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ace @ Chiang Po-Shin
Chief Editor of TVAA

The release of the series Contemporary Exhibition Histories of
Tawwan signals a systematic, contextual response to heightened
interest in current domestic and international contemporary
art, contemporary curatorship and its methods, while
also marking a methodological turn in contemporary art
development and cross-disciplinary knowledge production.
The history of exhibitions differs from the technicality and
practice of display and collection in museology, and diverges
from the focus on style, form, and artwork in the medium
of images in art history. Therefore, surveying the history of
art exhibitions requires a cross-disciplinary perspective in
understanding the mechanism of exhibitions, and an approach
based on current issues, which critically contemplates how
contemporary exhibitions become knowledge platforms in

producing various consciousnesses and issues.

In recent years, the domestic and international art
community and academia have continued to review and
explore contemporary art curation and its history, reflecting on
the poetics and politics of display, especially after the passing
of late independent curator Harald Szeemann in 2005, with
the publication of three volumes Harald Szeemann: Exkibition
Make (2006), Harald Szeemann: With, by, through, because, towards,
despite (2007), and Harald Szeemann: Indiidual Methodology (2008),
which organize and explore basic concepts of independent
curating and the personal methodology of Szeemann’s
practice. The curator’s archives and library were acquired
by The Getty Research Institute, and continues to be studied
today.




In 2008, curator Hans Ulrich Obrist gathered the
interviews of 11 important curators starting from the 1960s
in A Brief History of Curating (2008), mapping the context of
contemporary art curation. The same year, Bruce Altshuler,
an art historian focused on exhibition research, published two
important volumes Salon to Biennial-Exhibitions That Made Art
History (1863-1959) and Biennials and Beyond-Exhibitions That
Made Art History (1962-2002) in 2008 and 2013 respectively,
with a selection of important exhibitions in the history of
Western modern and contemporary art, collecting original
documents, images, photographs, publications and reviews in a

compilation of exhibition archives.

In contrast to archival compilations, the acclaimed art
journal Afferall began publishing the series Exhibition Histories
in 2010, collecting and discussing milestones in contemporary
art exhibitions with individual volumes. Nine books have
been published thus far, including Making Art Global (Part 2):
Magiciens de la Terre, Making Art Global (Part 1): The Third Havana
Biennial 1989, Cultural Anthropophagy: The 24th Bienal de Sao Paulo
1998, and Exhibition as Social Intervention: ‘Culture in Action® 1993.
The books contain archival and primary materials composed
of curatorial discourse, reviews, works, and catalogues, with
strength in research-led critical perspectives and interviews
of participating artists, providing substantial information for

further research.

Relative to the West, related publications in Taiwan have
been limited, making it necessary to conduct a systematic
review of past fine arts exhibitions. Current available
publications, aside from Huang Dong-Fu’s Research on the
Department of Guohua Chinese Painting of Taiwan Provincial Fine Arts

Exhibition, which was rewritten and published from his master’s

FRKEEBNHE KB =MD LERELCFERNSEIRS 1957-1973

thesis, contains a list of exhibitors and participants, while
two editions of Taiwan Painters’ Taoyaga Catalogue and Taiwan
Painters’ Western Painting Catalogue (both 1992), edited by Hsin
Kong Wang, include works from Taiwanese painters selected
for the Zaiwan Sotoku-fu Governmental-General of Taiwan
Fine Arts Exhibition, all of which are representative of early
archival surveys. I have also co-edited A Retrospective on the 80
Years Taiwan Arts Exhibition and Literature Compilation of Taiwan
Provincial Fine Arts Exhibition (2009, published by National
Taiwan Museum of Fine Art) with Hsiao Chong-Ray and Lin
Ming-Hsien, while The Study of Southern Taiwan Art Association
(2018, published by Kaohsiung Musecum of Fine Arts) by
Huang Dong-Fu, all conduct archival research on modern art

and Salon exhibitions.

In regards to contemporary art and curatorial awareness
after the rise of biennials, I have published academic papers in
2000 on the Taipei Biennial in the 1990s and related curatorial
exhibitions, advocating for a comparative study of case
studies, in exploring the development of contemporary art in
Taiwan and regions in Asia. Since then, successive papers have
been published, with dissertations on domestic case studies
in the majority. More recently, curator Lu Pei-Yi initiated
an investigative volume on the history of contemporary
exhibitions in 2015, titled Contemporary Art Curating in Taiwan
1992-2012. Composed of five interviews, with retrospective
reviews of ten exhibitions, the book stimulated domestic
discussions on the history of exhibitions. However, due to
the lack of relevant primary materials, insufficient public art
museum archives, and incomplete private archives, there is
still much to be done in the field of contemporary exhibition

history:.
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In 2018, resecarcher Cheng Wen-Hsien independently
researched and published Moving Wind: Modern Art Style of
South Tawan, 1986-1997 with several essays, combined with
archival compilations of participating artists and staff. Distinct
from Contemporary Art Curating in Tawwan (1992-2012), Moving
Wind centers on the “Modern Art Style of South Taiwan,”
collecting relevant archives and primary materials since 1986,
including gongwen official documents of the Tainan Municipal
Cultural Center, published catalogues, images, and interviews
of relevant curators and artists, with a scope of “research

(review)-archive-interview.”

This series plans to extend and deepen the research of
contemporary exhibition history through the installment of
“Taiwan Visual Art Archive” (TVAA). We hope to amplify
the work and energy of folk researchers in collecting historical
materials at the grassroots level. In the development of
contemporary art, curating has long been an important
platform in connecting Taiwan with the world. It is common
to propel art history through exhibition and discourse, and this
development highlights the importance of research. We hope
this book will serve as inspiration for contemporary art history,
enliven different research perspectives and enrich art history

and exhibition history.

Deepest gratitude to the following individuals and institutions
for their support of this book (list alphabetically):

Brenda Lim, Chau-Chin Li, Chen Ting Shih Modern Art Foundation, Chung-
Kuang Koo family, Chung-Ray Fong, Fundagdo Bienal de Sao Paulo/ Arquivo
Historico Wanda Svevo, Hsiang-Ning Han, Hsiao Chin Art Foundation, Jen-
Cheng Hsiao, Lee Gallery/ Marisha Lee, Jacqueline Chan and Lesley Ma from
M+ Museum, Miles Liao, National Taiwan Museum of Fine Arts, Shi-Chi Lee
family, Shing-Lang Yang, Shiou-Ping Liao, Shiuan-Shan Wu Studio, Shulin
Chiang, Shyi De-Jinn Foundation, Suzanne Wang, The Li Ching Cultural and
Educational Foundation, The Liu Kuo-sung Archives, Wen-Lung Liu, Yu-Chuan
Tseng, Yuyu Yang Art Education Foundation.
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This book attempts to research and archive Taiwan’s
participation in the Sao Paulo Biennial in Brazil. The text was
originally part of the author’s PhD thesis, submitted in 2004,
from the research project “How long may we live: National
Museum of History and the development of post-war art in
Taiwan,” commissioned by the National Museum of History
(hereinafter referred to NMH). After the implementation of the
“Archives Act” on January 1, 2002, all governmental agencies
were required to permit public access to their archives. This
access greatly benefited and challenged the study of post-
war art history in Taiwan. The author was able to access the
archives of sealed official documents, in combination with
the archives of Academia Historica, Ministry of Education,
Ministry of Foreign Affairs and other relevant ministries.
During this period, I am thankful for the support of Former
Director of NMH, Dr. Huang Kuang-Nan and Head of the
Exhibition Department, Mr. Ge Sz-Ming, along with museum
staff Ms. Pan Tai-Fang, Ms. Wei Hsin-Ying, Ms. Lee Su-
Chen, Ms. Chen Tsai-Feng and others, for their assistance in
reviewing the archives, as well as art critic and diplomat Dr.
Pedro Chang-Shen Tseng, who has lived in Central and South
America for more than 20 years, for his kindness and aid in

translating Portuguese materials.

This paper was published on the occasion of the
symposium “Collision between Regions and Styles of Times:

Academic Conference on Subjectivity of Taiwanese Art,”

MKEENHE | RE S LD ERELEFRNS RN 19571973

organized by the National Taiwan Museum of Fine Arts in
September 2006, and included in the collected papers and
museum journal in 2007. However, due to limited circulation
and distribution, it was seldom known. Nevertheless, in recent
international seminars on contemporary art, I have been
asked repeatedly by scholars from other countries about the
engagement between Taiwan and the contemporary art world,
and based on the history and importance of the Sao Paulo
Biennial, I felt it necessary to update and publish this text
bilingually.

In addition to rewriting, amending, and expanding text
on existing research, this book also comprehensively collects
and adds to the archives of the Sdo Paulo Biennial, including
original Portuguese catalogues as well as a list of participating
artists and their works, for the purpose of expanding the
understanding of Taiwanese art development. Given the
passing of time, many exhibits no longer exist. Thence, during
the editing process of this book, I have also reviewed the
catalogues of participating artists, related publications, reviews,
press clippings, and museum collections, and have included as
much as possible to establish a resonance between Taiwan art

history and the world.

Titled “Combine and install the "New Painting": Taiwan
Art in Sdo Paulo Biennial(1957-1973), this book explores the
participation of Taiwanese artists in Sdo Paulo Biennial in
Brazil, selected by National Museum of History. Spanning
8 cditions over the course of 17 years, starting from the
4th edition in 1957 to the 12th edition in 1973, it is rare

in the history of Taiwanese art in its uninterrupted length

21



and expansive participant involvement as representatives
in a foreign country. This book emphasizes this feature and
discusses contemporary style and subjectivity during this time
with primary materials such as works, documents, catalogues,
museum and ministerial archives, reports, press clippings, artist

manuscripts and letters.

We will first review the background and process of Sao
Paulo Biennial, hosted by National Museum of History, and
the forged mainstream art style created between exhibition
mechanism and artists. After which, we will examine the
placement of this style in modern painting and the formation
of subjectivity through artworks in an exhibition context, and
lastly, we will probe the meaning of style in exhibition praxis,
foreign policy and cultural subjectivity through the display of
artworks. Through this case study, we hope to understand the

interpretation and reading of artworks in post-war art history

from its production and acceptance, and propose a path and

structure for understanding Taiwanese art after the war.
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Cover of the 5th Sdo Paulo Biennial Catalogue, 1959
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Cover of the 6th Sdo Paulo Biennial Catalogue, 1961

29



71965

30

MKEENHE | RE S LD ERELEFRNS RN 19571973

S P R 4 f S 1w

Cover of the 7th Sdo Paulo Biennial Catalogue, 1963

3



32

MKEENHE | RE S LD ERELEFRNS RN 19571973

55\ L R 4 e A

Cover of the 8th Sdo Paulo Biennial Catalogue, 1965
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Cover of the 10th Sdo Paulo Biennial Catalogue, 1969
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Cover of the 1st Sdo Paulo Biennial
Catalogue, 1951
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Cover of the 2nd S&o Paulo
Biennial Catalogue, 1953
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Cover of the 3rd Sao Paulo Biennial
Catalogue, 1955
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Cover of the 4th Sdo Paulo Biennial

Catalogue, 1957
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Cover of the 9th Sdo Paulo Biennial
Catalogue, 1967
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Cover of the 11th Cover of the 12th S3o Paulo Biennial

Sdo Paulo Biennial Catalogue, 1973
Catalogue, 1971
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Exhibition site of the 8th Sdo Paulo Biennial at
Ciccillo Matarazzo Pavilion©Athayde de Barros/
Fundagdo Bienal de S3o Paulo/ Arquivo Histérico
Wanda Svevo
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The "National Museum of History" was established in 1955. It was initially 47
named the "National Museum of Historical Artifacts and Fine Arts", as a
wooden building located in the Botanical Garden.
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KCover of National Museum of History:
Collections' panorama, July 1956.
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&Cover of National Museum of History:

Panorama of Cultural Relics in Exhibition,
1st issue, March 1956.
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N Cover of American Graphic Art Exhibition, organized by NMH
and USIS, 1956.
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0 1951 EE—EEHEREETREGY
Exhibition site of the 1st Sdo Paulo Biennial,
1951. ©Folhas/ Fundagao Bienal de Sdo Paulo/
Arquivo Histérico Wanda Svevo
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Shiy De-linn, “After participating the Sdo Paulo Biennial”, United Daily News, 6th page,
4th March, 1957.
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MM The Sdo Paulo Biennial has been taking place here since 1957. Photo by Jose
Moscardi.
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M The Brazillian hall at the 4th Biennial of 1957, with works by Franz Weissmann
and Hermelindo Fiaminghi. © Fundagdo Bienal de S3o Paulo/ Arquivo Histérico
Wanda Svevo
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1959 4 [P B8 OR AR 8 A R ) o B J 35 2 SRR SO o
Flexa Ribeiro, “Na Bienal de Arte de Sdo Paulo: Motivacdes SObre a Arte
Chinesa,” Jornal do Commercio, 8th November, 1959.
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RIPOUBLICA DA CHINA
CRUANTIADA
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HHE) -

MM nside page of the 5th Sdo Paulo Biennial catalogue, “Work list of
the Republic of China”.

THERBENSIE O EREEFRRE LR COLEE) 23X

Jgﬁ °
M Archive of work Spring in the Air by Yang Yuyu, exhibited in the 5th

Sdo Paulo Biennial.
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111959 ERINE T BB R BN -
M Press clips of participating the 5th Sdo Paulo Biennial, 1959.

