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An Introduction to “Imperceptible Shimmer”  chiang Po-shin
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Under the Ministry of Culture’s recent policy of “Reconstructing Taiwan Art History” and the
“Second Wave of Art Museums,” many counties and cities have built and renovated their premises.
In the co-opetition of county and city art museums, an active positioning, development, and
transformation of local art museums is, in truth, a priority. It is also pressing to catalogue the
collection and explore different discourse and developmental routes. In response to the challenges
above, the Hsinchu City Cultural Affairs Bureau has endorsed “imperceptible strength” as its
annual guideline, exploring the city’s hidden cultural ethos through the context of local Hsinchu

painting groups.

What defines “subdued strength”? This book will explore this theme through the museum’s annual
curating and collecting strategy. Since its opening, the Hsinchu City Art Gallery has 407 works in
its collection. Counter to the scale of governmental or special municipal art museums, small and
medium-sized local art museums with limited resources are keen to carefully catalogue existing
collections, reflect on the positioning of their museum, formulate collection developmental
strategies, in search of topics encompassing potential and distinctive locality, with diverse
narratives that can be evoked by the collection, aspiring for humble but selective features, thus

inciting the title of this book “Imperceptible Shimmer.”
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Impressionistic Hsinchu:
Literati Ethos of Calligraphy and Painting
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Among the 128 painters included in an early exhibition “Taiwan Paintings and Calligraphy of the
Ming and Qing dynasties” organized by the Council for Cultural Affairs (now Ministry of Culture),
only nine painters were from Hsinchu, which including expatriates and travelers, were still
scant. ' However, the establishment of the cultural center in Hsinchu, which focused on systemizing
early paintings and calligraphy, is an early example of a cultural center documenting local art
history, inviting elders to write articles, provide collection and exhibition catalogues, including
Welcoming the Sun and Sending Farewell for Three Hundred Years, Zheng Zaichuan Collections:
Hsinchu Calligraphy and Painting Album, Hsinchu Calligraphy and Painting Album 11, Hsinchu
Artists Genealogy, among others, incorporating countless calligraphers and painters under Qing to
Japanese rule.” This research is conducted not by inviting family members of the artists or art
historians, but through collaboration with local collecting groups and their collections to assemble
art history. Hsinchu collectors focused mainly on calligraphy and painting, as well as watercolor
and oil painting. Hence, this emphasis on calligraphy and painting, with collectors who paint and

collect, is a distinct ecology of the local art scene.
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During the Qing dynasty, before Taipei’s economic and political rise, Hsinchu once served as the
administrative center of northern Taiwan.’ Here, the Bei-guo Garden of Zheng Yongxi (1788-1858)
and the Qian Garden of Lin Zhan-mei (1821-1868) were gathering venues for literati and men of
letters. Hsinchu became the cultural hub of northern Taiwan, and was known as the “lair of
calligraphy and painting.” Established in 1929 during Japanese rule, the Hsinchu Yi-Ching Painting
and Calligraphy Club was the largest calligraphy and painting association on the island at the time,
competing with the Taiwan Art Exhibition. The Taiwan Li-Tse Painting and Calligraphy Club,
established in 1932, was equally impressive. Most calligraphers and painters were in Hsinchu, while
its vogue of calligraphy and painting exceeded Hu-sia, Lok-4-kang, and Bang-kah.* Hsinchu not
only had many art associations, collecting collectors, painting exhibitions, and supported artistic
creation, but also united the local art community. During Japanese rule, Zheng Shen-bao (1880-
1941), Li Yi-chiau (1883-1945), Chang Chun-fu (1888-1941), Tsai Chin-hua and other collectors
promoted cultural salons, exhibitions, and published catalogues, a trend which continued after the

