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INTRODUCTION

Modified, shifted or transferred elements amounting to new relationships between status and object:
herein lies the pulse of Chou Yu-Cheng's (b. 1976) practice that builds, across multiple mediums, a subtle
critique of mass media, institutions and the mechanisms that produce them. A graduate of 'Ecole Nationale
Supérieure des Beaux-Arts de Paris and its research programme La Seine, Chou has gained international
recognition for his dialectical interplay between the source and results of his creations. Through curated
conversations, Chou shapes aminimal yet deliberate set of intellectual and aesthetic tricks, which ultimately
play onthe properties of art, object and space. In the 2020s, Chou takes the global pandemic as awatershed
by starting a number of new series of artworks that deal openly and comprehensively with the expressive
and the affect, mapping a remarkable artistic trajectory that stems from calm scrutiny, and develops into
active emotional engagements.

Often appropriating objects from companies, museums or factories, Chou sets to render the mechanism
of art production and organisation visible. For example, TOA Lighting (2010), a site-specific installation for
the Hong-Gah Museum, Taipei, presents itself as a delicate quadrangular ceiling-hung set of neon lights.
As the title suggests, these are sponsored by TOA Lighting Company. Chou thus constructs a deliberate
exchange between support for the ‘contemporary plastic arts’ and private enterprise, reflecting upon an
economy of art that pertain directly to the infrastructural of life. Another example is A Working History — Lu
Chieh Te (2012), for which Chou engaged with Lu - a temp worker in his sixties - is a key example. In a two-
stage process, Chou first conducted interviews with him, posing questions on his personal and professional
histories over the last 45 years, an exchange that was eventually made into a publication. Then, as a final
part of the project, Chou hired Lu as a security guard in the exhibition at Taipei Fine Arts Museum. Chou thus
placed Luin charge of his own history, whilst adding an element of contradiction as the booklet’s ‘star’ stood,
on a daily basis, surrounded by his sudden fame. Molyneux (2014) is another example of exchange: Chou
interpreted works by British artist Geoff Molyneux (b. 1951), presenting the history of a Western artist’s formal
development from an Asian perspective. Re-contextualising — and effectively re-textualising — an oeuvre,
Chou touched on significant subjects such as originality, power balance, copyright, and the definition of art.

Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light(2015) is a further series that exemplifies critical
collaborative production. A recurring element is a bold slab of galvanised steel - a common metonym for
department stores and consumerism that simultaneously connotes characteristic elements of cheap
housing - dotted by highly physical indentations. Chou started the project when he was the artist-in-
residence at the Klnstlerhaus Bethanien, Berlin in 2015; the audience and members of the public were
invited to throw rocks at the steel plate. As such, it evolved from areflective surface toaninteractive sculpture
interrogating the convention of protest.

The ensuing project Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, www.
ayibang.com, Cigarette, Dyson, Modern People (2017418) addresses the multifaceted topic of hygiene
before the outburst of the global pandemic, considering the Taiwanese slang phrase “without knowledge
and without hygiene” that brings intelligence and hygiene together. Hygiene is an abstract and relatively
vague idea in our everyday life - it is often employed however as a yardstick by which modernisation is
gauged. Through sculptures, performances and recitals, this comprehensive series conceptually and
formally explored the modern evolution of hygiene, offering the audience different interpretations of the
idea, while creating in situ a theatre of dalily life. In 2019, Chou Yu-Cheng made for the 15th edition of the
Lyon Contemporary Art Biennale Goods, Acceleration, Package, Express, Convenience, Borrow, Digestion,

Regeneration, PAPREC Group (2019) by working with the waste recycling company PAPREC Group to
present approximately 250 tons of recycled cardboard. Once again, the work reveals the public and private
financing strategies behind the production modes of contemporary art exhibitions just as TOA Lightingdid
less than ten years ago, dealing also with the artist’s long-term interest in waste as a powerful metaphor.

The latest Moodly series of abstract paintings emerges directly from the global pandemic situation. Chou
thinks of the flawlessly rendered works as anthropomorphic entities, simulating facial expressions or
moods at critical moments of collapse, speaking of rupturing and suspended experiences in everyday
reality. Working on the individual paintings, the artist has to take full control of flow in relation to gravity: the
remarkably fine gradient patterns on paper mounted on canvas are all results of meticulous handling, as
Chou balances torrents of contrasting colours, and ensures that the mineral-based and inorganic pigment
particles are strictly ordered and arranged. After the precise colouring process, Chou then plays with
various compositions before collaging, mounting and inlaying the shaped papers on canvas.

Chou also draws an analogy between the singular painterly process and the notions of sedimentation and
pollution: just as natural and human forces create riverbeds, layered geological formations, vast sites of
waste, and even visible air pollution in particularly the age of Anthropocene, Chou’s latest painterly practice
demonstrates the ways in which irreducible material components insidiously take shape in a painting.
Moody and the ensuing Bibliotheque, Water, Color & Paper and Origami series are organic developments
from Chou’s highly conceptual oeuvre, emphasising the relationship between personal emotions and the
history of abstract art, depicting contemporary experiences in expressive and candid ways.

Chou Yu-Cheng lives and works in Taipei. He studied at the Ecole Nationale Supérieure des Beaux-Arts in
Paris and the National Taiwan University of the Arts in Taipei. Since the beginning of the 21st century, he has
been examining and critiquing mass media, institutions, and production systems by reinventing, shifting, or
transforming complex elements in the renewed relationship between people and objects. Since 2019, Chou
has been exploring the precarious balance between water, paint, paper, and human emotions entangled in
abstractions.

In 2025, Chou will present a solo exhibition at Kiang Malingue, Hong Kong. He has exhibited internationally,
including solo exhibitions at TKG+, Taipei (2023); Kate MacGarry Gallery (2022); Edouard Malingue Gallery,
Shanghai (2017) and Hong Kong (2016), China; Klinstlerhaus Bethanien, Berlin (2015); Taipei Fine Arts
Museum, Taipei (2014); Kaohsiung Museum of Fine Arts, Kaohsiung (2014); and Museum of Contemporary
Art Denver, Colorado (2008). His work has also been featured in group exhibitions at Performa 19, New
York (2019); Biennale de Lyon (2019); Liverpool Biennial (2018); Art Basel in Hong Kong (Encounters
sector) (2018); Museum of Contemporary Art and Design (MCAD), Manila (2018); New Museum, New
York (2015); Asian Art Biennial, National Taiwan Museum of Fine Arts, Taichung (2015); Queens Museum,
New York (2013); and Taipei Biennial (2012). Chou was the artist-in-residence at the Chinese Centre For
Contemporary Art (CFCCA), Manchester in 2013. He received the Taipei Art Award, Taiwan in 2012 as well
as the Taishin Art Award, Taiwan in 2011. His works are included in multiple museum collections, such as
the University of Salford/CFCCA, UK; Taipei Fine Arts Museum, Taiwan; and Kaohsiung Museum of Fine
Arts, Taiwan. A new monograph on Chou's longstanding practice, edited by Freya Chou, will be published by
Kiang Malingue in 2025.
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Paper Folding: Chou Yu-Cheng Solo Exhibition
B4 — A EERE.

2023

TKG+, Taipei, Taiwan

TKG+> &5 &4
710.23 - 271.24



A hazy basement where handmade noodles were being air-dried, Dyson air purifiers and robot vacuums,
an oversized plate, pieces of interior trim, and paintings made with scouring pads — these elements
constituted Chou Yu-Cheng: Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping,
Jjackercleaning.com, Cigarette, Dyson, Modern People Ill, the artist's 2018 solo exhibition at TKG+. With
a theatrical flair, an unconventional juxtaposition of objects and a minimalist performance, Chou'’s solo
exhibitions in the past several years have shifted toward a spectacle of emotional void. Hardly personal
on the surface, his work is imbued with a consistent sense of minimalism and obsessive aesthetics. Paper
Folding, his latest solo exhibition at TKG+, diverges from the artist’s previous practice of diverse mediums,
andintroduces a new body of paintings where his signature aesthetics — clean, crisp composition executed
with grace, geometric shapes rendered in orderly, harmonious gradient color blocks — reigns in a post-
modernist mood.

Recent years have seen him begin making gradient paintings. Pivoting away from his previous methodology;,
the artist started experimenting with different coloring techniques based on fluid dynamics in 2020. The
outbreak of the pandemic, which restricted movement and activity, left the artist with more time to focus
on this painting experiment. He leverages the differences in pigments within the paints, allowing the flow
of water to generate a dense gradient texture, ultimately creating distinctive sheets of colored paper. This
marks not only the inception of the “Moody” series (2020-2022), where assiduous craftsmanship conjures
meticulously cut pieces of paper on canvas to form clinical compositions, but also the beginning of his
explorationinto emotion.

