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Into the scene ——
The Evolution, Construction,
and Practice of Landscape

“Into the scene: The Evolution, Con-
struction, and Practice of Landscape”
serves as an extended dialogue for
TcAM’s inaugural exhibition, A Call of
All Beings. The lecture begins with a
comparative analysis of Chinese land-
scape painting (sanshui) and Western
landscape painting, examining how
different creative contexts shape per-
ception. Drawing on works from the
exhibition, it discusses how the defini-
tion of landscape has evolved, high-
lighting a shift from insights grounded
in lived experience to reflections on
thematic issues in contemporary art.

Books as an Art Practice

How do books serve as a medium
for art practice? In A Call of All
Beings, the works Mine, Our Words
Don't Suit Prophecies Anymore,
and Subconscious Restaurant use
the formats of a novel, an antholo-
gy, and a magazine, respectively, to
address topics of geological
memory, interspecies relations,
and ecological concerns, thereby
creating new reading settings
within the co-constructed space of
the art museum and library.
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01 HBIEBEBERMUGEBLENRT  Hsieh Chia-Chuan responds to the theme of A Call of All
RABEMIBIEME > EFE &8  Beings: See you tomorrow, same time, same place by
B BEXHE- (ERMILEM  reflecting on the Green Museumbrary’s location within
BEfRMH - #5 : Iwan Baan) Central Park during the lecture. (Courtesy of Taichung Art

Museum, Photography: lwan Baan)



Into the scene

—The Evolution, Construction, and Practice
of Landscape

Text - Chen Pei-Yu
Information flow ——

Since the Middle Ages,

landscape painting has

produced a rich body
of works and theories,
with artists continually

responding to major

transformations in
02 cities and natural en-
vironments. The Taichung Art Museum (TcAM)’s exhibition A
Call of All Beings: See You Tomorrow, Same Time, Same Place
likewise explores the relationship between humans and nature. In
response to the exhibition, the lecture “Into the Scene: The Evolu-
tion, Construction, and Practice of Landscape” brought together
art historians Yang Yung-Yuan ( 45 7K J/& ) and Hsieh Chia-Chuan
( $#1£%8 ) to discuss differing perspectives in Eastern and Wes-
tern landscape traditions and how artists represent landscape.

Positions for Framing and Viewing

In the lecture, Yang Yung-Yuan introduced the concepts of “wan-
dering contemplation” and “gazing,” framing the discussion as
“Dwelling inside the painted scene / confronting the landscape.”
He used two examples to show how viewing position shapes the
image’s meaning. German Romantic painter Caspar David Fried-
rich’s The Wanderer above the Sea of Fog (1817-18) and Belgian
Surrealist René Magritte’s The Human Condition (1933/1935).
The former leads viewers to approach landscape through ideolog-
ical consciousness; the latter, through the overlap of the canvas
within the window and the scenery outside, prompts reflection on

illusion and reality inside and outside the painting, as well as the




viewer’s position. Discussing
the differences between Chi-
nese sanshui painting and
Western landscape painting,
Yang noted that in Friedrich’s
Monk by the Sea (1808-10),

a small figure stands be-

fore a vast, dark sea, where
03 the subject-object rela-
tionship emerges through environmental pressure and the experience of
the “sublime.” In contrast, Ma Lin’s ( 5 8 ) Quietly Listening to Soughing
Pines ( 5382 ¥AE & ) depicts a scholar listening to the wind in the pines. The
poetic landscape invites viewers to “wander,” “dwell,” and move in and out
of the scene, reflecting on the relationship between humans and nature and

the inner mind.

In Yang’s analysis, the relationship between painter and landscape in the
Western tradition can be seen as one of “confrontation,” with the artist
positioned opposite the scene, demonstrating technical mastery and know
ledge. By contrast, in the Chinese sanshui tradition, the painter (also the
viewer) does not keep a fixed distance but becomes part of the landscape.
The landscape shapes the viewer as much as the viewer shapes it. The ap-
preciator is not merely an observer but also the instigator, transformer, and
recipient of the scene, transforming it while being encompassed and trans-
formed by it. Thus, the aim of sanshui painting lies not in verisimilitude but

in experiential insight.

