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Foreword

Weng Chih-tsung, Acting Director of the Taipei Fine Arts Museum

Chen Cheng-po was a pioneer in the development of Taiwanese modern art and the first Taiwanese
painter to be selected into the Japanese Imperial Art Exhibition. His itinerant life—having grown up
in Taiwan, studied in Japan and taught in Shanghai—presented him with many personal as well as
creative challenges, above which he was able to rise and produce numerous outstanding paintings.
These works not only reflect his artistic vision and state of mind but also, to a certain extent, serve to
record the era during which he lived.

Our task of staging this exhibition has been especially challenging in light of a flurry of large-scale
exhibitions and events featuring Chen held all over Taiwan during the past two years. This exhibition,
entitled Journey through Jiangnan: A Pivotal Moment in Chen Cheng-po's Artistic Quest, presents
many precious works for the first time in public and re-examines from a thematic and academic
perspective an artist whose place in art history has been well defined. Spotlight is cast on works he
produced while teaching at Shanghai's Xinhua University of Fine Art and Changming Art School
after completing graduate studies at the Tokyo School of Fine Arts. The “Shanghai period” was a very
important turning point in Chen’s artistic journey. It was at this time he started to fuse Eastern and
Western influences in pursuit of new expressions of the Eastern spirit. We hope our curatorial focus
and design will help the audience better understand the life and art of this grand master.

Chen Cheng-po devoted his entire life to promoting art education in Taiwan. His descendants have
carried on this endeavor by continuing to compile his paintings and articles. This exhibition would
not have been complete without strong support and contribution of works from the Chen Cheng-
Po Cultural Foundation, which took this special occasion to donate two of Chen’s paintings, Masked
Nude Female and Red and White, to the Taipei Fine Arts Museum. We will cherish and steward these
invaluable cultural assets and continue to promote Chen's artistic achievement and noble causes
with researches, exhibitions and educational programs.

A debt of gratitude to Cultural Affairs Bureau of Chiayi City and many private collectors for generously
providing precious works and artifacts for the exhibition. Cordial thanks is also due to the Liang
Gallery, Christie (Hong Kong), Research Center for Conservation of Cultural Relics of National
Taiwan Normal University, Chengshiu Art Center and Lin Huan-Shen Conservation Studio for their
assistance in the conservation and contribution of works. On behalf of the Taipei Fine Arts Museum,
I extend my sincere gratitude to all who have made this exhibition possible.



B 8 O A i 2 iRV IR B i ER pk e R E &

HEE BAHUEWEABERE  FAREEA

il

fl

BRENRER  RRNRREGPRAMARR  MER KT, RIERRE - &
REENER  AIRHEBEEEREBSAFEREN—ERE - REMMHA (RIER
) XEHET —EFEMEENERLE  BHERE - AABBHE  BEEHERER
ATAMCHERENE  RREHERENTR  BRAMRNOHMELETZTNER -
MERAIREREEAMANTNER  BARA—E "R, NESRER - KRR
1N0ERBRELEZTEREIAEEE  RERTEHEERRE THNER  BWR
RENER  WEFETHRR  ZBAK  FER RERGRT —KBZ®  KRER
E2EEN "EBER, BUENEEEAEACKANEARE | RA - 1940FEKHNEUS
BLA#RE T BUB R SRKIERMES IR - BEtRENEE  EREERT  BRN'S
R RRBRAMELIER 2

FANERARRETENERLETHERENMARR  Hit  AXBFABEAEAL
B2 - tEEXAAEEENERR - ERNERR R - MUEMRSRERERFER
ERNENMESE  REREHRBRARREZMNSE - EMITHATAIENER
RRIERE R

1920FKEEEHR

BB R197EAILBEESRASMENEEEBMRE - HEMESRKEHERS
BB R BN 9214FK (LEIBREIEY ~ (A IK) (REMRAFLEER)S
MO FREBEEBRARE  BERERMLETER < 1924FEARRTEMER (HH
Rx)EEMENRECE  CENEEREHEFR | 19245F (LERKIR) L
BMEALE—BFREFIENER - MEA T EHEREREOLEN  GHEY
Gl BEBEENR  BABBERR—HHENE - AAZINBAERKFESE
B EHSESsNEE  ARNRAREBEERENTESENRE TR  WAIREERE
5% M1930FEFEMN (EAMB) RARECEREIESAMPER—EESIR -
Al SN RERRREAEEHRNMS 2K  WMBEERNERSE  ERLIRRFT
M — AR ESNEERER  MABMERED  EERBEERNTR -