The title “Paper Folding,” a direct reference to his latest body of work, denotes the artist’s choice of medium
and the principal element that constitutes the image of his work. The precarious stacks of paper, light as
a feather yet prone to collapse, gravitate toward a fleeting display of intimacy that is hard to articulate: a
lack of sorrow though on the verge of coming undone, an absence of joy in the presence of vibrant color.
What the artist grapples with is less the paper itself than his emotion. The disorienting three years of the
pandemic, for him, were as much a cure as they were a curse. Inevitably forced to slow down during the
days of lockdown, he began a coloring experiment with a single sheet of paper, which served as the basis
of his painting practice. In the seemingly loose stacking of paper and fastidious arrangement of geometric
shapes, Chou Yu-Cheng meditates a minimalist aesthetics by turning his attention away from the exterior to
the inner world.

— Textby TKG+
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Eachpaintingin Chou’s Origamiseries begins with a piece of paper. Layered with subtle gradations of colour
and cut into shapes the paper evolves, very slowly, into a new form. Soft becomes strong, a flat surface
becomes like a sculpture within a painting that appears so flawless it can’t truly be handmade caniit?

With the application of colour, paper shapes become three-dimensional in their appearance. Chou’s
colours are inspired by rivers, not only the shades found in nature but the toxic shades of river pollution. The
movement of ariver runs through each painting. Mineral and organic (inorganic) pigments are mixed to settle
like ariver’'s sediment into gradients of colour. Sometimes as heavy and dense as the floor of the river bed, in
other moments the pigment becomes transparent and fluid as though echoing the flow of water. The tones
are keptlow and quiet. For the artist, this atmosphere evokes the sadness of the recent pandemic, when the
world came to a standstill with entire countries shut away behind closed doors. Shades of grey and brown
become sepulchral like amourning for so much lost.

Once coloured, the paper is carefully cut by hand into forms that are balanced and arranged to appear as a
single complete structure within the finished painting: as in the ancient art of origami, when a sheet of paper
evolves into an object, be it a butterfly, hat or dog. The technigues in origami are so versatile that they have
become revolutionary technology: used to create NASAs gadgets which unfurl like blooming flowers in
outer space.

Chou is known for making paintings, objects and performances that question society and the place of art
within it. His minimal aesthetic makes for subtle yet potent interventions. In 2010, ceiling lights placed by
Chouwithinthe Hong-Gah Museum in Taipeiwere sponsored by the TOA Lighting company. Thisinstallation
questioned the relationship between private enterprise and contemporary culture; how these potentially
Faustian relationships cannot be avoided if institutions are to get the support they need. In 2019, Chou’s
Wiping, Perception,Touching, Infection, Disinfection, Education, New Habit, presciently displayed a series
of lemon- scented face flannels (lemonis traditionally antiseptic) then invited the audience to take one when
the air temperature reached 24 Celsius - the temperature at which infection spreads more fluidly. The work
explored society’s reaction to contagious diseases and the fear around new infections - just months before
the Covid-19 pandemic setin.

— Text by Kate MacGarry

Chou Yu-Cheng Solo Exhibition
BB IEER
2022

Kate MacGarry
Kate MacGarry=Z &
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Returning to Gallery Weekend Beijing in 2022, Kiang Malingue is pleased to present Chou Yu-Cheng
(b1976, Taipei) solo presentation "Sedimentary Gradient", showcasing ten paintings created in the last
two years. Appearing for the first time in Beijing, is Chou’s "Moody" series of distinct abstract compositions
conceived at the peak of the pandemic in 2020, and the consecutive series of "Bibiliotheque" and "Water,

Color & Paper”, dealing in ever sophisticated fashions with the nuanced equilibrium of matters and motion.

"Moody" emerges directly from the global pandemic situation: facing extreme uncertainties regarding
the future and filled with awe, Chou Yu-Cheng conceived the series that on an exceptional level pertains
to subjective feelings, affect and sentiments. For the artist, the flawlessly rendered, highly digital surfaces
speak less of continuation of life in the virtual realm, but more of rupturing and suspended experiences in
everyday reality. Chou views the works as anthropomorphic entities, simulating facial expressions or human
moods at critical moments of collapse.

Workingon"Moody"and ensuing series, the artist has tolearn and take full control of flowinrelation to gravity:
the remarkably fine gradient patterns on paper mounted on canvas are all results of meticulous handling, as
ChouYu-Chengbalancestorrents of contrasting acrylic paint,and ensures that on super-flat Italian Fabriano
paper the mineral-based particles are strictly ordered and arranged. After the precise colouring process,
Chou then plays with various compositions before collaging and mounting the shaped papers on canvas.
Chou also draws an analogy between the singular painterly process and the notions of sedimentation and
pollution: just as natural and human forces create riverbeds, layered geological formations, vast sites of
waste and even visible air pollution in particularly the age of Anthropocene, Chou's latest painterly practise
demonstrates the ways in which irreducible material components insidiously shape the world in a painting.

Departing from the technical and material aspects of "Moody" and playfully named "Water, Color & Paper”,
a new series in the exhibition of "Sedimentary Gradient" introduces rectangular shapes, and is in active
conversation with the history of abstract art. For the artist, his recent painterly practises come closer to Cy
Twombly’s mark-making than to Mark Rothko's colour fields: by introducing elements that are apparently
digital and arbitrary, and by placing emphasis on the individual signifiers, the multi-layered artworks invoke
a renewed notion of mono-chrome, redefining what constitutes and differs a colour from another. In the
monumental series of "Bibliotheque”, Chou Yu-Cheng further systematises the rectangular shapes that are
solemn in essence: taking as its starting point the quotidian quest of charting a nice-looking bookcase, the
"Bibliotheque" series presents the audience with pseudo-private scenes that are unprecedentedly ordered,
and chaotic.

BAERNR2022FBE2MEBALR REZMAFLE (b1976> Ait) BARB DLEHE  RHEZ
MREBEMERE AR ENEHBEE (R BRI IER B HAY 'Moody ) RFHHR (EmIAH2020F
BIEIRE 2K E— R Y BBER 4R MBibiliothequel K2 MK AR BRI B =838 5 IFRER Y & 64
BENTERITZI R T &R %o

Moody 1 R8T 2EIEIRR: A EEEHAFHBIEARERRBAETE—LAETHEERER
EREVEEF M -BNEMREKR FB RIEEFERNBIERNFREERAEGEE R EFERT R
IR MERE T SARBNEREER -A T ERE—RMoody) AR REEFT 1EE
TESYERREREENRIBRRBE-

FERIYEMMoody | R RE RS Fmbs > B B IE AR AR 1 HI BR B BV E) - BN R L BB AR ARUSN & 2R
BRERERBMRXBAINTF TER HAEMN -EEBBIER 2EMRUAR EILESBRYEAN
EFABRAFRR LFUREBMAEE LUNGER EERBARNHTEYR - ESERKRLIBITHER
THF#& S IERASERRRIRE G TRESTEZABE S ZOMRRENRET L AT ERILES
HRERIE AR RS RVBRFHIL EAEE BAMABAERRBE T AR ZERMELS
B REBEYHEESIHEERNRTRNER SR, AFENEEERAEMBEERT T A 0N
M E M EE A S R EMaER R &

ERFERN KR RIBERER T RURRIES X A5IAT EARMINER R TR LA
HREMELRABR-HNABERSR SR EEBTRERAE - SHNNZEMAZENNEG
R EABENGEEERSIATHRUTEEBERBRBHNER WA RHNIE L SRR EARAR
UZBRNEREMBE— B INES EMEERTHEBZEANAR -EREBREX LIEAEEN
MBibiliotheque ) #» i RE—F RALRIE BB B F EIRBERE L U TNEITE—EXSE]
#REIARE Bibiliotheque | AR 2R T AEMBEERIHRBR BR T RF LRI LAENRE-
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Bibliotheque #2
2022

Acrylic on paper, paper mounted on canvas

RGBT L R B

Left ££: 212 x 160 cm
Middle #1: 212 x 190 cm
Right &:212x 130 cm
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Bibliotheque #3
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Acrylic on paper, paper mounted on canvas
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Water, Color & Paper #1 (7K FE4R #1)
2022

Acrylic on paper, paper mounted on linen

PR ISR AR AL IS S R AR

200x240cm




Water, Color & Paper #2 {IKFZ4R #2 )
2022

Acrylic on paper, paper mounted on linen
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200x240cm




The increased awareness of the environment has inspired the
artist to use pigments more carefully, treating pigments derived
from organic/inorganic chemicals, metals or minerals as a
pollutant, and to refer to the gradations of colour that occur over
time as a result of the movement of materials and water, such as
the natural arrangements of stones in the riverbeds made by the
water flow, or the gradations of the residual pollution from industrial
wastewater discharges. These are the result of time, movement
and sedimentation; whereas the arrangement of the biomass on
the paper is resulted by a colouring process that is inspired by
nature and pollution.

In the Moody series, distinctive gradient paper is applied to
produce compositions of similar shapes. It reads like agame, where
the subjective interpretation of the image by the viewer becomes a
variable, just as people have divergent interpretations on things (for
instance, the aforementioned understanding of pigments). For the
artist, it anthropomorphises the moment when the material order
collapses, as well as the solid but inarticulate hidden emotions, just
like the sorrow of human beings over the uncontrollable external
environmental changes, transformations or the pandemic age.

