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Vehicles of Memory of Hybrid — The Formation of Historical Conscmusness of
Contemporary Visual Art in Taiwan
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Abstract

Within the current trend of contemporary “Modern” globalization, in the field of art
there are the new leading visions of “Neo-Modernism” (Charles Jencks, 1990) and
“The Second Modern” (Zweite Moderne, Heinrich Klotz, 1994). Before these
appeared there was an exhibition called “Magicians de la Terre” at the Center
Georges Pompidu in Paris in 1989. It borrowed the concept of “Post-Colonialism”
(Homi Bhabha and others) focusing on cultural identity and reconstruction of
subjectivity and opened people’s eyes to non-western culture. However, this kind of
post-colonialism, that emphasizes formation of old and new culture has been
misunderstood as “Postmodern” in Taiwanese artistic and literary circles. Also in the
early 1990°s there was a debate over constructing subjectivity in Taiwanese art. As a
result, Taiwanese artists who created works within the sphere of post-colonialism
theory could be perceived as lacking depth. Whether post-modernism has finished or
not, in order to reconstruct Taiwanese new culture under the pressure of related
disciplines and concepts, a deep profound reevaluation of historical dialology and
perspectives of cultural criticism are undoubtedly essential. This paper raises the
question of whether or not, during the processing of global localization, do these
Taiwanese works grasp the essence of modernism, whether they fit in with the idea
of form following function, express rationality, and the spirit of avant-garde. Chinese,
Japanese, and western art history (including art theories) from the modern period to
the contemporary will be used to examine contemporary art in Taiwan since the
early 1990’s, after the end of the martial law period. This article is especially aimed
at examining the artists and their work in an historical perspective, particularly to
place them in the context of Chinese and western art categories, history of art genres,
history of art mediums, and history of ideology or idea or concept. It also looks at
whether these works successfully express the concepts of the “revival of
neo-historicism” and Metakunst to reinterpret history. For example, will discuss in
detail the expressionist work, Terror Inspection, that documents the 228 Incident in
1947 created by the woodcut print artist Huang Rongcan (who was arrested on
charges of spying for the mainland and executed) and how it is used as a seminal
work for contemporary artists. Hopefully this will unmask the vehicles of hybrid of
art and to indicate misunderstanding within these works.