THES > (DEEERZER REERET) - (FRE®) /AR - 1960

F2H21H -

MLin Sheng-Yang, “My great success in the S3o Paulo Biennial”, Central Daily
News, 8th page, 21st February, 1960.
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Hu Chi-Chung, The Cat, oil on cardboard, dimensions unknown, 1958.
Published in The Cosmorama Pictorial.
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The Open call for “Radical New Works”. Announcement of the NMH, Central
Daily News, 1st page, 11th February 1959.
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M RZEHT ARENEERBEFR (FHIREN 1) (REE (FH
91) ) o

Image of Rondo of Dream 91 (renamed Dream 91) by Lee Shi-Chi, selected in
the 6th Sdo Paulo Biennial.

FBNEEREEFRERE . (EBTBLR2MERRE) -
Press of the 6th S3o Paulo Biennial, “The selected works for Sdo Paulo
Biennial”.
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MKu Fu-Sheng won Honorable Mention at the S&o Paulo Biennial in Brazil”,
United Daily News, 8th page, 14th December 1961.

<1961 & IRATERBRNEHEREEERNES—F (HR51H
Fz— (HRIREGRRTY - 2tk > BEEAY > 1993) -

<&Chang Ta-Chien's work shown at the Sdo Paulo Biennial in 1961 (credits to
Wang Zhiyi, My Friend Chang Ta-Chien, Taipei County, Han Yi Se Yan, 1993).
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EL P AEEE N BN 1963 EFELEFREERAY -
The embassy staff to Brazil took a group photo at the 7th China
Pavilion in 1963.

2 | 1963 FEE-LETEBISEN 0 5 FRIRAN (EHEE) —1F>
ELYNEES
J Exhibition site of the 7th Sdo Paulo Biennial. The image on the wall
is the Honorable Mention work “Parking Lot” by Zhang Jie.
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Liu Sheng-Yung and his work

“Time and Space”, the 7th Sdo
Paulo Biennial, 1963.
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LB ABFRARFIZERZ—
CEZHEE) > AR
55X39.8 A4 0 1962 4F o

Photo of Liao Shiou-Ping
at the "Today Taiwan"
exhibition, 1963. The work
behind Liao participated in
the 7th S3o Paulo Biennial,
1963. (Left) Image of work
The Art of the Ink Series
is one of the same series,
lithograph, 55 x 39.8 cm,
1962.
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Yan Keren, “The Sdo Paulo Biennial in Brazil”, United Daily News, 8th page, 18-
6 19th November 1965.
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Image of Yang Yuyu with the 8th S3o Paulo Biennial selected works Infinito
Susseg virsi del vouto Immobile R18 and Infinito Susseg virsi del vouto
Immobile R25 at his studio in Rome. Yang Yuyu sent four pieces of works from
Rome to Brazil while NMH sent two in 1965.
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Photo of Lee Shi-Chi, the 8th S3o Paulo Biennial selected work Good

Bye 91-3 and Brazilian Ambassador to ROC.
8

1965 455 )\ JE E 75 B2 O i B 4 e S 2 AREE IS R ) -
The introduction of Lin Sheng-Yang, Portuguese catalogue of the 8th
Sdo Paulo Biennial, 1965.
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1965 FE 48/ \Jm BEOR AR 47 J P B — MBI B B E L ©

Image of Lin Sheng-Yang’s exhibition site at the 8th Sdo Paulo Biennial.
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Liu Kuo-Sung, Midnight Sun No.5 (set of five panels), ink and installation,
155X377.5 cm, 1970. Entry at the 11th S3o Paulo Biennial in 1971.

84 Courtesy of the Liu Kuo-Sung Archive.

MKEENHE | RE S LD ERELEFRNS RN 19571973

FEGTEHESMEHERES
FERNH & EERS > 1969 4
(B R 5 B e (&
EHHBEAEIRY > 24t 2if
A VERAEE > 2004 0 H 15) o

Li Jianzhong photographed with
his combined scroll for the Sdo
Paulo Biennial in 1969, credits
to Xu Zhongying (ed.), The
Modernist painter Li Jianzhong,
Taipei, Yishu Shenghuo Kaifa,
2004, p.15).
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HENEEFEERE . W Hung, The
Double Screen: Medium and Representation in
Chinese Painting, Chicago: University of
Chicago Press, 1996, pp. 9-16.
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Baxandall, The Painting and Experience in
Fifleenth Century Italy : a Primer in the Social
History of Pictorial Style. Oxford: Oxford
University Press, 1988.
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From 1957 to 1973 the National Museum of History
(NMH) selected Taiwanese artists for participation in
the 4th to the 12th Sdo Paulo Biennial, in a total of eight
editions of the history in which so many Taiwanese artist
participated in an oversea exhibition in the name of Taiwan
as a country for so many years. This paper focuses on this
event and explores the period style and subjectivity of the
art during this period based on the artworks, archives of the
NMH and the relevant government departments, as well
as first-hand historical data, such as artist’s writing and
letters. First, I will trace the background history of NMH
involvement in the activities related to Sao Paulo Biennial,
and how the Biennial led to an emergency of mainstream
artistic style through the interaction between the exhibition
mechanism and artists. Second, T will examine the position of
this style in the modern painting movement and analyze the
exhibits to find out how the visual subject was formed in the
exhibition context. Last, I will explore the significance of the
period style in terms of curatorial practice, foreign policy and
cultural subjectivity by looking at the mode of presentation
of the artworks. By analyzing the production and reception
of the works in this case study, this paper reexamines the
co-ordinates for interpreting painting in the modern art
movement and attempts to propose a method and structure

for understanding postwar Taiwanese art.

Combine and install the “New Painting” Taiwan Art in Sao Paulo Biennial 1957-1973

National Museum of History (“NMH”), San Paulo Biennial,

New painting, “Radical New Painting”, abstract painting,
conjoining/piecing together/installing, presentation 99
modernity, postwar Taiwanese art, Taiwanese art history



I
Period style and subjectivity

When discussing the period style of painting, art
historians may analyze the structure of visual forms on
painting to find out if it possesses the characteristics of the
period style. Such studies are also considered the basics of
periodization or connoisseurship. Art historians often stress
that the development of the style and iconography of works
should be the core and basics of art historical research.
Such kind of work involves questions like whether the style
of a certain work conforms to a certain period style, and
whether its iconography can be placed into and explained by
a wider cultural historical context. While fundamental work
is certainly important, the immanent analyzes of a work or
an analysis taking into account the external socio-cultural
background all but avoids questions and assumption about
the material basis of painting, and the viewer’s (including
the scholar’s and the artist’s) experience of confronting a
real work, that is, viewer confronts not only the visual image

of the work, but also an image-bearing object. U

For instance, when dealing with the period style of
Taiwanese art in the 1960s, the scholar will ask: “what is
the style of modern Chinese painting?”. This question is
not exactly the same as asking “what is a work of modern
Chinese painting?”, and the way of answering them is
different. When we have to answer the question “what is a
work of modern Chinese painting”, we are not only dealing
with the question of period style, but also with the process of

subjectification involved in the period style. The change from

I0I



102

one style to another and influence of one image on another
linked with the visuality and materiality that constitute the
visual subject of the work. In terms of the materiality of
visual image, it seems that traditional art historical studies
seldom consider the role of the material medium that carries
the painting, such as the handscroll or screen in the process
of painting. They also rarely examine the place of the work
in the context of presentation and the order of collection
of objects in terms of the visuality of the object. In the eyes
of the scholar, the “work” has become an image that floats
above the image-bearing object awaiting analysis, like the

printed image in the books and catalogues or slides.

Thus, analyzing the works and combining it with the
study of their visuality and materiality seem to be a viable
way of understanding the process of the formation of the
visual subject. As art historian Michael Baxandall points out,
a 15th century painting is the deposit of a social relationship
at the time. The painter, the patron and the contract
between them constituted the social network around the
work. The patronage could be in the form of a commission,
an order, employment at a live-in artist or institutional
patronage. The production and reception of painting were
regulated by the beliefs, customs and laws behind such forms
of patronage. With the “period eye” with which the middle
class of the 15th century looked at paintings, Baxandall
observed the beliefs, desires and fears they saw in the painted
works.2 By looking at material basis of the works in the
context of patronage and presentation with the “period eye”,
we can explore the various operations of power associated
with the visual subject in the material and cultural system,
including the classification of the categories of art, the

definition of form and medium, the assessment of aesthetic
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value, style and meaning, patronage and reward. We can
also observe how the processing of the material media of the
work produced the same structural characteristics and form
of representation manifested by other contemporary works,
in order to trace the operations of national and cultural
mechanisms as well as the subjectivity it mirrored.® Thus,
when the scholar Is viewing the work as a kind of mirror, he

is shifting between questions of subjectivity and style.4

Using art painting as a starting point, this paper will
discuss the NMH’s selection of artists for the Sdo Paulo
Biennial as a viable way of reexamining the period style and
subjectivity of Taiwanese art from the late 1950s to the early
1970s. From 1957 to 1973, the NMH selected Taiwanese
artists for participation in the 4th to the 12th Sao Paulo
Biennial, in a total of eight editions of the Biennials over a
span of seventeen years. It is the one and only example in
Taiwanese art history in which so many Taiwanese artists
participated in an overseas exhibition in the name of Taiwan
as a country for so many years. Both contemporary art
reviews and recent commentators looking back on this event
basically agree that this Biennial exerted a shaping influence
on the postwar Taiwanese modern painting movement.® But
as to what kind of style the SGo Paulo Biennial helped
to shape, most commentators metely categorize it as
“abstract” or “modern” or under some other general term.
Due to inadequate historical data, the influence of the
Biennial on the local painting movement has not been fully
explored. During the postwar period, it was difficult to
obtain information from outside in Taiwan. Concepts like
those mentioned above were introduced by artists who were
hungry for knowledge without critical examination, and

would still need to be clarified by art historians. G
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The NMH’s founding mission was to construct a
history of the Chinese nation through visual means. In
the designated museum building, the space was organized
to the imagined chronology of the artifacts of the nation.
The NMH started by restoring the damaged artifacts that
were moved to Taiwan and filling the exhibition space with
the national treasure symbolizing the center of the nation.
Where the original objects were missing, artists wete invited
to create replicas based on documents or photos. The NMH
also produced various films, painted pictures and postcards
to promote the artifacts.” The question is, how did artists fit
into the public exhibition system of the NMH with their own
works in order to create a consciousness of modernity, and
is it possible to trace artists’ visual expression and viewers’
reception of modernity in terms of the change in the material
conditions? Furthermore, how did such visual expression tie
up with the expression of the national identity at the time?
To answer the above questions, it may be highly appropriate

to study the case of the Sdo Paulo Biennial. &

Based on first-hand historical data, this paper will trace
the background and history of the NMH’s involvement in
the activities related to the Sao Paulo Biennial, and how the
Biennial led to the emergence of a mainstream artistic style
through the interaction between the exhibition mechanism
and the artists. Second, it will examine the position of this
style in the modern painting movement and analyze the
exhibition to find out how the visual subject was formed in
the exhibition context. Last, it will explore the significance
of the period style in the terms of curatorial practice, foreign
policy and cultural subjectivity by looking at the mode of

presentation of the artworks.
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Seeking national traits and modernity
in replicas

In May 1956, the Brazilian government invited Taiwan
to participate in the 4th Sdo Paulo Biennial in 1957 at the
request of the museum of modern art, Sado Paulo. Founded
in 1951, the Sao Paulo Biennial was the second large-scale
international art Biennial established after the Venice
Biennial.? Our embassy in brazil liaised with our ministry
of foreign affairs, suggesting sending select work to the
Sao Paulo Biennial for the sake of cultural propaganda.
The ministry of foreign affairs referred the message to the
ministry of education, and the ministry of education charged
the NMH with the task of organization.”® In January in
the following year, the NMH first turned to the teachers
and students of the art department of the national Taiwan
normal university (NTNU) for works, and subsequently
placed an advertisement in a newspaper calling for four
categories of works, including oil painting, watercolor,
sculpture and woodcut. A jury was set up that was mainly
made up of professors of the NTNU and the political Cadre
School.” With no previous experience to draw on, the NMH
had to stipulate the size of works by referring to the size
of the exhibition space in brazil and the size of the cargo
containers. For this premiere, the NMH had to rely on the
fine arts departments of the universities for suggestions
about the organization, judging criteria and style of the
works to be selected, and did not set any concrete guidelines

£12

itsel About two-thirds of the commissioned works were

provided by the jury members themselves, while the 28
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works that were shown at the biennial represented various
main trends of the contemporary art scene. Oil paintings
included Yang Qi-Dong’s Inside the temple and Chang Yi-
Hsiung’s Fish. sculptures included Chen Hsia-Yu’'s Female
nude and Yang Yuyu’s Esteemed dignity, while woodcuts
were represented by “militant”, “anti-communist” realistic
works.”® After seeing the preview of the works before they
were sent abroad, Shiy De-Jinn, one of the selected artists,

voiced his opinion:

“After seeing these 30 works that are to be sent
to brazil, I felt extremely ashamed (I have two works
among them) . In the artifacts gallery, our own works
pale by comparison with the artistic relics of our
ancestors with which they are juxtaposed. Chaotic, lost,
without their own distinctive style and devoid of national
traits. It is hard for such works to be accorded a place in
world painting. As Chinese artists, we should take a deep

look at these glorious historical artifacts.”™

While Shiy De-Jinn suggested artists should take a deep
look at these glorious historical artifacts”, he blamed the
works’ lack of national traits on the fact that “Chinese do
not have the chance to see good works and authentic piece
by their ancients”. actually, what the NMH had on show at
the time were not glorious authentic pieces, but only replicas
with a faded aura. Even so, in the submissions of artists who
respond to the call for works, one can detect the tendency
that His Te-Chin was hoping for. All these artists stated that
they were inspired by the “anti-naturalistic tendencies” and
the “emphasis on psychological activities” in western modern
art to further study traditional Chinese art which has a

similar essence. The objects of study mentioned in the artists’
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statements included oracle bone inscriptions and inscriptions
on ancient bronzes (Li Yuan-Chia) , inscriptions on ancient
bronzes and stone tables (Hsiao Ming-Hsien) , Han stone
carvings (Ouyang Wenyuan) , pottery, embroidery and
folk woodcuts (Hsia Yan) , Tun-huang murals (Chen Tao-
Ming and Wu Shilu) etc. Together with Hsiao Chin who
had gone to study in Spain and Huo Xuegang who focused
on surrealism, the them were the early members of the Ton-

Fan Group.