HRIRIRE AR B3 T 2 R EFIEMERER KRB
A (8 LS BB FRRNVEN RSB E >
FERN2ZYEEKZBEBRNERENRINTEEE Flank
BIAAR R R BV A EREET ; Bl TR EE K HFIRBY 5 22 B #h
SRR cMREBRE RBELH MEEVMEIFIREL
SR B—ERBRRSRMEENERS .

B AR E R EAR UMM BESAE S A4 T (Moody)
5 eNREAL NGE—BEE BERREGNERESR
A—EZE MEAEHRNEYRERIEMR (FE75 DA EER A
BHR) HEMRM S CRMAME TV EK AR R 1828
EASHRNRRIEE MRAERIINNIRIZEEE R ETEE
R T RAENEGe




Moody #2
2021

Acrylic on paper, paper mounted on canvas
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200x150cm




Moody #3
2021

Acrylic on paper, paper mounted on canvas
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200x160cm




Moody #5
2021

Acrylic on paper, paper mounted on canvas
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150x120cm




Moody #6
2021

Acrylic on paper, paper collage onlinen
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200x240cm



The work is referenced to the phenomenon of gradual sedimentation that occurs between the material
and continuous water flow over a long period of time. For instance, the natural arrangement of rocks in the
riverbed, or the anthropogenic pollution residue from industrial wastewater discharge. The colours of such
materials produced from sedimentation over time are primordial, unlike those generated by the RGB colour
systems on screen or the CMYK system for printing. The Water, Synchronous, Sediment, Substance, Flow,
Diachrony, Color series is a mixture of organic synthesis and mineral pigments that produces primordial
colours by undergoing repeated water flow, which eventually forms into an accumulation of material and
time under the constant interplay of the two.

EmSERYEEKZ BB RERRBRIHELRRR AKX B AR AR R A ER T
RABNIRBEKFRBNEREBFRSR B —EKERESERMEENMERERE FTRNER
ERGBEENRICMYKRY BF2 F it K> $Lis - SAR M E 8D R ¥ ) R B S R LR B ERRLAY
MG EBRZNKRESFTEENRE®E EYE LR ENEIE(FR T AT Y E B

BiEe




Water, Synchronous, Sediment, Substance, Flow, Diachrony, Color #4
ko T8 AR B B FER K2 #4)
2020

Acrylic on paper, Paper mounted on high hardness MDF (black)
PR TLAR £ AR BE R AR

97 x205¢cm



Water, Synchronous, Sediment, Substance, Flow, Diachrony, Color #9
(ko H85 TR M mEn FEEE > %2 #9)
2020

Acrylic on paper, paper mounted on canvas

MR RN B

200x150cm




Water, Synchronous, Sediment, Substance, Flow, Diachrony, Color #3
CoKo B AR M B BN FE R %2 #3)
2020

Acrylic on paper, Paper mounted on high hardness MDF (black)
PR ILAR £ AR BE A AR

220x102cm



Water, Synchronous, Sediment, Substance, Flow, Diachrony, Color #2
ko HBF AR B RED  FER R #2)
2020

Acrylic on paper, Paper mounted on high hardness MDF (black)
PR TAR £ AR BE R AR

140x75¢cm



The Watercolorseries, which is derived from the gradient paintings, is based on the feature of water-based EFRBEEBAEEN K BLUKMER NS FAERR UREU LR ENENES AR B8

pigments. By mixinganddissolvingtwo or moredissimilar pigmentsandlettingit flowonthe paper,itproduces EESEEEME I TRE ST ARR FBAIRS  THEES N R BIR{ER A S 4E Rogakl
a natural phenomenon where dissimilar colors precipitate and separate. By repetition of such operation, it BRI AR B B R SATEY) £ B A S S M A S B /R T7K 52 ) B R EE R O B 1 AR A A M YL =
results in a color gradient. The pigments are extracted from resources on earth like natural minerals, metals . LFED , 3 ' T P BE 4 B 4 R

and plants. As such, by the material properties of the pigments, the Watercolorseries brings the light of earth SRR MY ERERR NEEYHEGRER

and the accumulation of time, and the crystallization of matter resulting from material rheology.



Watercolor #10
(¥ #10)
2019

Watercolor on paper, paper mounted on wooden board

KT L AR N AR

56 x42cm



Watercolor #17
CKFe #17)
2019

Watercolor on paper, paper mounted on wooden board

IKFEHAR L ARARRE AR

92x69cm



Gradien!

water color #2 raw

Water Color #S.raw



Scouring . i

IMage, Ay

Gradient

water color #2.raw




Installation view
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Watercolor #22
(k% #22)
2020

Acrylic on paper, Paper mounted on high hardness MDF (black)
PMERAR AR AR BE R AR

174 x100cm




Performa 19 Biennial
20194 Performa# F &

Group Exhibition Z£[&

Performa Hub: Jeffrey Deitch, 18 Wooster Street, New York City, USA.
Performa Hub: Jeffrey DeitchZ= Bf » SE B4R 49 A HT 45 185%

011119 -241119



‘Performa 19 Biennial’ is an internationally acclaimed organisation dedicated to live performance. The
biennial took place over a period of three weeks across various locations in New York. ‘Performa’ included
newly commissioned works by an array of international artists, each responding to both biographical and
societal concerns through new media.

For ‘Performa 19', Chou Yu-Cheng examined systems of capital in building, construction and real estate
against the backdrop of SoHo, a former industrial neighborhood and model for artist-led gentrification.
Specifically, he was interested in urban renewal and real estate development in New York City, a place that
is constantly rebuilding and undergoing revitalization. In a live, public performance at The Performa 19 Hub
at 18 Wooster Street—formerly the Canal Lumber Co. and current location for commercial art gallery Jeffrey
Deitch—Chou imagined an interior construction site complete with scaffolding just like any New York city
sidewalk. A forklift operator and manual laborers moved construction materials such as sand, bricks, bags
of cement and lumber into various meaningless and absurd formations that echoed the ups and downs of
stock market indices and property valuation.

Chou explored the commodity through modes of production, class, and labor through what art critic
Wendy Vogel calls his “administrative brand of conceptualism.” In conversations with companies, museums
or factories, his work unveils strategies of exhibition-making and art production, and questions the
generation of value in the art world. Titles for his works take the form of keywords or hashtags on social
media, representing a laundry-type list of products and concerns in contemporary life. ‘Refresh, Sacrifice,
New Hygiene, Infection, Clean, Robot, Air, Housekeeping, agentbong.com, Cigarette, Dyson, Modern
People’ (2017) at Art Basel Hong Kong in 2018 featured a live performance in which giant bowls, plates and
chopsticks are cleaned. The act of cleaning the huge tableware was connected to the JackerCleaning app,
a Taiwanese on-demand home cleaning service.

Similarly employing an industrial work force as a mode of art production, ‘Cloud, Mist, and Field for Sun
Dried Noodles’ (2018) was a collaboration between Chou and Taiwanese traditional noodle makers. The
work’s title was taken from the tagline “Green hills and clear water breed good noodles,” as hung on the gate
of a traditional noodle factory in Shiding Town, New Taipei City. Here, he connected the threads between
the cultural imaginary, local production and the division of labor. Other works such as ‘A Working History -
Lu Chieh-Te’ (2012) reveals the 45-year working history of Lu Chieh-Te, a 60-year-old temporary worker.
In this work, Chou conducted interviews with Lu, revealing economic realities and working conditions
of precarious employment. Chou later employed Lu in the exhibition—who became well-known from the
work—as a security guard alongside his autobiography, at once confirming and generating contradictionsin
the fickle nature of temporary work.

Chou's performance for ‘Performa 19’ further explored this relationship between worker and machine in
service to capitalism. Machinery moved in a choreographed manner, as if amechanical ballet, to a specially-
commissioned post-rock soundtrack composed and performed live by lan Vanek (frontman of American
pop collective HOWARDIAN, ex-Japanther). Through calculated yet graceful movements of quotidian tools,
objects, and cooperative labor between human and machine, the performance became a sort of theater of
everyday life taken from the streets of New York and transported to the interior of an art gallery.

