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Instead of the Globe, it would be a much more inter-
esting perspective to dive into the representations 
that the Critical Zone can o er. If Earth were an 
orange, the Critical Zone (CZ) would be its skin. It is a 
thin layer where water, soil, rocks, plants and animals  
interact to create the necessary conditions for life. 
This space is extremely thin, roughly three kilometers 
above our heads and three under our feet, which is 
small compared to the Earth’s 12,700 kilometer diam-
eter. And yet it is within this envelope of rock, water, 
air, flora and fauna that life takes place. (Latour 2020) 

The Critical Zone (CZ) is not studied at the scale of 
the full Globe, like Earth System Science models 
propose. Rather, it is studied through a set of delimited 
observatories where scientists from di erent disci-
plinary backgrounds try to understand better how 
various processes interact with one another. Because 
the CZ is variable and heterogenous, scientists try to 
compare phenomena from one observatory to the 
next, trying to build, piece by piece, a better under-
standing of this thin envelope within which all 
life-forms that we know reside.
As Jérome Gaillardet would say, to understand how 
the CZ functions at the scale of the planet, it would be 
necessary to have as many observatories as we have 
instruments in an emergency room in a  hospital. 
Clearly, the earth is far from benefiting from such a 
network of instruments, but there is an important 
observatory located in Taiwan, in the Taroko Gorges, 
that could be used as a perfect example. 

The artist Yuhsin Su was able to follow two groups of 
scientists in Taroko at a site which was selected 
because the geological dynamics are particularly 
active there. Her work starts to investigate the posi-
tion of the observer and of their instruments inside 
these open air observatories, with what she calls a 
view from “within”. The artists draws on two di erent 

methodologies to explore connections between an 
observer and their “object” of study, those of Euler and 
Lagrange. These two 18th century mathematicians 
defined di erent “frames of reference” which are still 
used today by critical zone scientists to conduct their 
observations. In an Eulerian frame of reference, the posi-
tion of the observer is fixed in space, which allows to see 
what happens from one perspective, whereas in a 
Lagrangian framework, the observer moves with their 
object and is, therefore, relative (Rapp, 265) .  As the 
scientist Niels Hovius points out, researchers may 
choose a Lagrangian perspective to follow mass, energy 
or information on its path through the critical zone and to 
study the causes and mechanisms of their changes.The 
structure of Yuhsin Su’s video switches between the 
Eulerian and Lagrangian frames of reference, alternating 
images coming from a fixed view point (coming from a 
Go-Pro fixed under the water of the river, and footage 
from a camera placed on a hydrometric station near the 
river bank) with images taken from a moving point of 
view (drone imagery, hand held camera). The video 
installation, with its sensory style, bypasses a stable 
“subject / object relationship” thanks to an immersive set 
up. The tilted screens laid out around the visitors does 
not leave them “in front” of the work but “encapsulates” 
them within it. This echoes to the position of the observer 
inside the Critical Zones who is always “within” this skin 
of the Earth, within the flesh of the world. 

Text:Taipei Biennial 2020 Co-curator Martin Guinard, Eva Lin
and Bruno Latour

 

Rapp, Bastian E. 2017. “Chapter 10 - Conservation of Mass: The 
Continuity Equation.” In Microfluidics: Modelling, Mechanics 
and Mathematics, 265-277. N.p.: Elsvier. https://www.sci-
encedirect.com/topics/engineering/eulerian-frame.
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The exhibition “Another Order of Time” is a progress 
in display of the artist, Su Yuhsin’s two ongoing re-
search projects “water sleep” and expanded cine-
ma installation “もり 
thinking works and arguments on ecology, human 
and technology. It discusses techno animism within 
Japan’s cultural environment- which often animate 
objects or non human actors with metaphorical or 
anthropomorphic narratives (legends, stories, ani-

-
proaches and relationships from Latour’s Actor-Net-
work Theory (ANT).

Su uses expanded cinema format as her research dis-
play while applying media archaeology to explore her 
research on the perspective, presentation and record-
ing methods of objects. Her investigation and inter-
pretation of predecessors’ information and data lead 
to the finding of political choices, and how these po-
litical agenda is shaped by the value of the zeitgeist, 
information and profits.

<water sleep> starts with an english word play of 
“God’s eye view”, meaning that under the current de-
velopment of map and satellite technology, the hu-
man’s perspective are not just meaning our vision, but 
also our technological enabled vision - the bird’s eye 
view, or how we can perform Real Time mobile-vision 
with high mobility at any scale as we please. In this 
work, Su recorded how human imagined God’s eye 
view (God’s view experience) and the Google Earth 
’s “objective perspective”yet developed for military 

forming an objective perspective which somewhat 
inaccurate, however, with the artist’s subtitle, it also 
reveals how human forming a erosive yet covering 
repetition with nature in the name of worship, inter-
vention and overcome nature.