Among the members of the Ton-Fan Group, only Hsiao
Ming-Hsien’s As in Art: Complete and Li Yuan-Chia’s
As in art were selected. But it is not difficult to see that
the objects of their study were similar to the categories of
replicas displayed in the galleries of the National Museum of
History. After the biennial opened, our ambassador to Brazil
sent news that Hsiao Ming-Hsien’s As in Art: Complete had
received an Honorable Mention. He also briefly described
the style of the works in the Sdo Paulo Biennial: “The works,
whether sculptures or paintings, are extremely modern.
Almost all of the oil paintings are executed in an abstract,
cubist, fauvist or surrealist style, which ordinary people
will find hard to appreciate.”” While Hsiao Ming-Hsien’s
work no longer extant, we have the application by Li Yuan-
Chia, another Ton-Fan member, which is almost identical to
Hsiao’s statement, but written in a more lucid style. From
it, we can infer the concept behind Li Yuan-Chia’s As in art

and Hsaio Ming-Hsien’s As in Art: Complete:

“With its anti-naturalistic tendencies and emphasis
on psychological activities, modern art has such
attributes as suggestion, symbolism and abstraction.

Abstract painting is its most direct expressive style.
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Its main principles have something in common with
the abstract beauty of Chinese inscriptions on ancient
bronzes and stone tables. For some years, I have sought
the characteristics of our abstract art in Chinese oracle
bone inscriptions and inscriptions on ancient bronzes in
order to endow my work with the essence of modernity,

our national traits and the modern spirit.” 76

Seeking national traits and modernity in replicas of
Chinese artifacts was the main experimental goal of painters
in this period. The above statement was written in February
1957. In November of the same year, the Ton-Fan Group
organized by the Ministry of education. After the works
of some of its members were selected for the Sao Paulo
Biennial, Ton-Fan painters were sent to the international
commodity Fair celebrating Thailand’s Constitutions Day in
December 1956, and also included in the 4th National Fine
Art Exhibition in September 1957. The National Painting
and Calligraphy exhibition, the exhibition at international
commodity fair and the national Fine Art exhibition were
all organized by the government. Two of them carried the
word “national” and the other exhibition was supposed to
“represent China”. The themes of these exhibitions no doubt
encouraged and guided the young painters who were eagerly

searching for “national traits”.

The Ton-Fan artists were presented at the Chinese
pavilion at the international commodity fair in Thailand
showcasing both industrial products and art exhibits. Apart
from modern works of painting and calligraphy, the art
exhibits also included photography of the artifacts at the
NMH, bronzes, pottery and lacquerware as well as dozens

of models of architecture and Peking opera characters.”” A
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similar set-up was used for the second exhibition organized
by the NMH for the Sao Paulo Biennial. Even though
Hasio Ming-Hsien won an Honorable Mention with an
abstract work in the ptrevious biennial and the Sao Paulo
Biennial was centered on “modern art”, the NMH continued
with its efforts to use ancient Chinese art for diplomatic
purposes and cultural propaganda. For the 5th Sao Paulo
Biennial in 1959, in an addition to issuing a call for entries
and commissioning work for painting and calligraphy from
artists, the NMH sent replicas of seven bronze ritual vessels
and twenty-four weapons, facsimiles of six ancient paintings
and some ten drawings of architecture mainly found in
Peking. The introduction published in the biennial catalogue
was also focused on these reproductions.”® The main reason
for sending this vast amount of works that seemed to have
little to do with the biennial “modern art” theme was the
competition between nationalist china and communist china

for the right to participate.

In January 1959, our ambassador to brazil Li Dijun
telegraphed the Ministry of Foreign Affairs to say that the
PRC was preparing to apply to take part in the Sao Paulo
Biennial with an exhibition under the title “4000 years of
Chinese art”, and that local politicians and the organizer
were included to concede the Soviet Union and the PRC the
right to participate on the grounds that art had no borders.
While urging Brazil’s Ministry of External Relations to turn
down the PRC’s request, Li Dijun telegraphed Taiwan for
a quick decision to participate. Subsequently, our Ministry
of Education made the decision to take part “to prevent
the Communist form gaining a foothold”.”® At the time,
the PRC proposed to ship out a large number of exhibits to
show the development of 4000 years of Chinese art, which
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were quite tempting to the curators of the biennial. The
cultural secretary of Brazil's Ministry of External Relations
suggested that Taiwan could organize a “specific and
systematic exhibition” outside the competition category.
Such an exhibition would certainly “prevent the communists
from gaining a foothold”, 2% Li Dijun also expressed the view
that in the long run, opposing the PRC’s participation in
art exhibitions for political reasons was not the best policy.
Instead Taiwan could only retain the right to “represent
china” by raising the quality of the works presented. In
the end, the NMH sent 57 reproductions, which made up
the largest proportion of the exhibits. For the captions
of the exhibits, emphasis was placed on “introducing the
long history of the great Chinese culture” and “drawing
attention to our anti-communist and anti-Soviet government
policy and our people’s faith in the ultimate victory over
communism”. The anti-communist implications of the
Jyugguang Tower in Kinmen shown in the architectural

drawing were also highlighted. 21

Nevertheless, apart from achieving the goal of excluding
the PRC from the biennial a large number of reproductions
of ancient paintings and artifacts did not help to bring about
a concrete, in-depth dialogue with Brazil’s contemporary art
scene, and local reviews were oversimplified and only showed
an interest in the exoticism of the pieces.22 Lin Shengyang,
a Taiwanese modern painter living in Brazil, criticized the
reproductions as “unsatisfactory” and “less successful than
expected”.2® He also pointed out that artists who took
part in the competition category failed to attract attention
because of the “small size of their paintings and the small
number of works shown”. The UK, on the contrary, was able

to win prizes by showing some 60 works by three artists,
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which managed to draw the jury’s attention and create a

powerful effect in the exhibition venue.?4

The Portuguese catalogue only included Hsiao Chin’s
Work B. Over 1m tall, it was already the largest work in the
list of exhibits.?® In this year’s biennial, Chin Sung won the
second Honorable Mention for Taiwan with his work Sun
Festival. Even though it was not a main prize, it was very
encouraging to young Taiwanese modern painters, who saw
it as a major victory for the modern painting movement. But
judging from the preparation process, the modern painting
style became the mainstream style representing Taiwan
in the biennial not so much because the painters won the
day against the art institutions like the NHN, but because
our embassy urged the Ministry of Foreign Affairs and the

NHM the actively call for such submissions from painters.

ITI

“Radical New Painting”

As mentioned above, in urging the Taiwanese government
to make a quick decision to participate, our ambassador
to Brazil Li Dijun described the diplomatic battle in the
telegram: “If we decide not to participate, the Communists
would size the chance to gain a foothold, since Brazil has
had frequent cultural contacts with Soviet Russia and the
PRC. As for the painter presented at the exhibition, radical
new works (expressionism, abstraction, cubism, surrealism
etc.) are the most popular.”?6 After preparations began, Li

Dijun pointed out to Pao Tsun-Peng, director of the NMH,
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that the Brazilian art scene is dominated by the radical
new art---while realistic works are not highly regarded.” He
also said that sending works in the style of Hu Qizhong and
Hsiao Chin which he had seen in the magazines would be
“very” much to the taste of the biennial.?” As a diplomat, he
showed a surprising grasp of art trends and contemporary
style, so much so that he repeatedly sent telegrams and
letters requesting the selection of works of “New Painting”.
Clearly, Li Dijun had a precise understanding of the biennial
criteria of selection and Pao Tsun-Peng followed his advice.
As a result, the NMH’s notice calling for submissions to the
5th Sao Paulo Biennial specified that the entries must be
“Radical New Art”.28

Li Dijun repeatedly recommended the plates of paintings
published in The Cosmorama Pictorial to the NMH,
showing his familiarity with contemporary art trends. Even
the telegram he sent from Brazil to provide to the young
painters for reference by NMH’s staff such as Yao Guliang
and Chen Qiheng—a measure of how the NMH assisted
and supported young painters. In his article “Stopping
Communists Cultural Infiltration of the Free World”, Liu
Kuo-Sung quoted several of the above-mentioned telegram
to “prove that we won a huge victory over the communists
in the cultural war in Brazil and show that our government
sent modern paintings to the biennial for the sake of
securing that victory.” He also called on the National

government to:

“Encourage young artists and nurture young artists.
They need the government’s leadership. They need the
government's solidarity. They are a strong army for

countering the Communists’ cultural propaganda. They
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have achieved brilliant successes and they will win much

glory for our country on the international art scene.” ?°

With the objective of “countries the Communists cultural
propaganda”, Taiwan established the aim of selecting “New
painting” for its second attendance at the Sdo Paulo Biennial
in 1959. In their applications, artists stressed either their
“high regard for New Painting” or the stylistic difference
between the works they entered for this and the previous
biennial to highlight their “newness”, with statements like
“those works were created in the old style. While I have been
practicing the new style for some time, I have never shown
it in an exhibition. This work is my most recent piece.”3?
After being named in the notice and written about in artist’
submission, the “Radical New Painting” style became
associated with the Sdo Paulo Biennial in the artist's mind.
For the NMH, “New Painting” including the painting styles
of expressionism, abstraction, cubism and surrealism, with
which Taiwan should continue to participate in the biennial
for the sake of “advertising Taiwan artistic achievements”

and “preventing the Communists’ infiltration.3?”

After the direction of “New Painting" was established,
the NMH further modified the selection system when it
organized submission for the biennial for the third time in
1961. The selection was divided into two stages. In the initial
stages, each modern painting society ot art institution could
recommend one to three artists to enter the final selection,
or the artists could be selected by a jury set up by the NMH
with members from different painting societies. In the
second stage, the final selection would be made by experts
invited by the NMH. It was a time of great activity for

painting societies. After the affairs of the “Chinese Modern
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Art Center " and the “Chin Sung incident”, the NMH
responded to the demands of the modern painting societies
and allowed their members to participate in the selection.32
On the other hand, by tempting artists with the honors of
representing Taiwan, the government could bring the works
of members of painting societies under the control of the
state machinery. In the end, candidates and jury members
were nominated by the Purist Painting Society, the Taichung
Art society, the United Watercolor Society, the four seas
Artists associations, the Chang Feng Painting Society, the
Lu She Art Society, the Loose Sand Painting Society, the
Art Friends Painting Society, the Ton-Fan Group did not
nominate any jury members. The reasons are unknown and

worth looking into.

Another reform in the selection method for the 6th
Sdo Paulo Biennial was limiting the categories to “modern
painting”, including oil painting, watercolor and print. The
NMH changed the “woodcut” category in the previous two
biennials to “print”, canceled the “sculpture” category, and
put some ink works under the “watercolor” category, so
that the entries would be focused in the area of “modern
painting”. The call for “radical new art” made by our
embassy in Brazil in the previous biennial was most probably
the main reason for the change in the media requirements.
In January 1961, our Embassy telegraphed the Ministry
of Foreign Affairs to make two suggestions: one was
broadening the candidates to include overseas painters, the
other was to send works that were “perfeably” large-sized.
The past entries are too small and not impressive enough
to attract attention. The works should be carefully chosen
and their number should not be too large, preferably from

20 to 30 at most.3% As it was difficult to visualize in Taiwan
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the actual exhibition venue at the Museum of Modern Art,
Sdo Paulo, the Taiwanese organizers could only resort to

guesswork.