- Text by Performa 19 Biennial

MPerforma 19 ¥4 &) BEINRSREZMNVBIFNRREBM-AE Performa TR =BRBA
RO AR 2R — R EFE MRV EE R SHERIBEBIE T RO EEM R
GFRRAEREE

EARJEPerforma 19 FRE 1) ATIEM SoHo BAE R MBRERY BEXEEMEY HBNELRE
FoSoHOE BREA—R T & IRERABEM KRS NP ERKILIREER ARANTH AEEER
EH A EAXH B R4 I S0 55 it 2 25 R RO o (L S (R HTRFET 185%AY Performa Hub RIS
BERRAMATE WS RJeffrey DeitchZ [Bf BB IEfEPerforma HubFYIRIG ARRET  REEE T —
BE=ZEANEERENMFIRME i RN HEERE R Tt —F X EIREEMN T AURZE
EEEERMTZESEND F - BIR AOERNAM FREM P E TP ER S WEKRHIEH
B EHERER

BB ERBEMTmZORE XEH (Wendy Vogel) FTsEMN MR ERMNEREES ) BRLEE &
AN EH N RER A AT AR R B TRRRVIR R A EmiE R T RBERIENEMEE
HURES >t EHREMFEENEL M FRIRERAIREE LRI T 555 = (Hashtag) BIFZTU L
FRERETEmPITARREAEEFHNERNERRENE 2018FEEECEEWEME LR
ROCRIRT 84 I R BT B ER KB WRE-FE - BR-RAA) Q0175F) URGR
BT RIR T EAND B FNRFUNAERGKE R EEFAENFANMEZRGEER
MR RNRB RS ERREFRE R

S—HERRBIRFHEAEMEEAXNFREAE EAFGREMEN S FTAB(ER:
L= REE15) (2018) o fEm FiRIF It T A TE L R E G E ST HPIORRE T LT kA B EF
HIEEMFmT BB ERXERR - AMEESNMEE D THBETE—E-EMFRAM(TEE-
EE1F) (2012) 1§ 7 Fi60m R LE BB EFN T EEL EEHFat AFEHEE S
FETTHO BEEERENARE LN LG4 -BREREHRE AS HRECSKERENHFm
HEHNEERURLZNSHBRNEERSMNBES ANERSTEERER TENSEMERRF
o

BB IETE Performa 198 F R I RHNREE—D R TIRFBNER T RN T ALKES 2 BRI F 1425
LR ZH S RS MGREMEE % HEE 155 Z R EBIR TS % EEEHOWARDIAN
(A& Japantherfy) BYZ DR A lan Vanek BIfFIEIRISRENREREI K -BIBEBMUAMARKIEZ
B ES BN A8 ERENES HENRENE LNERRIERR ZRERS—EARER
GRERR

- X F KB Performa



p— o
e '
Nl i
B
=)
= ]
.-l.h -b.
.ﬂw...m =
] =
A =
k. > = 5
e =
._. —
.
=
- :
i =
=
; =

..
Ak
t.
: : - )l It
.| r .
|
_ i
- u = =
) I * Y=y 5 - .H;mpn.
> ¥ = i = “ ;
_-_——oa O L ] m—
I i 4 {4
!} E
| IJ
- “p ul.
-
: ]

ﬁl’t Ws"

ull} :
_.w
-




ﬁ,
_.,

E?!ll "z
.,w: l.al.l\ .l

’!”}I.Ja
il

il
f.“,"l'flp-f.’

—

N









(1] /.,.N.‘ ‘ x_ i . : 5 ._
o /ﬁl B (e
o= y 1 ) _ )
e ? \ .r_,ll 7 .._,._._ ft ol
B Tt Wt e
=~ uk e
. i ...«..r. J

£
-
W
i
o b

mo
=~
®
o
=
@
™
w
&
o
S
.m
«
@)
g
9
By
-
el
D
m










-
.

= Zom—
-
-
_—
—— -
-
-
v

e

P T — =¥
b V0, AT |'I 3 ‘_'TT-“-'"*

el

e 3

T e
..I"'"‘--I‘{'_-'u- B

BT iy
—_— o R, \
- e L

== Al L T __', = /

,
!




Where Water Comes Together With Other Water
15th Lyon Contemporary Art Biennale

FHEEREREMEERE
Group Exhibition Z£[&

65 rue Challemel Lacour, 69007 Lyon, France
7B 2 B Challemel Lacourf658%, 69007

18.0919 - 05.01.20



This 15th edition of the Lyon Contemporary art biennale was devised as an ecosystem at the intersection
of biological, economic and cosmogonic landscapes. Echoing Lyon’s geography, the title of the 15th Lyon
Contemporary Art Biennale was ‘Where Water Comes Together with Other Water’, taken from a Raymond
Carver poem [1]. For the first time, and in addition to the Museum of Contemporary Art (macLYON) and many
associate venues, the Biennale was being held in the deserted halls of the former Fagor factory, in the heart
ofthe Gerland districtin Lyon. This brownfield site—in whose remains the old industrial world was coinciding
with an uncertain future—hosted a system of political, poetic, aesthetic and environmental interactions.
‘Where Water Comes Together with Other Water’ was an exhibition envisioned as a wrinkled landscape
where each wave, ridge, peak, hollow and bifurcation opened onto new relationships and entanglements.

The fruit of numerous collaborations between the artists and firms in Lyon and the Auvergne-Rhéne-Alpes
region, the 15th edition gathered artworks made according to the principle of short supply chains. 55 artists
of all generations and many nationalities, with gender parity, had been invited to make site-specific works.
Fostering dialogue with the actors on the ground and on the actual site, with its history and architecture,
this latest edition of the Biennale highlighted production by taking account of the socio-economic context
inwhich it was set.

This new model was based on four complementary platforms that was spread across the region: Veduta,
Young International Artists, Associated Exhibitions and Résonance.

[1] Where Water Comes Together With Other Water by Raymond Carver. © Raymond Carver 1985, Tess Gallagher 1989, used by
permission of The Wylie Agency (UK) Limited.

Often based on collaborations or partnerships with companies, Chou Yu-Cheng’'s works reveal the
strategies of public and private sector funding behind the modes of producing artworks and contemporary
art exhibitions. The artist explores the processes by which aesthetic, symbolic, social and economic
values are constructed and validated in the art world. For the Biennale, Chou Yu-Cheng did not seek to
produce a new work requiring artisanal or manufactured production. Keeping his distance, he chose to
act as an “intermediary” and to borrow, from a specialised recycling firm, bales of cardboard before they
were processed into paper pulp. The artist used them as elements in the exhibition’s scenography. Stacked
unchanged to formawall, the bales acquire a temporary function, as they partition off aninaccessible part of
the site. The artist’s act was devised as areflection of the current challenges facing industry: cutting the cost
of producing and processing raw material, while also adopting a recycling-based rationale that increases
profits to benefit from a positive “green” image.

With the support of Ministry of Culture of the Republic of China (Taiwan) and the Taiwan Culturel Center,
Paris.

With the assistance of Paprec and with the kind participation of Dupeyssey group.

- Text by Lyon Contemporary Art Biennale



FISEESEAZMEEFREEVE - EENFHEMR ZEBR—ERENERRF WXL FR
HyanR KR Z B2 LRI IR S - RERRIE RN RRIERE T ERRHIBIRIG FR T X 2 RIRA M
18488 (macLYON) ME M EEZt 2 5 B R L FREEREE B Gerland& F/OBIFTENE TRREESE
E’kahﬁiﬁﬂ’"i_ﬂﬁlff%{ﬂlﬂﬂ ETXRMRERRENRKAVS CERHBBL FE R2MIRIEAE
BEfFANRG-REVKERZEIME—EAZEERAMM S B—RERRLBT WE- ZEH - DT
A—&—8tE ?%Tfﬁiﬁﬂffﬁ%ﬁﬂ’ﬁﬁﬁﬁi ghEo

B EEREARMEFREE T AEEMKEETERNRAEE-Z-IHEHREN AT SIEE
o M BB AEH R R AR (FH 55U AR F R REFERR BUBERFHTHHEMRK
WA RSN ERE(Fm RN —ENEFREEHEEMEE EMELMERETHE-EEE
FREMHHEEES R EERBARFRRZ

BRI B SR E ENERE M Z A B4 8 R - Veduta, Young International Artists,
Associated Exhibitions, Résonancee°

NFROKERZE) B - RER B - R 1985 B4k - BHitg 1989 L MF I A B)FF A
fEme

BB ENFRREERERRATNNGIR BT T 2MRFNENRMRERFERIAHMAMILERR
BR-EBMRRR T E2MARBNEREEZE R L ENEEEENBRE - REFR L AFIEL
RERFREFIIA IR Fm-BE EEEEFRRFER ZE RN AL B—REXLOW
REEAZMERBN TARRENRR - ZMRSEMEFRES I T TR -MERRE RS M
p— S B EB O RE A AEAN—# 2 Rt E LR AE T ER I NEN S EMKIITAE
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Condo New York 2019
2019 Condo#B#

Group Exhibition Z£[&

Petzel Gallery, New York, USA
EEA 4 Petzel = ER

27.0619-26.0719



Edouard Malingue Gallery is pleased to share its presentation in Condo New York 2019 hosted by Petzel
Gallery. Featured were works by Chou Yu-Cheng (b. 1976, Taiwan) and Tromarama (est. 2006, Indonesia).

Chou Yu-Cheng's practice builds, across multiple mediums, a subtle critique of mass media, institutions
and the mechanisms that produce them. A graduate from I'Ecole Nationale Supérieure des Beaux-Arts de
Paris, and the research programme La Seine, Chou has gained international recognition for his dialectical
interplay between the source and results of his creations. Through his selective conversations, Chou shapes
aminimal yet deliberate set of intellectual and aesthetic tricks, which ultimately play on the properties of art,
object and space. On display were a series of gradient paintings, fastidiously created by hand, resembling
in their pastel hues an ephemeral skyline. By playing with varying borders, Chou seems to create windows
of observance.

