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The Diaspora and Dreamland of the Modern Ink-paintings in Taiwan:
Departure and Return

PAN, Fan
Abstract

This study aims to discuss the modern Taiwanese ink-paintings and the artists’ diaspora and spiritual
desire of pursuing their dreamland. We particularly focus on the works created by artists who crossed over
to Taiwan or scattered in different countries for the exploration of their spiritual structures. This study
discusses the epic poetic sentiments of diaspora and Chinese artists who have landed in Taiwan as well
as those who scattered all over the world. These artists took their native culture as the spiritual basis and
developed a rich yet diverse artistic phenomenon through traditional art expressions that interlaced with the
exotic culture, space and time. These paintings depict their endless and deep spiritual desires through the

visual presentation.

In modern vocabulary, diaspora was first used in the western migrant literature, and it started to appear
in the research of Chinese literature. We aim to illustrate the deep feelings of diaspora behind the Chinese
ink-paintings and explore the aesthetic translation and the form changes. Chinese ink-paintings, on one
hand, present a strong sense of traditional humanity. On the other hand, it solidifies the national emotion. We
wondered how the medium of diaspora was used in creating paintings with rich and complex vitality before
and after WWIIL.

This study is structured as follows. First, we will explore the possibility of applying the concept of
diaspora to traditional Chinese ink paintings. We will explore the origin of the diaspora in the literature and
ink paintings. Second, we will discuss the sentiments of diaspora in modern ink-paintings by those who
moved to Taiwan from mainland China. Then, we discuss the expression and its territorial translation. This
study also discusses overseas ink-painting artists and reflect on how ink-paintings interpret this traditional
term in foreign countries. Finally, we will analyze the spiritual connotation of the diaspora aesthetics in

Taiwanese modern ink-paintings.

Keywords: diaspora, dreamland, ink-paintings
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I. Dreamland of Diaspora: Expedition and Return

Diaspora could be a tragedy, or it could be the happy ending for an adventurous trip. They could be
either Iliad, the risky siege, or Odyssey, the challenging return. Diaspora may result from social, economic,
political situations, as well as wars. However, diaspora could also be a choice out of people’s free will in
order to seek for their ideal world. All in all, both sorts of diaspora are the start of leaving one’s roots. It
leads to the wondering, pursuing and settling of people. Ultimately, these people may accomplish certain
achievements or settle down in a foreign place. Despite the loss of life memories and frustration from

cultural differences, people still have to seek for a new identity and a homeland to return to.

Diaspora constantly takes place in civilizations. The Chinese term for diaspora is derived from “Lament
for Ying” (2 2) of Chu Ci (4#£#%). The passage notes, “High Heaven is not constant in its dispensations: see
how the country is moved to unrest and error! The people are scattered and men cut off from their fellows.”
Chu’s capital Ying was taken down by Bai Qi (FH#&E), a military general of the Qin state. King Qingxiang of
Chu and his people were forced to exile by the river. Seeing people lose their homes, Qu Yuan (J£) wrote
“Lament for Ying.” Sometimes life goes against people’s will. It is characterized by both turbulent and

peaceful situations. “Lament for Ying” was regarded as the earliest work of diaspora literature.

Diaspora is either a compelled or voluntary choice of people, and the Garden of Eden, Utopia and the
Peach Blossom Spring are the ideal dreamlands for them. Therefore, diaspora indicates people’s seeking of
routes for their unsettling situations. With the more accessible transportation and the open ideology, diaspora
becomes a possibility of life. People’s life revolves around their culture and homeland. The sense of loss
derived from diaspora will transform into their value of existence. The unsettling, rootless situation actually
expands their vision and culture and even transforms their lives. However, the diaspora people are actually

interveners for a diaspora destination that enriches its cultural values.

Due to the over-emphasis on national history, the literati meaning of diaspora is often obscure and
exclusive. The diaspora individuals and their personal emotions are often suppressed by the strong national
intention. The free will of individuals is ultimately isolated from their vibrant native culture. The term
diaspora indicates a dispersed condition, external spread and disconnection from the roots. Compared to
the recognition towards a land, diaspora also means rootless and uprooted. At certain extent, it indicates the
separated, strange or alien status. It also means outgoing or the spiritual alienated. As a result, the diaspora

people are regarded as the other.'

Taiwan is located at the southeast side of China. It used to be a land with no civilization. Ever since
the Age of Discovery, it gradually established a close relationship with the Chinese culture. Before the
migration of the Han people, Taiwan was constituted by tribal societies of the indigenous people. Ever
since the 1600s, the Han people had started to migrate to Taiwan. In 1624, the Dutch people migrated from
Penghu to Taiwan. Zheng Cheng-Gong (&% /) drove the Dutch away in 1661. Ever since Zheng Jing (£
#&) established a Guozijian (5 1-E%, the Imperial College) in Tainan in 1663, Taiwan has been developing
its own culture. In 1683, Shi Lang (fifif2) took down the Zheng navy during the Penghu battle. Zheng Ke-
Shuang (#f725%) surrendered and the Qing Empire officially included Taiwan in its territory. Due to the
imperial policies and local land forms, Taiwan gradually formed a maritime culture different from the

Chinese culture. The drifters who came to Taiwan had become the diaspora people. Since the Qing Empire