>

war, with groups such as the “Hsinchu Painting and Calligraphy Association,” supporting
exhibitions and collections of the cultural center. There are more than 200 paintings and
calligraphic works bequeathed to the Hsinchu City Art Gallery, more than half of its collection. This

profound literati ethos is indeed a major feature of the art in Hsinchu.
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The text “Strength in Character—Hsinchu Calligraphy and Painting Style” by Tsai Yao-ching,
included in this book, explains how as the “lair of painting and calligraphy,” Hsinchu produced
many painting clubs from its literati salons, forming a profound local culture. His text addresses
how Min style painters living in Taiwan such as Li Xia (1871-1938) influenced local calligraphy
and painting in Hsinchu. Probing through sources of influence, the writer also emphasizes that
local style is not the sum of personal styles. Although local customs do affect the formation of
artistic style, regional characteristics and the formation of schools are in fact reciprocal: “Regional
characteristics promote the formation of schools, while the schools also expand and develop the
influence of these appearances. Mutual promotion is the way to advance artistic production.” Tsai

proposes that the concept of local style is not limited to local ways of seeing.

From the title “Strength in Character,” or “Nine-fold fenggu” in Chinese, translated literally as
“nine-fold wind and bones,” we can further explore the significance of “local style.” “Nine-fold
wind” is a product of Hsinchu’s unique geographical conditions. Due to its shorter distance to
China, the northeast monsoon gains strength here, producing local specialties such as rice noodles
and dried persimmons, both by air-drying. The term fenggu, with the characters “wind” and “bones,”
denotes to the term fengge (style) prior to its use before the Wei and Jin dynasties. Fenggu also
signifies “qi,” “body,” etc. before the emergence of a certain “style.” It can be said that Hsinchu is
regarded as a site, tool, or vessel, and from the concept of “vessel,” we can explore how “tao,” the

method of artistic creation, is formed here.
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Regarding the difference between art and “tao” from the perspective of Western etymology, art
is both technique and writing. The ancient Greek word “graphein” denotes “painting,” with the
Han Chinese claiming that “calligraphy and painting share the same origin.” From an artistic or
technical point of view, the traditional, imperial examination path for scholars was terminated
after the ceding of Taiwan following the First Sino-Japanese War. However, there remains frequent
exchange with Fujian and Guangdong. Additionally, Japanese civil servants practiced poetry and
prose, still maintaining frequent calligraphy and painting communication. Until the emergence of
the Taiwan Art Exhibition in 1927, “calligraphy and painting” encountered multiple ruptures at the
artistic and technical level: Firstly, the exhibition was only differentiated in category by Nihonga
Japanese-style painting and Yoga Western-style painting, with no calligraphy, so the communal
source of calligraphy and painting was cut off, and secondly, the exhibition advocated for drawing,
while copied works in traditional styles were rejected, which led to the decline of traditional ink
paintings in official art exhibitions. Thirdly, though Chen Jin, one of the “Three Youths in Taiten”
was born in Hsinchu, her nihonga style was imbued with perspective, alluding to new techniques in
the arts. These demonstrate the rupture between “vessel” (form) and “tao” (method), which in turn
led the Hsinchu arts community to organize the “Calligraphy and Painting Yi-Ching Club” and a

colonial competition as resistance, to rebuild the connection between calligraphy and painting.
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Tsai Yao-ching also observes that Hsinchu was relatively receptive to the Min School painting style,
and among the wild styles of the Min School, Fan Yau-geng (1877-1950) inherited finger painting
from Chen Pang-hsuan, malleably using his fingers and nails to develop the famous Ancient Pine in
Ink [Fig.1], depicting wind, rain, dew, and bamboo in ink, which contained local characteristics of
Hsinchu, later continued by Jeng Huai-po (1911-1987) and others. This style of
painting is untethered by brushes, but rather concentrates energy in fingers on
paper. Using symbolic branches and leaves of pine and bamboo to express the
weight, speed, direction, and power of the wind is a poetic characteristic of
Hsinchu style.” Among the painters living in Taiwan, Yang Cao-xian, who was in
Taiwan from 1927 to 1930 at Bei-guo Garden, is renown for his performative, wild
cursive brushwork. Local painters Zhang Guo-zhen (1905-1962), Li Yi-chiau, Fan
Yau-geng, Hsiao Chen-kai (1907-1993) were all influenced by him, seizing a system
and control of ink and brush, and the division and organization between structural,
character arrangement.® The enthusiasm caused by Li Xia, the arrival of another
artist living in Taiwan, not only added to the figurative paintings that were
previously scarce in Taiwanese ink painting, but also influenced many other
Hsinchu painters such as Fan Kan-qing, Chen Hu-ku (1888-1955) and Zheng Lin-
huang. His powerful and large-scale figurative paintings are characterized by
strong brushstrokes, uneven and three-dimensional textures, and distinct twists
and turns in the lines of garments, with diagonal eyes and postures, and