Chou Yu-Cheng is a highly acclaimed artist who lives and works in Taipei. Notable shows include Liverpool
Biennial, Liverpool (2018); Museum of Contemporary Art and Design (MCAD) Manila (2018); Kiinstlerhaus
Bethanien, Berlin (2015); Kaohsiung Fine Art Museum, Kaohsiung (2015); New Museum, New York (2015);
Taipei Fine Art Museum, Taipei (2014); Queens Museum, New York (2013); Kuandu Museum of Fine Arts,
Taipei (2011); Museum of Contemporary Art Denver, Colorado (2008). Chou held aresidency at the Chinese
Centre For Contemporary Art (CFCCA), Manchester in 2013 and received the Taipei Art Award, Taiwan in
2012 as well as the Taishin Annual Visual Art Award, Taiwan in 2011. Chou’s work is held in multiple museum
collections including the University of Salford/CFCCA, UK; Taipei Fine Art Museum; Kaohsiung Museum of
Fine Art.

Engaging with the notion of hyperreality in the digital age, Tromarama explores the interrelationship between
the virtual and the physical world. Initiating as a collective in 2006 in Bandung, Indonesia, Febie Babyrose,
Ruddy Hatumena and Herbert Hans create works that combine video, installation, computer programming
and public participation depicting the influence of digital media on society’s perception of its surroundings.
Tromarama’s body of work extends to video, installation, computer programming and participation. At the
heart of their practice is the creation of narratives, the ones that can and could exist within our physical and
digital worlds, but perhaps more crucially, those that exist when the two are fused. The major work in this
exhibition, ‘Soliloquy’ (2018), is an example of Tromarama’s inventive response to the Internet and social
media, collating user activity on Twitter to reconfigure 96 secondhand lamps: each time “#kinship” is used,
the tweet is converted into a binary code, prompting the lamps to flicker.

Tromarama are widely considered one of Indonesia’'s most exciting rising talents and have been exhibited
around the world. They have held solo exhibitions at Centre A, Vancouver (2017); Liverpool Biennial Fringe,
Liverpool (2016); Stedelijk Museum, Amsterdam (2015); National Gallery of Victoria, Melbourne (2015); and
Mori Art Museum, Tokyo (2010) among other locations. Their group exhibitions include the Museum of
Contemporary Art and Design (MCAD) Manila (2018); Singapore Art Museum, Singapore (2017); Gwangju
Biennale, Gwangju (2016); Frankfurter Kunstverein, Frankfurt (2015); Samstag Museum of Art, Adelaide
(2014); and the 7th Asia Pacifc Triennial of Contemporary Art, Brisbane (2012).

FEEMRESHESE M2 IAPetzelEREHINN2019 CondokR#Y &R FEERHEF A B LE (1976
FENREE) MFEALE (006 F MK ENE B FER) HEZ MR EE-

BB ENZMEIFRREFEZBRE T tRENXREE BB MEER T - RRITARR L
EReZFEMBHREENAAEE AT EERFEMAUEBFRRMRR Z MR EREER
RiBo@BRIFELE T —RRBOREINHE BERGBHMB RN UNAENEREE B2
- NERES IR E RS RENE—RIVHEEE(Fm HEE F R 2R ALK IERNE
BT LS BENRER - BRISYERRENERE AMHEAFE T —RBRERMENER

BB ER—IERHERNENMF RALEFNTIF-ERELESENYALER (2018) KR
EAEMREHEWEE (MCAD) (2018) ~ At RIS &AM+ (2015) ~ S i I EAMTEE (2015) ~ARAVRT =i
88 (2015) ~ & 3L I EAMTEE (2014) ~ 44V 2R E EAMTBEE (2013) ~ & LRIEEMIRR (2011) “RIENZ
N E REMTEYIEE (2008) F-F 2013 F 2 ESMHFE A EREM PO 2N K B8 X7E
2011FN20125F 73 B EME B # 1R B2 A 5 L XM - AT ENEmERMASEER 2 8iE%E
ERFEEAR/EMME RIS EABRZM PO, IbHIIEME, SEHIEMES-

HEEBFRATBHREE M WENETEFRRINENER T R 2 BB ER -8 2006 FEHE
BRI ES =% EJELL - B EEZHT (Febie Babyrose) it 45 « & (Herbert Hans) F1 &8 - 15 BT
$iI (Ruddy Hatumena) BIfEHIRERSE KB EIREN AR TS ERMHFHEEHE THSIRIED
MM ENSBER NBNENEMERPORAE— B URERRENHFT R PHKE E
T FEATENE ERMARENSEFTHERE Z A5 —NRESBUEENRE RABENEEE
B 2018EMER)  EHFRAS ER I R E R Twitter EMWARAR Blo6 = — FIEEEEL 2
BN EHE T EMASNTRIEREHNAAE—RHNEE -5 R BB ENRHREIIEREE
F2H T#kinship ) BT SRS > SIS B R — &SI LUE IR IB I FRE WS E LB R et TR
alaeds

BRNEFRABHNEREENINEMKEE Y — AN ERKTER AR S BH 4FBHLEE R
B EDNENREMEEELD (Centre  A) (2017) \FI¥HEEREFAEBIER (2016) FIBHMS L
EEE (2015) ~ B A4S F T8 )N F 1L EMTEE (2015) ~BRRAREMEE (2010) SR ITEE - AR R
BIEE R EREMRHEMEE (2018) ~ FNREMTEE (2017) ~HMNEFE (2016) VEAB B EM B D
(2015) ~ &3k ESamstag EMTEE (2014) "B EEE A EREM=ZFERE B LA E B EME R
A EMEE) (2012) Fo
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Vertical Gradient #2
(EEHE #2)
2019

Acrylic on canvas

) i
200x180cm




Vertical Gradient #3
(EE#E #3)
2019

Acrylicon canvas
ARIEIER L
200x180cm




Vertical Gradient #4
(CEE#E #4)
2019

Acrylic on canvas
AEERLE
200x180cm




Vertical Gradient #5
(EEEHE #5)
2019

Acrylicon canvas

AmIRES L

200x180cm




Vertical Gradient #6
(EE#E #6)
2019

Acrylic on canvas

AEED L
200x180cm




Vertical Gradient #7

(EEHE #7)
2019

Acrylicon canvas
ARFEIER L
200x180cm




Vertical Gradient #8
(EE#E #8)
2019

Acrylicon canvas
AFEIER L
200x180cm




Contagious Cities: Far Away, Too Close
BIEAR ™ : BEiR N
Group Exhibition Z¥ &

Tai Kwun, Hong Kong
KEE, &

25.0119-21.0419



‘Contagious Cities: Far Away, Too Close’, co-produced by the art and heritage teams of Tai Kwun, explores
the psychological and emotional dimensions of disease and contagion, particularly in relation to people and
their ways of life. The exhibition encompasses both an art exhibition—curated by Ying Kwok and featuring
local, regional, andinternational artists—as well as a heritage exhibition that addresses the historical context
of the Plague, revealing how this relates to the past and present of Hong Kong.

The art exhibition in ‘Contagious Cities: Far Away, Too Close’ featured new works by ten emerging and
established artists: Oscar Chan Yik Long, Eastman Cheng, Enoch Cheng, Cheuk Wing Nam, Gayle Chong
Kwan, Chou Yu-cheng, Firenze Lai, Angela Su and Wang Sishun. The research-led exhibition also included
works by eight artists that were specially commissioned for this exhibition, including Angela Su’s video-
and performance-based work that explore the complicated implications of the project’s title; Chou Yu-
cheng’s olfactorial work that conjures up ideas of sanitisation and habit-making; as well as a experiential and
interactive work by Enoch Cheng that takes audience on a performative audio-led tour of Tai Kwun. The
exhibition also presented UK-based artist collective Blast Theory’s ‘A Cluster of 17 Cases’, an interactive
installation that explores the World Health Organization’s response to the 2003 spread of the SARS virus
that started at the Metropole Hotel in Hong Kong; the work was a result of the first ever artists’ residency at
the World Health Organization in Geneva.

Alongside the art exhibition was also an exhibition curated by the Heritage department at Tai Kwun, which
showcased new angles about the outbreak of the Plague in 1894 in Hong Kong. One of the most important
social incidents in early colonial Hong Kong, the aftermath of the Plague paved the way for changes in
housing and land-use policies in subsequent years, as well as leading to increased public awareness of
hygiene and health in general over the long run. The Heritage exhibition features stories about the people
involved in the battle against the Plague—and indeed how this contagious disease shaped Hong Kong’s
past and present.

This exhibition at Tai Kwun is part of the larger ‘Contagious Cities' project, an international collaborative
project that aims to support locally grounded conversations around the global challenges of epidemic
preparedness, presented by the Wellcome Trust. In Hong Kong, the city-wide project invites six local arts,
culture and heritage partners to tell illuminating stories of the city’s history of epidemics—from the plague in
the nineteenth century to the more recent SARS outbreak in 2003—and its impact on the society.