<Junín Collection>  through examining signs of hu-
man activities and the reactions of resultant in wa-
ter with collected water sample, water quality tests, 
while man-made water quality standard: molecules 

naming, coordinates, locations, and digitalized natural 
landscapes…etc, to look into how these data presents 
complex interests and political consultation between 
species and human. The artist uses mapping as a com-
parative method of viewing, within the concentrated 
timeframe, the audience obtains the omniscient abil-
ity in the interpretation logic constructed by the artist 
through the act of seeing.

The <Mori> project has three chapters, ”Shou (to pro-
tect the village)”, “Sen (forrest and spirituality) “ and 
“Du (forrest and spirituality)”, on the three spiritual 
elements of the Japanese forrest beliefs. The three 

-
nounced as “Mori.”  The exhibition presents the second 
chapter “Sen”. It shows the relationship between the 
Japanese natural gods and its relationship between its 
culture and nature, and how people apply such rela-
tionships to rationalize their behavior towards nature.

Chojagamori is an expanded cinema installation on the 
critic of techno animism, inspired from artist’s filed re-
search in Chojagamori (from its Kanji it reads as the se-
nior’s forrest) where she learnt from their conversation 
with onsite researchers that they would remove other 
species of plants of the research area. The installation 
uses many graphics that overlook the forrest, and shift-
ing from the center to peripheral sides, on the map, it 
also shows how this “forrest” is most composed by 
Japanese species (JAPONICA), which it shows how 
Shinto later being used to serve politic purposes and 
a strong connection with nationalism, racism is built 
upon artificial manipulation of ideology.
 
“Tight interconnections between putatively Shinto-in-
spired conceptions of nature and fascist state ideology 
or, as Golley says (2008: 8), ‘the problems of nation-
alism, imperialism, ethnic and racial oppression’, has 
cast a long shadow over Shinto.”
– Grolley “When our eyes no longer see: Realism, Sci-
ence, and Ecology in Japanese Literary Modernism”

Text : LEE Yen-Yi, Taipei

WATER SLEEP, 2018 
single channel video, color, sound, 8”54
https://vimeo.com/277342177/d1c2ad5ac1



Junin Collection,  2018
Pixelglass
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Another Order of Time — SU Yu Hsin 2019 Solo Exhibition  Installation View



WATER SLEEP, 2018 
single channel video, color, sound, 8”54
https://vimeo.com/277342177/d1c2ad5ac1
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もり Mori Research Documents, 2019 

Mori

Inspired by French philosopher Félix Guattari‘s book The 
Three Ecologies (1989), Su Yu Hsin‘s three-part video Mori 
(2020) investigates how nature, communities, and 
individuals mutually influence each other.

The first chapter, "Shou (to protect)," focuses on the 
annual controlled burnings at Akiyoshidai Plateau in 
southwest Japan. The practice, once to improve the soil for 
stock farming, is now a tourist attraction and a part of the 
local community‘s heritage , its initial purpose no longer 
important. Billowing smoke fills the frame as visitors 
observe the ritual at the Plateau, which is eventually 
reduced to a sootcovered field. In voiceover, Su muses on 
how humans, in order to assert some form of control over 
nature, project narratives onto landscapes, which morph 
alongside our shifting beliefs and customs.

Buyō dancer Jukanfuku Hanayagi narrates the second, 
monochromatic chapter, "Sen (forest)," which comprises
close-ups of a majestic oak. Hanayagi reconts how the 
thousand- year-old tree previously grew in a Shinto shrine, 
but was removed after it fell during a typhoon. Hanayagi 
now maintains the oak tree as a symbol of respect for 
nature ; it is the focal point of her studio where the stage is 
built around it.

In the finale, "Du (spirit)," Su treks through Ise Grand 
Shrine’s forest, where lumber is sourced for the rebuilding 
of the shrine every 20 years in accordance to Shikinen 
Sengu ceremonies, whuch replicate nature’s cycle of death 
and renewal, and ensure that traditional craftmanship is 
passed down the geneations. Sequences of the forest 
filtering sunrays seemingly highlight Kami, spirits believed 
to inhabit all things.

Though Mori presents rituals and folklores as rationaliza-
tions for the extraction of natural resourcesm it equally 
conveys the admiration that humans have for nature — a 
sentiment that has become ingrained in our cultural identi-
ties. 