1. Lee, Yu-cheng (1 X). “Diaspora and Homeland” (5Bl 5 € £H{%), in Yu-cheng Lee & Kim Tong Tee (585 &). Diaspora and Home-
land Imagination:Essays in Literary and Cultural Studies (Bt QSR E| A - SCER LS AT FEEERR). Taipei: Asian Cultures, 2010, p.22.
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had governed Taiwan for over 200 years, the Han culture had been more and more popular as an exile
culture. Japan targeted Taiwan during the Japanese punitive expedition to Taiwan in 1874. Liu Ming-Chuan
(B$71%) had fought against the French army in Tamsui for six months during the Annam Battle. In the
end, the Qing Empire finally signed the peace treaty with France. Taiwan had then become a province and
started its modernization. The Qing Empire then lost the First Sino-Japanese War and had to cede Taiwan.
For 50 years, Taiwan had been governed by a foreign ethical group. During this time, many Japanese
artists visited Taiwan and helped promote the development of Taiwan’s modernization. Exhibitions such
as Taiwan Fine Art Exhibition and Taiwan Governor Art Exhibition tended to follow the trends of Japan’s
Imperial Exhibition and the New Japanese Ministry of Education’s Art Exhibition. After the war, Taiwan
had been seeking a way to break its destiny since the Age of Discovery. As a result, the Japanese culture had
gradually faded away. This was also why many Chinese artists migrated to Taiwan after Kuomintang’s loss
in the Chinese Civil War.

Taiwan had become either the colony or the Peach Blossom Spring due to the change of time and
conditions. The development of the Han people in Taiwan mainly focused on seeking their why out. The
rootless diaspora created their own life values from their custom and culture. This unique condition also
allowed the Taiwanese art to form its special expressions and implications. For the indigenous people in
Taiwan, the diaspora of the Han people also resulted in their diaspora and migration. The external diaspora
of the Han people tended to revolve around drifting, recognition and detachment. There must be a certain
extent of mental loneliness, desolation, sorrow, bitterness, hatred and discontent. However, people also need

to transcend these emotional tortures during the process of diaspora.

Diaspora is a common situation in modern society. Due to the development of technology and
civilization, nostalgia becomes a common topic of discussion. However, for the development of Taiwan’s
ink paintings, diaspora is a real subject that is sometimes obvious and sometimes obscure. It is also the
source of the wonderland and the icon of cultural identity. Therefore, diaspora can be seen as a pursuit of the

past or discussion of the future.

The diaspora people are not conservative nationalists. The diaspora experience is hard to be
generalized or homogenized. The expression forms present internal heterogeneity and differentiation.
Heterogeneity and differentiation construct diaspora and deconstruct the notion of centrism. Diaspora does
not equal to transnationalism. Diaspora may refer to individuals’ crossing of lands, time, languages and
cultures. It could also be the change of territory for a nation.” For the artists that connect interruptions,
diaspora is not a gap but a bridge that connects differences. Due to their attempt at integrating local roots,
it indicates both heterogeneity and differentiation between themselves and the others. Diaspora may be
regarded as a rootless or uprooted condition. However, it also indicates the possibility of dual centrism.
The centrism is the source for diaspora. It is about homes, ethnic groups or nations. In other words, it is the
dreamland. The other part of centrism, on the other hand, could also be the final destination for the diaspora
people. The former is regarded as the “roots” while the latter refers to the “routes”. The diaspora people do
have their heterogeneity. However, they are also swinging in between two sides of centrism.’ Roots are the
dreamland for the diaspora people. They are the memory and past history. Routes, on the other hand, are
the land of the present. They are the future as opposite to the memory. They lead the diaspora people to the

unknown world.

2. See Note 1, pp.27-28. The generalized definition of transnationalism refers to international flows of capitals, finance, trades, cultures and
goods. These flows create new meanings for the nation. They also loosen the fundamentals of a sovereign state.
3. See Note 1, p.31.
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Diaspora shows certain heterogeneity. Nevertheless, it also swings between two sides of the dual
centrism. In other words, diaspora is the choice between roots and routes. We could also say that diaspora
is the historical memory of space and the freedom and contradictions between cultural subjectivities. The
historical memory or choice of cultural subjectivity often becomes an emotional source for the artists. To the
diaspora destination, these people are heterogeneous or intrusive. However, these people are actually fragile

and insecure.

The action of diaspora and people’s attachment towards a dreamland can often be found directly
or indirectly in their works. Their reflections on external objects could be temporary joy as visiting an
attraction, the criticism of parochialism, sentiments about the overturn of a nation, or pursuit of a dreamland.
Diaspora is a concept widely applied in literature. It is rarely seen in art works. That is because the modern
research on art works tends to focus on form, intention and style. The spiritual side of the works is rarely

addressed, not to mention the milieu or the diaspora of the milieu.

The diaspora emotions are derived from constant interruptions in the history of Taiwan. During the
Ming dynasty, the people of the Central Plain migrated to the east. These people always had the feeling of
nostalgia. In the Qing dynasty, the Chinese literati exiled to Taiwan also felt nostalgic. As Japan colonized
Taiwan, the Japanese artists became the diaspora people and expressed their nostalgia through their works.
As the Nationalist government and Chinese literati came to Taiwan, they experienced an even more intense
sense of diaspora. They depicted the mountains and rivers in the Central Plain and the Peach Blossom
Spring to express their nostalgic feelings. The cross-Strait diaspora indicates internal separation of a nation,
as well as conservative and innovative experiences. Coalition and transformation of diaspora can be found

in the exploration of the source and future of Taiwanese ink paintings.