REMEHE  EEURMEAR (ESEHN) (B1) ABINFHLE"HE, B
BEESHAHFEMARBLATENAXER - EHFRBCBIRR » FT=19274
MBATE CRIEER) X (BEaN) SHERENRER - BERSAUNFER (B2
B3) A REEEEENR—hEELRMAR  BEREAROINRER  FRNESE
8% FRANEEAY £ —RBERTEFANEK - B (ZHEN) EEAEN
BEBEFEINES  RREEREEZE ROWHEHEREGRAMIL)  HER
FifERzS  BEBEARARESRM  MEREHECHNER  BESEMMIEAET B4
BHOETF - ORKENEEZR

fig.l
(EZEH) 01926« HE -~ BF - BB

Outside of A Chiayi Street, Oil on canvas, No longer extant

i fig.2

CRERIEEY » 1927  hF « B AR
Temple of Wenling Goddess, Oil on canvas, 91 x 116,5cm,
Private Collection
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The real scenes and images Utopia in

Chen Cheng-po’s journey of life

Lin Yu-chun Associate Curator, Department of Acquisition, Taipei Fine Arts Museum

Curator of Journey through Jiangnan-A pivotal moment in Chen Cheng-po’s artistic quest

Preface

Chen Cheng-po was always zealous in exploring the unknown in life, and travel was the way he used
to open his eyes and to look for inspiration. It was also the approach he used in pursuit of his Utopia
of art. Tao Yuangming, a Chinese poet in the Eastern Jin dynasty (Sth century A.D.), once depicted an
ideal society he yearned for in his famous article The Peach Colony. Tao made up this fictitious village
where everyone was happy and isolated from the outside world to express discontent with the reality in a
troubled time, and to reflect how much people yearned for a peaceful life. If we look at Chen Cheng-po’s
journey in art creation and the content of his work, we might say that he was in pursuit of, or building, a
Peach Colony, the Chinese metaphor of Utopia. Chen experienced an artistic breakthrough after coming
back from Shanghai to Taiwan in 1930s when he rediscovered the beauty of his homeland. It was this
long journey to China and Japan that made him realize that the Utopia he had been looking for in his
painting could eventually lie in the landscape of his hometown! Unfortunately, his journey of life and
pursuit ended in the political turmoil of the 1940s, and the cruel reality somehow echoed that utopia is
an unreachable land after all. '

There has been extensive research on Chen'’s life, so | am not going to repeat that here. The aim of this
article is to rediscover the scene Chen witnessed by comparing Chen's sketches, street photos taken

at the time and other supporting paintings done by other artists of the same era, and then to further
analyze the image of Peach Colony Chen presented in his work.

Street of Chiayi in the 1920's

After graduating from the Faculty of Normal Education, Taiwan Governor-General's National Language
School, in 1917, Chen Cheng-po returned to his hometown Chiayi to teach. During this period of time,
he had repeatedly depicted the landmarks of Chiayi by using watercolor, such as Tropic of Cancer post
and lumber factory (See figures in Chronology of Chen Cheng-po folds) in 1921. His work at the time
was loosely structured without a clear focus. In 1924, Chen enrolled at the Normal Education Division
in Painting, Tokyo School of Fine Arts. From the earliest painting that still remained from this period
of time, Tropic of Cancer post (1924), we can see how the artist was retrained to have a different view,
and how he used fixed-position perspective to make the composition more focused and to create well-
proportionated scenery. One thing worth noticing is the array of trees that passed through the painting
from near to afar, from larger to smaller. These trees later on became a very important component in
Chen’s work in creating a dynamic. The beautiful array of trees that lay at the front of his work By the
Summer Lake, painted in 1930, is one such example. The use of trees appeared even more often in his
scenic work after his deliberating upon the concept of lines and movement during his stay in Shanghai.
He generously used the lush greens of bushes and leaves to create momentum in the landscape, and
sometimes used them as a symbol to convey his affection.

