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Performance, Video Installation
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Syu Jia-Jhen's practice is about people and the relationship
between people. Her work uses the body as a catalyst.
Through various public, private or ambiguous behaviors and
actions, and through physical or emotional touches, she
explores the needs of individuals in this society for others
and communities. In the “Matchmaking Skill x Need for
Touching - Production Line of Artistic Behavior” series,
she learned and fulfilled the facial threading in public. The
dance-like movements and relaxed conversations
unconsciously compare with the participants' emotions and
expressions shown during the pain of facial threading and
the conversation shared. It is like an out-of-date but

gentle invitation, undertaking and interweaving the feelings
and memories across different generations.
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2012-2020 | %1 R~ Dimensions Variable
W% Bxl > Huf  #EEMEE
Photography, Acrylic, Polaroid, Mixed Media Installation
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The Construction Site

1956 | 74.3x85.3 cm *e! 1“
% - #87 Eastern Gouache Painting on Paper v
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The construction of a temple consists of different work teams. Tsai Tsao-Ju has been engaged in temple color
painting for a long time. Many daily gazes and observations can be seen on his paper-based works other than murals.
The scarf under the hat, the half-covered face has a bright red lip color, and the sleeves are the easiest to identify in
the sunscreen attire. The cement mixing bucket on the side makes it easier for the viewer to identify the place in The
Construction Site. Compared with plasterer, “‘cementer (Tu Sui Shih)” is the title most people in Taiwan are familiar
with. The process of “making cement” is detailed and complicated, and it often requires a good helping hand as a
helpmate, so the team usually has a combination of husband and wife. However, as far as the main image in The
Construction Site is concerned, the relationship between the husband and wife is not visible, nor the rank of foreman
and assistant. The people who work hard on the construction site are not only the men in the given impression.

Bl 17 =% =1MsEH j& & Collection of National Taiwan Museum of Fine Arts
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{Alizarin Gown)
2008 | 112x181.5cm

8 BRE R
ColorInk Painting on Chan-yi Xuan Paper, Silver Powder
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Alizarin is known as madder red, a color name, applied largely in this painting. The gown is the dress of the main
character in the picture. The female recumbents, lined with the corresponding white human silhouettes, stretching
horizontally toward the picture frame. The silver powder pigment appears in the background of the image via silk
printing, which is very decorative and full of flatness. Hsu Wei-Ying takes the “female” as the start point for her
practice. From the name of the work, the medium, and the pictorial arrangement, Alizarin Gown represents that artistic
creation is self-expression and self-identification which is the starting point of identification. Without a Chinese title
makes the title of the work more neutral in the Chinese context. Using impermeable aluminum foil interlaced silk—
screen printing and gouache is not so much an innovation or a combination of tradition, but rather under the current
situation, it is necessary to use such medium to find new composition and technical rules under the “traditional”
gouache technique to respond to the living conditions in the society.
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Trio, Goldfish, Lights Out

2018-2019 | 38x81cm * 40x 62cm * 37.5x45cm
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E%‘Jilgi’:] SHIEH JUin(zféTaiwan)
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Make Up / Up Make

1998 | 115.5x118.5cm x2 pcs
RIEZE - & (BmABAIR )
Charcoal Pencils, Paper (the Exhibits are Licensed Image Prints)
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The year-long practice of Shieh Juin centers on female body experience. The Make Up / Up Make in the © Anatomy "
series is drawn with charcoal, and the background is hollowed out, looks like a trimmed hairstyle for the viewer to
examine. One pins the bow at the front; the other is from the back, looking down the curly hair stream. The inversion
name of the artwork Make Up / Up Make is possibly implied that the hair is used for dressing up like a kind of wig, a
gendered object of social construction. However, do the makeup and hair removed from the head in the painting also
become a styling tool that individuals can freely choose? Shieh Juin uses charcoal to express realistic painterly
brushstrokes of hair, rendering soft hair stream strong, which disturbs the shaping of femininity, and also challenges
the status of the sketch in artistic media.
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Lady Smoking