Il. The Ming-Qing and Japanese Nostalgia—The Sentiments of Exile and Being
Uprooted

The Ming-Zheng regime (1662-1683) extended the history of the Ming dynasty and shifted the Han
political organization and cultures to Taiwan. The new government adopted the province system, and Tainan
became the capital at that time. The pursuit of routes for a doomed empire was the main purpose as they
shifted the regime to the east. Route seeking is the inevitable solution for individuals, collective politics or
the extension of a culture during diaspora. Zheng was the last official of the Ming dynasty in Taiwan. The
Ming dynasty ended when Shi took down Taiwan and the Prince of Ningjing Zhu Shu-Gui (Z4ff7f£) hang
himself. Zhu composed “Title Unknown” ([#ZF) before his death, “My dedication to the empire was in
vain. / I could not bear hearing anything about the eastern land or the distant tribes. / Only my concubines
understand me. / Yet, I am alone now after forty years. / I could be praised in the history / and I shall not be
ashamed seeing my family. / It was a mistake seeking for expansion to the south / and trusting the wrong
person.” * The poem indicates Zhu’s misery. Zheng died young, and his son regarded Zhu as the regular
citizen who also needed to pay taxes. Zhu was dedicated to the empire, yet he could not achieve his goal.
The only people who understood him were his concubines. Zhu’s “The Death Poem” (ff&i55) indicates
how the individual of diaspora expresses their hopelessness and the reason of his migration. “I only escaped
abroad / for my royal heritage. Now my ancestors shall be proud / of what I have done.” 7 As the Ming

dynasty was overturned, Zhu came to Taiwan with the Ming-Zheng military. He was the first generation

4. Wu, Yui-chi (RFiH). Diaspora and Settling Down (B34 #). Tainan: National Museum of Taiwan Literature, 2012, p. 122.
5. See Note 4, p.123.
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of the Han people who followed Zheng and crossed the ocean to Taiwan. They were forced to migrate to
Taiwan due to the regime overturn. Eventually, the Ming-Zheng regime had come to some internal conflicts
and lost the battle in Penghu. Taiwan had been included in the territory of the Qing dynasty ever since. The
diaspora people of the Ming dynasty regarded Taiwan as their temporary residency, and they had always
been looking forward to the change of political situations and going back to China. This sort of diaspora is
the uprooted and disconnected scattering. The diaspora people are just attempting to construct a temporary
dreamland for their lives. If the war never ends, they will always be unsettling souls with the sorrow of

diaspora.

During Qing’s governance of Taiwan, the literati are mainly talented officials, private consultants and
folk artists. Appointed officials and literati who migrated to Taiwan at this time were often the Hokkien
people. As a result, Taiwanese art tended to be affected by the so-called “Min-practice.” The Min practice
was inherited from the Eight Eccentrics of Yangzhou (#/J1/\1%). The style tended to be rough and full of
folk vitality. As Zheng Yong-Xi (#[f#%) became the first Taiwanese jinshi (presented scholar) in 1823,
Taiwan’s culture has been developed ever since. Nevertheless, it had been 150 years since Kangxi occupied
Taiwan. During the 150 years, Taiwan’s culture only consisted of the officials and exiled consultants.
Regarding Taiwanese calligraphy, the pioneers are Lu Shi-Yi (& {H, 1784-1855), Guo Shang-Xian (14
5, 1785-1832) and Hsieh Kuan-Chiao ({15, 1811-1864). Guo was an expert in calligraphy. Gong Xian
(#E8H) reviewed his works in the book Assessments and Classification in the Forest of Calligraphy (FEfk
#E5), “Guo was famous in the Jiaqing-Daoguang period for his Eight Principles of Gong. Every work
of his would be purchased right after they were finished. Every character he created was valuable. His
calligraphic style was almost as sophisticated as Jing Ke’s (#{%%) “Brick Inscription” (f##5$%) and his semi-
cursive script was almost similar with Yan Zhen-Qing’s (I£Jf]l) “Rubbing Controversy of Seating Protocol”
GGi2eid). As he was middle-aged, his works became almost as impressive as Dong Qi-Chang’s (& &%)
calligraphy. Guo’s calligraphic achievement was regarded to be similar to Dong’s calligraphy, which was a
great honor.® Besides calligraphy, Guo specialized in ink paintings of orchids. The Qing History notes, “Guo’s
ink paintings were appreciated by the Jiaqing Emperor.” Lu, Guo’s apprentice, is regarded as the pioneer of
Taiwan’s epigraphy. His style tended to be grand and appeared to be more luxurious than Yi Bing-Shou’s
(f#55%) calligraphic works. Yeh Hua-Cheng (#£{k k) and Lu both worked for Zhou Kai (J& 5], 1779-1837).
Hsieh, Lu and Yeh (c. 1800-1852) were later titled the Three Gentlemen of the Lin Family in Bangiao (fit
kR =25E)". Lin Chueh’s (#£%, 1795-1850) calligraphy tended to be bold and unrestrained. These
exiled literati mainly specialized in the traditional paintings of mountains and waters. They inherited the
traditional ink paintings with affectionate charm and the upright and strong strokes. They were often private
consultants or instructors from China. Therefore, their works often presented the spirit of milieu. They may
have expressed a sense of diaspora. However, it was more of their feelings about an attraction or traveling.
Their works rarely show any sorrow or bitterness. “The boorish style, inherited from both the Ming and
Qing dynasties, disappeared in the governance of a foreign ethical group and the official exhibitions that

came with modern civilization. However, the folk beliefs did not change much. The Min-practice of the

