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Editor’s Note

Editor-in-Chief | Shao-Chien TSENG

Since 2025, the Journal of Taipei Fine Arts Museum has adopted an
editorial model in which the chief editors develop a prescient theme for
each issue. They invite domestic and international scholars and experts to
present their latest research. Each issue focuses on a significant theme and
conceptual frameworks, allowing the individual essays to enter a dialogue
with one another while highlighting their connections and differences.
With this approach, the editorial board and chief editor, after two years of
developing and discussing, are please to officially launch the latest issue,
“Refracted Realities: Modern and Contemporary Photography in Asia.” At
a time when images are produced and consumed at an ever-accelerating
pace, we hope this issue will draw greater attention to photographic
cultures across Asia and encourage critical reflection on photography’s
manifold possibilities. It seeks to foreground photography not only as a
document that records reality, but also as a form of image-making that
shapes it.

Since the beginning of twenty-first century, exhibitions and research on
modern and contemporary Asian photography have flourished, accompanied

by a growing number of initiatives devoted to the recovery and cataloguing



10

of photographic archives, as well as the writing and publication of history
of photography. Against the backdrop, the role of photography in art and
visual culture, as well as the complex relationship between photography
and reality, continues to spark vigorous debate in both the art world and
academic circles. With "Refracted Realities: Modern and Contemporary
Photography in Asia” as its theme, this issue brings together researchers
from Taiwan, Japan, Korea, Hong Kong and Singapore to explore how
photography refracts and shapes realities across Asia— such as war,
imperialism, environmental crises, and technological transformations—
while offering nuanced interpretations of experiences of growing up, family,
gender, and aging. As the contributors demonstrate, the development of
modern and contemporary Asian photography has been led and propelled
by local advocators, while also evolving under the influence of external
forces.

This issue features six research articles encompassing photojournalism,
street photography, conceptual photography, staged photography,
documentary photography, and scientific photography. It also includes an
academic book review that places Taiwanese modern and contemporary
photography within a global context and considers its cultural and
historical significance. While drawing on diverse research materials
and methodological approaches, all the contributors examine how
photography refracts, constructs, and translates realities— and even
how it may move beyond reality to produce more profound forms of truth.
They explore photography as both an aesthetic strategy and a space for
critical reflection, examining its capacity to articulate temporality, revisit

history, and constitute social memory. The articles address not only the
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documentary and representational qualities of the photographic medium
but also emphasize its performative elements, narrative dynamics, and
ideological dimensions embedded within photographic practices. Some
contributors further consider the myriad transformation in photography, in
terms of concepts, materials, and interdisciplinary connections, alongside
developments in installation art and digital technologies. Although this
Issue takes Asia as its point of reference, it does not seek to portray Asia in
terms of cultural homogeneity or essentialism. With population migration
and shifts in international geopolitics, the concept of “Asia” is no longer
confined to a fixed geographic region but has expanded to encompass

transnational ethnic networks of cultural imaginaries.

In “Image of Victory: How to Create Monumental Images in Defeated
Japan, 1945-1956," Masashi Kohara points out that photography is not a
transparent reflection of the world but rather conceals specific cultural
messages and political contexts. This article explores how the United States
constructed “images of victory” toward the end of World War Il. Through an
analysis of press photographs, magazine covers, war bond advertisements,
postage stamps, and other visual materials, Kohara demonstrate how
the “image of victory” articulated a patriotic narrative of the path toward
victory, thereby forming a monumental form of collective memory. In Japan,
meanwhile, photographers who had participated in state propaganda during
the war, turned after the war to photographing the ruins and survivors of
the atomic bombings of Hiroshima and Nagasaki, thus shaping an “image
of defeat” and a sense of victimhood. For more than eighty years, both
the American image of victory and the Japanese image of defeat have

circulated widely. Their constantly repeated visual symbols reveal how
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war, nationalism, and imperialism mobilize the power of imagery, yet
simultaneously obscure historical reality.

In “Pictorialism, Realism, and New Wave: Fan Ho's Street Photography
Series ‘Big City, Little Man’ [1957-1961),” Timmy Chih-Ting Chen focuses on
Hong Kong photographer Fan Ho's eponymous series of street photographs
published in The Chinese Student Weekly. At a time when Pictorialism
prevailed within the international photographic salons around the 1950s,
Ho explored the dialectical relationships among Pictorialism, Realism, and
modernity through both his photographic practice and writing. This article
proposes the concept of “urban realism” to interpret the aesthetic vision
and social concerns in Ho Fan’s Street photography, examining how he
fused the “decisive moment” of still photography with a cinematic visual
experience in response to the humanistic photojournalism pioneered by

Henri Cartier-Bresson and Magnum Photos.