1936 | 7.5x5.4cm | ZERKHEER - BARDNGA (BaSBAEIR )
British Galss Film, Japanese Photographic Paper (the Exhibitis a Licensed Image Print )
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As a museum collection, photography's meaning often swings between aesthetics and historical archives. Because of
this pendulum, this exhibition finds a new interpretation and the path of exploring through displaying Lady Smoking. Lin
Shou-Yi (1916-2011) opened the “Lin Photo Studio” in Taoyuan in 1936, changing his profession from a portraitist to a
photographer. He is one of the pioneers in the photography industry in Taiwan and takes photography into professional
practice. In the context of Taiwanese photography history, Lady Smoking signifies the rise of special photography
techniques, including light bulb lighting, double exposure, and other methods. In the layout of “one person, two
silhouettes,” one can see a silhouette of a face behind the three—quarter view portrait of a smoking figure wearing a
hat. It is not so much a fashion to attract customers. It is better to say that the development of photography
technology allows the model to choose the image they would like to present themselves in the dress—-up fashion.

ZIEM I EMEER# Licensed Image Prints of Taipei Fine Art s Museum
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Masks of Misery: Forced Taiwanese Army Prostitutes

2004 | 37x55.3cm
EBRR - AE - pE
Black and White Photography on Paper
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Why take a group photo with a mask in hand? Why is the photo black and white, not colored? Masks of Misery: Forced
Taiwanese Army Prostitutes is the image taken by photographer Huang Tz-Ming since 2003 when he helped the Women's
Rescue Foundation record the Taiwanese comfort women's group counseling. When the people, events, and things in
history are separated from the political situation, do they have any meaning for people in the future? If the authenticity of
history cannot be traced back, what is the purpose of re-reading history? The making of “mask” is not just a healing
course or the production of “artwork”, rather as a new happening of recording and testimony that opens a dialogue and
memory in an inviting gesture. Therefore, the meaning of Masks of Misery: Forced Taiwanese Army Prostitutes may unfold
each time while being viewed and discussed in the future.
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Prostitutes: Unacknowledged Labor

1999-2002 | 113 x74cm ~ 20x30cm x 11 pcs ~ 25x25cm x 2 pcs » .
40x27cm - 30x30cm - 30x 38cm ﬂ
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Silver Salt Photographic Paper, Laser Printing g
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In September 1997, the Taipei City Government abolished the public prostitution system. On the eve of May 1st Labor
Day in 1999, the “Collective of Sex Workers and Supporters, COSWAS” was established. In the same year, Lin Bo-Liang
continued participating in the COSWAS social movement for the right to public prostitute until 2001. During that time, he
recorded the individuals' fighting for rights and their daily life. The series of Prostitutes: Unacknowledged Laboris right under
this background and finds the opportunity to be seen in the gap during participation. Regardless of the fact that the
relationship between art and society is often disputed theoretically, and photography also seesaw between “subjective”
and “objective”, the artist drives the retention and testimony of various front lines with sensibility even though the
incident is not apparent, the relationship is still in a fuzzy situation under the rapid social changes.
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Rumor has it on the internet that, according to the Mayan prophecy, the world would end in 2012. Kuo Pin—-Chun reacts with a selfie polaroid
daily project. Yet, the world did not end. The project then turned into the artist's personal profile for posthumous shows. Taken at school,
temple, betel nut stand, and elsewhere, the artist has made more than 2,000 pictures in total so far. In fact, the self-portrait project is not
narcissistic at all. She would ask passers—by for assistance for each shot. Although the artist stands in the centre, she does not steal the
scene. There is no particular posture, no specific expression, and her body blends into the background. No one is an island, behind the
countless self-portraits, there is also an emotional desire to connect with others and the society.
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Exceptional Tablet, Pillow Friend, Our Provence,
A Love Story, Good Neighbor, Work Overtime

