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HEEHER, .2 — Keelung in Silhouette | | 1994

#BENIMER ~ BT /14K Silkscreen ink, acrylic board | 57 x 80 cm
4% B | Courtesy of the artist
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Starting from the late 1980s, Chen Shui-Tsai began to use head as a symbol to trace the inner
essence of men living in urban wilderness. In November 1994, when he was creating the
“Keelung Project”, the seventh stop of the “Taiwan Project”, Chen Shui-Tsai tried to combine the
marks of a red head or the two golden lions and Guanyin in Zhongzheng Park with Keelung's
natural and cultural landscapes. For the “Keelung Project”, Chen Shui-Tsai created a six-piece
series titled Keelung in Silhouette; for Keelung in Silhouette 1 and Keelung in Silhouette 2 he
used photographs of Keelung’s river and streets taken by Cheng Shang-Hsi provided by
Keelung Municipal Cultural Center; after cutting the photographs, he made use of silk screen
printing techniques to print on the symbol of head he often used. For these two works, on one
hand, Chen appropriated the landscape photographs taken by Cheng Shang-Hsi to represent
local natural and cultural features; on the other, he utilized his signature imagery of head as a
metaphor to the pains and conflicts of modern people, while also branding the marks of his
reflecting on the meaning of life and weaving through history.
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30 Years Retrospective Exhibition of the “Taiwan Project”

The late 1980s was a period when modern art movement thrived in southern
Taiwan. In June 1991, the “Taiwan Project” was jointly conceived and executed
by Chen Shui-Tsai, Ni Tsai-Chin, and Lee Jiun-Shyan, three members of the
“Modern Art Association of Kaohsiung (MAAK),” which was founded only four
years prior; the next year, Su Chih-Che joined the project. Within 10 years, the
“Taiwan Project” conducted a total of 13 participatory exhibitions of art activity.
Through continued dialogues between subjects (the artists) and others (places),
as well as intersubjective exchange experience and practical art actions, the
four artists completed experiential journeys of the historical context and unique
features of local life of 12 unfamiliar regions, including towns, villages, outlying
islands, and cities, shaping a uniform imagery of the Taiwanese culture. These
island-tracing journeys were also their journeys of self-return and self-seeking,
as the four artists traveling in company/alone were external “objects” in the world
of visible and real “places” and had no other choice but to reflect on who the real
subject was between their own selves and others? On these puzzling journeys,
they opened a bilateral door, discovering “two beings” and “conjuring up a
bilateral dream.” In the process of dialogue, exchange, and communication, they
used habitus (minimalism, abstract, new expressionism, surrealism, and so on)
or experiential visual vocabularies to link the places they perceived, and connect
Taiwan’s imagery of the end of the century.

During the creative period of the “Taiwan Project,” the four artists also continued
creating own works. Their works created in the period spanning some three
decades before and after the project actually maintained a bilateral opening and
communication with the “Taiwan Project.” Every artist's unique style and idea
would always infuse and project onto every work in the “Taiwan Project”; with the
practices of the “Taiwan Project” and sparking of new ideas, their creative works
simultaneously shifted with the progression of the overall time and space,
generating mutually referencing and retentissement trajectories. Through the
stimulation and expansion of the four shared artistic concepts of “Marginal
Consciousness,” “Dialects of the Land,” “Subjective Truth,” and “Diverse
Dialogues,” the four artists completed creative works of visual art, in which
“particular” and “universal” coexisted, through own unique subjective thinking
and style.
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On June 9, 1994, “Yunlin Project”, the sixth stop of the “Taiwan Project”, opened in Yunlin
County Cultural Center. In Yunlin Project 03, Ni Tsai-Chin uses a photograph of Yunlin's
mountain scenery and repeatedly covers, removes, or re-writes local imageries with dots,
lines, colors, and symbols like clock. Through overlapping time and space, and repetition
of actions, the work displays a “transformative quality” that “presents ambiguity and
polysemy.” In every installment of the “Taiwan Project” Ni Tsai-Chin’s works seemed
monotonous, but as Du Ruo-Jhou argued, Ni wanted to express the “generalized idea” of
“time will eventually erase all things.” Viewers seemed to be led by him through the gate
of time and space into a mysterious trail; urged by the passage of time, their
consciousness repeatedly revisited the sceneries of Taiwan at the end of the century and
contemplated on the imminent 215t century.
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The first stop of the “Taiwan Project” was in Taitung, which was an art action jointly
launched by Chen Shui-Tsai, Ni Tsai-Chin, and Lee Jiun-Shyan. Before the exhibition, the
three artists first explored the remote Taitung area situated in southeastern Taiwan.
Adopting field study techniques of anthropology, they photographed landmarks and
sceneries like roads, elementary schools, railway crossings, and temple squares, and
then hand-drawn unique personal symbols on enlarged photographs. In Crossing the
Bridge, Flourish! Flourish! Flourish! (sounded similar to 8) created in 1991, Lee Jiun-Shyan
places three 8s over the road in the picture. He uses the homophonic pun of 888 (getting
rich) to express people’s desire for money through a visual format. Later, he often uses or
mixes Taiwanese, Chinese, Indigenous languages, and English, to invent characters with
unique meanings and paintings that combine with visual imageries.

