cm
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Endless Margins

DE - BT (Adam Rogers) 7 (20 - BERSBNEATERAER ) B8 | [ SEWERmAR
BEiE (hue) BEHE > WEERTHRMANTESR - BEBRER 7T HMLENER > HMFEHETE
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AAMTREIGER
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H > ZFEEACRMERE L > 2RUBREANENEENE 7 hENRIYEREEZAIEEN
B 8% FTHESYEMN > —EEREATHEEBERMELNERE  TREBHBEENMTE
EIR o

Adam Rogers, the author of Full Spectrum: How the Science of Color Made Us Modern, said, "All those
hues and shades on every surface define how we think. They define the world we live in and the one we
hope to build. The fight isn't between color and form; color is form, giving our universe shape.” French
artist Yves Klein once said, "Color is sensibility in material form.” These two brief statements transformed
and inspired my perspective on the nature and structure of painting.

Endless Margins takes the permeability of paint as its central concern. Through variations in chromatic
intensity and transparency, color is treated as a material presence, opening up a "neutral” field of
perception among color, light, and space. Freed from its dependence on surface and volume, paint
becomes an independent and mutable “painting-body,” suspended from the wall. As light passes through
the paint, it is projected onto the wall, producing an image that is at once the shadow cast by the material's
accumulated thickness and the residual hue of light after it has been absorbed and filtered by the paint.
Color, shadow, and painting’'s materiality thus coexist within a single spatial dimension, layering the
immaterial and the tangible. Through this interplay, the work unsettles conventional perceptions of painting
and opens its boundaries toward an ever-shifting relationship among material, light, color, and space.

2

HEBAOBIT > 2025-2026 » B ~ BRRK ~ BRAENE > RSKIBHME
Endless Margins, 2025-2026, acrylic, acrylic ink, acrylic mediums, dimensions variable
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Stone Topographies
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Stone Topographies originates from imagining a landscape of gathered stones. The artist studied the physical
differences among rocks found in the upper, middle, and lower reaches of Taiwan's rivers, exploring how their
relationships with the environment evolve over time. Using “second nature” as a conceptual starting point,
the work references two cultural orders shaped by human adaptation: first, cairn-building along mountain
paths, which symbolizes blessing, remembrance, and navigation; second, the Eastern tradition of assigning
auspicious meanings to bird-and-flower imagery.

The work appropriates the form of rock cairns, featuring three types of artificial "stones.” The base layer
employs paper pulp to resemble eroded cement blocks and check dams broken by river flows. The middle
layer uses bricks—construction debris collected from coastal areas and weathered by water. The top layer
combines paper pulp and cork chips to replicate copper-strip terrazzo murals—an element often found in
Taiwanese temples—appearing as mural fragments recovered from demolished structures.

Auspicious flowers in traditional murals are now replaced by native Taiwanese plants that grow along
roadside slopes, in coastal regions and forests. These species—often overlooked and lacking specific cultural
symbolism—reappear in human-made structures through visual documentation. Thus, Stone Topographies
explores how artificial stones are created within natural environments, showcasing a landscape where the
natural and the manmade coexist. It also considers which subjects, when observed, interpreted, and recorded,
are permitted to persist over time.

i 0 2026 5 HEEE S BURR ~ 235 ~ BIA) - BEE 0 RKIBHIME
Stone Topographies, 2026, paper pulp, cork chips, gold leaf, foaming, brick, dimensions variable
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A Dream Cast in Dormancy (Even the Shadows Glow in the Dark)

EEiBE > MAAR e THER -

CniRz2) B2—RIREREZNNRE - 52022F1 > BITRUEET SRR - BEREHER
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BEHBRE - N5 ESERRINGER > thE RECFEEsET A [ HEEY ) > BEBUREERFEN
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BUEYD ? IS EPAAENRA HAREMAEERE T FRER 1 ? (IRZ2) B—ERRRENS:
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“Darkness is the key, but we have locked it up.”