Previously, the NMH only concentrated on organizing
the entries and did not send staff to inspect the exhibition
venue on the spot in Brazil. As a result, they did not know
that the dimensions of works would affect the visual effect
in the exhibition venue and possibly the chance of winning
as well. But from the 6th Biennial, the NMH began to
realize that the content of works was not the only factor for
winning. Thus, the dimensions and number of works became
the focus of the jury. In July 1960, our embassy wrote to the
Ministry of Education and the NMH, suggesting that they
should “follow the example of other countries and choose
a few famous artists and 15 to 20 preferably large works in
order to attract attention”.3# In February 1961, the embassy
wrote again to the NMH saying that the works to be sent
“should number less than 20 and be preferably large in
size” 3% Large dimensions, few works and concentration on
a few artists were the basic requests of our embassy which
stood at the front line of the battlefield of diplomacy and art.
But the jury members at the rear did not fully understand
the urgency of these requests and argued incessantly about
whether to choose artist or works. In the end, the total
number of works for this biennial was reduced, but each
artist showed no more than four pieces. Ku Fu-Sheng’s work

won the third Honorable Mention for Taiwan.>®
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Conjoining modernity and national
characteristics

A. Abstract style and national tradition
After the 7th Sdo Paulo Biennial in 1963, the NMH’s

selection exercise entered a more stable stage. Following
the debate on modern art started by Liu Kuo-Sung and Xu
Fuguan that lasted from 1961 to 1962, painters no longer
blindly rejected abstract painting. The debate also led the
media to equate abstraction with modern art. In 1962, the
Fifth Moon Group, which the professors Liao Chi-Chun, Sun
Duoci, Yu Junze and Chang Long-Yen had joined, exhibited
at the NMH as part of the preview of a modern painting
exhibition to travel to the US. The NMH could probably feel
the growing momentum of the modern painting movement.
Hence, the introduction written for Taiwan’s participation
in the 7th Sao Paulo Biennial contained a discussion of the
entries for the first time. After naming the two tendencies
“conservative realism” and “radical abstraction” in the
modern Chinese painting scene, the writer described the

development of abstract art in Taiwan:

“Impatient with the constraints of realism, a group
of young painters seeking innovation catches up with
this new approach, breaking with conventions and
extracting the properties of concrete things, using their
pure imagination to create nameless forms---The current
of the new abstract art has prompted figurative artist to

carry out experiments of distortion. Abstract artists, on
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the other hand, try to incorporate the essence of their
national tradition, such as expression of a “lofty, simple
and sublime” spirit or an “archaic and plain manner,
and the use of black and white tones and gold and red

colors.” 37

This text summed up the initial result of the NMH’s
attempts at picking out and unifying the “Radical New
Painting" style since 1959. While praising abstract for its
reception of the national tradition, the NMH could not
help but apply the simplified logic of the opposition between
“abstract art” and “figurative art” under the influence of
Taiwanese art criticism. While formalism was not doubted
the chief aesthetic concern of painters at the time, opposing
abstract art to figurative art meant that the “Radical New
Art" that our embassy recommended selecting, including
new painting styles such as expressionism, abstraction,
cubism and surrealism, would now be limited to “new
abstract art”, as opposed to conservative figurative art and
realism. Even though artists might have other aesthetic art
established by the exhibition mechanism. As for the content
of works, it was interpreted predominantly in terms of the
“national tradition”, while the significance of artists using
experimental techniques to express traditional meaning was

ignored.

While establishing a clearer direction of selection, the
NMH abolished the selection method of nomination by
modern painting societies for this year’s biennial. Instead,
a selection committee of five members was set up, with two
members appointed by the NMH and three members chosen
by artists who has previously participated in the Sao Paulo

Biennial. A kind of internal promotion system resembling
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a salon came into being. The NMH also changed the
categories to four types of “modern art”, including painting,
print, sculpture and modeling, and stipulated that “each
artist may enter up to five works”. The width of oil paintings
should not exceed 180 cm (restrictions would be relaxed for
huge works that could be folded and cased up for shipping).
The official salon that was gradually evolving would adopt
the principle of equal sharing for the time being, and would
not consider sending a single artist with several large
works. Since each artist selected was represented by one
work only, the overall effect in the exhibition venue was
fragmentary and not unified. Liu Kuo-Sung’s work was the
only Taiwanese work included in the Portuguese exhibition
catalogue, while Zhang Jie’s watercolor, Parking Lot won the

Honorable Mention for Taiwan.

After Taiwan participated in four consecutives Sao
Paulo Biennials without winning any major prizes the
NMH became particularly cautious when it organized the
selection exercise in 1965. Director Pao Tsun-Peng called
a meeting before the selection committee met, expressing
the hope of “further helping our artists to triumph in the
international art scene by demonstrating their enormous
talent.”38 Nevertheless, there was no majotr breakthrough in
the selection method. Apart from canceling the categories of
sculpture and modeling and adding the category of pattern
design, the only other changes were allowing jury members
to make nominations and increasing the number of works
that could be entered by each selected artist. But, ultimately,
most of the selected artists entered one work only, causing
artists such as Han Hsiang-Ning, Wu Hao and Chen Ting-
Shib to indicate their lack of inclination to participate.

Regarding the invitation of past participants to serve on the
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jury, artists who were not selected questioned the fact that
some painting societies were ovetly represented.39 In the
end, Chen Tao-Ming (five works), Chuang Che (five works),
Wu Hao (three works), Yang Yuyu (six works) and six other
artists (one work each) were selected. But due to the change
in the exhibition system, no nominations were put forward
to the Brazilian organizer, thus terminating Taiwan’s record
of winning Honorable Mentions in entries were also put in
the shade #°

B. Majestic “combined works”

Apparently, the NMH reviewed this before organizing
Taiwan’s participation in the 9th Sdo Paulo Biennial in
1967. In November 1966, the NMH wrote to our Ministry of
Foreign Affairs asking our embassy in Brazil to explore the
possibility of “increasing” the lobbying of the jury and the
size of the exhibition space. The embassy replied that the size
of the exhibition space depended entirely on the dimensions
and numbers of works entered by each country. In the past,
Taiwan did not enter a large number of works, and they were
“rarely huge in size”. In fact, more than once, they had to
invite Taiwanese painters living in Brazil to provide works to
fill up the exhibition space.#’ The embassy’s reply may have
spurred the NMH to introduce radical reforms. This time,
they decided on the artists to be invited first, who would then
propose five to eight works to be entered. The size of works
allowed could now range from size 60 to 100. The NMH also
set down the requirement for artists and works for the first

time:

1. Possess a solid artistic foundation and background
and have exhibited works that can be taken into

consideration.
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2. Are familiar with the content and trends of
contemporary international artistic based on their solid
foundation.

3. Such works should also be powerful and imposing and
be able to demonstrate the unique character of Chinese

culture.#?

Apart from changes to the number of entries and
dimensions of works, the NMH also tried to name the
qualities of the works that it expected to select. However,
it is difficult to understand precisely what it meant by the
words “powerful and imposing and be able to demonstrate
the unique character of Chinese culture”. The introduction to
the exhibition merely referred brief to mysticism, potential
religious meanings and Chinese zen, without pinpointing any
specific entry. We can only identify some such associations
in the entry submitted by Liu Sheng-Jung.*® Thus, the
exhibition introduction for the 9th Sao Paulo Biennial can
only be seen as the beginning of a national consciousness.
We have to look to the following biennial in 1969 for more
detailed definitions and explanations, when the NMH
published a Chinese and English catalogue for the first time.
In the document calling for entries to the 10th Sao Paulo
Biennial, it specified that the “style and content of works”

must meet the following requirements:

1. Modern works in a radical new style.

2. The most recent and meaningful works of the artist.

3. Able to express the national character. Powerful and
majestic works that are inspiring, comforting and noble
in spirit.

4. Works that keep abreast with international trends, or

are even ahead of international trends. %4
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These four requirements were outlined as a result of
the NMH sending an observer Yu Huansu to inspect the
exhibition venue of the Sao Paulo Biennial on the spot,
after it failed to get trips on how to win prizes from our
Embassy in Brazil in 1966. Apart from suggesting to the
biennial secretary the donation of a prize by Taiwan in a
bid to influence the biennial jury’s decision, Yu Huansu also
carefully studied the works and the allocation of space in the
exhibition venue. He reported on his findings at the meeting
of the NMH’s preparatory committee for the 10th Sao
Paulo Biennial in 1968.4° According to his observations, the
works at the biennial showed the following characteristics:
“1. huge in dimensions, large in number and new in style
(bold and daring); 2. able to represent the national spirit
and comfort viewers in a chaotic world; 3. international; 4.
Large paintings can be in the form of combined works or
mounted as a scroll to facilitate transport.” On Yu Huansu’s
recommendation, oil paintings submitted could now be much
larger in size. However, works larger than size 100 should be
in the form of “combined works”, while the height of scrolls
should not exceed 180 cm, and their width should not exceed

4 m.

The designation “combined works” (“pin he zhuang
zhi”) was a new invention of the selection process for the
10th Biennial. It referred to oversized works which should
be made up of at least two panels mounted together. “They
should be used.” (clause 6) Apart from referring to a method
of mounting, the term “pin he zhuang zhi” (piecing together/
installing) can also be seen as a multiple metaphor for the
strategies of a country trying to assert its cultural identity
in an exhibition mechanism. It suggests that after six

selections exercises, the Taiwanese finally found a style of
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presentation that could measure up to the standard at an
international biennial based on an eyewitness account of
the exhibition venue and entries. It also suggests that after
prolonged efforts of “conjoining” modernity and national
characteristic, they came up with more specific aesthetic
requirements in the curatorial discourse, even though it
was a long way from being a clear and unified aesthetic
discourse. The requirement of large dimensions, large
number of works and the “he jin” method of mounting were
met by several painters selected for this biennial, including
Liu Kuo-Sung (ten entries), Liao Shiou-Peng (six entries),
Fong Chung-Ray (four entries) and Li Jiazhong (one entry).
Combined works that were two to three meters wide were
another distinguishing feature of the entries for the 10th Sao
Paulo Biennial in 1969.46

The works selected for the 11th Sao Paulo Biennial in
1971 also met the four above-mentioned requirements and
several of them were “combined works”.#” They included Liu
Yong’s Wonderful Cloud (set of two panels), Liu Kuo-Sung’s
Midnight Sun No.4 (set of seven panels) and Midnight
Sun No.5 (set of five panels), as well as Chen Ting-Shi’s
Daybreak I (set of three panels), Daybreak II (set of four
panels), Instantaneous (set of four panels) and Dawn (set
of four panels). Even for works which did not consist of
separate panels mounted together, the composition showed
the combination of different types of imagery. The sample
principle applied to the cover of the catalogue published by
the NMH and the plates inside. The press release highlighted
the fact that “there are quite a few works over size 100
made up of two works mounted together or mounted as
scrolls”, a sign of the importance attached to the exhibition

by painters at home and abroad”. But by the 12th Biennial
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in 1973, “combined works” were no longer a requirement in
the selection process. This time, the NMH made a shortlist
of candidates, who were then elected by ballot. Entries
were required to be “no smaller than size 100” and their
numbers should be around “eight to ten”. In other words,
only the requirement of large dimensions and large number
of works needed to be met, while the content of works was
required to be as innovative as possible. The other aesthetic
requirements of past biennials were not mentioned.*® During
the preparations for this biennial (1971-1973), Taiwan
suffered a series of diplomatic defeats and its claim to
represent “China in the international arena was increasingly
challenged. The Chinese catalogue was reduced in size.
Moreover, some local modern painters, such as Han Hsiang-
Ning and Peng Wanchi who were selected, had gone abroad.
They declined the invitation to participate with the excuse
that they had other exhibition commitments. In the end, four

younger painters, including Koo Chung-Kuang, were sent.

It was the last time Taiwan participated in the Sdo
Paulo Biennial. Its efforts to take part in the jury decision
to increase the chance of winning major prizes for years
finally came to some fruition, when the organizer invited
Lim Kac-Keong, head of the fine arts department at the
political warfare college, to serve on the jury. However,
the NMH merely emphasized the need for large-sized
works and large numbers of entries, and failed to provide
an in-depth discourse on the abstract style which was no
longer the mainstream of international contemporary art.
As in the past, the exhibition introduction reiterated the
difference between eastern and western civilizations, and the
abstract tendencies in the Chinese conception of nature and

worldview.4? Despite having one of its national serving on
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the jury, Taiwan eventually failed to win any major prizes
at the important venue of contemporaty art, the Sao Paulo

Biennial.

vV

Conclusion

After Taiwan and Brazil broke off diplomatic relations
in August 1974, the organizer of the Sao Paulo Biennial
stopped sending its exhibition prospectus to the NMH,
which meant that Taiwan could no longer represent China
at the biennial. With the closure of our Embassy in Brazil,
we also lost an outpost for observing the Sao Paulo Biennial
and Taiwan had no more diplomats on the front line that
could send back information and support the setting up
of the exhibition. In the course of eight biennials, a battle
that lasted seventeen years, the NMH and our Embassy in
Brazil worked close together, with the Ministry of Foreign
Affairs and the Ministry of Education as go-betweens.
These four institutions set up a mechanism for broadcasting
modernity and our nationalism abroad. Their staff worked
conscientiously at achieving the dual purpose of preventing
the Communists from “gaining a foothold” and promoting
our culture. In order to establish the Chinese identity in
a world-renowned biennial, our exhibition machinery had
to select “modern art” that was the biennial trademark. In
those days when access to information was difficult, it was
a great opportunity for the selected artists to be able to
represent our country with their works on an international

stage. Thus, artists were eager to produce works in the style
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that the selection committee was looking for and the selected
and winning entries also became reference points for the

modern painting movement in Taiwan.%°

To sum up the style of works selected for the biennial
over the years, artists first modeled themselves on the
replicas at the NMH, and later followed the style of radical
new art at the biennial based on the information provided
by our Embassy. Afterward, they advocated abstract
art with elements of traditional Chinese art, and finally
moved towards the creation of large works and serial
works. Combined works fusing modernity and national
characteristics became the chief form of works of this period.
In terms of cultural politics, it abstract expressionism was
a product of the Cold War between the US and the USSR
as well as McCarthyism, a propaganda weapon for the free
world to use against communism, then Taiwan’s abstract
painting was a tool that was being experimented with and
improved upon in the diplomatic war between Nationalist
and Communist China. Aesthetic qualities such as “powerful
and majestic” and “noble in spirit” were not merely the
reflection of the artists’ character. Instead, they were the
products of the policy of selecting “radical new art” and

“combined works” under the control of the state machinery.