overlapping figures to add to its complexity, manifesting an abundant disposition.

Il 1 JEREEE > (FEEAR) > KSR S 40 132k 72 A% ©
Fig.1 Fan Yau-geng, Ink Pine,Ink, Paper,132x72cm.
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These quick and spontaneous “ink play” artistic expressions not only exhibit a spectacle of
improvisational performance, but also represent the inevitable developments of professional
painters shift to the secular and popular after the loss of social support for the literati. For example,
Li Yi-chiau, who compiled “Da Dong Collection of Calligraphy and Painting,” still maintains the
small literati world of self-amusement [Fig.2], while other painters also placed their ideals in their
paintings to seek poetic expression. Alongside solo exhibitions, painters attempted to make a living
by selling paintings at fairs, temple gatherings, and other places. In the local context, this can be
interpreted as using the body as a supplement to writing in developing the market after the decline
of literati painting. For traditional literati after Japanese colonization, the drastic change in social
class, emergence of professional painters, imitating the life of literati, painters had to constantly
negotiate the boundaries between “sophistication” and “uncouthness.” After the war, painters and
collectors such as Hsiao Chen-kai, Fan Tian-song (1922-2005), and Zheng Zai-chuan would continue
to expand on Hsinchu calligraphy and painting through collection gatherings and exhibitions,

similarly to the aforementioned dispositions, the gathering of communities united local intentions.
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Constructing Hsinchu:
Shaping Place and Presence
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Presuming the discernable Min School style had profoundly influenced the Hsinchu
art scene, however, if as Tsai Yao-ching has noted that local style is not the sum of
personal styles, then how do we understand the “Imperceptible strength” of the local?
In this regard, observers have often applied the term youwei (subdued/subtleties). For
example, Chang Yan-yuan’s The Famous Paintings Through the Ages postulates that
“measuring subtleties” is an important function of painting: “Painting educates, aids in
virtue, changes the spirit, transforms doctrines, and measures subtleties.” The charter
you signifies “absence” and “retreat,” while wei identifies a kind of “indiscernibility.”
Among extant Hsinchu calligraphy and painting works, Landscape [Fig.3] by Zhou Kai
(1779-1837) may be an exemplification. The trees and bushes on the fan are hidden in the
clouds and mist, with a trail partly revealed, but mostly obscured. The accompanying
poem indicates, “the alum rock is plunged in smoke and cold, spring water bursts out of
a crack in the stone. Wherever one rests tonight, the sounds of wild geese are like rain
on the foreshore.” No matter the invisibility of the “gurgling spring,” or “wild geese
calls,” the painter utilizes the “submerged” mountains, rocks and, trees in the undulating
terrain, and dark ink and blurred changes to showcase indifference to worldly gains, with

mist and rain to convey the “where” of this other “land.”
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Fig.3 Zhou Kai, Landscape, ink on fan, 23 x 51 cm, private collection.
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Likewise, Chen Pang-hsuan’s mentor, Zhou Kai, who lived in Hsinchu as an official, left behind
landscapes of reserve during his travels. Perhaps this subtle locality is the transcendent state that
Chinese shanshui seeks to pursue. In contrast to shanshui painting, Western landscape painting
involves a set of principles and techniques for viewing nature, which was introduced to Hsinchu
through Japanese colonial education. Hsinchu was developed earlier than Taipei, and as such,
contained many cultural and ecological artifacts. During the Japanese colonial period, Ishikawa
Kinichiro (1971-1945) was fond of drawing in the Hsinchu area. He also held many art seminars in
Hsinchu and promoted the development of local artistic education, piloting the Hsinchu State Art
Exhibitions. Painters He Te-lai (1904-1986), Lee Tze-fan (1907-1989), Cheng Shih-fan (1915-2006),
organized the “Hsinchu Art Research Association” in 1932, which was regrouped in 1950. It was the
first local art group established with the county and city as an area after the war, which showcases