A Dream Cast in Dormancy (Even the Shadows Glow in the Dark) presents a series of exercises focused
on visual violence. Beginning in 2022 in the Matsu Archipelago, the artist explores how the green LED lure
lights used by Chinese squid fishing boats ("jiggers") disrupt the islands’ nocturnal ecosystems and alter
the nightscape of the Taiwan Strait. Through 36 years of military rule under the Warzone Administration
system, curfew and blackout orders required Matsu residents to hide their lights and cover their windows
to avoid detection from the opposite shore. When the administration ended in 1992, light became the
proof of openness and ordinary life. Now, with his own lights on, the artist watches green beams cross
the sea, creating what is known locally as “Matsu Aurora” and blurring the boundary between the islands
and the mainland. There is no refuge from the green glare. When the boats turn on their lights, he is
exposed. These encounters prompt him to ask: how do these lure lights, essential for catching fish, cross
the border and become a rhetoric of power? What landscape do they reveal, and who is seen as prey? In
a world of constant light, do we still have the choice to remain unseen? A Dream Cast in Dormancy (Even
the Shadows Glow in the Dark) is a dream that has not yet awoken—there, even the shadows might begin
to glow.

HRE v 2025 > EERBLMIER Canson Rag Photographique » RSTHKISHITE
Stargazing, 2025, archival inkjet print on Canson Rag Photographique, dimensions variable

REMESERMEE AR ERITESE - EIETBAXIER - ZEEREITESTHEL) -
This project is supported by the National Culture and Arts Foundation and the Department of Cultural Affairs, Taipei City Government. It was also
supported, in part, by a Foundation for Contemporary Arts Emergency Grant.
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Wei-Chen Chou
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The Place of Presence and Absence

(FEEDERISA) 85 (FE) & (HE) MRS -
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EARENRTBEAIEE - (FE) EE2RFHRENET - BRMELESRENMS T EmEE
MREERA > BERE LRREHTELIEHER

(HE) BERTESENRR TR BEEERBFBHRERNEIERTR » BEREERTEREFH
B - BEAMEBERSIEREE R - EAERAEE AP KRE - (FREAETNTERYN
R ZERRT » BR—RENTHERR - ERREEIIR Y BREmE W

BUERNEZGRSIEE—EAENERNERRARE > BRSREHERE (Multi-Agent) E4518
FERYEE A B B R ERER - RSRENUERNEEE (Chroma Blue) (FRESR - ERETERIE
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The Place of Presence and Absence comprises two strands: "Redeployment” and "Portraits.”

In 1949, the Nationalist government retreated from mainland China to Taiwan. Official accounts have long
dominated the historical narrative of this retreat. Taiwan exists as a place of arrival; it has also long been
overlaid with the imagined presence of a lost homeland elsewhere. Drawing on statistical averages of images
with similar semantic tags in global image databases, "Redeployment” generates a probabilistic perspective
on history, offering a form of prosthetic memory for this passage across the sea.

From historical photographs, "Portraits” selects soldiers and civilians who followed the Nationalist government
through its campaigns and retreat. Using a generative model, the work creates portraits of them that were
never preserved. These individuals were briefly captured by a camera at the scene, yet their personal files
have been lost from official archives. Within these irrecoverable gaps in the historical record, the work seeks
to summon spectral faces that hover between archival photographs, costume test photographs, and film stills.

The work's image engine is a custom-built generative semantic annotation model. Through a collaborative
multi-agent architecture, it connects to the relevant algorithm databases and weighting simulators. The
exhibition walls are painted Chroma Blue, the color of a blue screen. In a virtual studio, a blue screen
typically serves as a backdrop and is removed in post-production, making way for another scene created
through compositing.

TEERRIERISAT > 2026 » MAEL - RYKISHME
The Place of Presence and Absence, 2026, digital print, dimensions variable
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Poyuan Juan

£ Fronta namaso ZF » S&F
Searching for the Nose beneath Fronta na maso
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The project delineates a global chorography of monumental ruins, spanning from Lithuania and Prague to Cihu, Taiwan.
In Park of Sculpture, we see how Soviet monuments in Lithuania and bronze statues of Chiang Kai-shek in Taiwan,
following regime changes, fell from the pinnacle of power in public space and were exiled to sculpture cemeteries.
These dismantled remains are not only fragments of ideology, but also markers of historical rupture in the public realm.