In tracing the evolution of pictorial techniques, Yang cited Visiting Tai Kuei
on a Snowy Night ( B85, ) by Ming painter Zhou Wenjing ( B X i ),
noting that its method disperses the painter’s observations and visual
memories across the surface, emphasizing the “pleasure of wandering”
in viewing. Under the influence of Western linear perspective in the late
Ming and early Qing periods, “wandering contemplation” and “gazing”
were combined within a single painting. In Yuan Jiang’s Flying Snow
at Liang Garden ( 2 & & & [& ), a Western linear-perspective vanishing

point is employed, assumed to be located outside the pictorial frame,



within the pers-
pectival depth and
surrounding blank
space. By contrast,

nineteenth-century

Western urban pan-
oramas presented
distant views struc-

tured around a sin-

gle vanishing point.
Earlier, in the seventeenth century, the Western current of the “ideal
landscape” included pastoral scenes—such as shepherds roaming
and singing—and heroic landscapes emphasize action and nature’s
drama, conveying lightning, alarm, and flight. In the eighteenth cen-
tury, Claude Lorrain popularized the “Claude glass,” which darkened
and unified tones, simplifying the scene and lending it a painterly
quality; it became a fashionable way to frame views. Paintings of the
period also show artists’ enthusiasm for sketching from nature and

transforming scenery into the “picturesque.”

Landscape in the Art Museum/The Art Museum in the Park

In the second half of the lecture, Hsieh Chia-Chuan approached
the inaugural exhibition through her embodied experience of
entering the TcAM galleries. The works span several decades:
from early mountain landscapes by Lu Chi-Cheng ( R &1IF )
and Yeh Huo-Cheng (ZE X ), which emphasize inner con-
templation in relation to nature, to Lin Chih-Chu’s (#ZBf)
Foothill (L% , 1980), whose landscape conveys inner still-
ness and belonging. In Looking at Taichung from Rice
Paddy (fitfEHBKEEZH , 2002), Chien Chia-Chu ( &8 ) jux-
taposes reflections in irrigated paddies with high-rise build-
ings, highlighting tensions between rural and urban space.
Hung Tien-Yu’s ( X )Three Watchtowers on Cross-Island
Highway: 1900, 1960, 2000 ( = =f 1900 * 1960 ~ 2000),

presented as a triptych, reflects on the irreversible impact of de-



velopment on nature. Extending the view outdoors, the TcAM building
stands within Central Park, a former airport transformed into an urban
space integrating leisure and culture. The park, inhabited by unexpected

wildlife, echoes the exhibition theme, “A Call of All Beings.”

Extending the discussion to shifts in contemporary practice, Hsieh
observed that artists today face increasing pressure to connect their
engagement with landscape to historical contexts, moving beyond de-
piction. Yang added that early Taiwanese art was profoundly shaped
by Ishikawa Kinichiro (F8)![%—ER ), who inherited the British concept
of the “picturesque,” emphasizing intuitive observation and emotional
expression. By contrast, contemporary artists and curatorial trends of-
ten foreground issues such as colonialism, history, and gender, marking
a shift from “art as lived experience” toward research-driven inquiry.
At the same time, the boundaries of “landscape” are being tested and
expanded. Hsieh cited Liao Chao-Hao’s ( BEHB 5 ) Stone Topographies
(&1, 2025) , which places monumental pulp-made rocks in an in-
door gallery, producing a landscape that departs from conventional defi-

nitions.

Given the varied cultural frameworks through which it is understood,
“landscape” remains an inherently plural concept, shaped by how view-
ers position themselves in relation to the work and their sensory experi-
ence. A museum situated within a park may likewise be quietly reshap-

ing how we encounter landscape.