the cultural resilience of Hsinchu. ’
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In this regard, Hsu Woan-jen’s text “Pictorial Geography Chronicles of Hsinchu Local Aesthetics”
revolves around the oil painting and watercolor works collected by the Hsinchu City Art Gallery,
exploring impact after the introduction of the modern exhibition, especially the Taiwan Governor-
General’s Fine Art Exhibition. The “local color” promoted by the award encouraged many local
painters to paint from Hsinchu landscapes. On the one hand, these works fostered feelings of
patriotism, and on the other, also strengthened the audiences’ identification with local scenery. Hsu
emphasizes “local color” of works in the collection and its developmental context in Hsinchu. In
particular, Hsinchu served as Tamsui Hall and the administrative center of northern Taiwan since
the early days of its construction. During the development process of “places of interest,” such as
Dongmen City, The Railway Station, Qingcao Lake, Qian Garden, and Bei-guo Garden have all
become images that painters were keen on drawing. Hsu suspects that Hsinchu painters in Western
mediums were known for their artistic language of brushwork, color, and composition, with “local
color” as their “motif,” injecting sensual, subjective connections into seemingly rational depictions,
connecting themselves to the local, and became a geographical chronicle of Hsinchu, constructed

through artistic drawings from different eras.
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Under the profound cultural ethos of Hsinchu, these paintings not just portray real scenes, but also
produce a unique sense of time. Unlike calligraphy and painting, which rarely exhibit real-life
landscapes, the landscape drawings of Hsinchu painters actually showcase a unique temporality. This
can be seen from two contexts. One is that the painter He Te-lai inherited the philosophy of vitalism
from the Taisho era. Works including Sunset in Taiwan (1929) [Fig.4], White Bones Mock Passengerby
(1929-1934), Ice Cube (1932), all clearly express the loss of time and sentimentality towards life. He
co-founded the Hsinchu Art Research Association with young painters; its spirit of expressiveness and
evocation profoundly influenced the younger generation in the area, and has also extended to a new
generation of painters after the war. Lee Tze-fan (1922-1992), Li Yen-fang (1910-1982), and Shiao Ju-
sung are all characterized by rigorous introspection, preferring lengthy observation of local scenes.
The motifs in their work may not develop much, but they actually observe the flow and change of
objects across time. For example, after decades of a long creative process, Shiao Ju-sung would utilize
washes and strokes with opaque watercolor on various paper, including simili paper. His personal
style pivots on the interlacing and refraction of light in window scenes and through glass. Lee Tze-fan
would later paint memories of the urban landscape, especially demolished historic sites such as Bei-
guo Garden, Qian Garden, and the Confucius Temple. His work Qian Garden (1985) [Fig.5] employs
a dialogue between absence and presence, like the supplement of memory, with two sheets of paper
assembled together to form the temporality of Chinese hand scrolls, raising the horizon to give way to
the shimmer of smoke and clouds in constructing remembrance of the past. Hsinchu painters are not
influenced by the outside world, and do not blindly follow new trends in the painting world, reflecting