ot BT’ 7>,

SHONS
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BEEM - 8K Mixed Media on Paper
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Fluorescent colors and artificial objects such as glitter and plastic, all the people and things in the works are immersed in neon lights and can
only be seen through reflection. Old-fashioned Taiwanese tiles and various “selected by computer” fonts, leaky toys of unknown purposes,
and woolen dogs... Chen Nien-Ying starts from the subject matter of painting and aims to make the paintings and calligraphy meaning to
convey significances be at a loss. There is no question of style analysis, that is an art historian's problem; there is no question of
distinguishing styles, that is for the “masters” to maintain their reputation. In the past, the Zhejiang School of the Ming Dynasty was rated as
crazy and cult. Today, Chen Nien-Ying demonstrates the Taipei living-onward (Taiwanese, meaning forward, quoted from DJ Didilong's song
“Taipei Didilong”). She, who self-appoints the “Bloody Talented” plaque deliberately, makes the daily battlefield in the urban jungle via
observing and magnifying the daily “vulgarity” in Taiwan.

XE - SR FHE John THOMSON (2
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Bound and Unbound Feet of Two Women, Amoy, China

&M Scotland, GB )

1869 | 24.3x24.5cm
wR (RmABALIR )
Photography (the Exhibitis a Licensed Image Print )
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Wong Xiang-Yi takes silk scrolls as the body of twink. The texture is thin; the sight is restrained, and there are no masculine lines that are
admired in the mainstream aesthetics. Adapting the comic strips and the elements of same-sex desires in the genre of boys' love without
creating a single linear narrative. The twinks who stay indoors are looming through the multiple spaces. In boys' love, it is mostly female artists
as voyeurs who depict the twink's body with their gentle and non-intrusive gaze. Wong Xiang-Yi creates various gaps via blanks, narration, and
landscapes to arouse viewers' multiple fantasies. Wong Xiang-Yi's homoerotic ink paintings is not so much avoiding mainstream sight but rather
creating a viewing mode different from the patriarchal perspective.
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Dondon Houmwm is from Dowmung, the Truku (Taroko) tribe. In the tribe, he inherited ballads, harmonica, and wizarding rituals. In his artistic
creation, he combines performance, video, and theatre to explore the state of tribal cultural spirit in today’s modern society. In the cultures of many
indigenous peoples around the world, the absoluteness of the gender binary is not a traditional value in tribal culture but formed by Han and
Christian culture in the historical process. Therefore, Dondon Houmwm is not trying to challenge or transgress taboos while wearing female

costumes in his performance. Rather, as a young indigenous, queer, and creator in this generation, the artist aims to show his attitudes towards
others, the environment, and culture via returning to the indigenous culture and understanding the meaning.

%%ﬁﬁ HUANG Jin-Shu ( Z# Taiwan )

(Fem(No.32))

Taking Care of the Face by a Traditional Way (No0.32)

1951 | 46x55.7cm
FREREA AR LD
Black and White Photography on Paper

Most of Kim Yeon-Jeong's body performances surround feminist experience, history, and environmental issues. During her residency in East
Asia, she adapted to local conditions, combining food, objects, and repeated daily behaviors to extend almost ritual-like performances. For
example, in Manila, the Philippines, Kim Yeon-Jeong beat, cut, and split up the fruits in a hotel where Japanese soldiers committed sexual
violence during World War Il, responding to the traumatic experience of the physical violence. In Yogyakarta, Indonesia, she wore an all-
black hijab and hung plastic bags arranging the word “No” on graffiti walls all over the city, which echoes the life experience of Muslim
women and addresses the issue of consumption and production. In this new video work, she collages different elements such as bananas,
leaves, camellia, sausages, crosses, and even her figure, arranged and juxtaposed in a continuous pattern shaking and swaying light and
robust background music. Tetris has the meaning of “finding the appropriate place” in this artwork; therefore, one can find different
geometric figures and “objects” showing a state of “adapting to the environment” and “in” compatibility. All of these could be a metaphor
for the survival of people.
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2018 | 60x90.59cm x 8 pcs
#% Photography
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In history, especially in the history of art, flowers are often associated with women; and in daily life, flowers often play the role of blessing
and refreshing. In Naraphat Sakarthornsap's work, flowers are no longer only related to the single-sex association or a symbol of freshness
but become agents of coexisting genders and disadvantaged groups under the social structure. His photographic works have the
characteristics of being bright, pure, and sleek like a commercial catalogue. Yet, under this glamorous appearance, they tell the deep and
dark story of a society. Sakarthornsap's practice treats all kinds of flowers as different codes, collocates with the accompanying objects in