Text: Lauren Long
ArtAsiaPacific Magazine Nov/Dec 2020



Chojagamori, 2019
multimedia installation
dimension variable

もり Mori Chapter II, 2019
single channel video, color, sound, 6”32
https://vimeo.com/351811647/f77bb8fdd8



もり Mori, 2020
video installation,
27”23’
HD color, sound, 
In collaboration with YunFang Tseng and Rain Wu
https://vimeo.com/388244018/15bd56147f



Akaike River under Xizang Road
Text: SU Yu Hsin

IMAGINE

Imagine you are on a motorcycle riding above an 
invisible river under the asphalt. The skin on your 
hand senses the humidity in the air, and you smell 
the cinematic wetness and look at the clouds. You 
keep riding on Xizang Road, wondering if you for-
got your raincoat in the bathroom. You move to the 
left to keep a safe distance from the bus. »A Pure 
Person« from Hou Hsiao-hsien’s movie Millenni-
um Mambo  is your favorite riding song. Especially 
during the summer, at night when there’s not much 
tra�c. You start at the beginning of Akaike river, 
the intersection of Heping West Road and Sanyu-
an Street. The red light stops you for a while, and 
you fix your eye on the mist from Taipei Soy Milk 
King that is beginning to blanket the street. Then 
you continue to ride along Xizang Road, passing by 
the construction site of the new metro line. This re-
minds you that there is going to be a metro station 
called  Jiala . This is the Ketagalan word for swamp. 
People used to plant jasmine in this area and blend 
the flower with tea. You always try to hold your 
breath when you drive by Huannan Market. Until 
you ride on Wanban bridge and leave Shuangyuan 
Pumping Station behind, the only open part of the 
river end. You take a deep breath and embrace the 
looming sky of Taipei city.

On the journey to find traces of Akaike river, which 
is now under Xizang Road in Taipei city, I encounter 
»Taipei, Water City,« an essay by Taiwanese writ-
er Shu Kuo-chih. He recalls those misty dawns in 
Taipei basin and describes this area as a container 
with a seamless flow of water and light. The city’s 
rivers and canals have been covered by roads for 
sixty years already. The twists and turns of lanes 
and alleys in Taipei mark the former routes of the 
waterways. Today, a stream of tra�c divides the 
water from light.

MAPS

The first image  of Akaike river appeared  in the 
seventeenth century,  on a Dutch map. It is a river 
without a name that crosses between the Revri-
jcq and the Rieuwwerowar Pingpu people.
Japanese painter Shiro Okubo’s  Taipei/Taihoku 
City Planning Map  (1935) is a bird’s-eye view of 
Taipei.
The year before the end of WWII, the American 
Army 14th Air Force 18th Photographic Recon-
naissance Squadron took an aerial photograph of 
Taipei: Taihoku Aerial Map  (1944) was the first  
aerial photograph of the river.

Maps are controlled by nation-states: who cre-
ates them, what they will look like, how they will 
be read, and how they will be shared. These three 
maps represent the colonial history of Taiwan.  
Finding the imprint of Akaike river in historical 
maps brings us to the process of decolonizing 
the gaze of maps and turns the focus toward evi-
dence of objective portraits of the landscape.
In 1945, the government of the Republic of Chi-
na drained Akaike river and changed its name to 
Drain No.3. To improve the cityscape and trans-
portation of Taipei, the city government built 
Xizhang Road along Drain No.3. Later, between 
1976 and 1979, the city government covered 
Drain No.3 to broaden Xizhang Road.
Today, we are riding above the river.

MEDIA ARCHAEOLOGY

With Akaike river as the reference point, three 
maps are studied using the reverse engineering 
method of media archaeology in order to trace 
past articulations from aerial maps. Media ar-
chaeology is a way of stepping outside a mere 
human perspective and into the epistemology 
of registering the world outside human-centered 
sensory perception.1 With the help of Geograph-
ical Information Systems (GIS) it is possible to 

1 Wolfgang Ernst,  Digital Memory and the Archive,  ed. and with an introduction by Jussi Parikka, (Minneapolis/London: University of Minne-
sota Press, 2013), 55.
2 Denis Wood,  Rethinking the power of maps (  New York: Guilford, 2010):  111 
3 Donna Haraway, »Situated knowledges: The science question in feminism and the privilege of partial perspectives,«  Feminist Studies 14 
(1988): 575–99. 
4 Linda Quiquivix, »Art of War, Art of Resistance: Palestinian Counter-Cartography on Google Earth,
« Annals of the Association of American Geographers  104, no. 3 (2014): 444–459.

water sleep II Akaike river under Xizang Road, 2019
single channel video, color, sound, 10”24
https://vimeo.com/376452964/b88191ebc6



overlap, locate, orient, and scale these maps geo-
graphically on Google Earth, reading the past and 
present of Akaike river. The aim is to expose the 
function of technical images within these maps 
as surfaces for action that implement control. 
Google Earth in particular has military applica-
tions and »merely hints at the insane apparatus 
of surveillance and control that the o�cial world 
of maps and map-making has mutated into.«2 
Feminist scholarship on technology and vision 
has similarly intervened into the type of positiv-
ist consciousness that such a »view from above« 
might produce in our understandings of the world 
we inhabit. This work often builds on Donna Har-
away’s critique of the »god trick,«3 which pro-
motes a master subject that relates to the world 
as if it were an object for domination and control.   
Without a doubt, Google Earth exemplifies this 
»view from nowhere.«4