Judging by the manner of the preparations, the NMH
initially regarded participation in the Sdo Paulo Biennial
as the same as participating in some overseas commodity
fair of Taiwan in order to promote our cultural image.
The dominating role that “New Painting” came to play in
Taiwan’s modern painting movement was in fact the result
of our embassy’s request to the Ministry of Foreign Affairs

and the NMH to call for such works from artists, as part of
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its efforts to maintain our “China” status diplomatically. But
due to the organizer’s exhibition strategies and practices,
artists had to avoid and transcend political interference. As
a result, their works tended to explore themes like cosmic
beliefs and rituals. The development and popularity of the
abstract style during this period had its unique social factors
at home, and should not be seen one-sidedly as the result
of the influence of American modernist theories or cultural

colonization.

To sum up the above, the NMH’s selection exercise was
not merely competitive in nature as generally thought. What
it organized was in fact a kind of sponsored show due to
policy requitements amid complex political rivalry. The so-
called “modern Chinese painting” style and the combined
works created for the later editions of the biennial can be
seen as multiple visual metaphors: during their preview in
Taiwan, they were a window through which one could survey
the period style of international art; in the exhibition venue
in Sao Paulo, Brazil, they became a screen that set apart
another space of political and diplomatic maneuvers; in
the later biennials, the huge combined serial works formed
a sort of mirror reflecting the modernity of painting and
the image of subjectivity. But was the image in the mirror
a true reflection of our image? Maybe that is something
that scholars should keep asking themselves in confronting

questions of period style and subjectivity.

This paper is part of the results of the research project
“The Development of Modern Art in Postwar Taiwan: with
a particular focus on the role of the National Museum of
History “commissioned by the National Museum of History
(“NMH”). With the implementation of the Archives Act
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on January 1, 2002, government departments are requited
to open up their archives to the public. The opening up
of government archives is of great benefit and poses a
tremendous challenge to the research in postwar Taiwanese
art history. I was able to peruse the dusty historical
documents and files of the NMH as well as the relevant files
at the Academia Historical, the Ministry of Education and
the Ministry of Foreign Affairs to carry out my research.
During the writing of this paper, the NMH’s former director
Dr. Huang Kuang-Nan chief curator Mr. Ge Siming offered
me their support, while curators Pan Taifang, Wei Xinying,
Li Suzhen and Chen Caifeng as well as their clerk Lai Junjie
helped me to locate and put together the files. I would also
like to thank Mr. Zeng Chansheng, a diplomat who lived
in the Central and South Americas for more than 20 years,
for helping me to translate the Portuguese documents. This
paper was delivered at the “Collision between Regions and
Style of Time: The Academic Conference on the Subjectivity
of Taiwanese Art” organized by the National Taiwan
Museum of Fine Arts in September 2006. I am indebted to
Professor Joyce C.H Liu for her insightful comments, which

inspired me to revise and further develop this paper.
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Chen Hsia-yu, “Chen Hsia-yu's letter to the National Artifact Museum”, in: Archives of
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Transcript of the Ministry of Foreign Affairs' No.354 message to our Embassy in
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Jornal do Commercio, 8 de November de 1959.

Lin Sheng-Yang, “Lin Sheng-Yang's letter to Pao Tsun-Peng”, January 22, 1960, in:
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Biennial”, File no.:100032, 1958.

Bold type added by me, Li Dijun, “Li Dijun's letters dated April 15 in the same year
discussing the preparations for the exhibition, Li Dijun pointed out to Pao Tsum-Peng
that the term “modern painting” used by the NMH might be confused with “modern
painting and calligraphy” in the special exhibition. Thus, he used the term “New
Painting” to distinguish between the two.
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Such “modernity” communication by overseas exhibition has had a far-reaching
influence on the development of Taiwanese art, and it is still the case today.
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—>ZE s (fE&A) - HE > 65X87 2
401957 1957 £ A BEHERES
FROLRESD -

->Li Yuan-Chia, As in Art, oil on canvas, 65x87cm,
1957. Entry at the 4th Sdo Paulo Biennial in
1957.

NIREW ABREZ—) 0 BEE
54.5X18.2X12.7 /&4 » 1944 » 1957 = &
AEEHERESERZREER B
B EATEEE -

NChen Hsia-Yu, Female Nude, sculpture,
54.5X18.5X12.7cm, 1944. Entry at the 4th Séo
Paulo Biennial in 1957. National Taiwan Museum
of Fine Arts collection.

SR (M EE) o M R
T#21956°195T F % 4 B EHERE
BERSREAES - M E XA ERAEA
HEESeRHERS -

A->Yang Yuyu, Esteemed Dignity, bronze,
dimensions unknown, 1956. Entry at the 4th Sdo
Paulo Biennial in 1957. Courtesy of Yuyu Yang
Art Education Foundation.

——ik &k (A) o mE S RTF#
19571957 F# % A B EHERESE R
BAE & o

->->Chang Yi-Hsiung, Fish, oil on canvas,
dimensions unknown, 1957. Entry at the 4th Sdo
Paulo Biennial in 1957.
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TA#, (EHAMR) » K2 HE
28.7X39.8 /> 4 2 1949 » 1957 & % 4
ERERELGFRSEEDL -BILEH
E AR o

M Chou Yang, Spring Reigns Everywhere,
woodcut, 28.7X39.8cm,1949. Entry at the 4th
Sdo Paulo Biennial in 1957. National Taiwan
Museum of Fine Arts collection.

A% EE S (RFRKY » mE > 85X99
N0 1954°195T FEARBEEERE
GCERDRAES -

ASun To-Tzu, Beauty, oil on canvas, 85X99cm,

1954. Entry at the 4th S3o Paulo Biennial in
1957.

—FEE (FHEF) KL
TOKT9 A 42 1956 2 1957 £ %4 4 B B T
PREGERBREL BLRELEY
R MEAAREELLRE -

->Shiy De-lJinn, Goose Seller, watercolor on
paper 79X79cm, 1956. Entry at the 4th Sdo Paulo
Biennial in 1957. NMH collection. Authorized by
Shyi De-Jinn Foundation.
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P E CBARY - mE > 114X73.5
AN 1957 1957 £ H A BB ERE
CERZEAEG  cBIELEAMEER -
“MHsiao Ming-Hsien, As in Art: Complete, oil on
canvas, 114X73.5cm, 1957. Entry at the 4th Sao
Paulo Biennial in 1957. NMH collection.

JHZE o (ZEEE) o mE > 35X43
N ERAFCIBTELLEEEE
REGERSRES -BLELENE
B o

AYang San-Lang, Old Dutch House, oil on canvas,

35X43cm, age unknown. Entry at the 4th Sao
Paulo Biennial in 1957. NMH collection.

—BgAR > (EEFN) WY - A
TIXS8 A4 FRAH 19T F £ W E
PHERELEMES - BLE L HE
b -

-Liao Chi-Chun, Still Life at the Window,

71X58cm, age unknown. Entry at the 4th Séo
Paulo Biennial in 1957. NMH collection.
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HRAEEREANEMIRER  #ESXAIXEMRNEE
Since the lack of the English List that could be corresponded in
5th biennial, the name of artwork translated from the Portuguese
painting album.

1 1 75 4% E;%[ 55% D MENIE  EigiE / f%%? Lim Kac-Keong_ Rua, oil on canvas 2 Lin Shen-Yang
OB — =1 / th== HO 1S =717 /A Localidade Es’(gra?é ica de Chang Pan Po, oil on canvas
3 Ef’/ﬁ Zl,_;ﬁJZD-I_ / /EEiE iﬁi?ﬁzﬁzﬁjﬁk& /3 Lin Shen-Yang_O gsfrataﬁema a Cidade Vasia, oil on
;$§ 5 58F _ A1 H / 7EE§ 6 EHEI7-|§7|< @%ﬂ /Canvas 4 Lin Shen-Yang_A Montanha dos Cinco Dedps, oil
NT S 3 p— ARE SthE=2 @ MA~T ¥, on canvas 5 Feng Chen-Jsun_Maio, ojl on canvas 6 Chy
== I=1] [==] =] K g
= o T e Y A T & Peng-Lo_Construcao, oil on canvas / Hu Chi-Chung_A
Ef\ / /EE = 9—|3$LEH Fﬁﬁ%@ / /EEE 10 [ Caolina de langmin Shan em Marco, oil on canvas 8 Shang
‘%Eﬂ ﬂ\ﬁﬁ/j\i’% / \EE%_]-]- ﬁﬁﬂ%} 1 sl W/Q—Pmigonst/fugao/ oil o%ccaj%vas QTC /\eﬂmg TaAOMMmg*
~ T TR T3 olta ao Lar, oil on canvas 10 Cheng Tao-Ming_. ocad e
L / / = 12 'T/—\iﬁ_ *%BZ 19_,5,_9/ (E = 13 ﬁJlLE os Peixes, ofl on canvas |1 Hsiao M/rgg—HS/cnf(%ompos/géo
PR =2 [SE 14 B 2/ SHE 15 ki No, 209 ol on canvas 12 Hs D- Jin_Composicao em Fréto,
3a — %EUA’ T S g im =70 A Y S % 1959 o1l on canvas 13 Fu Shun-Chi_Pintura, oil on canvas
== H /5 = 1 %T’E_j:l: _,_ w]m} /_Hﬂ & |4 \Wen Hsu- Ju_Sonho, oil on canvas 15 Chang Chin-
17 =3%)1l Think/ ;HZ 18 EA_J}% o) MR Chang_Comeco de Primavera, oil on canvas 16 Li Yuan-
ELE\/ SHEE 19 BF Eljz *g%*- ’\]ﬂ‘ N 20 Chia_~ Constrycdo, oil on canvas 1/ Huang Ko-Chuan_
EB% 7 EE%E/J% / g Eﬁ_ziﬂ\ Iz /%Eaz\-uhfwred/‘tagao,/ ofl on canv7a95 (7)8 Ouyang \/@n%a&(fe@aﬁ/o
22 HEX 7 SHE mik Interior, oil on canvas DJuyan in-Yuan_Uma Visao
/ :Hﬂﬁg 2’3 et /:EEE 23 %BE:— L / :E%Larera/, oil on canvas 20 Hsia ang%ﬁasse/o do Sentimento,
S SE RS o = (s A8 _ R LU= o1l on canvas Z] Hsia Yan%A Cancao das Coopstelacoes,
24 %U E%\*L\ ~No0.1959-4 Composltlon 7 = 25 %/%Qngcanvas 2% W HaO*QCZZﬂf'O/OK// ongcanvagc23 Chlang
= B 3 I Barcos, ojl on canvas iu Kuo -Sung_Composicao
%ﬂ _ *A _I|:|\IO 1?59211 QQmpOSItIQn S = 26 No.7959-4, oil on canvas 25 L/‘uKuo—Sung Comfgos/%éo
%b 'f/|5|:| A/ /EEE 27 %j] - ﬂEEIl:I / = 28No 1959-11, 0il on canvas 26 Hsiao Chin_~Obra A, oil’on
$7 27 /H E RS EB/ &% 30Qcanvas 2/ Hsiao Chin_Obra B, oil an canvas 28 Li His-
EY TSRS AT FiE e Tl R A
2 3 : = R rintmakin in Sun ol do Inverno, printmakin
H&% 32515 % gﬁ}lﬂa AR= 337 5;% $E|3§£g7 Chin gungifesf/'va//%o Sol, pr/'ntmak/'np_SZ K'ang
E== B o === L ERE — IE &5 Han-Tung _Cancdo folclorica, printmakin 33%@0@ Han-
[ RE= 34 P %uﬂ' IZ% PK H/E 35 EE§*¥ _ 5B W%os, printmaking34 Chen Ting-5hih_Aguaceiro,
[ hRE 36 RN JBIR [ K¥ 37 Al i T pr/m%*ak/pg 35 Shih Huafﬂagéd/a,pr/’m?makm\@ 6 Chan
/ 7K %2 38 EE& 3 / IK %2 39 *E-EFEI B 1\/ Chieh_Cartico dos Pescadores, watercolour on paper3;
A7 78X A# A7 7 E}:L_ Ho Jui-Hsiung_Obra, watercolour on paper 38 Yang Chi-
= | RZI 40 e E B/ RAZ 41 #%Z3EE _ Jung Natureza Morta, watercolour on paper 39 Yang Y/rcvig—
ﬁi{ﬂ@% / Hﬁ:@ - — Fon_ Companheiro, woodcut 40 Yang Ying-Fon_Libérdade,
B woodcut 41 Yang Ying-Fon_A Volta da Primavera, sculpture
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Y #EH o (fEEBY i E »140X65 A4
19591959 F 45 B EHERESER
£y S

“MHsiao Chin, Obra B, oil on canvas, 140X165cm,
1959. Entry at the 5th S3o Paulo Biennial in
1959.