02 MERSHPPRAERLZEEBRZEZE - The Green Museumbrary building situated in
(EPMILEMEEIRM > 88 : lwan  Taichung’s Central Park. (Courtesy of Taichung Art
Baan) Museum, Photography: lwan Baan)

03 TEMNEL) BEBIIRG - 28 (Il A Call of All Beings: See You Tomorrow, Same Time,
&) AEAL=- (EPMIIEMEER  Same Place, exhibition view. Lin Chih-Chu’s Foothill is
fit > 882 : ANPISFOTO FE1t) the third work from the left. (Courtesy of Taichung Art

Museum; Photography: ANPIS FOTO)

04 EmR=Z (ZH) BEHRB- (£ Liao Chao-Hao, Stone Topographies, exhibition view.
R I SEATEE IR > $EE 1 ANPIS  (Courtesy of Taichung Art Museum; Photography:
FOTO E 1) ANPIS FOTO)
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01 BEMRM(TIEN/NR (BB - (BRIEM ~#]E25:  Lin Jen-Ta, Mine (novel). (Courtesy and photography: Lin
HZE) Jen-Ta)

02 FiIE - ERIRELER - BB ~ 3F& - % Hong-Kai Wang, Bopha Chhay and Haytham El-
BTN - HriEX ~ IR E - EUEHT > (3k Wardany, Phoebe Giannisi, Gavin Steingo, and Matariki
PIHOEEEERBETETRAR) BEIRIS o (ZfmIr  Williams, Our Words Don’t Suit Prophecies Anymore,
EMTEEIRA » #ER2 © ANPIS FOTO FtH#R) exhibition view. (Courtesy of Taichung Art Museum;

Photography: ANPIS FOTO)



Books as an Art Practice

Text - Wang Yu
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In the long history of human civilization, books have served as a cru-

cial medium for sharing knowledge, embodying an intimate, everyday
presence in human life. Unlike library settings focused on preservation,
classification, and lending, how are books presented and displayed
when they become part of an artist’s creative practice in an exhibition
space? In the inaugural exhibition of the Taichung Art Museum (TcAM),
titled A Call of All Beings: See you tomorrow, same time, same place,
three books—created and published specifically for the exhibition and
exhibited in unique ways—are featured, each invited to be read in a dif-

ferent manner.

The Novel Mine

Mine (T ), a novel by artist Lin Jin-Da (#/{Z3% ), juxtaposes images
of rock textures with a narrative text. It follows villager B, a petroleum
engineer, who smuggles a small rock core sample from the national
collection to visit his long-absent friend, villager A, who now lives in
the remote village of Huesio. Centered on this rock, long-separated
members (villagers) of a mountaineering club reunite to share their

experiences and thoughts around a dining table.




The novel’s content appears fictional while also reflecting reality, echoing the
artist’s long-standing practice. Years ago, Lin obtained a Precambrian rock
core slice from Africa’s Sahel region by chance and later gifted it to his friend
Yu Cheng-Che (R B # ). In 2020, they founded the “Huesio Geological Mu-
seum” at the site where this rock slice is kept. Moving from macro-geological
scenes to isolated individuals, they focus on preserving, studying, and inter-
preting personal experiences and worldviews. Centered on the “Sahel Round-
table” and through dialogues among the villagers of Huesio Village, they weave
together the encounters and contingencies of life into complex, interlinked,

and parallel narratives.

In this exhibition, Huesio Geological Museum, created by Lin, Yu, and Mount
NO, is showcased across three venues: TcAM, the Taichung Public Library
Main Branch, and the Huesio Geological Museum. At the library, visitors can
view the novel Mine and textual excerpts written in mud; the TcAM features
films, objects, and visual materials; and the Huesio Geological Museum con-

tinues its discussions and creates narratives at the roundtable.

The Anthology Our Words Don’t Suit Prophecies Anymore

Our Words Don’t Suit Prophecies Anymore (EfRGE:E A B FER A ), co-ed-
ited by artist Wang Hong-Kai ( £ #I g/l ) and Canadian curator Bopha Chhay,
explores transnational and diasporic themes. It uses the admonitory song “Héo-
sin Tai-tsian Bang-4” (The Battle Between Flies and Mosquitoes') as a starting
point to reconsider human and non-human relationships, emphasizing how the
environment shapes our perception and understanding of songs and stories.
Unlike traditional fables that treat animals as metaphors for humans, the an-
thology questions whether “listening” can become a bodily-based practice that
unfolds in relationships—one that enables us to adjust our sensory perception
to better grasp the languages of animals and other species—and considers how
interspecies communication through sensory perception and memory might
lead to new ways of understanding history. The anthology features writings by
scholars and creators from diverse cultural backgrounds, including Matariki
Williams, who studies the context of Maori art; Gavin Steingo, who specializes
in whale songs and marine mammals; Haytham El-Wardany, who writes about
speaking animals in fables; and poet Phoebe Giannisi, who introduces a “chime-

ric poetics” that fosters cross-regional and cross-species dialogue.