the restraint and aloofness of Hsinchu local painters.
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Fig.4 He Te-lai, Sunset in Taiwan, oil on wood, 33 x 24 cm, 1929, collection of Taipei Fine Arts Museum.
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Fig.5 Lee Tze-Fan, Qian Garden, watercolor, paper, 89.5 x 109.5 cm, 1985, collection of Lee Tze-Fan Memorial Art Gallery.
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Another context related to temporality is the perceptual experience introduced
by Western modernity. In the history of Taiwan city development, Hsinchu rose
in the shortest time (In 1756, Tamsui Subprefecture was moved to Tek-chham
as the administrative center of the north) and was surpassed in the shortest time
(In 1875, Tamsui Subprefecture was reinstated as Hsinchu and Taipei Prefecture
was established). In the process of urbanization, Taiwan’s first railway was laid
between Hsinchu and Tamsui. This concentrated compression in time-space
swiftly shaped Hsinchu’s unique local character. The existential experience
revealed by place, through Western painting techniques used by modern painters
(such as drawing and craft education in common schools, seminars, Hsinchu
State Art Exhibitions and other mechanisms), and perspective introduced by
Japanese painters such as Ishikawa Kinichiro. This modern way of seeing
prompted painters to pay more attention to the changes in urban space and
landscape, but what is special is that when Hsinchu painters depict local scenery,
they do not just praise progress and modern development, but focus on nostalgic
seeing and perception. This humanistic sentiment that one feels is also reflected
in Hsinchu’s documentary photographs, especially in the work of important
photographers such Deng Nang-uang (1907-1971) and Peng Rui-lin (1904-1984)

who were born in Hsinchu and collected quotidian scenes of Beipu folk life.
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Furthermore, Hsinchu female artists used their unique sensibility to exquisitely
express quotidian moments. Chen Jin (1907-1998), a gouache painter who was selected
for the Teiten Japanese Imperial Art Exhibition before the war depicts the family
and talents of a young lady painter, while Fan Kan-qing (1908-1952) meticulously
and delicately portrayed female sentiments. Whether figurative or abstract, delicate
sensibilities are conveyed through line and color. Among the representative post-war
artists are Cheng Chung-chuan (1931-) with splashes of color and drips, and Zheng
Qiong-juan (1931-), using symbols and linear qualities. Lily Chu (1948-), expresses

emotional lyricism and romantic poetry through symbols and lines.
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Craft as a Device of Memory
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In summary, even in the process of modernization, Hsinchu still focused on traditional calligraphy and
painting, while the introduction of Western art was not so much the innovation of styles and techniques,
but rather bringing creative connotation and integration to the local area. * The post-war art community
has also evolved from early “painting” salons that focused on a single medium to a multi-media group
that combines life, culture, and the creative industries. Professional, visual skills have also advanced,

which is reflected in various venues in Hsinchu, which include glass, craft, and the Image Museum.

Another trend that can also be discerned from the development of the academy: The Department of Art
Education at Hsinchu Normal University was changed to the Department of Art and Design, and its
merger with National Tsing Hua University (NTHU) in recent years, a M.F.A program in technology
and art was established. Hsinchu’s arts education has never dismissed crafts, and has even made it a
focus to strengthen the characteristics of the school and improve the teaching quality. Especially after
the merger, it has shifted towards technology, art, and new media, integrating traditional arts and crafts,
with “technology” evidently a local art matter. Therefore, as an urban zone with the highest density
of historical sites and buildings, while also a hub of high-tech industries, how should we evaluate the
locality of “Hsinchu” from a technical perspective? How does one imagine the dialectical relationship

between traditional and contemporary ?
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Returning to the texts above, the form of Hsinchu locality depends on the natural and humanistic
characteristics of place. The nickname “Windy City” is derived from a sensual experience of the
unique topography and landform conditions of Hsinchu. The invisible and formless wind is the most
profound feeling and memory of locals. The scope of the Windy City is the path the wind blows
through, while memory is its traces. It is apparent that the locality of Hsinchu emanates from the
memory of place, but also the technology and memory engraved in the geographical conditions
of place. To capture locality, one needs to understand how locality is expressed in calligraphy,
painting, watercolor, and other works through the paths, traces, and memories of artistic techniques
and technology. Craft in particular attends to technological inheritance and innovation, with the

hand as the trace of memory and a memory apparatus that holds perceptual experiences.
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Fig.6  Hsu Chia-wei, Drones, Forsted Bats, and the Testimony of the Deceased, 2017, Four channel Videos,

3 min 40 sec - 8 min 40 sec, collection of Cultural Affairs Bureau, Hsinchu City.

