N

ﬂlll’éﬁH-l_

310N S.4o0l1ia3

il |

FiRng

4R | BBERYE

B 1998 F£3&FIUK > (BRAEMBRY B LRAEIRHOZMEIF] - 2025
FREBELSTHEBREHN MHEBMES ) o > [ITERUELFHEE
m—F—1 > ZBEEETE  BREBLS | NEANINERBZENARRR
FHAEAEEEINE R - FEA TMaAEMmESEE ) -

AEBEETEZRN -+ MHCAF - EEHELNEMIRY 3= ) S
HERE - E%@Féﬁlﬁ%ﬁ@%ﬁ’ﬂﬁ?ﬁﬁ%”ﬁqﬂ s S B EER 1 7875 XAERY
B EE?E%E@E VIRMEREE ERBARIERSBUARHIRINE -
BLEIRY - 3T OEISETEERESR A HARER DN - ZBA
FMNEBREE > BEASENEMEEH  SREVRERRRBERIRS -
BB NS ETE - KASEMREBCNER  SEMEFZMNS BB
B Tl HRESR - UHEES -

AEEHNE T =RE B EMERERL - ASZN (BRER_H TR
I NETE - REBRIZELRER) » RERBER_EBURLTRE
X FRlZMhER TERF ) B TE) T KBRRERIEES - S



:llll»éhﬁI_H_ o1

il |

310N S.4o0l1ia3

HR_RFEHRRRAEMER  BAVELERBZHNM > BEHIH
RRERE > WEASEEMRES (ER) NEESR - BENEMER
BIglfE - HNBEEEER —ENRE - AR ek BER B
2HIRE - BESRAMES - RIFLHRA S EMRIMAVEE - RE1RE
i FAIA R E I PR AP AY R AR FE R UL - B ERE =M —F 3R
BER  fFmSER > RBRESEHEEXCEBIRFEHET - FARIE
BEERHAEFBHRMELR -

ERIEMN (BAMEHFE : MESERFLO) - U=EMEIRNE B kE
fEmARL0  RYHBRE 2 EEZE - BB B UEMAEINS
MEZREBELSFERFN > TRARTIEREFENEES - EHER
HiS /2 EERREE - A - AR BB EROZ B - BRIMEIME
MAZHIEmBASE  ARNFEZMRLK > BEF TRNEFIEREE
To%mD - MFEHITNERKBER > JREEEEREHALFERNE
IR - BAEERIDNT > JNE=(G2RBM BEILEYE  SHSIL
FRIFZENERE RELEAMBEEEMEESZR L TRRIFER -

REFFRY (RACERNE/GRES - REEREREEREETE—NU 8BS
HNEAR TEREGES 1 AF) - KRBT _BHBNOURABEEE
BIR -FERESM_BFHESAR TEREERES ) NBUTHRES
Efm—ETEM (BX) & (FIR) EFR > 2WEBEEKFNFIES
BHREBRTHNEELI > ERFHFHRARREZETEERZMABNE




:llll»éhﬁI_H_ o~

il |

310N S.4o0l1ia3

R MIRERERIERRNSEBNEEALR - 7EUIRE - RSEH
BAERBLRBAABERBERERS  kRMEBSEESD - HSER
HRZ > WIEEMIEL - £ (BAX) ENEBELEMS - & 7 B{EH AR
% HNERMHNSFZEBEHNTERERERN - 5—HH > £ (FI4)
AR RERMNED ~ REIZELL ~ JFEE  HEFHNRE - ARdRIS
BEHTRROTANEE -

R TE S F RN B X = 1o 8E B2 B 2513 [E ™ =i 88 SR R BRI
FREMR - FERIIKE R EMEERRN T & 2 1920 FRZE 1940
FREMEMREER ) (RE:2005F4B2H8Z8817H) 2d&
MOER  ENERERABNERIRAEME - EMRAENEAME - X
SNDTMEMRBALR > RO ESERNEMESEINZRNGH -
EERNZ2frEamuis > FENBONAT0 - 2R E LIRS E
RIfE - BASZRFEBMBBUE TR0 F TEZ ) NE - A AERE
FRANTE LR B ERNEM R » EEIEMETHRERERERERIRE - 4t
FIELEH 328 T RIE N W EBEER R - AMAEEE A5 X IERIER - it
Mt ERFEEREEASHNBE - EMEELYENE B XN REBER
188 - REABEBRDNEMRERMERINEREBMRS - H120 © £
L TIFE  ERIBES 2MRMBENDEESER  DNEEES
BEIEM > UMREMERSEENHE - ZBSBAERNREHFEEE