the image, put them into a piece of elegant poems, and invites the audience to decrypt the hidden injustice, discrimination, bullying, and
other dark events in the world we live in.
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AIDS Prevention Poster Design
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Kinetic Art, the Spring Flower, Stainless Steel, Silkscreen Printing,
Viscose mix Wood pulp paper, Acrylic
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The French sociologist Pierre Bourdieu (1930-2002) once showed and asked individuals from different classes and
professions about what they thought and responded to a photo of an old woman's hand. The photograph on display
taken by John Thomson in Xiamen, China, suggests its subject via its title Bound and Unbound Feet of Two Women.
Should one put a question to history: has Taiwan experienced an era of foot binding? Compared with the bound feet,
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Through the lens of documentary photography, the viewer can see more than the record of the facial threading
techniqgue. The space is separated by bamboo fences, the sunlight shining through the leaves, the infants in swaddling,
barefoot children, and the silhouettes of people in slanted cheongsam. The surrounding daily scenery makes the Taking

Care of the Face by a Traditional Way more vividly. Compared with the people in front of the picture, a person with a
slanted camera is wearing a watch at the left-rear corner in the picture. The relationship between the recorder and
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As a medium, a poster blends the language of propaganda and visual form. The AIDS prevention propaganda posters use
“applied art” as the category of the museum collections. The subject type and medium were classified in the 1990s, and
this historical and social context is significant. The AIDS prevention and treatment poster created in 1995 also marked the

does “natural feet” besides meaning “unbound”, is related to policies in different eras? Through this photo, one can
only imagine the pain incurred by unfavorable actions and labor, as well as the dented instep. Yet, at least in the

testimony of the photograph, one can ask: “Why women?”
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Leather Handbag
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the person-recorded makes the “facial threading” at that time more intriguing. Today, there is still an opportunity to
find a facial threading master to help you to take care of the face in a traditional way. Participating in it, as if
participating in a kind of inherited memory, and the moment of participation is the moment of remembrance.
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history that AIDS has become a public issue and that related institutes have begun to take it seriously in Taiwan. “Chuck”
and “Four of a kind” are terms used when playing Mahjong and playing poker respectively. The metaphor of unsafe sex to
gambling and the image of the male genitalia are the spots for today's viewers to review and think again.
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Untitled Sequence of Gaps
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being sent to the hospital. The family burnt his relics,
leaving only the evergreen he planted before death. The
pink silhouette of the evergreen reflects his mother Chen
Chun-Ju's reminiscences words stuck on the glass
windows, telling her son's campus bullying and trauma
experience. The “spring” in spring flowers (a Taiwanese
traditional entwining art): unlike the artist's previous
embroidered flower installations, mostly upright, the spring
flowers in this work lie flat, paying tribute to the
evergreen. Between the youth and the death, these spring
flowers constantly twist and resist, not only seeking
attention from the gaze but also whispering, appealing to
the viewers to listen.
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soft leather works.”