-;hibition Area One

In the early period after the lifting of martial law from 1991 to 2000, through the joint actions and
integration of the four artists: Chen Shui-Tsai, Ni Tsai-Chin, Lee Jiun-Shyan and Su Chih-Che,
the “Taiwan Project” inspected 12 “places” on the island of Taiwan/outlaying islands, embarking
on journeys tracing the origins of natural geography and humanity history over that lasted 10
years, and held 13 performance conceptual exhibitions using the “places” as themes. Through
archeological field studies of anthropology, they established the cognitive network that linked
with the “places;” under the concept of “practical art,” they combed through the temporal and
spatial contexts of the “places,” excavated symbols of “locality,” and constructed visual art with
“local features.” As “others,” they got involved with the “places” and interacted and dialogued
with the “subjects” of the places, creating changing plural subjectivities. By the new millennium,
they outlined the phenomena in Taiwan at the end of the century through intertwined axes of
space and time, in aim to welcome the new century. The 13 “local” actions and artistic practices
finally formed a large loop through the artists’ bodily experiments and imagined summoning,
and coagulated into a panoramic imagery of Taiwan, creating a polysemic and poetic space of
retentissement.

| Exhibition Area Two (Only Exhibited in NTMoFA)

In the three decades before and after the execution of the “Taiwan Project,” the creative works
of Chen Shui-Tsai, Ni Tsai-Chin, Lee Jiun-Shyan, and Su Chih-Che, were also bilateral opening
and communication that generated mutually referencing and resonating creative trajectories.
Generally speaking, their creative ideas and artistic practices shared interwoven correlations
with the “Taiwan Project” and the art ecosystem in Taiwan.

As they were all marginal artists living in Kaohsiung, the four of them faced that estranged,
alienated, and disadvantageous sense of deprivation. Their thinking and creation strongly
expressed the self-consciousness against the dual mainstream authorities of Taipei and the
U.S., and they contemplated on how to convey the gloomy black, lonely, and estranged “marginal
consciousness,” displaying their own ways of dealing with “subjective self-consciousness” and
“glocalization.”

The four artists’ dialectical relationships with the land, people, and society, also emphasized the
dialect style that had grown from the land from the dual-structured horizon of time and space;
also, through the experience of the finite physical life, they combined history and terroir to create
the infinite artistic life of the dialectical dialogues between the subject and object.

Around the lifting of the martial law, Taiwanese artists pondered on the issue of “the subjectivity
of Taiwanese art,” and as they faced the society and personal life, the four artists displayed an
“aesthetics of survival” of caring for and changing oneself for the sole purpose of pursuing the
ties between the “subject” and the “truth.” They utilized symbolic codes, authentic imageries, or
localized vocabularies, to discover and build self, manifesting the artistic practices of the
subject’s exploration of the truth.

Politically, with the lifting of martial law, the four artists also entered the intersubjective
post-modern context that broke free from the mainstream. With open, fluid, and unfinished
diverse dialectics and critical creative attitude, they each targeted body, life, and the nature of art
and conducted dialectics and criticism; they sparked the agency of diverse dialogues through
satirical, imitated, parodic re-writing, tried to fuse Taiwan’s plural local cultures to present the
core spiritual value of coexistence of diversity, or wove through the gaps of fluid spacetime with
physical beings to repeatedly explore the dialogues between spiritual noumenon and material
substance.
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Su Chih-Che first joined the “Taiwan Project” in 1992, and he went all out and painted a
series of six mixed media paintings titted Penghu in the History. Four of the paintings
depict the desolate century-old Xitai Castle. The other two paintings depict the humble
houses in Penghu and the magnificent scenery of the basalt coast. In Penghu in the
History I, Su Chih-Che utilizes the symbolic elements, such as arch, rectangular window,
and arched tunnel, for which he is famous for, to express how, through interwoven time
and space, Penghu'’s history is continually moving forward within mottled buildings and the
passage of time.