METEESE 2 AR S B RE SR & B RS T BRI RS £ RS
BENOEEEREN— LEERAREEES RN - B BRERNEA BN RS aE4
1 ST R IR  EUR B R E S EH R ERNEL S B B RE L F RS BIRR UK
) B 5 4SRRI B R A RO A Bt

TEEETMA 2R T2 BERANLEMXNEHNER 2HEBMREMRIPA -BAE BEE 258
& ~Gayle Chong Kwan A& 1E 2251 Rt EHUNR T RBIE-UREAZONRERY ) \HEMTRES
R BB AEMNZAEm B8R HURE AR EAERNIER KRR ELBAERER
ERCHABEAENREEEER MEFE RSB EERNE S URBERAENERERE
BFm BERREA —SHESEMNAEZR-BREFSEMALAFEAREETHEREESSH
F&E EEERHIHRREBA HEFREZMTR 4B SBlast TheoryBIfERVEENEEE(A Cluster of 17
Cases)’ IFstt RET 4RSI AR FE2003FE R B B4 =G IR RS-

HAEXYMEHBIRENELRE SUSFTAE2RIBUFRBEERENER ZREAERMY)
HEBHP—EEENHEFTH AR T HENEERIBER URREMRES T SR ERENE
ENEHC-BEXYRERFFAMBSRERNNS E—PEBLERRNATEEEARETHNER-

RARAESNNRESEHRESGEFEB A B NEEERTHI N80 58 S EXFEMEA L
B8 S S H e RRR R E SR B2 R E - BRI R ERR ™ 1 % B 5R B AR 7B 253t 24 X (L Al
B XY BN RREBEE R 19 CH BRI E LB HIR2003F ) TR ERAEER REMAITRH
HEBHBFIERINEE-






shing, Chou Yu-Cheng, Acrylic, Rag, Scouring Pad, Plate, Image, Album #11
e BT BB EEER 3R SN B TR R @B #11)
2018

Acrylic on canvas, Fiberglass
BRRER B
150 x 150 x 23.5cm

ion view of ‘Contagious Cities: Far Away, Too Close’. Photographer: Kwan Sheung Chi.
Image courtesy of Tai Kwun Contemporary.

MR AEER T : BEE N | R EE IR %, e RS,
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The titles of these works by Chou Yu-cheng resemble social media hashtags, hinting at the nature of the artwork from their origin, conception, to execution—as well as the viral circulation
from everyday housekeeping, to the world of art, and then into an album as a memorial. With his signature language of minimal logic, the artist presents a deliberate set of intellectual and
aesthetic “tricks”, which ultimately play on the properties of art, objects, and space.

In response to an unknown fear of contagious diseases, the artist created a smell which is a combination of incense and lemon-scented cleaning soap. The acidity of the lemon has
cleansing qualities—whichis then magnified by advertising campaigns. The smell certainly lingers on the towel, withingredients printed on them, and these are handed out to the audience
when the temperature exceeds 24 degrees Celsius as bacterial growth is facilitated. Interested viewers were invited to use one to clean their hands and carry it around and outside the
exhibition and outside— thus setting up aninterplay between aesthetics and society.
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‘You are welcomed to take a towel when
the outside temperature exceeds 24°C.




Wiping, Perception, Touching, Infection, Disinfection, Education, New Habit
GRE A S ERVES BB EN)
2019

Towel, disinfectant alcohol, fragrance
EMVHSLBEBK

Dimensions variable

R~ a8

Installation view of ‘Contagious Cities: Far Away, Too Close’. Photographer: Kwan Sheung Chi.
Image courtesy of Tai Kwun Contemporary.
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Wiping, Perception, Touching, Infection, Disinfection, Education, New Habit
(B RF B ERVES HE BN
2019

Towel, disinfectant alcohol, fragrance
EMVHSLBEBK
Dimensions variable

Rt

Installation view of ‘Contagious Cities: Far Away, Too Close’. Photographer: Kwan Sheung Chi.
Image courtesy of Tai Kwun Contemporary.
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The Extra Extra Ordinary
HBEsE

Group Exhibition Z¥ &

Museum of Contemporary Art and Design (MCAD), Manila, Philippines
SERE R R EXENMREHEYEE (MCAD)

20.09.2018-1811.2018



The Extra Extra Ordinary proposes a new sensory processor to attend our contemporary everyday life
with add-ons movements and sensitivities. The title suggests an abstraction of affects shared among the
human and the non-human; their correlation and disjoints as informed by contemporary objects, technology
and culture. The exhibition also presents possibilities towards the generation of various sets of social and
material connections, finding ourselves simultaneously in the process of becoming and worlding.

The growing tension to unlearn ethics between human and non-human worlds is one of the burning issues
of our time. We question the culture we've inherited in the face of accumulated ecological catastrophes,
of wars and the continuously increasing debts that are passed on to the coming generations. Our anxiety
goes even further beyond traditional boundaries with technology invention all the time. Many of us have
been addressing ideas of the Post-Human and that of New Materialism as a possibility of finding ways to
think beyond human principles, reasons and perspectives. The Extra Extra Ordinary shares such concerns
specific to our modern material conditions, and seeks to offer an alternative spacetime for us to exercise
and explore how we can relate ourselves among things seen and unseen.

By creating a simulation of such a worlding process with works presented by artists, The Extra Extra
Ordinary conceives many unparalleled sensibilities to operate the essence of life in detail, interexchanges
and connections among matter, energy and life. With the circulation of these ideas, where agents such as
audience become intrinsic parts of the media outputting the extraordinary celebration of every ordinary life
takes on a poetic and imaginative turn.

The Extra Extra Ordinary is presented by the Museum of Contemporary Art and Design (MCAD), Manila
and the Taipei Contemporary Art Center (TCAC). The show is generously supported by Edouard Malingue
Gallery and the National Culture and Arts Foundation (NCAF).

Curated by Joselina Cruz and Esther Lu, the exhibition willinclude work by Tromarama, Chou Yu-Cheng and

Gary-Ross Pastrana.

- Texy by MCAD
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Chemica 5, Manifestation, Unequal, Dissatisfz
Capitalisé oht, V/ —
(EEE R A9 T B4 B R1F 88,2 B B
2018

Mixed me paintings
REEN 2

Installatio Wat T he Extra Extra Ordinary’, MCAD, Manila, Philippines, 2018.
Image cofiftesy of the artistand MCAB;Manilas
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Chemical Gilding, Keep Calm, Galvanise, F;ray, Gradie_nt, Ashes, Manifestation, Unequal, Dissatisfaction
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Lig e
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- Mixed mediainstall
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Installation view at ‘The Extra Extra Ordinar

Image courtesy of the artistand MCAD,
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light, V

(BiES REFH WIRSFR 458 WE R 13 79 Tm> B40 BB 7 88,8 B B)
2018

Mixed media installation, paintings
REBENEE B

Installation view at ‘The Extra Extra Ordinary’, MCAD, Manila, Philippines, 2018.
Image courtesy of the artist and MCAD, Manila.
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light, V

(BT R F BRI T8 BB B 3 R T B4 Bl X177 88,2 B 7))
2018

Mixed media installation, paintings
REENES B

Installation view at ‘The Extra Extra Ordinary’, MCAD, Manila, Philippines, 2018.
Image courtesy of the artist and MCAD, Manila.

NBEERE | RERZ, FRESRAENEMRHEYEE, 2018,

Bl HEMREFFREFRAEREMRHEYERH.




Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light, V
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2018

Mixed media installation, paintings
REBENEE B

Installation view at ‘The Extra Extra Ordinary’, MCAD, Manila, Philippines, 2018.
Image courtesy of the artist and MCAD, Manila.
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Installation view at ‘The Extra Extra Ordinary’, MCAD, Manila, Philippines, 2018.
Image courtesy of the artist and MCAD, Manila.
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light, V¢
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2018

Mixed media installation, paintings
REENEE B

Installation view at ‘The Extra Extra Ordinary’, MCAD, Manila, Philippines, 2018.
Image courtesy of the artist and MCAD, Manila.
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Installation view at ‘The Extra Extra Ordinary’, MCAD, Manila, Philippines, 2018.
Image courtesy of the artist and MCAD, Manila.
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Liverpool Biennial 2018
Beautiful World, Where Are You?
MY EEFER2018

EREMHR RIEME?