—&M o (KEE) » KZIRE > 75X45
ANA0 195801959 FE 5B DHERE
BERDRA G -

->Chin Sung, Festival do Sol, woodcut, 75X45cm,

1958. Entry at the 5th Sao Paulo Biennial in
1959.

TR ZH (R E
65X92 A 4~ » 1959 © 1959 4 % 5
BEHZRESFRAREMES -

“MLin Sheng-Yang, O Estratagema da
Cidade Vasia, oil on canvas, 65X92cm,
1959. Entry at the 5th Sdo Paulo
Biennial in 1959.

IAHREE s (REHY o owmE
80X110 /A 4~> 1957 o 1959 44 5
BEHERESFERAEMES -

Alin Sheng-Yang, A Localidade
Estratégica de Chang Pan Po, oil on
canvas, 80X110cm,1957. Entry at the
5th Sdo Paulo Biennial in 1959.

—REH > (RWY » KA
# > 60.5X40 2 4 > 1959 © 1959
EXESRCHEREEERSR
fE& o B2 £ M4 B E o
>Chen Ting-Shih, Aguaceiro,
woodcut, 60.5X40cm, 1959. Entry at
the 5th Sdo Paulo Biennial in 1959.
National Taiwan Museum of Fine Art
collection.
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VB (RBY > KF o 54.5X39.4
A0 196101961 FF 6 B DHERE
BERLREER -

J Hsiao Jen-Cheng, Mournful Crying, water

colors, 54.5X39.4cm, 1961. Entry at the 6th Sdo
Paulo Biennial in 1961.

—EME > (BEZA) o wmE 0 143.5
X98.5 /A4 21960 ° 1961 4 % 6 & BT %
RESERZRERE M+ F%& .Ollan
Hsiang—Ning 48 B o

->Han Hsiang-Ning, Pre-Collapse, oil on canvas,
143.5 x 98.5cm, 1960. Entry at the 6th Sao Paulo

Biennial in 1961. M+, Hong Kong.© Han Hsiang-
Ning

—>—BiE, (K)o wE 155X
99 /A 421960 ° 1961 5 % 6 J& B 70 % &
BYEFERSEE LN F & OHan
Hsiang—Ning 48 #L & o

->->Han Hsiang-Ning, Terminus, oil on canvas,
155 x 99cm, 1960. Entry at the 6th Sdo Paulo
Biennial in 1961. M+, Hong Kong.©Han Hsiang-
Ning
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—EHE . (K)o mE > 144 AR
1961 ° 1961 4 % 6 B B 2 R & % F &
BRAE & o

->Han Hsiang-Ning, Festivity, oil on canvas,

142X74cm, 1961. Entrt at the 6th S3o Paulo
Biennial in 1961.
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—# & A (% FE6020) o i E o 128X88
AN 4r01960 0 1961 4 4 6 B BT R E
BERLEES -

&Hu Chi-Chung, Painting 6020, oil on canvas,

128X88cm, 1960. Entry at the 6th Sao Paulo
Biennial in 1961.

L #AF s (4 E6001) - E > 136X94
4196001961 4 F 6 B E W ERE
YERGRESR -

J Hu Chi-Chung, Painting 6001, oil on canvas,

136X94cm, 1960. Entry at the 6th Sdo Paulo
Biennial in 1961.

MKEENHE | RE S LD ERELEFRNS RN 19571973

VRAT » (FHY) » ABE> RE-T#o
161 F %6 BCHERESEERZ RN
oo

J Chang Dai-Chien, Lotus, ink on paper,
dimensions unknown. Entry at the 6th Sdo Paulo
Biennial in 1961.

—BEE 0 (EY (REECAY) mE >
114X48 /24 » 1961 - 1961 £ % 6 @ B
TRESFRLRED - B EEEM
B o

->Ku Fu-Sheng, Revelation (renamed Figure), oil
on canvas, 114X48cm, 1961. Entry at the 6th Sao
Paulo Biennial in 1961. National Taiwan Museum
of Fine Art collection.

NZEG A (£ 91) 0 BE 111x 84 A
20196121961 £% 6 BT ZERE S 45
JE B RAE & o

NLee Shi-Chi, Dream, engraving, 111x84 cm,

1961. Entry at the 6th Sao Paulo Biennial in
1961.
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TEEA (FrzE) 0 KB 56.5
X119.4 A4 » 19631963 £ 4 7 & O W
EREGCERZEEL - AN XRE

R

M Liu Kuo-Sung, Quietness in Motion, ink on
paper, 56.5 x 119.4cm, 1963. Entry at the 7th Sdo
Paulo Biennial in 1963. Courtesy of the Liu Kuo-
Sung Archive.

—HEE (HEREZH) > BE
162X130cm » 1963 ° 1963 £ % 7 B Z (% B
GERZRAE -

-Liu Sheng-Yung, Time and Space, oil on

canvas, 162X130cm, 1963. Entry at the 7th Sao
Paulo Biennial in 1963.
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NRE> (NBRAE) » wE > 91X67.5
A0 196401965 4 % 8 B BT Z (R B
GERBEAER -

RWu Hao, Boy and Bird, oil on canvas,
91X67.5cm, 1964. Entry at the 8th Sdo Paulo
Biennial in 1965.

~HER (ERBRELREEFH 18
Y o BE > 140X140 A4 5 1965 © 1965
FHEIBEHERBREERLBEIED -
HEXAGEREMATLLGRAE -

<Yang Yuyu, Infinito Susseg virsi del vouto
Immobile R18, engraving, 140X140cm, 1965.
Entry at the 8th Sdo Paulo Biennial in 1965.
Courtesy of Yuyu Yang Art Education Foundation.
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PILEFE (LHEE) o JRE 2 86.2X59.4 A
20196501965 = % 8 B BT ZRE %
FRARER - BXE LI o

“Chiang Han-Tung, The Girl and Cat, engraving,
86.2X59.4cm, 1965. Entry at the 8th Sdo Paulo
Biennial in 1965. NMH collection.

— B2 H® {WH) » KE#H £
178.5X97.5 /A 4 » 1965 © 1965 4 % 8 /&
PHEGREEEELEHS - BLE L
At B E o

->Lui Shou-Kwan, After Rain, painted on paper,
178.5X97.5cm, 1965. Entry at the 8th Sdo Paulo
Biennial in 1965. NMH collection.
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BAEE > (&) > BB~ 24 i%ﬁ’16ox1283/\/\,196(0
1967 FEOBEHERAUERE RIS A B £hreE 2

i

Liu Sheng-Yung, Longevity, oil and gold leaf on canvas, 160X128.5cm, 1967.
Entry at the 9th Sdo Paulo Biennial in 1967. National Taiwan Museum of Fine

Art collection.
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1 ﬂi’[%ﬁ - 1‘%}52 311 5% / 733% 2 5'51%2¥ . *%ﬁk_ 312 & / 793% 1 Chu Teh-Chun_ C)ompo_smon No.311, oil on canvas 2 Chu Teh-Chun_
3 LR1ERE  FERY 313 5 / HE 4 5EEE T MR 314 D}-E/:EEE Composition No.312, oil on canvas 3 Chu Teh-Chun_Composition
1’% — S WL/ % Je i — S WL/ ¢ % No.373, ail on canvas 4 Chu Teh-Chun_Composition No.314, oil_on
5 5E'LEE¥ - 1{%& 315 ’5)3% / 793% 6 ﬂi@ﬁ _ *%m 316 3E 793% CCa/ﬂvasg Chu ? - Nun %omp/vos/ﬂom NO;]@%/? O/'/T%nccgnva%é Chu zeh—
e} g N Vi y = N U omposition No.316, oil on canvas / Chu Teh-Chun_Composition
7 5'51%2¥1 _ 1ahY 317 Eﬁ / ’EEEéS ~ "“/ﬁf 1Py 318 1J-’L’.:/ ’EE;E No3T7-oil on canvas 8 Chu Teh-Chun_Composition No.318; oil o carvas
9 & TEF *ﬁ 319 5% / SH == 10 %< Uﬁ 1{% 320 3 / H 9 Chu Teh-Chun_Composition No.319, oil on canvas 10 Chu Teh-Chun_
2 114KE=EF #pL 321 3F / SHAE 12 REEE R AL 322 5 Composition No 320, ojl on canvas 11 Hsiao Ming-Hsien_Composition
;EEE 13L’§Exﬁs—ﬁ¥ 1:%5}?1 373 DJ,E, —;EEE 14 ;E/E v 1{%& 324 No.321, oil on canvas 12 Hsiao Ming-Hsien_Composition No.327, oil on
4/ = o] O L /u/ = ST ) canvas |3 Hsiao Ming-Hsien_Composition No.323, oil on canvas 14 Hsiao
o8 [SHE IS5 REREE 3255 /HE 16 ZFHIE 422 Ving Hsien_Composition No.324, oil on canvas 15 Hsiao Ming Hsien
69 9/5 E£17=2 5 RS =g / KRB 18 E)A-rlg%;‘z C?mposmon ;\/70L52gh0// 8/:_&35@5_ 16 ég&hau/f@wnf Pa/n%g%é&@q
e = N — [N oil on canvas 1/ Lii Chau-Chin_Paintin 12, oil on canvas i Chie-
§B%EW%EEE@$ 7|(7HD£§; 19%,;%% ?%%AE’% gﬁ;{(ééﬁ?% 2%7'%&3572% Churgng%/(r)mﬁngSj wate;co/ou/g wax dyel9 Lin S/vfengéa/v%fk/&urse group,
EBY /4@ )] MEREE B $é @2 )) MEDEE B /i ﬁa/n ng in Sheng-Yang Hourse group, painting 21 Lin Sheng=Yang_
/ I = —/ =k / v ourse group, painting 227Lin Sheng-Yang_ Hourse group,painting 23 on
% 23 PAEE i _ 5 gii/ %@% 24 U Ekij‘ﬂ _ 15_[%11/1;&? %_ Lé}ﬁﬂ S_h/engf angsz%ﬁrsngrosup, p%r;tmgyﬂg @h /ng/()S/u%g\ﬁ/\D/ﬁ/chz/g %art@? l,
| E% % (— )/ SH=E | s oil oncanvas 25 Liu Kdo-Sung_Which'is Earth? Il, oil on canvas 26 Liu Kuo-
g_25 %J *L‘ — F—J%,@"ﬂz‘& =) / \’EH—:2 ijéJ*Ll‘ . 1‘7\% f%E Sung_ Which is Earth? |ll, oil'on canvas 2/ Liu Kuo-Sung_Which is Earth?
f— /e 5 _ P us ==} 5 TN\ C, oil.on canvas 1u Kuo-sung_Mid-Autumn Festival, ol on canvas u
)/ JHE 27 2|EM _ alF Bk C/ JmE= 28 RIEMA ARk o7 28 Liu Kuo-Supg_Mid-A Festival, o1l piclh
g1/ SAE 29 QIR THEED /BEE 30 QIR ATERIB = Kuo-Sung_Lantern Festival, oil on canvas 30Liu Kuo-Sung_ A Moon for All
mE 3] 2 HESIH :Ei N AL ETE Seasons, o1l on canvas 31Liu Kuo-Sung_White All over when Sun Sets, oil
(HE = = e s /M ES . = = on canvas 32Liu Kuo-Sung_Frosty HillsAfar,oil on canvas iu Kuo-Sunc
/ A 2 FIEIFL iz 3210 KuoSung. Frosty Fills Aar ol 33 i Kuo-Sung
[ M= 33 2[R _ JREE (D)/ = 34 () _ #mE Al sBE 35 Red Cliff D, oil on canvas 34 Kuo Lucas-Jen_Untitled A, oil on canvas 35
S(E] 4mRE B/ A= 36 288y meE C/ SHE 37 3R mEE Kuo Lucas-Jen_Untitled B,oil on canvas 36 Kuo Lucas-Jen_Untitled C, oil
FP & E’”‘E B DY F g - G =D Fl _ WWER on canvas 3/ Kuo Lucas-Jen Untitled D, oil on canvas 38 Kuo Lucas-Jen.
yHE Hit e = ) N Elss ntitled E, oil on canvas an Chaur-Sen_ Cowboy’s Ba reams, Oi
HE= 38 WA E/ HE 39 EZER WENSE /5H Uniiled £ 0 39 Pan Chaur-Sen_ Cowboy’s Bad D il
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on Canva§ 40 Yao Ching-Jan_Growth A, oil on canvas “41 Yao Ching-Jan
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Growth B, oil on canvas 42 Yao Ching-Jan_ Growth C, oil on canvas 43
Wu Shiuan-Shen _Substance 44 Wu Lung-Jung_Turkey, oil on canvas 45
Wu Lung-Jung_Flock of Suans, oil on canvas 46 Koo Chung-Kuang_White
Langue,oil o canvas,screen printing 4/ Koo Chung-Kuang_Monumeng, oil
on canvas 48 Koo Chung-Kuang_The Land of Silefice, oil'on canvas, screen
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3] / 3
= / SHE K45 By 2F AT ting 49 Liao Shiou-Fi The Stars, etchings 50 Liao Sf -F Festival
= /_Eg&"‘”f“é?,g{/ _EE /R = 2T of Spring, eichings 81 Lia ShiouBing. Gate. etchings 52 Liao SHGU-PIng..
/EHH&E 51 z'fz:F F"ﬂ "EH&E 52 }:3519% ﬁﬁ, EHHE Mirfor, tchings™53 Liao Shiou-Ping Spring, Sumimer, Autumn, Winter,
\ : g v ) 1g_opP / / ( / ,
ZEE HFEMX fﬁﬁh’ E 54 BEFE BRES /R eichings 54 Liao Shiou-Ping Happifess and Mosesuty, etchings 55 Fong
T EAE S S = w, hee e S =" Chund-Ray_Painting 19691 0il on canvas 56 Fon (%hun -Ray_Paintin
55 HEH _ NEHE 196_,9,']-/\7k% N 73*5 \,_.;EEE 56 FHrEE 7%9% oil on canv%s 57 Fong Chung-Ray_ Pa/mmgg7%97§7 oil"on canva%
I\E% ].969:/2/ Z}(;% N 7}\(%; \'_.;EE% 57 /& E@' HE% 1969;3 58 Fong Ch\ungf—/?anya/mmg 79@9— ~oil’on canvas 59 Hsieh Hsiao-De_In
Zk§ N 7}§¥§ \/EZEE% 558 /EEEZ ’EL‘E% 1969-47—7J(;_% N 7}(7]55 « the Boiling Canldron, oil on ¢anvas
JHE 59 IFEE _ B H /RS



—Z BN (AR -
KE~ BT N~ BKEH A
170X170 /A 4> » 1969 ° 1969 4 4
WWEEHZRESEEEZEE
%o BIBAN X ER R -

-Liu Kuo-Sung, A Moon for all
Seasons, ink and acrylic with collage
on paper, 170X170cm, 1969. Entry at
the 10th Sdo Paulo Biennial in 1969.
Courtesy of the Liu Kuo-Sung Archive.