During his studies at Tokyo School of Fine Arts, Chen's work Outside Chiayi Street (fig. 1) was accepted
by the 7th Imperial Art Exhibition of Japan in 1926, making him the first Taiwanese western-style painter
with a modern education background whose work could be displayed at the exhibition. Although this
painting is nowhere to be found, there are other similar paintings that depict the same scene which still
survive, such as Temple of Wenling Goddess (1927) and Outside Chiayi Street (fig. 2, fig. 3). It shows that
Chen liked to experiment with the same scene repeatedly with different viewing distances, strokes or
hues to give each painting a different look. If we take a closer look at Outside Chiayi Street, the house
behind Wenling temple at the left hand side was actually where the painter used to live (the current
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Street Scene on a Summer Day, Qil on canvas,
79 x 98 cm, Collection of Taipei Fine Arts Museum
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A Scene from Feng-Yuan, Yeh Huo-cheng

Watercolor on Paper, 48 x 66¢cm, Collection of Taipei Fine
Arts Museum
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Chiayi Public Hall, Image Source: Chiayi Portrait, Vol. 4,
Published by Cultural Affairs Bureau, Chiayi City,

Photo Courtesy of Chiu Han-ni
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Chiayi Post office, Image Source: Archives of Cultural
Affairs Bureau, Chiayi City
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Chiayi Post office, Image Source: Archives of Cultural
Affairs Bureau, Chiayi City
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Postcard of Chiayi street scene, Image Source: Archives of
Cultural Affairs Bureau, Chiayi City
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Map of Chiayi City , Image Source: Taiwan Railway Travel
Guide, October, 301935
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location of which is near Langjing Street and Guohua Street intersection). It shows that
Chen not only painted his hometown in this series of work, but also his own home, a
place this devoted artiest always cared for no matter where he was.

After his graduation in 1927 from the Tokyo School of Fine Arts, Chen continued his
graduate education at the same school. In autumn the same year, his work of hometown
scenery, Street Scene on a Summer Day (fig. 4), was once again selected by the (8th)
Imperial Art Exhibition. The composition of this steady painting was somewhat relevant
to his series of works that depicted Japanese museums and the campus of the Tokyo
School of Fine Arts, but it was different from Nijubashi Bridge and Asakusa from afar, and
it was certainly very different from the modern street sketches by artists such as Yeh Huo-
Cheng, Guo Bo-Chuang and other artists of the same era (fig. 5). The painting might look
plain at first glance, but it is not hard to find its abundant cultural insight once compared
with photos of the actual street view of Chiayi in the 20s.

So where exactly was Street Scene on a Summer Day located? Comparing the painting
with photos and maps of Chiayi fountain's surroundings in the 20s (fig. 6-10), it is not
hard to find that Chen was depicting Chiayi street center, the heart of the city’s municipal
development. If we put ourselves in the middle of the fountain and look around, we
would see many elegant buildings, such as a post office, hotels, banks and theaters. There
were also Chiayi Public Hall, hospitals, markets and other public facilities a few blocks
away. Chiayi fountain and its surrounding area was not only bustling and flourishing, but
also its beauty made it a photographic hotspot for travelers. The sparkling energy of this
emerging city naturally drew the attention of sensitive artists. | think Chen might have
stood at the place near today’s Guohua Street and Chungshan Road intersection at the
time. Standing here and looking right, there was the beautiful roof of Chiayi Hotel and
the unique iron pole from the old Chiayi Post Office. Looking left, there was Chiayi Public
Hall, the building of which was begun in 1920 and completed in 1923. (fig. 6) There were
spacious grounds and three roundabouts of greens lying in the front. This area was a
sacred place for people to participate in public affairs; it was also the place for modern
Chiayi citizens to get together to have a good time. The atmosphere of modern urban life
surrounding Chiayi Street Center became a good source of Chen'’s inspiration; it was also
the subject for Chen to depict the wonderland of his heart.

If we once again look at the Street of Chiayi series Chen painted before leaving graduate
school, most of the scenes he chose in the 1910s and the early 1920s were located in the
suburbs of Chiayi, such as the timber yard and the Tropic of Cancer stele. He painted the
street of Chiayi in 1926 (fig. 1, now located at the end of Guohua street and Chueiyang
Road), but it was not until 1927 that he was confident enough to depict the area around
Chiayi Public Hall to complete Street Scene on a Summer Day, now located near Guohua
Street and Chungshan Road intersection. The scene he chose started from the suburbs
of Chiayi and gradually came inward to the hub of civilization. If we compare Street Scene
on a Summer Day with photos taken at the time, we would find that the horizon covered
by the painting was wider than what could actually be seen with our naked eye. It is more
like the seamless scenes taken by a fisheye lens panning left to right. He also compressed
the vertical distance of the actual scene to include more street blocks so that more natural
beauty and civilization can be shown. There are figures standing in the center of the
painting to attract the viewer’s attention, and exquisite smaller ones scattered everywhere
like glittering elves, working hard to show you the prosperity of modern life.