The work is exhibited as a reading space, with the anthology considered
an exhibition material. Sentences from the book are deconstructed and
scattered throughout the room, interwoven with the inspiration source,
“The Battle Between Flies and Mosquitoes,” to create intertextual res-
onances. The reading area is positioned next to the gallery’s floor-to-
ceiling windows, inviting visitors to pause, read, and relax while enjoying
the outdoor scenery and immersing themselves in the atmosphere. Given
the TcAM's location within Central Park, the work reflects on how the sur-
rounding nature (i.e., flora, fauna, and history) shapes both the TcAM’s

characteristics and the exhibition experience.

The Magazine Subconscious Restaurant

TcAM collaborated with the independent, Taichung-based art magazine
White Fungus, inviting them to plan and publish the fifth issue of Sub-
conscious Restaurant, which combines the curatorial concept of the in-

augural exhibition with the magazine’s experimental approach and local

perspectives.

The magazine’s editorial preface
states: “In today’s era, amidst fre-
quent ecological crises, artists,
philosophers, and scientists are
increasingly challenging Cartesian
human-centered thought, which
many view as the root of these cri-
ses.” The publication, aligning with
the exhibition’s theme, addresses
environmental issues, interspecies
communication, and local view-
points to explore ways of thinking
that transcend human-centered

perspectives. Its content includes
film discussions from animal perspectives, soundscapes of forest crea-
tures, writings on Taichung’s wetlands, plant-based musical compositions,
and interviews with nature-inspired sound artists. By introducing multiple

texts and perspectives, it aims to broaden the exhibition’s discourse.




The magazine serves as
an extension of the exhi-
bition, forming a contin-
ually expanding initiative.
Throughout the exhibition,
TcAM also invites White
Fungus to plan sound
performances related to
the publication’s themes,

further integrating these

topics into the exhibition

space.

Reading Settings Within the Museum Context

From these three publications, we observe how artists transform books into
creative media through editing, publishing, and exhibition-making. We also see
how books enter the exhibition space, where reading shifts into perception and
reflection, extending into the viewer’s aesthetic experience. The project further
highlights how books generate museum-specific forms of reading and sensory

engagement within the cultural sphere of art.

Note A classic Taiwanese ballad in the “Liam-kua” (B33 ) tradition, or musical storytelling, it tells the
story of a fly biting rotten meat and stumbling over a mosquito’s leg, satirizing social issues by
depicting this confrontation and how both sides summon different animals to join the fight.

03 FiT8) -~ ERAEESR - EERE ~JE  Hong-Kai Wang, Bopha Chhay and Haytham El-Wardany,
= . ELER - NX - BriEXx - IBIER Phoebe Giannisi, Gavin Steingo, and Matariki Williams,
2 BEH > (RMNEEELREBEEMRAK  Our Words Don’t Suit Prophecies Anymore, exhibition
xK) BEBIRG - (ERMIIEMEEIRM > view. (Courtesy of Taichung Art Museum; Photography:
R52 : ANPIS FOTO EH#R) ANPIS FOTO)

04 EFRMHIrE ﬁ]‘gi_ijﬁﬁiﬁﬁwﬁ;ﬁ 4= TcAM collaborated with the independent, Taichung-

7I< H Y 5 BEFREABIR CBEX based art magazine White Fungus, inviting them to plan

£LEE) %’ﬁ,ﬁﬁ ( (BAARE) 121#) and publish the fifth issue of Subconscious Restaurant.
(Courtesy of White Fungus)

05 M ( E| KRE) HEIH NESHEEE, 3§ Livesound performance of Subconscious Restaurant, curated
BEREEE, NEEER 418 Txx{ty by White Fungus, held at the “Cultural Forest” on the 4th floor
% B - (GEXISIE(H) of Green Museumbrary. (Courtesy of Frankie Chang)
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