THE IMPERCEPTIBLE SHIMMER | 025

AEMERE CT3E ~ TEELE ¢ T T8 B 5 B i B SR AR
REMERTD — 2 g TR i 5 pl A S ) B B R R EE
P BE 5 AR O 5 FER SR A T LB B E UL A 3 TEAE R B 50 B
T o fEZAE PQEE AT B 1 SRRV Sh > SR W AT T ST R LG A
DEVERSY o SRTMGERTAT T 6 2 2218 T9 IR R BR R B B 4 A
Ao TEdlG) Ba] e 2R R E BT B T8 A BB RS > LT
B0 T S RO R BE o BEOR BT 7R DR AR AT R
M Z B o BN o sRIEAR (1942-) SRS TEMAIE BT R LEH
P H BT BOREE ST Bl (T-28) >t T DUGE A5 Bl s [ ~ i 22 B
BRE > DUk HH S5 BB B8 2 TR AR an i€ BR D > S oR1EM A8 AT T E
P XArEAREM RFF R (1983-) 1Y (RITHS ~ FBIE - AHEHS)

(2017) [IE 6] » LA 55 7 HRRHRONT 1r SCME ik 2% 75 57 > ] 2240
R X R2 R B > 7l ST 7 o S TR L B R R IR AE
= B ) B R S LB 55 5 o

The text “Industry, Crafts, and Art: An Overview of the Technology and
Techniques of Hsinchu City Art Gallery’s Crafts Collection” by Yang Chia-
hsuan, in this book, examines the works of glass, raden, lacquer, and ceramics
in the Hsinchu City Art Gallery collection. From her perspective, craftsmanship
has a potential exchange with contemporary times. Although contemporary art
and crafts occupy a relatively smaller portion of the collection of Hsinchu City
Cultural Bureau, from the perspective of Hsinchu as the high-tech center in
Taiwan, and even the world, “technology” could be used as a tool to explore a
conceptual path in thinking about contemporary art and craft. Specifically, crafts
regard traces of the body, which retain historical consciousness and indiscernible
subtleties. For example, Chang Mao-sen’s raden works not only explore technique
(craft) in practicality and craftsmanship, but also seek the possibility of local
subjects between art materials and form, object and body. Hsu Chia-wei’s
Drones, Frosted Bats, and the Testimony of the Deceased (2017) [Fig.6] is filmed
at the abandoned site of the Hsinchu Branch of the Sixth Japanese Naval fuel
plant, and uses video movement captured by drones to trace the historical legacy
and tracks of Hsinchu’s military industry, exploring the history and aesthetics of

local subjects.
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Take for example, “glass,” the representative local craft: in 1992, the Hsinchu Municipal
Cultural Center regarded glass as a local, cultural artifact and established the only glass
museum in the country. On the one hand, this was due to a local underground resource:
silica. On the other hand, the glass crafts industry was established in the area during
Japanese rule. From the locality mentioned in this text, glass is the trace left by “fire”
on the silica mine. Glass craftsmanship demonstrates human manipulation on the silica
mine, akin to when humans drew images of animals on caves and marks on rocks—the
beginning of technology, an aid to memory, with technique as the medium of memory,
and craft as its traces. Therefore when examining glass crafts, it is worthwhile to

underscore the posture, gestures, hand movements, methods, and the body in using tools.