However, when these histories, imbued with traumas and ruptures—especially the history of Joseph Stalin's monument
in Letna Park, Prague, along with the legends and archives surrounding its underground space—are fed into
contemporary Al algorithms in the work Searching for the Nose beneath Fronta na maso, the Al attempts to forcibly
stitch together the black holes of history through its computational logic of filling and smoothing. In doing so, it seems
to assume the role of a contemporary “legend generator,” where what matters is no longer truthfulness, but circulation.

Unlike the ambiguity and gaps tolerated in human oral transmission, algorithms, when confronted with traumas that are
essentially impossible to integrate, produce spatial distortions, impossible geometries, and abrupt scenes resembling
first-person shooter perspectives driven by their compulsive computational logic. These malfunctions are not merely
errors; they are forms of aphasia and rejection that emerge as technology attempts to process political memory.

Through overflowing video and the residues of 3D printing, the work reveals how, in the age of algorithms, the vitality
of legends is gradually being replaced by flat, painless loops. We cannot arrive at historical truth, but witness the
endless devouring and failure among power, memory, and technology within these digital ruins.

7 Fronta na maso 2% » SH&F » 2026 » 88 ~ A Al ~ 3D FUED ~ ARAEHIH « EI5 - TRBHIE 75 447
Searching for the Nose beneath Fronta na maso, 2026, video, generative Al, 3D printing PLA plastics, printed paper, graffiti, industrial crate, 7' 44"

AR EEt BEE SERTEREEEHUE BRI

This project is supported by the National Taiwan Museum of Fine Arts and Taiwan Contemporary Culture Lab.
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Yu-Ting Tsai
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Beyond the Ridge
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The phrase "Beyond the Ridge" symbolizes a shift in direction. Rather than reaching the peak, it signifies
descending back toward the horizon after navigating forests and climbing toward the ridge. At midnight, one
ventures into the dark woods as if sleepwalking. For nearly seven years, the artist has consistently climbed
through mountain forests, remote settlements, and sites of forestry heritage, where forgotten histories and
memories are buried in time and nature. Lost people and civilizations linger in the intermediary realm of the
mountains, existing as ghosts caught between presence and absence.

The journey begins deep within the forest. As the artist climbs through the mountains, they encounter Shuishan
Village—once a hub for camphor production, now faded from maps as the industry declined. Reconnecting
with and excavating skeletal remains in the settlement, the artist uses bone-conduction devices to bring the
skeletons’ sounds to life through vibrations, temporarily resurrecting the voices of the departed while merging and
reconstructing acoustic memories across time. Artifacts left behind merge with the soil and dissolve into moving
images, which then transition into the landscape of the next phase. Afterward, the body turns downward again.
Octopus tentacles made from grafted tree trunks respond to a shared dream with mountain workers from the past.
These tentacles, carrying individual memories, serve as a metaphor for severing trauma for survival. Discarded
memories are later invaded and overtaken by heterogeneous experiences and dreams. Ultimately, with these
ghosts and unbreakable ties, the journey concludes as the artist descends the mountain back to the horizon.

Bk : BER 0 2025 0 BERE  BAHEM - BRHEE

EAEE  BEEER  KWUNES > 2x2x4 AR
Shuishan: Returnings, 2025, sound installation, mixed media, acrylic, amplifier, bone conduction speaker, skeletal remains from Shuishan Village
2x2x4 m

ZIREERAEE  HER2ESE  QELTER  aBURSSE
Supporting Partner: Hong Foundation, Panasonic Taiwan, Yamaha Music & Electronics Taiwan




B

Kueh Peh Gan

BEFH
Bansu Universe
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Bansu Universe continues the creative approach developed through Bansu House, starting with materials,
objects, and the living environment at hand, transforming used things so they can continue to exist
within new relationships. The work is made from second-hand materials accumulated through everyday
life and studio practice, retaining traces of their previous use and processing, allowing marks from
different moments in time to overlap. Throughout the making process, the body functions as a tool for
sensing and arranging space. Through use, movement, and assembly, relationships among objects, the
body, and space are continually reconfigured. This approach, working from existing conditions through
ongoing transformation and reuse, also extends Bansu House's practice of exchange and relationship-
building through its self-made currency, "B Coin.” Materials, objects, bodies, and relationships continue to
transform under new conditions, forming Bansu Universe.

BEFH > 2025-2026 » EAGEM - RYKSMME
Bansu Universe, 2025-2026, mixed media, dimensions variable
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