These perspectival images carry the ›imprinting‹ 
of traces of a changing landscape. The job of the 
photo-interpreter is to ›read‹ as many details as 
possible within that frame and try and reconstruct 
the history behind it, making sense of images by 
constantly isolating and merging time phases, 
the relative and (ideally) absolute chronology 
of the depicted objects, as with a non-destruc-
tive archaeological excavation.5 Google Earth 
provides a three-dimensional environment to 
expand the possibility of reading maps from 
di�erent perspectives and layers. The ability to 
›layer‹ data onto imagery is the software’s most 
dynamic feature because Google retains no con-
trol over the content of a layer.6 Bird’s-eye – and 
God’s-eye – view maps are more than just a sign 
system that reflects reality; they make possible 
the manipulation of reality through the manipu-
lation of signs. I have undertaken an overlapping 
reconstruction within Google Earth to decode the 
ideological function of these maps.

GOD TRICK

In  Taipei/Taihoku City Planning Map with Bird’s-
Eye View  (Fig.1), the viewer can read its repre-
sentation of the colonial capital. In the 1930s, 
researchers find the emergence of a type of co-
lonial mapmaking that verges even more toward 
the Japanese pictorial: These are the panoram-
ic, landscape, ›Bird’s-eye maps‹ ( chōkanzu/
niaokantu) of the island.7  Taipei/Taihoku City 
Planning Map with Bird’s-eye View  prefaces the 
1935 Taiwan Exposition, which was part of the 
celebration of the fortieth anniversary of the is-
land as a colony.8 Views of the entire island are 
almost always from the west side looking east, 
just as in earlier Chinese landscape maps, but 
the new technology invites views from ›twenty 
thousand feet‹ so that the east side of the island 
is also partly visible. The gaze here is from the 
southwest of the city, looking north down the 
Tamsui River. This perspective foregrounds the 
newer, Japanese sections of the city in favor of 
the older Chinese sections. It also o�ers a view 
out to sea where, through artistic license of both 
distance and direction, Japan, with emblematic 
Mount Fuji, looms, along with a necklace of oth-
er colonies (Korea and Manchukuo) and coastal 
temptations (Shanghai, Fuzhou, Xiamen, Shan-
tou, Hong Kong, and Guangzhou). Needless to 
say, the view is one of both colonial acquisition 
and desire.9

The aerial viewpoint contributes to an illusion of 
power and knowledge. The maps are no doubt 
derivative of aerial photography of the time, 
yielding horizons and perspectives not found in 
early Japanese and Chinese maps. In this case, 
the new technology is enhanced by the old as the 
paintings increase the depth of field and the width 
of the lens, creating »encompassability, partial 
exaggeration, and density of composition.«10 The 
horizon line was an extremely important naviga-
tional element. It defined the limits of commu-
nication and understanding. Beyond the horizon, 

5 Gianluca Cantoro, »Aerial Reconnaissance in Archaeology – from Archives to Digital Photogrammetry,« in  Best Practices of GeoInfor-
matic Technologies for the Mapping of Archaeolandscapes , ed. Apostolos Sarris (OXFORD: Archaeopress, 2015), 103.
6 The layers are created through Keyhole Markup Language (KML), or the »HTML of geography.« KML is an XML-based notation for 
expressing and displaying geographic information and has evolved into an international standard for describing any geographic content 
online. It has been adopted by other virtual Earth browsers, such as Microsoft Virtual Earth and NASA’s WorldWind as well as Photoshop 
and AutoCAD.

Fig.1:  Taipei/Taihoku City Planning Map with Bird’s-eye View  (1935), Taipei City Archives

Fig.2:  water sleep II Akaike River under Xizang Road, Filmstill

7 The term  chōmoku/niaomu, which translates as »bird-eye,« is not the standard term for »bird’s-eye view« (c  hōkan) that will 
be used later. A collection of these maps is reproduced in  Taiwan niaokan tu,  ed. Zhuang Yongming (Taipei: Yuanliu chuban 
gongsi, 1996).
8 Joseph R. Allen, »Mapping Taipei: Ideology and Representation,«  Studies on Asia, 78.
9 Ibid.
10 Edward S. Casey describes similar Japanese maps from the pre-Meiji period as  Ukiyoe  maps, which »were at once carto-
graphic and painterly, equally and fully both«. He goes on to describe the power of these maps in terms of their »depth, encom-
passability, partial exaggeration, and density of composition,« all qualities that were displayed in the later Taiwan maps. We can 
thus read these maps as more »traditionally« Japanese and pre-European.



there was only muteness and silence. Within it, 
things could be made visible. But it could also be 
used for determining one’s own location and re-
lation to one’s surroundings, destinations, or am-
bitions.11 The horizon becomes the gate through 
which the viewer can enter the spatiotemporal 
situation of the original map (Fig.2).