Did Chen's path cross again with Chiayi Public Hall in 1927? If we look at 1927 in the
recorded chronology, we would find that Chen'’s life was indeed closely related to the
Public Hall this year. On March 11, one of his paintings was selected by the 8th Central
Art Exhibition, the name of which was Chiayi Public Hall. In summer the same year, he
held a solo exhibition that displayed 61 paintings at a museum from June 27th to 30th
and Chiayi Public Hall from July 8th to 10th. In December, he and Lin Yu-Shan held a
joint exhibition of calligraphy and paintings at the Entertainment Department of Chiayi
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Taihu Lake Villa, Oil on canvas, 91.5 x 117 cm
Private collection
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Wuli Lake, Qil on canvas, 91 x 116.5 ¢m

Private collection
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Council Hall. Therefore, it can be inferred that Chen chose Chiayi street center as the scene for Summer
atmosphere on the Street (the old name for Street Scene on a Summer Day) and submitted this winning
work to Japan for the 8th Imperial Art Exhibition in October. The painting became a milestone in Chen's
adventure of art. It was like a beautiful cross between reality and his Utopia of Peach Colony.

Journey through Jiangnan

Taiwanese intellectuals under Japanese rule longed for China, especially intellectuals like Chen Cheng-
Po and Liu Jin-Tang who were born in the generation of 1895. Although they gained new knowledge
from the modern Japanese education system, some rooted ideology and customs were still inherited
from Chinese culture and tradition. The advantage they had compared to their Japanese counterparts
was that they were able to dig into the treasure of Chinese culture and put it to use. The essence of
an ancient civilization they inherited, nurtured by modern western culture, had injected an energy that
made their work even more intriguing and powerful.

In the summer of 1928, Chen Cheng-Po went to Shanghai and Hangzhou for the first time and started
to participate in exhibitions in Taiwan and other places by submitting paintings of Chinese scenery.
His work Echo in the Valley and Qiantang River were selected for the Fujian Art Exhibition in 1928. Two
months later, West Lake, Scenery in Hangzhou and Self-Portrait were chosen to be exhibited at Tokyo
Hongou Art Exhibition. At the time when Chen completed his graduate studies at the Tokyo School of
Fine Arts in 1929, there was no suitable opening in Taiwan, so he accepted an invitation from Wang
Ji-Yuan to go to Shanghai where he continued his pursuit of his Utopia. Chen taught mainly at the
private Xinhua University of Fine Arts, a new school founded in 1926, and served as a guest lecturer at
Changming Art School. The growing number of art schools and the zeal people had for art at the time
made Shanghai appear to be a land of opportunities, but it was in fact pretty rough under the surface.
On top of the political and economic turmoil at the time, artists were jostling fiercely to secure their
sphere of influence . Chen, as an outsider, still managed to achieve a high degree of success in this
foreign land. He must have seized some great opportunities and demonstrated tremendous strength
and strong command of art to be able to enjoy this glory. Many of his correspondence with active
master artists in Shanghai at the time and paintings he received from them were preserved by Chen's
family, which could serve as evidence of his strong connections (Relevant materials were displayed in
the exhibition Journey through Jiangnan. See also Appendix 1, p. 234-235).

In April 1929, not long after his arrival in Shanghai, Chen was invited to serve as a juror and participating
artist at the 1st National Art Exhibition. One work he submitted to this exhibition was Stream (p. 78),
in which the composition and the expression of deadwood were likened to that of the River and River
Banks by Ni Zan of the Yuan Dynasty, giving it the charm of an ancient Chinese style. He submitted
another work, Soochow (p. 70), to this exhibition, which showed a different kind of gentle tenderness
charm of a water city. We can see that he was then familiar with using multiple perspective composition,
a technique inspired by historic Chinese painters. It enabled him to create better depth and airflow in
his work.