RN EMRONE - WIBTEMERED > KBENE—E TEE, -



ﬂlll’%H_ g

il |

310N S.4o0l1ia3

E_RRERMLEEATEMEBMEN N HRENAREE—HE 'R
g o (BEE:2025F 108 1MHBENMH2A8) - AREREME T/
Bl NRAE BEMERARANEMSE - HHA THE ) BREERNE
=T P4 2% R ERFHE > EERENE > HURIESR
BEMRNEF - flU - AEBABERINEE - BERBANTEUE
WEES THE) - MAXEMRERmEEFHEEHZER » BE
REARFEHFATEMMZE - TEENESR TAAIELEN TEEL B%
BARTRBERESARHSEENRE > AMEEF A R EMKRFEHR
HEREBE RS EERRRNAEEE - ARENMEFR BRI EME
RIETRED - iR T —EEHEZ WA L EM LR -



b 2 HH

310N S.4o0l1ia3

Editor’s Note

Editor-in-Chief | Han-Ni CHIU

Since its inaugural issue in 1998, the Journal of Taipei Fine Arts Museum
has been an open-submission biannual academic journal. It is restructured
into a “concise academic monograph” format featuring editor-invited
contributions, published on an annual basis. Through a curated theme, the
journal actively introduces research findings of domestic and international
experts and scholars. This issue marks the first in this new series, devoted
to the theme “Asia’s Modern Art and Taiwan.”

This issue focuses on the landscape of “fine arts” and their interrelationships
between Taiwan and other regions in Asia during the first half of the
20th century. Amidst global upheavals of two world wars, Asian nations
confronted the impact of Western culture, the rise of nationalism, the
transition to modernization, and shifts in the political system involving
colonialism and decolonization. Meanwhile, the concept and institutional
framework of “fine arts” were transplanted from the Western world to
Asia. Through cross-border movement, diverse artistic thinking, and
the application of various media, artistic expressions spread throughout
the region. Each region absorbed and reinterpreted these influences in
distinctive ways, giving rise to unique artistic landscapes that continue to



b 2 HH

310N S.4o0l1ia3

shape the visual culture of Asia today.

This issue features three research essays and two exhibition discourses.
Kaoru Kojima's essay, "Takeji Fujishima’s Interest in 'TOYO and Antiquity’
and the Associated Female Iconography” centers on Takeji Fujishima, a
Japanese Yoga (Western-style painting) painter, particularly on his interests
in Eastern culture and “antiquity” as reflected in his work. Fujishima taught
for many years at the Tokyo School of Fine Arts, instructing many Taiwanese
painters. He also visited Taiwan several times to sketch and served as a
judge for the Taiwan Fine Arts Exhibition (or “Taiten” for short). His artistic
philosophy and practices undoubtedly exerted a particular influence on
Taiwan's art scene. This essay mentions that during his studies in Europe,
Fujishima visited Rome, Italy, demonstrating an interest in the origin of
Western art. After returning to Japan, he began to explore the rich ancient
cultures of the Asian continent, which stretches from China to Central
Asia. Drawing on rich primary sources, sketches, and artworks, the author
explores the female iconography imbued with religious characteristics
within his broader Eastern perspective, shaped by his interest in diverse
cultures.