6. Cai, Qing-de ($37578). “Kuo Shang-hsien’s Footprints in Min and His Influence on the Calligraphy in Taiwan” (F{f/cTERITTHE ~ A2 i7EL
G E k2 B R), presented in The Min School of Painting and Calligraphy and its Overseas Presence ( [ BRI 225 5 HygyME#E)
at Xiamen Museum on June 30, 2016. He pointed out that “we are not certain whether Guo had instructed apprentices in Taiwan. It is also
yet to be discovered whether he has a direct influence on the Taiwanese calligraphy. However, it is certain that Lu’s calligraphy is under great
influence of Guo.

7. Zhou, Ming-cong (JE1HHH&). The Three Painting and Calligraphy Masters Sponsored by the Bangiao Lin Family: Lu Shi-yi, Yeh Hua-Cheng
and Hsieh Guan-Qiao (518EZH FIOBAEMSE =041 « BHE ~ B ~ BtEHE). Guangzhou: World Publishing Guangdong
Corporation, 2013, pp.7-26.
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homeland still remained.” ® The nostalgia of the literati established an unchangeable force that comforted

the aesthetic desire of the people in Taiwan.

Japan announced the establishment of the Tokyo School of Fine Arts in 1887 and hired Hashimoto
Kuniharu, Takeuchi Kyuichi, Takamura Koun, Kano Natsuo, Unno Shomin as professors. The principal was
Hamao Arata. It was the beginning of relic research for Japan. In 1889, Okakura Kakuzd was appointed
as the principal of the Tokyo School of Fine Arts at the age of 29. The Kyoto Art Association was also
established. During this time, there had also been more and more private art organizations. The public
and private forces, which would promote the Japanese art, were formed. In 1902, the Kyoto Craft High
School was established. Asai Chu, who had received his degree at France, was appointed as the principal.
Also, Hashimoto, Kansai Mori and Kano Eitoku were appointed as the crafters of for imperial household
in 1890. At the beginning of Japan’s colonization of Taiwan, the painting styles and ideas were mostly the
traditional literati paintings or paintings by folk artists. On the other hand, Japan kept sending students
to learn from France or interact with the U.S. In order to integrate different fields and art exhibitions, the
Japanese government finally regulated rules for the Japanese Ministry of Education’s Art Exhibition in June
1907. In October, the first Japanese Ministry of Education’s Art Exhibition was held in Ueno. Noda Kyuho,
Hishida Shunso, Okoku Konoshima and Sanzo Wada were awarded secondary prize. First prize was not
awarded. Noda was famous for his historical paintings. The work illustrates Nichiren’s doctrine lecture at
the intersection. The image creates a certain tension in the painting. The work also integrates Japanese and
European painting traditions. It focuses on the lighting and shadows just like the western art. It was a new
art style for the Meiji period.” The work also represents the religious liberalism as well as romanticism of
the new era. In 1926, Noda created a work of diaspora, Traveler (214x164cm). It depicts a monk riding
his white horse in the wilderness away from the world. It presents certain loneliness and tranquility with
a spiritual sense. The depth of field creates some misty yet dreamy desolation as if he were in a foreign
world. The work presents a deep sentiment of loneliness and diaspora. Noda once came to Taiwan as the
reviewer for the Taiwan Governor Art Exhibition in 1938 and 1940. Yasawa Kengetsu (1886-1952) was
the reviewer for the fifth Taiwan Fine Art Exhibition. Mori Getsujou (1887-1961) was from Kato District,
Hyogo. He was under the instruction of Takeuchi Seiho. Mori’s work was exhibited at the second Japanese
Ministry of Education’s Art Exhibition in 1908. Later, he was awarded at the Imperial Exhibition, as well as
the new Japanese Ministry of Education’s Art Exhibition. Some popular works of Mori presented the view
in Tamsui. During that time, the exhibited works at the Taiwan Fine Art Exhibition and Taiwan Governor
Art Exhibition were under great influence of the Japanese Ministry of Education’s Art Exhibition, Imperial
Exhibition and new Japanese Ministry of Education’s Art Exhibition. Japanese artists in Taiwan such as
Toho Shiotsuki, Kinichiro Ishikawa and Kinoshita Seigai are the Japanese reviewers for the Taiwan Fine
Art Exhibition. It is certain that they did have a deep influence on the development of the Taiwan Fine Art
Exhibition and Taiwan Governor Art Exhibition. Further research needs to focus on the art dynamic of

Japan, the so-called “mainland” at that time.