St George’s Hall, Liverpool, UK
HEM Y RESAKE

14.07.2018 - 0810.2018



Spanningthe centralentrance to St. George’'s Hall, one of the sites of the 10th edition of the Liverpool Biennial,
is ‘Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light’ (2015), an installation by Taiwanese artist Chou
Yu-Cheng. A bold slab of galvanised steel - a common metonymy of department stores and consumerism
that simultaneously connotes characteristic elements of cheap housing - the work stands dotted by highly
physical indentations. Initiated whilst conducting aresidency at the Klinstlerhaus Bethanien (Berlin) in 2015,
the work as object as statement commenced as a clean steel plate, which members of the public were
invited to throw rocks at, an activation that will be reactivated during the Biennial. As such it evolved from a
reflective surface to an interactive sculpture interrogating the act of protest. Presented here in the context
of the Liverpool Biennial ‘Beautiful world, where are you?’ - a title that derives from a line in the poem Die
Gotter Griechenlands written by the French/German poet Friedrich Schiller in 1788 and set to music by
Franz Schubert in 1819 - it responds to the urgent call, from artists and audiences, to reflect (and act) on a
world in social, political and economic turmoil.
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manifestation, unequal, dissatisfaction, capi-

S e~ —— ~  taliseincenseburnersurvivakagitation, hit, day light
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2015

Gold plated stainless steel
- - 280x600cm
Installation view at St George’s Hall, Liverpool Biennial 2018. Photo: Thierry Bal
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Activation at St George’s Hall as part of Liverpool Biennial 2018, 14 October 2018
DEAE, MY EEEE2018,2018FF10814H
Photo #%&#&2 : Rob Battersby
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Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping,
jackercleaning. com, Cigarette, Dyson, Modern People Il

RlIF B - HEE-FR B HE AN ER-RECRFE - BE BR RARAA=

TKG+, Taipei, Taiwan
TKG+ &1k, 84

12.05.2018 - 08.07.2018



The progression and transition of modernization plays a subtle yet vital role in shaping people’s perception
and values. In this complex process, “hygiene” as the key word for the new phase comes from a Taiwanese
slang “without knowledge and without hygiene” (referring to someone dumb, dirty, and without standards).
Compared with knowledge, hygiene seems to be a rather abstract yet feasible standard for modernization
which leads to new social rules. While a capitalist framework seems perfect for the above-mentioned
phenomenon, Chou Yu-Cheng evades the epistemological approach in this exhibition, not expounding the
history and economic benefits of hygiene in a modern context. Instead, the artist reinterprets plastic arts
through the notion of hygiene, in a multidisciplinary approach that expands aesthetics beyond conventional
perception.

Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, jackercleaning.com, Cigarette,
Dyson, Modern People Ill is the third phase of Chou Yu-Cheng's ongoing project. The title of this project
— a group of keywords — references hashtags on social media described by the artist in a subjective or
objective way. This particular naming method originated with the 2015 project Chemical Gilding, Keep
Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction, Capitalise, Incense Burner,
Survival, Agitation, Hit, Day Light, which opened a new path for his creative process. In a more diverse
and complex form of production, the artist disregards a linear linguistic logic, and attempts to reinvent his
personal approach to plastic arts, interwoven with a few threads from his past practice.

Following the launch of the first and second phases of the project respectively in Shanghai and Hong Kong,
this exhibition unveils the artist's new conceptions, including sculptural work Cloud, Mist, and Field for Sun
Dried Noodles (2018), a collaboration between the artist and traditional noodle makers. The title of the work
comes from “Green hills and clear water breed good noodles,” a slogan hung on the gate of a traditional
noodle factory in Shiding Town, New Taipei City, which highlights the inseparable relationship between
the environment and food. A special publication also debuts in this exhibition, titled Refresh, Sacrifice,
New Hygiene, Home, Washing, Chou Yu-Cheng, Acrylic, Rag, Scouring Pad, Canvas, Image, Aloum. With
a title that suggests a hybridity between housekeeping and artistic media, this publication serves as a
memento for the exhibition. Comprising painting, sculpture, performance, and publication, the exhibition
blurs the boundary between art forms through an adroit deployment of brands, machines (robots), apps,
and traditional handicrafts, while resonating with the artist’s past body of work, evidently in the use of found
objects, brands, publication, and manual labor.

This exhibition also serves as an attempt to create “a gallery with the best environment,” with the use of
Dyson Pure CoolTM purifying fans, which automatically remove 99.95% of pollutants and allergens as
smallas PMO01, as well as through the Jackercleaning app that provides housekeeping appointments, along
with the use of Dyson Cyclone V10 cord-free vacuums, which remove 99.97% of pollutants and allergens
as small as 0.3 microns. The environment becomes a key element in this exhibition. The artist believes
that a better environment can be created with the use of machines. In this way, found objects not only
manifest themselves in their physical forms, but are also allowed the chance to demonstrate their functions,
transcending their original hackneyed notion.

Known for his deft manipulation of aesthetics and social issues, Chou Yu-Cheng is deeply concerned with
the working process behind visual arts, as well as alternative operational and thinking modes in existing
mechanisms, corresponding alternative interests in atypical collaboration, and problematic established
facts. His practice involves diverse mediums, where he acts as the mediator who integrates the individual as
“subject,” the enterprise, and the institution, while through a working process that entails the act of transition
or transferal, or the difference in time or locale, yielding specific results of a particular project, thereby
creating a dialectic between the source and the outcome.



BANRERSREFEESRCEAFNBNAEER TS EMERNERD FEI "FF
AR RRASE BB — A QB EE DM X R E L AR BERAE MR A LT
BERMUEERNENAE T EEZLF RO S RA-BE LANRKEAIUERREREE
A2 EF B EE IR RE DRI AN HRE 75 % MRRA IR TEENEL R LB M2
ERFERERENEM G ES TN AR EREENZ2ARE

(RIFT-BY - FEE- FR BN HBIANER KB REAFE - FE BR - BEAAZ)ZATEL
I EINFE =M AORMETE o RAF EER T RATHNHTET N 21 HEENERR
(Hashtag) It B B RASE F 18 Al 51 8 R Ml o b an 2 5 7R IR B IR 2016F M R TS B TE S REF /2
5 iEIREThR s 1R B sk A1 Nl B4 BIE 05 #3188 Byt 1 R T BRI
ENEIFRER U—BEASTHREENERT BT ERANESEE £RE —LBENIFRIR
BT EERIFRFEEARER D

AR —PEERE EBRBAENRIBERR WRXREHIRR T HNEE Rz — 2B ERREMEA
BFMEMRNME(ER LR BES) s RIGHIth Ak U ENEREESEHFI OIS
Wk A BFE ) EEFERRIRZARYE AR 2 IR - H — 2 RV (RIF 84 e £ R
B BB E RN A B R VEEE) s RER S T IR RREIEES R
KBEEZMENOTAZE RRBUILEERFAILC S -HEE BB RE - LRAER MR 1425
(AN APPERFS R GBI 2 FER /AR T 2M AN R ARt RIB XM FRIKEE BLEE M
RS REAR BIMNIR Y S kR B A~ iR S5 B Fan o

BERNRERKTERE—ERERE RERIRHER ] EZEBDyson Pure Cool™&E2ZEREF
R Em HEFRHRAABIRES FEFEEEREEM99.95%/ NEPMO.189FEHY); B INEB
BEERIAPPEZTANARTS Ao & B A Cyclone VI0MEAR Ik BB 238V E A IRFRTFTEIR SZREH99.97 %/ N E
O.3MAKBIMEE YN L4t IRIT Al A T LR BRI R TR R R AR UG RENRREZ > ELE
R IR E ERMRELS

AEEEREEXSHETENEEIZE BAREERERNI(FER BTN AETERE S YBIHS
PEESENRFRARSEN BETFHEESFI RELEHENS B o FAREEREEENME
B MBRIER A EZREBEM BZUTRNE I NARHES TR TR ZE A BREKEE
e WER T TIRZR ) BYIRIE HIINEEE 58 BB R B B EE WA EINE R L RRIRE
ERERMEERRE






_,.:--"‘-';'—

I
k=
[—d

p 'II II| Ijllll;' | :""'-|I |
_ | NII.I..IIIII. ll- | |I I.I |'|||‘ |
; |\l il

ul |

|
I
I




i

]

N N ——

S

Installation View
BERS

Courtesy of TKG+ and the artist
[E /A TKG+ R &1l R e it



|

"
[ ol f”:—”i[ ' |

A ORIy v
hﬁﬁrlﬂﬂlf'ﬂ‘n |'|;a o 000 00 0 00
‘ 2 e

i ELR B

|
Installation View
RERIZ
Courtesy of TKG+ and the artist

B FHTKG+ R TSR iR 4



il

e | rlilw l
|
||;

Installation View

RERS

)

Courtesy of TKG+ and the artist
Bl B TKG+ R i AR 3

—

'il; e T



j il Iﬁ

s i (il

DO
f \ & \

i h
-
i
| il
i
i
0
|
Installation View
RERS

il" ||| i,ljlll||ld¢dﬁe§yofTKG+an e artist
. ER#ETKG+REMRIE M










Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping,
www.agentbong.com, Cigarette, Dyson, Modern People’

RIF B - FEEFR B RIS ER- KB RE-FE - BHREALA

Art Basel Hong Kong, 2018, Encounters: 1E05
BEBEMBETARE2018, EFZEM 1E0S

29.03.2018 - 31.03.2018



“Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, www.agentbong.com,
Cigarette, Dyson, Modern People” (2017) is a new commission by Taiwanese conceptual artist Chou Yu-
Cheng (b. 1976). A graduate from I'Ecole Nationale Supérieure des Beaux-Arts de Paris, and the research
programme La Seine, Chou has gained international recognition for his dialectical interplay between the
source and results of his creations.