Jessica Tsaiji LYU-HADA's essay, “Reexamining Shiotsuki Toho: A Focus on
Landscape Paintings,” focuses on three newly discovered works by Shiotsuki
Toho to explore issues related to his landscape paintings. Before World War
Il, Shiotsuki worked as an art instructor at schools including Taihoku High
School, and he was a long-term juror for the Taiten and Futen (Governor-
General's Art Exhibition), making him one of the leading figures in Taiwan's
art scene during the Japanese rule. However, as he was repatriated to
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Japan after World War Il, most of his pre-war works remained in Taiwan and
were scatter or lost due to natural disasters and other factors, leaving very
few pre-war works extant today. The recent discovery of Shiotsuki’s painting
Is therefore a significant contribution to understand his pre-war practices.
The author reveals that the three paintings, which respectively depict
scenes from the Taipei Botanical Garden, Shoushan in Kaohsiung, and Cape
Eluanbi (Galangepi) in Pingtung. These paintings demonstrate Shiotsuki's
artistic practices based on field investigations of Taiwan’s local landscapes
and customs.

In “The Sixth Face of Modernity: Nationalism and Its Variant Militarism—
The Case of Japanese 'National Policy Propaganda Photography' in
WWII,” Gu Zheng explores how photography became a means of political
propaganda during World War II. He specifically analyzes governmental
and military propaganda materials, two critical examples of Japanese
“national policy propaganda photography,” the photo album Nippon
and the pictorial magazine Front-line. The analysis examines how the
technique of photomontage, combined with the communicative strategies
of photojournalism, became an expressive form exploited by nationalism
and militarism during wartime, fabricating fictional scenes and images
with the perceived authority of photography. During this period, most
modernists did not criticize or oppose the state and the war, but instead
actively participated. Notably, as the author points out, in the photo album
Nippon, images of Japan’s colonies, Taiwan and Korea, were absent, which
was intended to reinforce Japan's nationalism. On the contrary, images
from places like Manchukuo, North China, the Philippines, and India were
included in Front-line, revealing an intent to rationalize and legitimize
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Japan’s imperial expansion in Asia.

This issue also includes two exhibition discourses, concerning two
major exhibitions respectively organized this year by the National Gallery
Singapore and Fukuoka Art Museum. The exhibition City of Others: Asian
Artists in Paris, 1920s-1940s (duration: April 12 to August 17, 2025), held
at the National Gallery Singapore, offers a fresh perspective to re-examine
the history of modern art in Paris during this period. Between the two
world wars, Paris saw an influx of Asian artists at a time when modern
art movement were flourishing. Traditional art historical narratives often
adopt a Eurocentric perspective, framing the activities and practices of
Asian artists in Paris as a movement of avant-garde current from the
“center” to the “periphery.” This exhibition, however, highlights how these
artists brought complex, internationalized modernity that was already
developed elsewhere. They unleashed their creativity and developed their
painting careers in Paris. Yet, while engaging with Western culture, they
also encountered immigrants from all over the world, leading to new
perspectives and reflections on their own cultures. The exhibition attempts
to recreate the Parisian art scene where Asia artists encountered, including
Art Deco studios, colonial expositions, salons and galleries, performance
venues for Asian dancers, and intersections between art and everyday
life. Through these multifaceted perspectives, it narrates the stories of
Asian artists in Paris, revealing another layer of “reality” overlooked in

conventional art historical narratives.

The second exhibition discourse is dedicated to the exhibition Visions of the
South: Japanese Modern Paintings, 1900s-1970s (duration: October 11 to
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November 24, 2025) at Fukuoka Art Museum. The exhibition re-examines
the history of Japanese modern art through the lens of the “South.” Within
the historical context of Japan’'s “Southern Expansion” ideology and policy,
Japanese artists were active in Okinawa, Taiwan, Southeast Asia, the
former South Seas Mandate Islands, and even as far as India. Taiwan, as a
Japanese colony to its south, was thus constructed as the “southern land.”
Furthermore, when dealing with Japanese artists’ activities in Southeast
Asia and the South Seas Islands, the shadow cast by the Pacific War was
inescapable. The “southern land” imagery depicted within a certain context
inevitably carries the gaze of colonialism or Orientalism; however, it also
reveals the artists’ attempts to explore new subject matters and to pursue
highly stylized expression. The exhibition not only recovers a forgotten
aspect of Japanese modern art history but also provides an opportunity to
rethink the modern art history of Asia.