During the Japanese governance, the former adviser of the Jungchuwon Kim Jang-Hee visited
Yilan and socialized with the local gentry in 1927. He created the work Orchid (74{t) based on the poem
composed by Gao Qi (/5/5%) between the Yuan and the Ming dynasties. “The sun shines on the palace of the

former emperor. / The wooden boat could not float on the empty river. / The isolated plant could not wait for

8. Wang, Yau-Ting (F#EiE). “The Min Practice in Taiwan” (474 %75 1#), presented in The Min School of Painting and Calligraphy and its
Overseas Presence ( )R] 3 ki H g IMERE) at Xiamen Museum on June 30, 2016.
9. Minamoto, Toyomune. Chronology of Japanese Art (7521l D Jiii #1). Tokyo: Shin Shisakusha, 1979, pp. 305-306.
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the spring, / and it could only live in the messy environment.” Gao used to write the History of Yuan for the
royal court. Later on, he resigned and became a hermit. Even after the establishment of the Ming dynasty,
he still chose to live desolately. Wei Guan ($i#]), the magistrate of Suzhou, constructed his government
office in Zhang Shi-Cheng’s (5 {3#) former residency. He was then impeached by the royal censor. Gao
caused trouble due to the phrase “coiling dragon crouching tiger” (FEI%SZ¥E) on his upper beam and was
sentenced to death. The poem was hung on the old palace of the former emperor. It is the metaphor about
the reluctant situation of being exiled during the dynasty overturn. Kim described orchids with this poem of
Gao and expressed his sorrow towards the nation’s overturn through the metaphor of flowers. It may be his

compassionate feeling as he came to Taiwan.

“The literature reforms by the Taiwanese literati during a transitional period may be the process of
transforming into new literature or the support for the previous literature standard. The impact and conflict
between the innovative and conservative forces create certain tension that might affect the time for Taiwan’s
new literature to be developed and promoted...”10 This is an observation of the background in the literature
circle. It also indicates that the development of Taiwanese art started around 1925. At that time, art tended to
be imitation of Japanese official art exhibitions and organizations of competitions, reviews and exhibitions
without any criticism and self-reflections. Therefore, it is debatable whether art history of Taiwan during
the colonization was a movement history or a history of official art exhibitions. In this background, external
reviewers of the exhibitions were professional artists from Japan. Was Taiwan the Peach Blossom Spring

or a desert for these diaspora people? Japanese artists in Taiwan believed the local color was the method

far Aavialanina tha crharantarictine Af Taivxran’c miliann Haur Aid thaywr racard Taivran fram tha narcnantivia nf

I1l. Diaspora of the Central Plain—The Indirect Pursuit of the Dreamland

Aphasia is a status often found in the works of some Taiwanese senior oil-painting artists after WWII
and Nationalist’s governance of Taiwan. Comparatively, the diaspora aesthetics are the sentiments of
traditional artists who had immersed themselves in the traditions of Chinese ink paintings. The nostalgia of

a dreamland can be found in their strokes.

After Japan’s governance of 50 years, Chinese ink paintings once again became a part of Taiwan’s
education and affected the post-war development of Taiwanese art. Examples include Huang Jun-Bi’s (&
FEE) supervision of the Department of Fine Arts at National Taiwan Normal University, Fu Chuan-Fu’s
({#35K) influence on the Department of Fine Arts at the National College of Arts, Au Ho-Nien’s (EX5%4E)
influence on the Department of Fine Arts at Chinese Culture University, Liang Ting-Ming, Liang Yu-Ming
and Liang Chung-Ming’s (24 1) contribution to the Department of Fine Arts at the Political Warfare

10. Huang, Mei-er (55 #). Mirrors of Multiple Modernities: Cultural Vision and Literary Imagination of Traditional Taiwanese Literati under

Japanese Rule (BERFHUAALEG  HIGRHUE I EHE OB SUUARIEL LB, Taipei: Rye Field Publishing, 2004, p. 73.




Cadres Academy. Also, artists such as Pu Hsin-Yu (J8.0,%), Jiang Zhao-Shen (YLJkH¥), Chang Ku-Nien (5
Z¢4F), Yu Cheng-Yao (4374%32%), Chan Chi-Kwan ([ &), Gao Yi-Feng (5 —I&), Wu, Hsueg-Jang (ULE4:%),

Guo Yan-Jiao (F#%lE) and Li Qi-Mao (ZE%7/%) all presented their own diaspora through their brushes.

They gradually realized the geographical and custom differences and started to create works with
aesthetic styles and images that were close to Taiwan’s mountains and waters. In the 1950s, the Central
Cross-Island Highway was open for traffic. The stiff cliffs look like the mountains and rivers in the Central
Plain. Chang thus came and created works based on the scene. Ever since then, there had been some mutual
integration and interpretation between traditional Chinese ink paintings and China imagined by artists
as immigrants. Fu's Waves (if{#) was inspired as he was appreciating the rising tides from the west. He
then started to illustrate Taiwan’s natural scenery, such as the tides of Beiguan and the clouds at the A-li
Mountain, in order to present his mind and thoughts. Fu sometimes illustrated the scenery of Wulai. He also
created comics and created paintings that depicted the scene of Zhong Kui catching evil spirits. Scenery
paintings were his inheritance of the traditions that expressed the literati sorrow. Folk paintings and comics

expressed his emotions towards the current social situations.