Let’s go back to the watercolor work Chen created before going to Japan for a moment. No matter
whether it was a timber factory or the stele of Tropic of Cancer, Chen simply recorded faithfully what was
witnessed by the naked eye. He used linear or parallel sectioned composition to depict front and close-
range view of an object, which makes these works less interesting. This liner and parallel composition
could still be seen on his work after 1926, but Chen clearly had a major breakthrough evidenced by Street
of Chiayi, the painting that was first selected for the Imperial Art Exhibition. We can see how he applied
fixed-point perspective while trying to maintain the balance and rhythm of the painting. His time in
Shanghai allowed him to experience cultural shock, to be inspired by ancient Chinese paintings as well
as to meet many creative artists and Chinese artists coming back from overseas. Everyone at the time
was trying to find the kind of cultural essence that could make them proud and was strong enough to
rival western influence, and Chen was no exception. As a western artist skilled at Chinese calligraphy,
Chen was also thinking about the possibility of finding new ways of art through this ancient eastern
civilization (China). He found that the simple but meaningful way of expression used by painters like Ni
Zan and Badashanren could be a precious source of inspiration to explore the horizon of his creation.
After 1929, Chen’s idea of composition changed. His work was no longer as steady and neat as before,
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and winding lines started to appear. There were more paintings composed from a bird’s eye view that
looked down from high and afar. There was also an unusual space composed of a Z shape, and an
intriguing disproportion that somehow reflected his meandering state of mind. The influence from
ancient Chinese paintings could be seen on much of his work, such as Stream, Soochow, Taihu Lake
Villa (fig. 11) and Wuli Lake (fig. 12). A line from Tao Yuangming's Peach Colony might be best to describe
Chen’s state of mind in this period of time: “Along the stream | walked and lost my sense of distance.
All of a sudden, a peach blossom forest appeared right in front of me...."”

During his stay in China, Chen not only worked hard to blend in with the circle of local artists, but he
also actively participated in artistic events in both Japan and Taiwan. His work Early Spring and Spring
at West Lake were selected for the Japanese Imperial Art Exhibitions of 1929 and 1934, and both of
these happened to be paintings of West Lake in China. In addition, Chen had continuously submitted
his paintings of Chinese scenery to official Taiwanese exhibitions from 1928 to 1933, such as West Lake
Canal in 1928, Temple in front of Putuo Mountain and Snow and Bridge Remains at the West Lake in
1929 (it was actually the same painting as Stream; the title was changed in October to participate in the
Taiwanese exhibition), Hugiu mountain in Soochow and Beach at Putuo Mountain in 1930, Ke Park in
Soochow in 1931, and Spring at West Lake in 1933. All of these were landscapes in south of Yangzi River.

If we look at the titles of all the submitted work during this period time, we find that West Lake, a place
long favored by Chinese intellectuals, was a very important scenic spot for Chen. Its significance shows
when Chen faced a scene of bridge remains (p. 80) and continuously worked round this subject, to find
the best interpretation. If we ask the question which scenery south of the Yangzi River was the Peach
Blossom Spring Chen created during his stay in Shanghai, the answer would definitely be West Lake.

Lastly, | will touch on the subject of “strokes”, an expression that is extraordinarily unique in Chinese
culture. During his studies in Japan, Chen liked to use thick brush strokes; the short, heavy kind of
strokes that radiated or piled up in a spiral. However, Chen started to produce pliable lines as if they
were drawn with a Chinese writing brush. | am not sure if he had ever used a Chinese writing brush for
his oil painting, but clearly his focus of brush strokes shifted to soft, winding and flexible lines. In this
phase, Chen produced curves whenever it was possible, including in some of his paintings depicting
close-range views of Shanghai beach (fig. 13). The style is self-explanatory once we compare the painting
with a photo of the actual scene (fig. 14). In paintings that depicted the scene of wartime Shanghai
under fierce attack from Japan (p. 102-106), the lines became twisted and even bolder, which can always
convey the heaviness to their viewers.

Despite bathing in the ancient civilization, Chen had to face the tension between China and Japan in
the real world after January 28 incident in Shanghai, 1932. He even received a threat to his life because
of his identity. His artworks about Shanghai in those two years were mainly depicted in bold, inky lines.
Under the shadow of war, where could the Peach Colony be? His group portraits, My Family (p. 214),
might provide an answer to this question, but his Peach Colony of art, which he worked so hard to find
in the 30s, faded away in the flames of war. Just as described at the end of Peach Colony, “I lost my way
to get back”, Chen went back to Taiwan in 1933.

Going home

Chen Cheng-Po was a very important painter in the history of Taiwanese art. He was passionate, positive
and daring to try, and these traits enabled him to break through his own bottleneck and to overcome
obstacles coming from the outside world, eventually creating an art career of his own. Both his life and
his development in art could be deemed to be his path in search for his Peach Colony, an ideal society
and a wonderland that may never be reached but one definitely worth pursuing.