——HEX (BHRZE)
WOE A 0 149X190 A 4 0
1969 ° 1969 4 % 10 /& B 7 2 1k
BRERBRES -

->->Koo Chung-Kuang, 1969, The
Land of Silence, oil and silk screen on
canvas, 149X197cm, 1969. Entry at the
10th S&o Paulo Biennial in 1969.
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—REH (BR) o wmE R
<R 0 1968 0 1969 4 & 10 &
EHERESFRS RIS

->Chu Teh-Chun, Composition, oil on
canvas, dimensions unknown, 1968.
Entry at the 10th Sdo Paulo Biennial in
1969.

—oFEd s (E&H%E3RY
K F o~ B> 272.5X285 A 4 0
1969 ° 1969 4 % 10 & B, % Z 1%
BUERBZRES -

->->Li Chien-Chung, Painting-3,
watercolor and wax dyeing,
272.5X285cm, 1969. Entry at the 10th
Sdo Paulo Biennial in 1969.
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P RRZ=CH) » ®HeB M
165X105 />4 » 1969 = 1969 4 % 10 /& &
WERBEUEELEESR -

M PMWu Shiuan-Shun, Substance, mixed media,
165X105cm, 1969. Entry at the 10th Sdo Paulo
Biennial in 1969.

PEa s (EES) > mE - 222X222
20196901969 F % 10 B EAZRES
FRBFEAED o

M Kuo Jen, Untitled No.5, oil on canvas,
222X222cm, 1969. Entry at the 10th Sdo Paulo
Biennial in 1969.

V#hE=Z (£E&2) > HE > 160X160
AN 1969° 1969 £ 10 B B Z R E
GEREBAE S

J Yao Chin-Jan, Growth B, oil on canvas,
160X160cm, 1969. Entry at the 10th Sdo Paulo
Biennial in 1969.

|| ZHE > (BE-6909) s AEAM
142X109 /A 4~ » 1969 » 1969 4 % 10 & B
HERREEERELZERG o

J L Li Chau-Chin, Painting-6909, mixed media on
canvas, 142X102cm, 1969. Entry at the 10th Sdo
Paulo Biennial in 1969.

MKEENHE | RE S LD ERELEFRNS RN 19571973

TEGF (REAAY) 0 A 2B

% 43X43 A4 2 1968 ° 1969 4 % 10 & &
WEREEFRELREER -

AlLiao Shiou-Ping, Spring, Summer, Autumn,
Winter, etching, 43x43cm each, 1968. Entry at
the 10th Sdo Paulo Biennial in 1969.

— W4 E (B F 1969-2) 0 Kk &
152X122 /2 4> » 1969 » 1969 £ % 10 J& B2
WERESFRLEER -

->Fong Chung-Ray, Painting 1969-2, ink on paper,
152X122cm, 1969. Entry at the 10th S3o Paulo
Biennial in 1969.
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B (EEZ) > #7228 MK > 46X46
A4 1967 0 1969 4 % 10 B BT ERE
BERBRER -

Liao Shiou-Ping, The Stars, etching, 46X46cm,

1967. Entry at the 10th S3o Paulo Biennial in
1969.

ZIE AL > (AT HFCY > W F 150
X78.5 /A4 » 1969 1969 £ % 10 B B W
ZRESFRIEARL - BB E
B o

Liu Kuo-Sung, Which is Earth? C, oil on canvas,
150 X78.5 cm, 1969. Entry at the 10th Sdo Paulo
Biennial in 1969. Courtesy of the Liu Kuo-Sung
Archive.

MKEENHE | RE S LD ERELEFRNS RN 19571973

AEAR (ELFE) » KE150
X371 /2 4 » 1969 2 1969 4£ % 10 & B
PREGFERSZEAEL - HEDLXRE
R -

Liu Kuo-Sung, Frosty Hills Afar, ink on paper,
150 X371 cm, 1969. Entry at the 10th Sdo Paulo
Biennial in 1969. Courtesy of the Liu Kuo-Sung
Archive.
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ZIE A (PARE) » KBE~ER A~ 4K »
157.5X85.9 /A 42196921969 £ % 10 & &
HEREGFRES RS Z HR R ER
i o

Liu Kuo-Sung, Mid-Autumn Festival, ink and
acrylic with collage on paper, 157.5X85.9 cm,
1969. Entry at the 10th Sdo Paulo Biennial in
1969. Courtesy of the Liu Kuo-Sung Archive.

AN (THE) » KE~BRAH
4 » 157.5X85 /A 421969 °1969 4 % 10 /&
BT ERESFERSENES B EN R E
o

Liu Kuo-Sung, Lantern Festival, ink and acrylic
with collage on paper, 157.5X85 cm, 1969. Entry
at the 10th Sdo Paulo Biennial in 1969. Courtesy
of the Liu Kuo-Sung Archive.

MKEENHE | RE S LD ERELEFRNS RN 19571973

TEW A (RENEL) » HE116X01
A4 196901969 £% 10 B BT ERE
BEREZEARG -

1M Pan Chaur-Sen, Cowboy's Bad Dreams, oil on
canvas, 116X91cm, 1969. Entry at the 10th Sao
Paulo Biennial in 1969.

—HFE CREZFR) o mE178X178 2
20 1969 © 1969 4 % 10 & BT Z R E #
EEB A o

->Hsieh Hsiao-De, In the Boiling Cauldron, oil on
canvas, 178X178cm,1969. Entry at the 10th Sao
Paulo Biennial in 1969.
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Hzh yisis) Erivd h = AN AN 4 4
;Ku'%l% Iz r?ﬁﬂﬂ*/ /%g T_kl_i%:\% 4 = /EE\% 3 1 Heish Hsia- De_ Worship, oil on canvas 2 Lim Kac-Keong
= % Hq},\\l;ﬂﬂg 4 == gpp -708/ S Combination, oil on canvas 3 Li An-Long_Meditation, oil on
5% Hﬁ an -+ — 0 — \gEE 6 ?Eﬁ}\_ E canvas 4 Tseng Pei-Yao_Life 708, oil on canvas 5 Li Chau-Chin
2T EE 5= = 7 =a / L Painting /10T, oil on canvas 6 Li Chau-Chin_Fainting /103,
E@E 3 *Eﬁ_ﬁ/ 7 gAj ?téﬁi_o_‘gnpgﬂ—ij:—no__:ﬂ %)//Loghcanvéa/sf % Chau—%/;/évé_Pa//mmg 7105, oil on canvas
Ha 5 -+ — 07~/ HE Wz — j au-Chin_raintin , oIl on"canv ' :
ﬂﬁ:ﬁﬁ_ﬂ%_ Hﬁéﬂ_ ~ %pl :.1,2:/ @/EE%%?:X/Z:E Shun_Critique of Judg%ﬂem, oil on Camvags7g \/% gﬁ//ggg
= {15 7 _é(-\i\ = < RINB [,/ Shun_Sympathie Physique, oil on canvas 11 Kuo Lucas-
= SBE] NG /\,\EEE,' = 12 28] I B 1F |/ Yen_The Entities of my%md, painting 12 Kuo Lucas-Yen
% 13 Z(&) gg E,f‘m 45271 4 %Kﬂ B | Am so | Think, painting 13 Kuo Lucasf%n Composition and
ez / 4E=E |6 T % J'E%g 16 =7 etc., painting 14 Kuo Lucas-Yen_The Life is Growing so the
%715:‘?_ \/EI M BLE { g - Happiness will be Felt, painting 15 Pan Char-Sen_The Silence
B RS BUIDI AR LT T CERE L L T
\ ";E,Ea/ 1= f % _HE = ] z He ufrg be/\/c/a//zma /OV%%/ %n can/vas I Chien-Chung_The
C=3: ) |/ 7% 20 B{EYE & Xﬂﬁ/ﬁii 21 B2 Kua% Festival ofGS m%e/ OO/'/ZL/O%/ o S Thos g
- =1z E= =z ‘ ‘ g |, canvas| -
3 Bz / FRE 22 B{E¥ 2 & / R= Festival of Spring /I, Foh canvas 20 Ls/ag g%?ogﬁ%)g Eé?g%ﬂ
I3PEF ek ;E—vﬁ_ﬁ.—-—. / bR =2 27 2 7513 ?Tﬁ oi//%ﬁoﬂngnpfgztrrzak/'ngh27 L/éao S%Fw'ou—P/mgFBeyonc/ the Moon3
5 ~ ] ~ I 1a0_Shiou- ] '
R /s 25 BT AR R O L
%‘Q N %gﬁ-z 2/ &£ )7 2 %] 3 ﬁ Sung_Mid-nig tSunﬂoa/mmg 25 Liu Kuo-Sung_Mid-night
i ]_57 tm =2 28%%” H N Bz iRE 16/ Sun, painting 26 Liu Kuo-Sung_ Moon's Metamorphoses 2,
29%” = $/_(|EI_ = R L T R0/ M5 &2 painting 2/ [iu Kuo-Sung_Moon's Metamorphoses 15, paintin
L ]_Lé QEE %ﬁl&ug{%ﬂgﬁgo ﬁEJJ_Z*\A B ﬁ; 58 LK/u KgqofSun 7/\4@0&’5 Mefamﬁrphoséegs 16, paintin 73
i g == 2|3 %55 iu Kuo-Sung_Moon's Metamorphoses 63, painti '
g?,‘z || [EX M}E Z%%ﬁzh 59/ g% %% 4{,\“5 Kuo—Sunng%on/s Mefamorpho?es 19, pam/ﬁngfﬁ /'5 Kbé)u—
: L _ aé = e J, UL Sung_Moon's Metamorphoses 44, painting 32Liu Kuo-Sung
%Z ||||| 65/ | o= 34 2NE  mFE / IKFE 35 & Moon's Metamorphoses 59, painting 33 Liu Kuo-Sung_ Moon’s
HUh Ry = / 7}< 22 36 2 IJ_IEf:"fD R / KE Metamorphoses 65, painting 34 Liu Yung_Cataract, watercolour
TED B MRE R s wE (H) ] 2g on paper 35 Liy Yung_Wonderful Cloud,watercolour on paper
39—2@{:& A EE LEDT _e(:t %ézga 36 Liu Yung_What is there in the Mountain, watercolour on
SRR e (G)/ B MMER WS e
R =S = = - ih_Day , aking. en Ting-Shih_ Daybrea
AL = MEETF _ IT / S printmaking 40 Chen T/mng%/h /nstantamegug, pf/'mmaykmg 41
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en Ting-Shih_Dawn, printmaking
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THRES  (BEZRA) HME KA
124X240 2 2 (WA —) » 1971 1971
EENEERERBEERLZRMES -

M Chen Ting-Shih, 1971, Instantaneous, print on
paper, 124X240 cm (set of four panels), 1971.
Entry at the 11th S3do Paulo Biennial in 1971.

Bl QLT A)Y o AKE > 105X90
A (ZA—%8) 2197101971 &%
NEERZREGFERLIEMES -

¥Liu Yung, 1971, What is there in the Mountain,
ink on paper, 105 X90 cm (pair of scrolls), 1971.
Entry at the 11th Sdo Paulo Biennial in 1971.

MKEENHE | RE S LD ERELEFRNS RN 19571973

| @, (L4 708) o E-9INIIG.S
N0 19700 1971 £2 11 BEEERE
BERLREER -

J Tseng Pei-Yao, Life 708, oil on canvas,

91X116.5cm, 1970. Entry at the 11th Sdo Paulo
Biennial in 1971.

VI 2m= CHE LAY » wE
162X112 A4 2 1971 1971 £ % 11 B B
HEREEFRESZEMS

4 4 Wu Shiuan-Shun, Critique of Judgment, oil
painting, 162X112cm, 1971. Entry at the 11th
Sdo Paulo Biennial in 1971.
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T 22K (BE) »wE>
145X112 240 » 1971 2 1971 # 4
N1 EERRZREGCFRSREKE
oo

M Li An-Long, Meditation, oil on

canvas, 145X112cm, 1971. Entry at the
11th Sao Paulo Biennial in 1971.