those who embrace the world become an icon.
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Qil Painting on Canvas
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Shiy De-Jinn earned a chance to study in Europe and the United States in 1962 and returned to Taiwan in 1966. Abstraction (No.21) was
created in 1964 when he was abroad. In addition to being influenced by European and American Pop art, Op, and Hard-Edge artistic
techniques at that time, “Oriental Consciousness” also emerged at this time. Images from folklore beliefs and folk art became the source of
inspiration for Shiy De-Jinn's “Oriental Consciousness”. It also shows that the artist was facing the impact of different cultures and
reflecting on his cultural heritage at the time. Researcher Lian Jun-Qin believes that the eye-catching blue lines in the center and the
birthday bun on the sides remind people of European and American pop artists using ice cream to refer to a symbol of male genitalia.

Whether Abstraction (No.21) shows the folk—art pattern or has obscured erotic meaning, it still awaits viewers' further exploration and
imagination.
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When pop songs meet karaoke, it is not only a free choice under personal experience and individual expressions but also a collective memory
of “naturally” and “openly” sharing and discussion. The work #Yes Or No created by the Bulareyaung Dance Company in 2019, combined with
the daily life of “singing karaoke” in the tribes in eastern Taiwan, makes the ‘un-performance” a performance to confess and declare. The
background wall of #Yes OrNo is debut in the art gallery as an object, trying to get the viewer to read the “work” up close, and the situation
accumulated and faced the moment of each performance. This work will perform some parts of #Yes Or No on-site and write down a new
state while situating inside a white cube.
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If we evaluate the “male body” with the Six principles of Chinese ink painting: rhythmic vitality, anatomical structure, ) o
conformity with nature, the suitability of coloring, artistic composition and grouping, and copying of classical
masterpieces., will there be a new perspective? And if Hsieh Ho is a homosexual, will the six rules mentioned above
still have a chance to be spread by posterity? Raising these questions does not mean to reverse history. The
establishment of new aesthetics is actually a re—examination of the standards and creative state accumulated in the
past through questions. Wang Yi-Jan's work Leather Handbag depicts a naked man with a penis—shaped roll bag under
his armpit. The painting is composed only of sophisticated line drawings. The whole image is like fashion photography.
In the careful composition and gaze, the artist pulls his punches of giving hints, yet again everything is obvious. “Bao,
In ancient times, it refers to leather—-makers. In Japanese Kanji, it means bags and satchel.
Fashion temporarily allows “beauty” to be beautiful for the sake of beauty, and it also has the opportunity to make

see. For me, that's it. There will be a series, just because they are published.”