All images have a level of intrinsic bias, the 
knowledge of which should form part of the in-
terpretation. Aerial archaeology draws mainly on 
two di�erent types of aerial photograph: oblique 
and vertical. The first type, the most common for 
archaeological aerial reconnaissance since the 
1930s, is generally taken with hand-held cameras 
and has a kind of observer-directed ratio. The lat-
ter type, with a longer tradition, is generally taken 
with automated cameras fixed in position within 
the aircraft, the lens pointing straight down at the 
ground.12  The horizon appears in oblique rather 
than vertical aerial photographs. Obliques have 
an element of bias: the photographer’s decisions 
or the pilot’s ability to navigate the aeroplane ac-
cording to the photographer’s needs, or, in the 
context of Japanese maps, the painter’s repre-
sentation of the colonial gaze. Verticals are also 
the result of a selective process but they respond 
to di�erent goals13.

REVERSE WAR EYE

Aviation began its military history shortly before 
WWI. Early attempts at a systematic use of ae-
rial photography in archaeology are defined as 
means to achieve an ›objective portrait of the 
landscape‹14. However, the main driving force for 
collecting aerial images was intelligence. In  Tai-
hoku Aerial Map,  we can read how intelligence 

operations address photographs at the indexical 
level. Barracks, schools, industrial plants, bridg-
es, and prisons were mapped from a photograph. 
Allan Sekula, in his essay on Edward Steichen’s 
work in WWI as the commander of American 
aerial reconnaissance operations in France, reads 
these photographs as instrumental images. He 
insists that we attend to the ways in which »their 
meaning relates to the ways they have been 
used.«15 These are images, he says, designed to 
make things happen, to record and display a situ-
ation so as to intervene in it. Sekula writes:

»Few photographs, except perhaps medical ones, 
were as apparently free from ›higher‹ meaning in 
their common usage. They seem to have been 
devoid of any rhetorical structure. But this pov-
erty of meaning was conditional rather than im-
manent. Within the context of intelligence opera-
tions the only ›rational‹ questions were those that 
addressed the photograph at the indexical level, 
such as: ›Is that a machine gun or a stump?‹ In 
other words, the act of interpretation demanded 
that the photograph be treated as an ensemble 
of ›univalent,‹ or indexical, signs, signs that could 
only carry one meaning, that could point to only 
one object. E�ciency demanded this illusory cer-
tainty.... A terrain was reduced to a set of coded 
topographic features, ›grounded‹ by the digital 
logic of the grid. With the development of cam-
ouflage, a low-level language game evolved in 
which the indexical status of the sign was thrown 
into question, thereby inflating the suspicions of 
the photo-interpreter.«16

Sekula describes the interpretive grid that was 
placed over the aerial images, translating them 
into operationally e�ective documents, guides for 
the destruction of the enemy. The grid includes 

11 Hito Steyerl, »In Free Fall: A Thought Experiment on Vertical Perspective«,  E-flux Journal  24 (2011): https://www.e-flux.com/jour-
nal/24/67860/in-free-fall-a-thought-experiment-on-vertical-perspective/ accessed  05 June 2019.
12 Gianluca Cantoro, »Aerial Reconnaissance in Archaeology – from Archives to Digital Photogrammetry,« in  Best Practices of GeoInfor-
matic Technologies for the Mapping of Archaeolandscapes , ed. Apostolos Sarris (OXFORD: Archaeopress, 2015), 103.
13    Brophy, K., 2005 Subjectivity, bias and perception in aerial archaeology, in: Brophy, K., Cowley, D. (Eds),  From the Air: Understanding 
Aerial Archaeology . Tempus, Stroud:33–49 
14 Tardivo, C, 1911Manuale di fotografia-telefotografia, topofotografia dal pallone Carlo Pasta: 89–90

both the codes of representation generated by 
a camera flying over a three-dimensional object 
and a secondary set of codes that convention-
alized the process of identification and allowed 
similar objects to be compared to one another. 
Reading, practiced as »a mechanical coding of 
the image,«17 assumes and ratifies, realizes, this 
empiricist epistemology. Decoding and recoding 
images through automation and mechanization 
makes the illusions real. When we remove the 
interpretive grid from  Taihoku Aerial Map , an 
objective portrait of the landscape remains as a 
piece of evidence for us to trace past landscapes.
During WWII and the Cold War, American aerial 
reconnaissance operated in East Asia to collect 
information. In 2010, the GIS Center at Academia 
Sinica in Taiwan launched the Overseas Map Col-
lection and International Collaboration Project, 
a digital archive of 62 reels of negative film and 
6,865 aerial reconnaissance photographs from 
the National Archives and Records Administra-
tion (NARA) in the USA. In  Reverse War Eye, 
author Huang Tong-Hong discusses spatiotem-
poral localization in the first series of aerial pho-
tographs of Taiwan from NARA. He writes: »The 
history which we read and studied is mostly par-
tial and incomplete. Not only postcards or o�cial 
newspapers during Japanese colonial period, but 
also bombing surveys and photographic interpre-
tation reports; all of them are projections of pow-
er. It’s hard to avoid that both maps and aerial re-
connaissance photographs are war artifacts. It is 
true that the ‘originals’ of these photos manifest 
a kind of archeological presence. Through visual 
research to reconstruct reconnaissance opera-
tions, we can freeze, reverse and invert the bomb, 
then return to the flight before the Pacific War.«18