After the Sino-Japanese War, the Central Plain underwent a diaspora of breakups and deaths. Chang
Dai-Chien’s (58 K T°) Passing Gorges (Hil[&]) illustrates the changes and breakups of the time. “Shih-Dao
bought a ticket to the east as Japan surrendered to China. He used to have the painting Passing Gorges by
Jun-Bi. However, he lost it as he arrived in Hong Kong. He asked me to create something similar. However,
it is still frustrating. He and I are both drifters who live at a foreign place.” As Chang stayed in Hong Kong
in 1952, his friend lost the work by Huang and asked Chang to create a new version of Passing Gorges. The
title may be the same. However, the artist and collector were both drifters that live in a foreign country. After
the Sino-Japanese War, they should have been celebrating the victory and enjoying a peaceful life. However,
they were parted by the Chinese Civil War. When they met up once again in Hong Kong, they could not
describe their disconsolate enough. Due to the diaspora in the mainland and the overseas scattering, they

became world drifters.

Chang traveled around the world and eventually passed away in the Abode of Maya. It then became
a commemoration of the fact that he used to live as a hermit. In the world of his diaspora, he eventually
chose a place of Chinese culture to settle his soul. Even when he participated in the creation of Evergreen
Spring in Taiwan (15 E&[E4), he still had the longing for the dreamland of China. It was presented in
his unfinished work Lushan (J#|L&). This sort of nostalgia paintings towards China can also be seen in
Lu’s The Vast Expanse of the Yellow River (17 & H[&). Wang Pan-Yuan ([-2277) graduated from Shanghai
Academy of Fine Arts. He was famous for his expression of solitary and wilderness. Hsieh commented

>

that “colors are the warmth flowing from his brushes,” indicating Wang’s strong inner power.'' Wang’s
ink paintings show simplicity and solitary. Even though his works also presented the traditional spirit of
traditional ink paintings, he refused any verbal communication with his strong accent. The isolation between
the language and the foreign land creates a even deeper sense of diaspora. After the war, Jiang Zhao-Shen (Y.
JEHT) temporarily taught students in Toucheng. Chou Cheng (J#{&) was under his instruction by chance and
became a famous ink artist. That is to say, diaspora is not just someone’s destiny. It is also the extension of a

culture.

The Cultural Revolution in China in the 1960s evoked the Chinese Cultural Renaissance in Taiwan.

As a result, Taiwan became a cultural dreamland for the Chinese world. The National Palace Museum was

11. Hsieh, Li-fa (3 E7%). The Last Generation I Saw ($FiBEI{J - —1X). Taipei: Taiwan Publishing, 2015, p.366.
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formerly Chung-Shan Museum as a presentative of the tradition and ethical culture.”” Taiwan’s responsibility
of Chinese culture preservation was unprecedented in the long history of China. The sense of responsibility
allows Taiwanese artists to present Taiwan as the dreamland of China in the 1960s. It deepened diaspora
people’s sentiments towards China and the exploration of the local aesthetics in Taiwan. Li Qi-Mao used
to go hiking in the A-Li Mountain and created a large painting of A-Li Mountain (i[5 [1|{E1&). The vast
strokes and tall trees in the painting are the expression of personal emotions in the nativist movement at that
time. Gao had a simple and light style when it comes to ink paintings. His works are often integrated with
folk customs and the special feelings as a drifter. The characters in his works tended to show modesty and a

strong sense of vatality. This sort of Taiwanese customs were rarely depicted by the exile artists.

Diaspora is a movement of traverse, which is sometimes temporary and sometimes permanent. The
strong sentiments of diaspora are often the cultural and spiritual comfort. It is the interaction of the dual
centrism. Au’s A Distant View of Taiwan’s 99 Peaks (51 L1 JUléEME) illustrates a male and a woman on
the same scooter as a metaphor for the revival and prosperity of life after the 921 earthquake. The cultural
imagination and unbearable leaving have transformed the sentiments of diaspora and nurtured the milieu.
Lo Ching (¥£%) was a special figure in the circle of Taiwanese ink paintings. He excelled at traditional
ink paintings. However, he always attempted to break the limitations and create new ink expressions that
correspond to post-modernism. His artistic expressions are regarded as the modern form of traditional
literati paintings. He tended to present his current sentiments, which always corresponded to the latest social
dynamics. His strokes illustrate the wisdom of post-modernism that goes beyond time and space and travels

around the world. Diaspora had become the third eye of his ink paintings as seeing the world.

IV. Diaspora of Overseas—The Disconnected Rooting

Around the war, some artists exiled to Taiwan temporarily and stayed overseas afterward. As they
returned, they introduced different visions and expressional techniques to Taiwanese art. These artists
include Chiang Ming-Shyan (YLHHEY), Lo, Ho Huai-Shuo (fi[1%¢f#), Lo Cheng-Hsien ((£#Z%f), Lin Chin-
Chung (Fkx#£52) and Tsai Yu (3% /). Chang stayed overseas for a long time before he returned to Taiwan, a
Chinese cultural circle. Their diaspora was the temporary pursuit of a route and the practice of their idea.
They also tended to have an open attitude towards different cultures. For these artists, diaspora was just a

temporary journey of their life.