In "Revisiting the Conceptual in Photography in Southeast Asia during the
1970s,” Zhuang Wubin examines three pioneering Southeast Asian artists
of the 1970s within the broader context of international Conceptual Art,
analyzing how they employed photography to challenge the boundaries
of art and reflect on social issues and the circumstances of individual
lives. Working across different aesthetic forms, Nirmala Dutt, Nap Jamir
Il, and Pramuan Burusphat explored photography’'s conceptual nature,
documentary function, and theatrical potential. Harnessing the versatility
of photography, these three artists respectively respond to the cultural,
political, and social realities of Malaysia, the Philippines, and Thailand,
addressing themes of modernity, transnational migration, and self-identity.
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In “The Role of Mise-en-scene in the Artistic Acceptance of Korean
Photography,” Park Pyungjong examines debates among Korean critics over
the nature of photography from the 1950s to the 1990s. He traces how, as
photography gained acceptance within the contemporary artwworld, critical
discourse gradually moved beyond the prevailing positions of Realism
and Straight Photography, allowing mise-en-scéne to gain increasing
recognition and legitimacy. Park distinguishes between the explicit and
implicit effects of mise-en-scene, identifying varying degrees of theatrical
qualities, which range from “pseudo-documentary” approaches and model's
individual performance to deliberate staging and directing. These qualities
encompass different strategies for conveying “authenticity.” The article
further examines representative works by three photographers— Hein-kuhn
Oh, Oksun Kim, and Jeongmee Yoon— analyzing their use of simulacra,
narrative and cinematic qualities.

In “Casting Life through Photographic Practice: Isa Ho's Relational
Portraiture and Hou I-Ting's Haptic Archives,” Chu-Chiun Wei draws on
contemporary theories of photography and the artists” own accounts to
interpret Isa Ho's The Westbeth Project and her series work on Ukrainian
women artists, as well as Hou |-Ting's Li'k-sd Tsiam-tsi lang. Wel
argues that artists approach photography as a practice of daily care and
emphasizes art's potential to extend the boundaries of life. This article
specifically discusses Jeehey Kim's research on East Asian funerary portrait
photography and Laura Marks' concept of “haptic visuality,” arguing Isa Ho
and Hou |-Ting interweave historical time with embodied action, rather than
treating photography merely as representation or evidence.
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In “The Aesthetics of Facts: Rethinking Scientific Images through
Contemporary Scientific Photography Competitions,” Li-Chun Lee analyzes
two major scientific photography competitions in Taiwan to explore how
scientists perceive the aesthetics of images and how knowledge is produced
through them. Lee explains the principles and technical conditions
underlying scientific imaging and elaborates on the distinction between
photographs produced through optical imaging and signals captured by
electron microscopes. Drawing on the concept of “post-photography” and
the perspective of “scientific image,” the article demonstrates that prize-
winning images in scientific photography competitions are produced
through processes of adjustment, calibration, and standardization.
These processes aim to establish scientific knowledge and interpret
scientific data, thereby presenting an “aesthetics of fact” distinct from the
conventional understanding of photography as “recording of light.”

Finally, the issue features a scholarly review by Peter Han-Chih Wang,
offering insight into the recently published English-language edited volume
Wayfaring: Photography in Taiwan, 1950s-1980s. The book complies
research findings from scholars in Taiwan, the United States, Australia, and
Singapore, as well as interviews with artists and editors of photography
magazines. It presents a diverse range of methodological approaches
and critical historical perspectives while highlighting the invaluable
significance of primary source. Over these four decades, photography in
Taiwan developed distinctly different approaches and styles, encompassing
Pictorialism, Modernistic photography, documentary and photojournalism
and street photography. In the years surrounding the lifting of martial

law, photographers increasingly turned their attention to the city, rural
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life, the environment, gender, mental illness, and postcolonial conditions,
approaching these subject matters through observation, interpretation, and
visual expression. While recognizing the volume’'s academic contribution,
Wang also draws attention to the longstanding interactions and dialogues
between photography in Taiwan and photographic trends in other regions, a

topic worthy of further in-depth research.