Taihoku Aerial Map  is overlaid with two ae-

rial photographs of negative film reel number 
No.10130 (Fig.3). From the  Third Phase Photo-
graphic Interpretation Report  we can locate the 
photographic targets of negative film reel num-
ber No.10130:

KATO SEAPLANE BASE (Jiadong Seaplane)
PESCADORES ISLANDS (Penghu Islands)
TOYOHARA AIRDROME (Taichung Airdrome)
LAKE JITSUGETSUTAN (Sun Moon Lake)
TAICHU CITY AND AIRDROME (Taichung City 
and Airdrome) 
TAIHOKU (Taipei)
KAGI AIRDROME (Chiayi Airdrome) 
KAGI BUTANOL PLANT (Sugar Refinery) 
KAGI AND VICINITY (Chiayi and Vicinity)

On March 2nd, 1944, the reconnaissance mis-
sion began from southern Taiwan, moved along 

Fig.3  Third Phase Photographic Interpretation Report 
Annotated Mosaic A and B Overlay of Taihoku Area,  
Center for GIS, RCHSS, Academia Sinica

15 Allan Sekula, Photography Against the Grain: Essays and Photoworks, 1973-1983(Mack,2016): 32
16 Allan Sekula, Photography Against the Grain: Essays and Photoworks, 1973-1983(Mack,2016): 35
17 Thomas Keenan, »Counter-forensics and Photography,«  Grey Room  55, Spring (2014): 61. 
18 Huang Tong-Hong, » Reverse War Eye,« (2018): 35



Fig.4  Taihoku Aerial Map,  American Army 14th Air Force (1944), Center for GIS, RCHSS, Academia Sinica

19 Sekula, 35.

22–34.
21  Hito Steyerl, »In Free Fall: A Thought Experiment on Vertical Perspective«,  E-flux Journal 24 (2011): https://www.e-flux.com/
journal/24/67860/in-free-fall-a-thought-experiment-on-vertical-perspe ctive/  accessed 05 June 2019
22  Tom Holert, Doreen Mende, and the e-flux Editors, »Editorial: “Navigation Beyond Vision”«, E-flux Journal 101 (2019):
 https://www.e-flux.com/journal/101/274019/editorial-navigation-beyond-vision/  accessed 01 July 2019.

the west coast to Taipei, and then turned back to 
the south. What about the frames that are not 
selected? And the landscape that is under the 
indexical marks of a reconnaissance photo-inter-
preter? Codes were developed for translating an 
ambiguous two-dimensional image into unequiv-
ocal knowledge of its three-dimensional referent 
and then back again into conventionalized and 
unambiguous two-dimensional signs on a drawn 
map.19 (Fig.4) Huang Tong-Hong uses the flight 
routines of reconnaissance missions to recon-
struct spatiotemporal locations for each frame.

With the help of Google Earth, Huang has con-
ducted a comparative survey of the changing 
landscape. With liberatory principles guiding the 
deployment of geoweb counter-maps, geospatial 
technology can very well be »appropriated« as 
an act of resistance to protest against injustice20. 
Not only have I been inspired by Huang’s scien-
tific investigation of physical and digital objects 
(including documents and photographs as well 
as spatiotemporal localizations of flight routines) 
but also his aerial archaeological study of the 
landscape in Taiwan via selected and unselected 
reconnaissance photographs. With Google Earth, 
we can revisit the flight routine of reconnaissance 
aircraft and navigate this ›view from nowhere.‹

CINEMATIC SPACE

The loss of horizon in vertical aerial photography, 
the tyranny of the photographic lens, creates 
a space of disorientation that simultaneously 
strengthens its indexical relation to reality. But 
if we accept the multiplication and delineariza-
tion of horizons and perspectives, the new visual 
tools may also serve to express, and even alter, 
the contemporary conditions of disruption and 
disorientation.21 In this way, Google Earth be-

types of spatial vision. I overlaid the map onto 
a three-dimensional virtual landscape, gaining 
representational and navigational freedoms. 
Through comparison with historical maps, I was 
able to find the lost river on the site of Xizang 
Road (Figs.5 ). Furthermore, I could further identify 
the changing urban landscape via three-dimen-
sional model buildings based on historical maps. 
Navigation in cinematic space using Google 
Earth allows for a decolonizing gaze. Navigation 
begins where the map becomes invisible or in-
decipherable. Instead of framing or representing 
the world, the art of navigation continuously up-
dates and adjusts multiple frames from various 
viewpoints within the world. Navigation is thus 
an operational practice synthesizing multiple lay-
ers, each with its own horizon. 22