The most distinct feature of diaspora is the temporary aphasia and bitterness of seeing a foreign
place as the homeland. Some artists had resided overseas for a long time. Take Chu Teh-Chun (4£fE5E%) for
example. Despite his long-stay overseas, he created many ink woodblock paintings in his late years. These
works present his passion and new sentiments towards ink paintings. Some artists took ink paintings as their
cultural goal. Examples include Wang Ji-Qian (i) and Charles Liu (#|E#). Liu graduated from the
National College of Arts. He then studied abroad and majored in mural paintings in Spain. As he moved to
the U.S., he started learning photography. His knowledge of mural paintings allowed him to create large
paintings perfectly. His photography training was integrated with his ink paintings. His works often present
high authenticity and wilderness aesthetics. “The mountains reflect adamant characters and the lively nature.
In his works, Liu shared the enrichment of life after a long period of diaspora.”"” The selection of mediums

and the exploration of the subject show the diaspora sentiments of these artists with certain implications.

12. Pan, Fan (f%?%). Zhuang Yan: Light Fun and Slender Gold Style ({5 « 84> - i5Y). Taipei: The Artists, 2016, pp.107-112.
13. Pan, Fan. “Scattered Cultural Memory—Charles Liu’s ink World” (509 S0 LA 18 ——2I B g K 821 5L, Shan Shui: The Beckoning
Of Nature (|L|7KI——2 2% & £E). San Francisco: Silicon Valley Asian Art Center, 2014, p.38.




There are always many Chinese people living in Southeast Asia. As a result, Chinese paintings have
been widely spread. The origin of the overseas Chinese art was Xiamen Academy of Fine Arts. Established
on September 1, 1923, Huang Sui-Heng (#/%77) was appointed as the principal of Xiamen Art School. At
that time, the director for academic affairs was Lin Xue-Da (f££2.X). As the Sino-Japanese War escalated,
Xiamen, the hometown of overseas Chinese, started to interact closely with Southeast Asia. In 1936,
Huang and Lin decided that the Southern Ocean should be the overseas Chinese art base and appointed
Lin Ke-Gong (fA5¢#%) as the new principal. Unfortunately, the Japanese army took down Xiamen in 1938
and Xiamen Art School was closed down. On February 10, 1938, Nanyang Academy of Fine Arts was
established in Singapore. It is believed to be the oversea extension of Xiamen Art School."* The diaspora
aesthetics was once again spread to the Southern Ocean due to the war. At the same time, Yang Qing-Tang
(155, who co-founded Xiamen Art School, migrated to the Philippines. Ink paintings were introduced to
the Philippines as well. The famous artist Tsai Yun-Cheng (2352f%) was an apprentice of Yang. Even though
he mainly created oil paintings, his works also present the ambiance of ink paintings.’> Chung Chen-Sun
($EIE (L) also graduated from Nanyang Academy of Fine Arts. He then mentored Cheah Thien-Soong (3
ZwAR). Chung’s works feature sharp brushes and rendering. The characters are often authentic and modest.
He then taught lessons at the Fine Arts Department of Chinese Culture University. His ink spirit was well
interpreted by Chen Yung-Mo ([#i7k#). Cheah’s ink paintings show certain abstract and sensitive effects.
Both Chung and Cheah had great contributions to the ink education of Southeast Asia. As Southeast Asia
Academy of Fine Arts was established, the local characteristics that connect the ethical gaps were focused
on. The principles of the academy refer to communication between the west and the Chinese art, integration
of different customs, presentation of the modern spirit and thinking, reflection of the tropical culture,
response to people’s needs, application of educational implications and social functions as the guide.”'
These principles are the example of local rooting and development of a culture that attempts to integrate
different ethical cultures. Ink paintings are still an identity for oversea Chinese people. The subjects may be
localized; ink techniques may be innovative. However, ink paintings have their distinct purpose for oversea
Chinese people in Southeast Asia. Diaspora has become people’s rooting process after disconnection and

cultural sharing after migration.

V. The Varied Peach Blossom Spring—The Obscure Nostalgia

The subject of traditional ink paintings tends to be mountains and waters, for they are the eternal
existence in the ever-changing world. However, the world is now an ever-changing society. Due to the rapid
transformation, shifts and penetration of time and space, diaspora has become an instant and unnoticeable
change in our lives. In the memories of the avant-garde ink artists, the sentiments of diaspora have become

more and more obscure.

Due to the cross-Strait political opposition and faster transportation solutions developed between the

1950s 1980s, the nostalgia had been replaced by the personal emotions. Diaspora faded away and become a

14. Zhong, Yu (##ii). “The Influence of Xiamen Art School on the Art Education Development in the Southern Ocean” ([5 ['*]3& B} 12 22 iy
HUE 75 BN SE), presented in The Cross-Strait Symposium on the Min School of Painting and Calligraphy (FEHIKFN 20165 TRjIRE
= Bl ST €) at Xiamen Museum on June 30, 2016.

15. Pan, Fan. “Geographical Transition of the Min Painters: The Diaspora Aesthetics of Cai Yun-cheng and Yu Chen-yao” (YK & ZZ Y33 4%
PF—— X TR 5 ARSI B L 35 27), presented in The Cross-Strait Symposium on the Min School of Painting and Calligraphy (5 52
20164 THIIREE ) E240if5T ) at Xiamen Museum on June 30, 2016.