Chen lived the life of a professional painter after returning to Taiwan 1933. It meant that he had to make
a living by selling his paintings. He travelled a lot and had limited time for his family, and once again
his artworks were the surrounding landscapes of Taiwan. Chiayi at the time was focusing on developing
the city into the “Park of Taiwan”, which once again served as a good source of inspiration for Chen
Cheng-Po. According to his family, Chen took Chiayi fountain as the center and produced four paintings
depicting landscapes facing the directions of east, west, north and south. These four paintings were
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Chen’s Street of Chiayi series of the 30s. The Chiayi Park series of the 30s was another highlight of

his creations. Chen also felt strongly for scenery in Danshui in north of Taiwan, and the campus view
in south of Taiwan. He produced many paintings with the scene of Danshui as a subject, which he
described as “exceptionally pretty”. The winding landscapes and rhythm displayed in this series of works
also convey a strong historical sense (See Appendix 2, p. 236-241, for the above-mentioned figures).
Whether in Shanghai or in Taiwan, Chen had been very observant of the surrounding environment, and
this can be proved by the sketchbook Chen’s family provided in which he did a lot of practice sketches
of street views. We can clearly see the trajectory of his creation by comparing his paintings and photos
of actual scenes (See Appendix 2, p. 236-241). Interestingly enough, if we look at Temple of Wenling
Coddess painted in 1927 (fig. 2), we can tell that the artist was looking at his own home from the road
next to the temple. But in his work Early Autumn (fig. 15) painted in 1942, he was looking at Temple of
Wenling Goddess from his own balcony. The shift of perspective also reflected the fact that home was
where he started his journey of art, and it was also the hub he stayed in to look around the world. His
affection for family reached an even higher level in his last work, Snowcap of Jade Mountain (fig. 16),
where he made the highest mountain in Taiwan voice his unspoken love and ambition.

Conclusion

Chen’s persistent artistic creation enabled him to build different images of Peach Colony at different
stages of life. During his studies in Tokyo, he presented a beautiful sanctuary of knowledge and a
hometown of modern development in his works Tokyo School of Fine Art Campus, Fine Arts Museum in
Tokyo and Chiayi Street View (p. 112-124). When teaching in Shanghai, he created a modern version of
Peach Colony by painting West Lake, Tai Lake and other scenery of historical significance (p. 67-89). After
returning to Taiwan in 1933, he worked as a devoted painter who carefully depicted the landscapes of a
lively Taiwan (p. 125).

What remained unchanged was Chen’s affectionate personality and his love for what was happening
around him. He put in the things he liked or was familiar with repeatedly, so we keep seeing wire poles,
figures with umbrellas, pedestrians showing their backsides, little dog and flocks of chickens showing
up in different orders in different phases of his work. Its down-to-earth temperament and warmth always
touches the heart of viewers.

To summarize my observation, | think Chen’s Peach Colony was not a land beyond our reach, but a
wonderland where people can live and have fun, a place you can find the liveliness of daily lives. More
importantly, the picture conveyed the simple happiness Chen pursued for, and that is the secret why his
works can be so moving.

(This article is a revision of my paper ‘The real scenes and images Utopia in Chen Cheng-Po's journey of life', which was published at the seminar Archive,
Visualization, New Vision ~ Exhibition and Seminar of Chen Cheng-Po, held by Cultural Affairs Bureau of Chiayi City on Oct 13, 2011)

Footnotes:

1. The Englishman Sir Thomas More made up a fictional island in the Atlantic Ocean for his book Utopia. It was a country of ideal society, politics and legal
system. The pronunciation of utopia in Greek was ambiguous between the word of “good place” and “no place”. The word is composed of ou (“not”)
and topos (“place”) and means “no place”, but it's the pronunciation is the same as the word combined with eu (“good”) and topos, (“place"), means
“good place”. This is also implying that “no place” is the real “good place”.

This description is excerpted from http://zh.wikipedia.org/wiki/%E7%83%8F %E6%89%98%EI%R2%A6.

2. Chronolegy could also refer to: Chronology of Taiwanese History of Modern Art. Edited by Yen Chuan-ying. Published in Taipei in 1998 by Hsiung Shih Art
Books Co. Ltd. Chronology made by Li Su-chu on Chen Cheng-Po Cultural Foundation’s website.

3. Introduction of Shanghai artistic environment could refer to Chronology of Chinese History of Modern Art. Edited by Tsurata Takeryo. Printed in Osaka in
1997 by Kuboso Memorial Museum of Art, lzumi.