Fig.5 :  water sleep II Akaike River under Xizang Road, Filmstill
single channel video, color, sound, 10”11



water sleep II Akaike river under Xizang Road, 2019
single channel video, color, sound, 10”24
https://vimeo.com/376452964/b88191ebc6



HIBERNATEMODE, 2019
hibernatemode— SU Yu Hsin 2019 Solo Exhibition Installation View



hibernatemode fig., 2019
digital print on transparent film

„My beautiful human. This is all for you. All about you. It’s always 
about you. About your logging out of hibernatemode.” Thus 
nature itself speaks to humanity – and it is with these words that 
Su Yu Hsin’s two-channel video work Hibernatemode (2019) 
begins. Alternating with calm film sequences taken from an 
Taiwanese forest are images of satellites and aerial views of the 
earth,indicating a wide-ranging transmission of this key message. 
The combination of image and text, indeed, suggests that the 
moss-overgrown forest itself is rendering the monologue 
displayed in the subtitles.

In addition to the film projected on the wall, one sees – on a case 
monitor – a snowy arctic landscape in the state of “hibernation”; 
its uneventful daily rhythm is played out in continual fast motion. 
Yet how or when did the narcissist human leave the “hibernate-
mode”, as proposed in the opening scene?

Much remains unresolved in Su Yu Hsin’s essay film, structured 
in four chapters by titles. Fragments of philosophical and scientif-
ic observations become increasingly interwoven, forming a 
cosmos of interrelationships between time, humans, nature and 
technology. The term “hibernate” also refers to the inactive state 
or dormancy of technical devices, appearing in the film in the 
form of satellites, recordings of a weather camera, as a blue 
screen or digital voice announcement. 1 As with Aiôn, a Hellenis-
tic deity associated with eternity, the lifetime, the seasons, 
breath, sleep and dreams – employed by Deleuze as a term repre-
senting an expanded experience of time in the film – with Su the 
di�erent spheres correlate. 2 Is it, in
conclusion, perhaps due to the technical revolution and the 
corresponding aggressive, bustling activity aimed at rapid prog-
ress that humans have left “hibernatemode”?

Based on initial musings on presence and absence in the first 
chapter “Search”, the second chapter “Pattern” deals with time 
concepts of the past and future, which, rather than existing on 
their own, presumably were created by humans and mistakenly 
projected into the eternal cycle of nature. Similar associations 
regarding the contradictions between varying perceptions of 
time are observed in relation to scientific findings in the second 
part of the video by the titles “Evidence” and “Speculative Depth”.

This scene includes cartographical material of the Antarctic and 
microscopic shots of a moss that grows in the region. A 
time-lapse animation of the plate tectonics on earth – playing out 
a time entity of millions of years – is followed by animated graph-

ics of the tsunami waves on March 11, 2011 that triggered the 
nuclear disaster in Fukushima. In this juxtapositioning of macro- 
and micro-perspectives, we learn that changes in the environ-
ment are likewise recorded in the cell structure of the moss, 
which, despite the given adverse conditions – a state of hiberna-
tion, as it were – grows a few millimetres every year. Here, time 
has inscribed itself as a vertical structure, similar to the annual 
growth rings of tree. The fact that both the radiation of a nuclear 
bomb test that took place fifty years ago and the radioactive 
contamination of 2011 can also be detected in the moss is merely 
suggested.

“Air carries Data”, “Water carries Memory”, is stated in another 
part of the film. Everything is connected. By what we know as the 
butterfly e�ect, even small causes may have significant spatial 
and temporal e�ects. The short-term timeframes of human 
activity are no longer separable from the long-term processes of 
the earth. In dialogue with nature the human being is well aware 
of this correlation, at the latest since the emergence of the 
concept of the Anthropocene, which according to recent expert 
opinions was introduced with the appearance of radioactive 
elements after the first nuclear tests in Alamogordo, New 
Mexico in 1945. 3

With the reference to the nuclear disaster of Fukushima, Su possibly 
has, after all, delivered the answer to the question initially raised 
concerning the moment when we humans logged ourselves out of the 
decelerated passage of time.

1 Cf. MERRIAM-WEBSTER DICTIONARIES, on https://www.merriam-
webster.com/dictionary/hibernate (last accessed September 28, 2020).

2 Cf. Gilles Deleuze, “Das Zeit-Bild. Kino 2” (trans. here as: “Cinema II. The 
Time Image”) (Frankfurt
am Main, 1996), p. 164-165.