16. Cheah, Thien Soong (FH755%). “Paintings in the Southern Ocean, where Western and Eastern Arts Merge” (9 {48 25— P45 2545 22 frY
Hidgi 458 f#), presented in The Cross-Strait Symposium on the Min School of Painting and Calligraphy (ISR 22016 MERES | £
liffF &t €r) at Xiamen Museum on June 30, 2016.
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subtle feeling. Diaspora artists include Chiang Ming-Shyan, Lo Ching, Yuan Chin-Taa (32:55), Lo Cheng-
Hsien. They were either educated or the visiting scholars abroad. They integrated the western techniques
into their ink expressions. Lo Cheng-Hsien integrated the feeling as he was surrounded by clouds on the
plane with Tashan and created Clouds of My Mind (%2 %%.(»). Chiang was mentored by Huang Jun-Bi.
His graduation work presented Huang’s distinct features and integrated a sense of modern wilderness and
nostalgia. He then studied in Spain and lived in the U.S. After his return, he tended to adopted the frottage
and the drip techniques in his works. In the late 1980s, the cross-Strait situation become more favorable. He
was invited by China to visit some modern ink masters. The grandness of the mountains and waters in China
helped him come to the realization that ink tended to be the direct inheritance, which is a system that should
be broken free. During the localization movement in Taiwan, Chiang visited different natural and cultural
attractions in Taiwan. He presented the beauty of Taiwan through modernized techniques and transferred
it to be the visual images of Taiwan’s milieu. Yuan was also educated in the U.S. The heavy snow, force of
the nature and creativity of American modern art had established his new expressions of art. Ni Tsai-Chin’s
({5 F0) ink paintings and his constant rendering of lines were inspired by Yu Cheng-Yao’s techniques.
They both present a unique modern cultural spirit. Li Szu-Hsien (Z/8 %) presented the long-ignored farm
spirits of Taiwan through the depiction of the change of time. He captured the mysterious natural spirit
by illustrating the natural interaction between sugar canes and time. We sensed an indescribable nostalgia
in this series of Li’s paintings. Nostalgia is not only about migration. It is the disappearance of memory
and return of imagination. Wu Ji-Tao’s (52ffi%) ink paintings presented a ponderous sense of layers that
forms a new expression of ink paintings. Wu’s ink expressions have presented a sort of cultural nostalgia.
He presented the spirit of mountains and waters in the Song dynasty and developed the values of modern

aesthetics.

To younger generations, the return to the dreamland may not be the nostalgia aesthetics, cultural
characteristics or life traumas as they might be to the senior artists. With the development of the Internet
and the rapid exchange of messages, nostalgia could be nowhere or everywhere. A day trip to villages and
cities, a three-day oversea visit or a full-day stay at home is enough for learning the messages of the world.
Thanks to the fast transportation, we could have a round-trip visit to somewhere miles away in one day. It
is like the ancient magic of land shrinking. With the audio and video archives on the Internet, we can now
see different cultures in one place. As a result, there is a quick solution for nostalgia and a shortcut to the
dreamland. It appears that the faster the technologies are developed, the farther away people are from their
spiritual dreamland. There might be some solution to the real nostalgia. Nonetheless, how can we reach our
spiritual dreamland instantly? The modern generations no longer have the feeling of isolation. However, the
cultural nostalgia and spiritual dreamland become new lessons for them. We can see the new nostalgia from
the works of Shen Pao-Yuan (HH1# ), Lin Li-Li (#£#j#), Shian Yuan-Shen (Fg/fiH#) and so on.

Conclusion

Diaspora is a rootless condition and an adventure after being rootless. The motivation for diaspora
people to take on an adventure is their internal unsettling emotions. These emotions might be the nostalgia
of individuals, cultures, histories, geography, languages or customs. They drive diaspora people to take risks
and find the dreamland to settle in. The nostalgia also inspired cross-Strait or oversea ink artists to express
their sorrows through ink paintings of their homeland. During the development of Taiwanese ink paintings,
statism and local identity tended to be over-emphasized. Artists’ spiritual world and inner homeland were

often ignored.
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Diaspora may be a tragedy for individuals. However, it is often the happy ending for a culture. The
accumulation of diaspora may create an abundant spiritual land that goes beyond the reality. The integration
of transverse will ultimately transform diaspora people. They will develop more in-depth spiritual
implications through their life experiences and collations. Emotions such as loneliness, sorrows, bitterness,
wilderness, tragedy and anxiety also come with surprises, delight, enjoyment and joy. Diaspora people
might eventually feel ease after all the frustration or haunting nightmares. During the process of finding

their roots and routes, they have created a mobile virtual dreamland that is enough for them.

In the traditional Chinese literature, diaspora is the ever-lasting sorrow. It is about every situation of
people, including joy and the sorrow, the return and breakup, as well as the life and death. In the modern
era, the sorrow provoked by diaspora is not as heavy due to the technologies and civilization. However,
the diaspora of the reality or the migration of a group will still inspire some nostalgia sentiments due to the
cultural diaspora. The future studies need to explore more on the diaspora emotions derived from historical

events and their position in the history of Taiwanese ink paintings. (Translated by WANG, Shang-Hao)
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