—ZEd > (KFREFTH X
By o ARABAM 0 91x117 A4 o
19711971 £ % 11 @ BB Z &
BYEERBRAES -

->Li Chien-Chung, Oriental and
Western Civilization, mixed media on
canvas, 91X117 cm, 1971. Entry at the
11th Sao Paulo Biennial in 1971.

MKEENHE | RE S LD ERELEFRNS RN 19571973

—Zgd . (AHtER) o #®
oA~ E A 116X91 A 4 0
197101971 £ % 11 @ B/ %2 1%
RHEEREZERG -

->Li Chien-Chung, The Dispute Became
White Hot, mixed media on canvas,
116X91cm, 1971. Entry at the 11th Sao
Paulo Biennial in 1971.

VZ2HE > (BE-T106) > HAEH
120X106 A4 > 19712 1971 £ % 11 & B

OERELFRERED

JLi Chau-Chin, Painting-7106, mixed media on
canvas, 120X106cm, 1971. Entry at the 11th Sdo

Paulo Biennial in 1971.

VA (EY » RE > 116.7X91
A 19711971 £ 4 11 BB &
hREEREZEMER -

J Chou Yang, Remembering, engraving
116.7X91cm, 1971. Entry at the 11th Sdo
Paulo Biennial in 1971.
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| BEH (FE(F)) » K%
182.5X91.5 A % (= A& — ) » 1971 ¢
9N #% 11 BEHEREEFES RN

o
g ©

J Chen Ting-Shih, Daybreak I, engraving,
122.5X182.5cm (set of three panels), 1971. Entry
at the 11th Sao Paulo Biennial in 1971.

—MEA o CHAY o hE 2 130X97T A% »
19711971 & 11 BEEEREGFRE
B ARG o BISLJE £ H AN B H -

&Lim Kac-Keong, Combination, oil on canvas,
130X97cm, 1971. Entry at the 11th Sdo Paulo
Biennial in 1971. NMH collection.

MKEENHE | RE S LD ERELEFRNS RN 19571973

— 78 (HER R o E 2 145.5X112
N 197001971 5 11 BEEZRE
BERZREES BEIEEEMBAR -

->Kuo Jen, Composition and etc., oil on canvas,
145.5X112cm, 1970. Entry at the 11th Sdo Paulo
Biennial in 1971. National Taiwan Museum of
Fine Art collection.

NEGFE s (B EE) 4% 48 IO 80X57
A197101971 #4511 BEHEZRE S
ERBEAE G o Bl R E G b

NLiao Shiou-Ping, Festival of Star, etching and
aquatint, 80X57 ¢cm,1971. Entry at the 11th Sdo
Paulo Biennial in 1971. NMH collection.
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TEIEA (AZHEZ65) > K
25 79.5X79.5 A4 » 1971« 1971 £
FUNEEHERREEFRERAM & -
I AN SCRR BB

“Miu Kuo-Sung, Moon's Metamorphoses 65,
ink on paper, 79.5X79.5cm, 1971. Entry
at the 11th S&o Paulo Biennial in 1971.
Courtesy of the Liu Kuo-Sung Archive.

S EH R (R E) W 0 145.5X112
AN 197101971 5 11 & B 2 &
BUEERBRAS -

APan Chau-Sen, The Silence of Spring, oil
on canvas, 145.5X112cm, 1971. Entry at the
11th S&o Paulo Biennial in 1971.

—HtE A (F4) > mE>100X160 2
201911 FE 1 EEEERESF
BB RA d o

->Hsieh Hsiao De, Worship, oil on canvas,

100X160cm, 1971. Entry at the 11th Séo
Paulo Biennial in 1971.

YEEN (HE L) 0 mES 162112 4
219711971 £ F 11 R EZRE
BEREZEARG -

1M Koo Chung-Kuang, Festival of Spring 2, oil on
canvas, 162X112cm, 1971. Entry at the 11th Sdo
Paulo Biennial in 1971.
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1 Byz%= B EEPa Iy — & / HE 2 BZ= 1 Wu Shiuan-Shun_ The Twin's Life, oil on canvas 2
Nl HEISRR= EEWEE Wu Shiuan-Shun_The Plain of the East Atlantic, ol on
NEFR R EF / A= 3y = | oG 1= / canvas 3 Wu Shivan-Shun_The Lost Memoryt, oil on
S 2 =] — S=3 < i [ —_— S =7 . . )/ /

HE 4 BIZ= _ FiE / HE b 2K = _ BBIERY canvas 4 Wu Shiuan-Shun_At Seashore, oil on’canvas 5
HGE lE 6 RIx=_ DUSIRIaTT / la 7 O L e e

o A=/ A=Y F B 5 Es == u Shiuan-Shu ity ¢ Jay, Oi canvas
éf\‘_kZ: _ =7 é /EE% 8 BIx= _j%%ﬁ / HE 9 U Sh/uanShun_Dreg%ﬂ/ng Seekmgy, oil on_canvas 8
s RS mE B EERAT 10 HAS  Bgr 200 o ol G Tt o o e e
i L}_ﬁé %ZM 11 4t &5 _B= 3%/ @éﬁ%ﬁ Landscape 2, hali-media 11 Chuang Che Largdscapé
1255 FE= 45 /E8EM 13 75 & 3 muli-media 12 Chuang Che_Landscape 4, multr-
= ogE /— St 14 EEE  mE 6 9 / 'L media 1 huang Che_lLandscape 5 multi-media 14
B 15 F e RS 7 S AR 16 FE 1 D T
B S 9 JATSU Y 1 BB O SR e e e e
SiEA 18 athE  Bl= 10 58 / AWM 19 B Jedin 19 120 Sh/ou—P/nggEncoumer/ painting 20 Liao

B 1% /4E=20 B8 @it /&= 21 S/v/'ouP/'ng_Cou[Q/m painting 21 Liao Shiou-Pin
BEE [Jx / mE ) BEEE AR == Day, painting 27 /ao%h/ou—P/ng_Y/n Yang,painting %3
= IZT" _ === = Z"1" _ =71 | "ne B | j50 Shiou-F Hope, painting 24 Liao h/ou—P/gn -

23 |& N7 Y | 4= 5] N[/ i g 9 Y
23 B{EF _ h/fEE 24 BE =8 / A= Joy, painting 25l iao Shiou-Ping_Life Cycle, painting
EZI)5BEETE &£FE /EE) };‘;@:'Z s 2é‘L/aoSh/oqug_ New Hope, printmaking 2/ Liao
= =7 BETR 7{"5— & e meTkan | 2hiou-Ping_Counter Part, printmaking 28 Liao Shiou-
= R 27 BIEF E%/H&\g 8 BIEF P/@? Coupling, pr/mmak/n% 29 Koo ChunOgKuang_
78 4t / FREE 29 EBE ¢ K046/ “HE= 30 BEEE L K046, ol on canvas 30 Koo hunOgKuamg_K 4/, oil on
Koa7/ s 2 31,EE§§E K049/ 3 2 32' BEE (019 371 Koo Chun@unang_K 49, oil"on canvas 37
/&= = . /B = Koo Chun%man _K052,0il 6n_canvas 33 Koo Chung-
K052/ e 33 BEE X K053/ = 34 E8 Kuang  KU53, oil on canvas 34 Koo Chung-Kuang
054/ EE% 35 EEE;% K056 EE% 3 054, 0il on canvas 35 Koo Chung-Kuang_K056,0il on
K05 S 017 &

—

canvas 36 Koo Chun@qman . KO59 oil On canvas 3/
Koo Chung-Kuang_KO1/ Festival, oil on canvas 38 Lim
Kac-Keong_Sun of Spring, oil on canvas
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YRGBT (Y)Y Brh 48
& A70122X153 /A 42219731973 4 4%
REEHZRESGFRELEER -

“MLiao Shiou-Ping, Counter Part, acrylic and
gold leaf on canvas, 122X153cm, 1973. Entry
at the 12th S3o Paulo Biennial in 1973.

TBEBEF o KFLEY B ~ AMF
B > 102X122 A% 2 1973 © 1973 £ %
REEHEREEFRLEMER -
Aliao Shiou-Ping, Hope, acrylic on wood,
102X122cm, 1973. Entry at the 12th Sdo
Paulo Biennial in 1973.

—BEBF(EY Bl ~ AR
FRE > 122X122 /A 42 1973 2 1973 &
FLREBLHEREGCERSZEE
fh oo

->Liao Shiou-Ping, Ying Yang, acrylic on
wood, 102X122cm, 1973. Entry at the 12th
S&o Paulo Biennial in 1973.
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P EBF Y b2 4B R
51X69 A4 » 1972 1973 £ 4 12 B BT
ZREEERIRMER -

- /M Liao Shiou-Ping, Counter Part, etching,
51X69cm, 1972. Entry at the 12th S3do Paulo
Biennial in 1973.

—BBTF o (EW) B A AW TR
102X122 A4 2 1973 1973 £ % 12 B B
HEREEFRES RN

-Liao Shiou-Ping, Joy, acrylic on wood,
102X122cm, 1973. Entry at the 12th Sdo Paulo
Biennial in 1973.
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PRz (BE) - HE - 128X163
AN 1973° 1973 £ % 12 BEHERE
GERBEAES -

M PMWu Shiuan-Shun, At Seashore, oil on canvas,
128X163cm, 1973. Entry at the 12th Sdo Paulo
Biennial in 1973.

P RIZZ 5 (£F) > mE > 130X162 2
2019711973 5% 12 B EHERES
FRBREAED o

MWu Shiuan-Shun, Dream Seeking, oil on canvas

130X162cm, 1973. Entry at the 12th Sdo Paulo
Biennial in 1973.

SR (EREN—E) c WmE
113X163 /A4 2 1973 1973 £ % 12 & B
WEREEFREZFENRG

AWu Shiuan-Shun, The Twin's Life, oil on canvas,
113X163cm, 1973. Entry at the 12th Sdo Paulo
Biennial in 1973.

—2Wz = (RENEGE) » mE
130X162 A4 » 1971 1973 £ % 12 & B
HEREEFESENRG

->Wu Shiuan-Shun, The Portrait from Memory,
oil on canvas, 130X162cm, 1971. Entry at the
12th Sao Paulo Biennial in 1973.
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TR (AEZ%H) » ke #®-
174X125 2 4 (448 ) » 1972 2 1973 4
ZRREEHEREEEREEZEES o

P Chuang Che, Landscape 2, mixed media,
174X125cm (with frame), 1972. Entry at the 12th
Sdo Paulo Biennial in 1973.

TH®B (AREHERY » Kb ¥
170X115 2 2 (4 4E) - 197321973 4
FLRREEHERBEEERLREMASL -
M Chuang Che, Landscape 4, mixed media,
170X115cm (with frame), 1973. Entry at the 12th
Sao Paulo Biennial in 1973.

T HEE (REREY KW P
179X89 A2 (4 4E) » 1973 1973 £ 4
REEHERBEEFRESEMEL B
JE i o

MChuang Che, Landscape 5, mixed
media,179X89cm (with frame), 1973. Entry
at the 12th Sdo Paulo Biennial in 1973. NMH
collection.
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P ER (AELR) kB ®-
108X176 2 7 (4 4E) » 1973 ° 1973 4
FRECHERBEFREENAS -

MM Chuang Che, Landscape 7, mixed media,
108X176cm (with frame), 1973. Entry at the 12th
Sao Paulo Biennial in 1973.

YHE® CAEAR)  KEE
124X84 x4 (4 4E) 21973 1973 4 &
2EEHEREGCERZRAEL -

1 Chuang Che, Landscape 9, mixed media,

124X84cm (with frame), 1973. Entry at the 12th
Sdo Paulo Biennial in 1973.
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YHEEH > (K054) > hE 0 107X163 A
2019731973 F 8 12 BT ERE %
FEEZEA & o

Koo Chung-Kuang, K054, oil on canvas,
107X163cm, 1973. Entry at the 12th Sdo Paulo
Biennial in 1973.

JREA 0 (K049 » dE > 107X163 4
2019731973 £ % 2 BEHERE S
ERZBES -

AKoo Chung-Kuang, K049, oil on canvas,
107X163cm, 1973. Entry at the 12th Sdo Paulo
Biennial in 1973.

A EA > {KO53) » wmE » 107X163
N 1973° 1973 5% 12 B EHRRE
BERLEES -

A->Koo Chung-Kuang, K053, oil on canvas,
107X163cm, 1973. Entry at the 12th Sdo Paulo
Biennial in 1973.

—HEN o (KOVTHEHE)Y » JBEHER
106X146 /A4 » 19722 1973 £ % 12 & B
TEREEFREZERG o

4Koo Chung-Kuang, K017 Festival, acrylic and
candle smoke, 106X146cm, 1972. Entry at the
12th Sao Paulo Biennial in 1973.
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VAR AR (REY » m® -~ = KA
63.5X89 /A4 » 471950 ° 1973 4 & 12 &
CHERBEYERLRES - BILE %
A L

JLim Kac-Keong, Sun of Spring, oil on plywood,

63.5X89cm, c.a.1950. Entry at the 12th Sdo Paulo
Biennial in 1973. NMH collection.
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2nd floor layout of the 5th Sdo Paulo Biennial.
©Fundagio Bienal de Sdo Paulo/ Arquivo Histdrico Wanda Svevo
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