3 Cf. Christoph Rosol in an interview with geologist Jan Zalasiewicz, “Wird der 
Mensch einem
Erdzeitalter seinen Namen geben?” (trans. here as: “Will human name one of 
the geological eras by
his name?”), December 04, 2015, on
h t t p s : / / w w w . b p b . d e / g e s e l l s c h a f t / u m w e l t / a n t h r o p o -
zaen/216916/gespraech-wird-der-mensch-einem-
erdzeitalter-seinen-namen-geben (last accessed September 28, 2020).

Text: Marion Eisele
Publication A Long Time Short, catalogue accompanying the exhibition 
in KAI 10 | ARTHENA FOUNDATION, Verlag Kettler, Dortmund, 2020



hibernatemode, 2019
two-channel HD color video, 32”
six-channel sound installation by Aloïs Yang
https://vimeo.com/324596431/5aedb3e84b



Horizontal Convective Rolls, 2019
C-type Print, Metal
205 x 70 x 123 cm

2-channel video and 6-channel sound installation
Installation view in UCCA Center for Contemporary Art, A Long Hello - The 8th Huayu Youth Art Award, Beijing,  2020 

hibernatemode, 2019



Horizontal Convective Rolls, 2019
C-type Print, Metal
205 x 70 x 123 cm

hibernatemode, 2019
two-channel HD color video, 32”
six-channel sound installation by Aloïs Yang



Vertical Time, 2018
The Future of this Land, Akiyoshidai International Art Village, Yamaguchi, Japan
Exhibition View

In Vertical Time, SU Yu Hsin reflects on an essay 
by Tristan Garcia, another order of time on the 
vertical structure of time. 

The present find itself at the top, the past is in the 
middle, and the future is the bottom. 

In the book, “ Psychoanalysis of fire ”, Gaston 
Bachelard wrote that at the point of the flame, 
where color gives way to an almost invisible vi-
bration. Then fire is dematerialized; it loses its 
reality; it becomes pure spirit. Through his way 
of seeing, the artist examined the vertical struc-
ture of fire and trees. She found out the similar 
vertical structure in Japanese nature worship, 
Morisama. To representing the flux of conscious-
ness with visual, olfactory and bodily experience, 
the artist created an expand cinema with vertical 
time structure. And I have a collaboration with 
traditional Japanese dancer Ms. Jukanfuku Han-
ayaki to capture the phenomenal perspective of 
Yamayaki, the burning mountain ritual on Akiy-
oshidai Plateau.

Vertical Time, 2018
Performance, 7”
Collaboration with traditional Japanese dancer Ms. Jukanfuku Hanayaki



Future is the bottom, 2018
Ashes of Yamayaki
Dimensions variable

Laurissilva Forest,2018
Film projection, Reflection film and Plastic film
Dimensions variable



PAEONIA DRIVE, 2018
Performance  
Kitchen Program of Asia Discovers Asia Meeting for Contemporary Performance
https://vimeo.com/355261842/64f07a4cf5



Co-production
Campbelltown Arts Centre 
Arts House Melbourne
Taipei Performing Arts Center

PAEONIA DRIVE, 2020
Filmstill
color, sound, 8”53, loop

https://bleedonline.net/program/paeonia-drive/paeonia-drive/ 

PAEONIA DRIVE, 2020
Screenshot of Paeonia Drive 360 degree website

Paeonia Drive is Angela Goh and Su Yu Hsin’s ongo-
ing project existing at the intersection of live dance, 
installation and performance. A place based research 
project, it delves into The Garden as a metaphor for 
the organisation and control of nature, bodies, and 
power. In an age of mass surveillance, machine 
vision, algorithmic orientation and planetary scale 
computation, Paeonia Drive positions itself in the 
contemporary anxieties that sprawl out around us, 
like paths in a garden with no escape.

For BLEED 2020, this uncanny space of mirrors and 
projections has been reimagined to situate itself in 
the virtual world. Paeonia Drive is a 360 degree 
virtual space where the physical folds into the digital 
and horizons become unstitched. First conceived as 
a live performance and installation, for this edition 
artists Angela Goh and Su Yu Hsin have constructed 
a 360 degree virtual environment housing the digital 

components of the project, including 3D plants and 
objects, 3D scans of the performer’s bodies, text and 
hyperlinks to research materials. Rendering, captur-
ing, translation and digitisation become processes 
on display in a world of digital relics from what 
would have been a live performance.

In this space between the physical and virtual, 
Paeonia Drive explores the screen-user interface as 
its own form of stage. The screen becomes a mirror 
where one’s own re�ection lives on the surface of a 
virtual world beyond.



Video still of Desktop performance
https://bleedonline.net/program/paeonia-drive/navigation/

PAEONIA DRIVE NAVIGATION, 2020
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