It is the memory of touch that forms the unique locality of Hsinchu. Take the Gulf of

Passing Time by glass artist Cheng Ming-fan, which combines the techniques of glass
fusion and metal forming, utilizing the liquid properties of glass at high-temperature to

bring in temporal thinking to a liquid glass form, a metaphor that gives life to a work.
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With the rapid development and industrialization of technology, Hsinchu has become
a semiconductor production center in the high-tech global industry. Its wafers are
refined from silicon, the raw material of glass. Although local resources, technological
innovation, and progress form the grounds of such local characteristics, the memory of
a mobile phone or computer storage is still essentially a “externalization of memory,”
rather than the separation of art and technology. Here, art and technology jointly carry the
characteristics of place, sharing a commonality that through the repetition of time, traces
of memory are preserved and trigger various temporal arrangements. Therefore, from the
existence of place, looking at the development of modern technology in industrialization
and urbanization, the focus is not the “renewal of technological ontology,” but the
relationship between humans and the world (nature), implicit in life forms and lifestyle
changes. This supplement and development of the technological history also implies that
in the future, the Hsinchu City Art Gallery may move towards fields of technological art

or database aesthetics, expanding its collection of works to meet related topics.
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From this perspective, we can recognize the unique “locality” of Hsinchu art through

2 <

“impressionistic,” “constructing,” and “tracing” routes. When exploring the locality of
Hsinchu, one finds paths of exploration in an existence that lies in the concealment of
self, the appearance and disappearance in the work, and visible and invisible. This book
starts from the collection of the Hsinchu City Art Gallery and extends to modern and
contemporary works from or related to Hsinchu. It also includes three texts, more than
fifty work analysis, with field interviews of emerging artists or collectors in exploring

how art and technique share memories with local life forms, in hopes to provide a

referential context and direction for the development of Hsinchu art collections.
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Includes Lin Ru-mei, He Kun, Huang Jui-tu, Liu Ting-pi, Chen Xin-shuo, Liu Jia-ji, Zhang Cai-
xiang, Lin Zhi-yi, Wang Shi-peng, and others.

This period was led by Hong Huiguan, former director of the Hsinchu Municipal Cultural Center,
working closely with the Hsinchu Painting and Calligraphy Association etc., which contributed
considerably to the preservation and public promotion of local art history. As for the Hsinchu
County Cultural Bureau, although it was established relatively later, there were also publications
such as Looking for Artists: A Survey of Hsinchu County Art Resources, organized by Chen Ban
and Wang Su-chin, Chubei: Hsinchu County Cultural Bureau, 2002.

The division and merger of Hsinchu county and city were subject to changes in the partitioning
of administrative regions, resulting in differences in governance and art history. This text does
not intend to limit itself to the borders within this research or theory, but regards Hsinchu in its
broader history as subject.

Compiled by Shih Tsui-feng, Hsinchu City Chronicles - Art and Literature Chronicles, Hsinchu:
Hsinchu City Government, 1997, p. 176. Lin Bo-ting, “Art Events in Modern Hsinchu,” Hsinchu
City Archives Quarterly, issue 10, January 1999, p. 106.

Interview of Fan Tian-song, Interview Album of Hsinchu City Elders, Hsinchu: Hsinchu City
Government, 1993, p.246. Interview with Ms. Fan Su-luan can also be referred to in this book.
Furthermore, the renowned painter Lin Jue who once lived in Hsinchu, is also celebrated for his
use of dried sugar cane fibers for painting.

Ma Meng-ching, editor, Integration and Inheritance: Hsinchu Art History from the Qing dynasty
to Japanese Rule, Hsinchu: Hsinchu City Cultural Bureau, 2020, pp.158-159. Mai Ching-yueh,
Calligraphy and Painting in Taiwan: A Study, Taipei: Vision Quest Publishing International Co.,
Ltd., 2011, p.29.

There was also the “Hakuyo Sha,” which included Japanese teachers Nanjyo Hiroaki, Tani Kiichi
and Taiwanese painters. No relevant historical materials exist today, but there is a file on Nanjyo
Hiroaki.

This phenomenon, in the Hsinchu literary scene where poetry groups thrive, has also attracted
the attention of Taiwanese literary scholars. For example, Huang Mei-E noticed the number
of traditional literary authors during the Japanese rule period far exceeded writers who were
immersed in the new culture. Huang Mei-E, “Research on Traditional Literature in the area Tek-
chham of Taiwan in the Qing dynasty,” PhD thesis, Department of Chinese Literature, Fu Jen
Catholic University, 1998.