underflow with denial, questions, and criticism in echoing the theme.
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In Untitled Sequence of Gaps, the artist traced her childhood memories to the witch-burning festival held in the towns of
north-western Europe every June. Continuing the historical allusions of witch—hunting in the Middle Ages, the whole
village celebrates by burning a witch figure in the forest. However, during the filming process, it was discovered that the
recent festivals have canceled the ritual of burning the witch figure, which led to the artist's core question: if the form of
violence becomes invisible, does it mean that violence no longer exists? If the ritual of burning a witch is not visible, will
the historical trauma impose on others therefore disappear? In the form of an essay film, Vika Kirchenbauer edits video
clips that echoed each other but were inhomogeneous: recorded images of the witch—burning festival, ready-made home
videos, narrations, and microwave radiation through infrared thermal imaging to explore trauma-related memory loss.
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“Is Longfatang a series? I'm just shooting a phenomenon, capturing the scenes | see, and selecting them for others to
Through the article
Bittersweet. The lunatic asylum - Hou Tsung-Hui and his representation of the psychotic”, readers are allowed to
get close to the current “creative” state of Hou Tsung-Hui's “Longfatang Series” in addition to social issues such as
the history of psychiatric medical care, humanitarianism, and political struggle in Taiwan. “Longfatang” was established
in Luzhu, Kaohsiung in 1971. It was suspended in January 2018. In the near half-century, like the images taken by Hou
Tsung-Hui, it is difficult to describe, define, or even reproduce. The reality and truth of life are inherently difficult to
measure between normal and abnormal, rationality and madness. Longfatang Series — 19 in this exhibition is like an
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Honeymoon, Blemishes of Fairy
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Oil Painting on Canvas
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Ou Jing-Yun is an artist who writes fables through paintings. These fables start from the inaccessible past, link to the unreachable future, and
then reflect the present sandwiched in it. There are a large number of symbols, segmented visual effects, and fluorescent but not gorgeous
colors in his works. Ou Jing=Yun's paintings always meticulously depict a collaged garden only in the imaginary time and space, combining
history, daily life, and tropical plants in the scenes. It seems that the characters and animals who ran into it inadvertently have a bizarre but
comfortable state interlaced and coexist with configurations such as dislocations, inversions, cutoff, and splicing, narrating people's gaze, desire,
and relationship with the world.
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Drunken Parade Series: Mourning Daughter in a Funeral
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Black and White Photography on Paper
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Marc L Moskowitz's documentary Dancing For The Dead: Funeral Strippers In Taiwan in 2011 recorded Taiwan's unique customs. Earlier in 1992, in
the photograph Drunken Parade Series: Mourning Daughter in a Funeral, the coffin, the pickup truck, the naked women, and the canned tower have
documented the mark of the scenery of Taiwan. “The Mourning Daughter” refers to the “Chinese Parental Respect” in Taiwan's funeral customs;
she cries as her job. This professional mourner originates from a character in Master Huang Jun-Xiong's puppet show in the 1970s. However, the
changing relationship of “The Mourning Daughter” with women when this position evolves from traditional customs to modern society is more
curious than its historical source. If there is so—called bizarre and absurdity at the bottom of the community under Pan Shiao-Hsia's lens, it is
often the real humanity and desire that sprang out for the sake of rationality.
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Samak Kosem, who is both an anthropologist and an artist, studies queer Muslims in southern Thailand. To avoid violating the local Muslims'
taboos on same-sex behaviors, whenever he was asked about his research, he took sheep research as a cover as it happened to have a
large number of sheep grazing in the area. This also made Kosem curious about the local sheep and expanded his research to the network of
relationships between humans and animals. In the video, Samak Kosem traced the footprints of sheep in the village, covering beaches,
Islamic schools, mosques, markets, and military checkpoints, staggering the landscape, beliefs, and power relations of southern Thailand.
According to local people, sheep can distinguish the different areas of Thai Buddhism and Malay Muslims. Sheep are not only a metaphor for
the living conditions of local residents but also live with people in the South; a stigmatized area that has been in tension with the Thai
government for many years.
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1979]110.5x93.5cm
P2 %N
ColorInk Painting on Paper

(ERE ) R1979FFH - EEPAZBAMEAI LR - FHMANEA FERZXARNTRE - TR

BEERERHR  HEEH
B MEMMELE "L, 8 WHIREERELTHRE - (E%ﬁi?)—{’ﬁﬁ&%ﬁi\iﬂéu%ﬁ%qﬂ *RMmE  MAEXHNEMTAEUIHE
RWERWAEDL  BESEA/NENEEATANEERS  EXHE  BUARCEIRNMARY  EERHBEENFCEZESUBERR

WEFZMR -

Under the Mango Trees was created in 1979. There is a Temple of Tudigong with red brick walls, two people sitting on the ground, cows and
lush mango trees in the picture. The mango was an introduced foreign fruit gradually naturalized through local consumption as time passed
by: from an exotic species to a local symbol. It is impossible to distinguish the mango species from the painting, the black-yellow-mixed ink
dots are also not enough to outline the flower spikes and leaf shapes of mango trees. Regardless, with the imagery of leisure and slack
season, the Taiwanese scenery, which is a quotidian gaze-free leisure moment, formed a living space for the ordinary as well as the
exceptional to breathe freely.
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