Through sculpture, performance and recital, this installation conceptually and formally explores the modern
evolution of hygiene, offering the audience a multi-layered interpretation. A raised stage is dotted by a
cluster of mammoth tableware sculptures linked to an app that serves as a platform for cleaning services.
On stage, a mechanical cleaning robot playfully hovers across the stage suggesting a ‘division of labor’
between human and machines, while another actor poetically recites a product description in front of the
modern sculptures, the totality of which creates a theatre of daily life.

In so doing Chou creates a sculptural nod to the app ‘Agentbong’ - a reservation platform for cleaning
services - a reference that is heightened by the presence of a mechanical cleaning robot that playfully
hovers across the stage. Through this juxtaposition Chou suggests a ‘division of labour’ between human and
machines. Further referencing the relationship between man and mechanics is a performer, who presented
asasalesperson, recitesapoem-the prose, however, is a product description that has been wittily rewritten

by a poet.

Ultimately, “Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, www.
agentbong.com, Cigarette, Dyson, Modern People” (2017) presents a total theatricality of daily
life. In a pointed yet aesthetic and entertaining manner, Chou examines the underlying operations
of daily systems and the communications between private and public spheres. How the relations
between domesticity and corporations are shifting, how ritual and traditions are replaced, altered,
perhaps even rendered redundant. As the title of the work suggests, Chou points to an element
of cyclicality or a new wave, a fresh set of dynamics that can be observed within the most private
and mundane of quarters, ones which ultimately serve as portals for situating our positions in
contemporary life.

(R4 R ER VB B ER-RECARE-FE - AR - RAAN) 0172 ESE
(e E_uIE(EE"1976)E’J%ﬁ’JT’Enu#ﬂ?é%B"/ill_LE%E%gmmﬁm&/ill**%ﬁmmﬁnﬁ
AR IS ERZ BB EM M E R R ERAE S AR EREM T EE

R B R EERTFRFENSS TN LNRAEE  SEME - RERMET N B RREES
BRNRE-BEREZECH—HEREAMBER &5 5 RRFANIAPPERET & > Wi £ —
T & ERFEPHERE R A B R ABEEMS B0 TINER-EERARMER  ZEEN
= ARRBAEE maR R ME—E B B AERE5-

BEEALEERAPPEATA XBE — BOFERBZIANTAEIE A6 LFREM AR
i BN ARREEME B 1D TIRER - MNP E R AR MREERFT R AN M
HIELGFAEREERRANRRE A RIBREHHE

FEm(RF B e ER BT REAER - RECARE - FE - BRFAAN) (20175 EER
BEENEBS R REE2RBREN CEUHBEEFRNEARKZEAESNA I R KB
2 I EEMEN A EAEER EUEMMERM AR & NEERA RS EGRE - [EMFm
iR SEMBFAN TR R —EERFHNER MERNS —2ZNEEE A ELENRE T2
HAERAEAETRRBRROEYER]



BRSSP P AL T

e

Installation View

REIRS



KBRS

Performance view



Performance view

KBRS



Performance view

RERIS




Performance view

KBRS




Performance view

RIERSG






Performance view

KBRS




Performance view

KBRS




Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping,
www.ayibang.com, Cigarette, Dyson, Modern People

RIER, %84, F@E, B, B, BEA, TR, K, MRE, FE, &K%, HAA
Edouard Malingue Gallery, Shanghai

EXER, b5

1111.2017 - 07.01.2018

(® Exhibition Documentation R E 1558


https://edouardmalingue.com/video/chou-yu-cheng-solo-exhibition-edouard-malingue-gallery-shanghai/
https://edouardmalingue.com/video/chou-yu-cheng-solo-exhibition-edouard-malingue-gallery-shanghai/

“Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, www.ayibang.com, Cigarette,
Dyson,ModernPeople”isanexhibitionby the Taiwaneseartist Chou Yu-Cheng, tobe presentedin November
at Edouard Malingue Gallery, Shanghai. The name of the project came about from the juxtaposition of
several keywords, referencing Jean Baudrillard’s interest in modern objects—especially new objects—in
The System of Objects, while at the same time tending towards the poetic.

With its multiple shifts and evolutions, modernization has impacted our cognitive faculties. From within such
multifaceted and wide-ranging phenomena, “hygiene” becomes key, here referring to the Taiwanese slang
phrase, “without knowledge and without hygiene” (referring to someone dumb, dirty, and with no standards).
Relative to knowledge, hygieneisrelatively abstract and yet seems to possess a yardstick by which to gauge
modernization—and from there on works out new codes and protocols for objects and events. Though
these can all be encapsulated by the analyses of capitalism, this project does not expound on the history
and economics of modern hygiene epistemologically but rather borrows from “hygiene” to elaborate on
and shape artistic expression: melding forms of tradition and of the contemporary, and even endeavoring to
develop its aesthetics through more hybrid and plural forms.

Different from a usual purifier, the Dyson Pure range of purifying fans powerfully projects and circulates
airflow, simultaneously capturing gases and 99.95% of particles as smallas PMO.1. Air becomes an apparent,
but invisible, crucial presence in the exhibition since the artist believes he can produce better air through
“machinery” and attempts to generate new ideas through readymades, at the same time making the image
of the readymade conspicuous. Take the example of the gallery in the present day: a modern image and
modus operandi provides the space in which to display artworks, while the adjustments and conditioning of
air, cold and warm, clearly constitute an indispensable element of modernity. The ways in which the gallery
has evolved in terms of its equipment or infrastructure have become a subject matter outside that of the
artistic, all the while echoing and reflecting the broader surrounding phenomena of modernization.

Chou Yu-Chengis adept at the dual manipulation of aesthetics and the social. He focuses on the workflows
undergirding visual production, paying attention to the ways whereby alternative modes of operation and
reflection are generated within a pre-existing system of things. He creates corresponding alternative
benefits in “atypical cooperation” while highlighting the problems with a given reality. His modes of creation
range widely over all kinds of mediums but mainly center around “mix and match”—through his role as a
“go-between” and through individuals, enterprises, and institutional structures he views as “subjects”. By
manipulating “workflow”—such as diversions, transferrals, or disparities in time or place—the projected
outcomes are generated, forming a reciprocal dialectic between origins and results.

“Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, www.ayibang.com, Cigarette,
Dyson, Modern People” has paintings, sculptures, and performances at its core. The use of brands,
machinery (robot), and app operating systems (among others) shakes up formal boundaries while at the
same time extends continuously from the tenor of the artist’s past oeuvre—such as the use of readymades
and brands, paintings, on-site labor,among others, or the two-stage working model for the exhibition (where
the first stage is the regular exhibition period, with the second stage lasting two weeks, in an empty gallery
space, leaving behind only the cleaning equipment and the display of the cleaning service app).

The project series initiated in 2015, “Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes,
Manifestation, Unequal, Dissatisfaction, Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light.”,
initiated for Chou Yu-Cheng a creative vocabulary at odds with his past oeuvre. With a more plural, complex
form of output, a linear linguistic logic is disposed of; by maintaining a few threads from his past works, this
endeavors to refurbish the artist’s individual intelligence in the plastic arts.
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Yellow: Refurbish #4 & : Rt #4), 2017
Ivory: Refurbish #5 5 T €& : Rll3F #5),2017
Pink: Refurbish #6 {3 : R #6), 2017

Acrylic, wooden structure
PIREREN RBAEE
100x140x25¢cm
100x200x28cm

120 x260x 36 cm




White: Refurbish #1€ : RIZT #1), 2017
Green: Refurbish#2{%% . RIFT #2),2017
Blue: Refurbish #3 (1A : Rt #3), 2017

Acrylic, wooden structure

RIBERE RSN

80x118x 20 cﬁ\\\

100x190x28cm
120x 260 x 36 cm



Housekeeping

(KB
2017

FRP (Fiberglass) Bowl: Diameter 120 cm, Height 60 cm/each, 6 pcs
Plate: Diameter 160 cm, Height 30 cm/each, 6 pcs Chopstick: Diameter 7 cm, Leigh 230 cm/each, 6 pcs
IREREE B B15120 [EK, & 60K, 18, 26 {4 ik H1S160EXK, m30EXK /1@, 6 4

BT HET EX, & 230EXK 1E, 6 4






Ashtray
(IBAREL)
2017

FRP (Fiberglass)
IR
Diameter Ef€120x20cm




Painting gesture- Refurbish 1
(BEIEZ - RiF 1)
2017

Acrylicon canvas
mERE
150 x180cm




Painting gesture- Refurbish 2
(BEEZ - BiF2)
2017

Acrylicon canvas
mEAR
180 x150cm
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During this stage, all of the art works and replaceable walls are removed, except for the workplace space and Dyson Pure Purifying Fans. With Dyson 360 Eye™ Intelligent
Robot Vacuum Cleaner mopping the floors regularly along with the house keeping APP, the cleaning performances will be completed.
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light. Il
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Project Fulfill Art Space, Taiwan
MEEMERM, 8&

03.09.2016 - 0910.2016
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2016

Stainless steel plate, coated steel plate, neon, paintings, plaster, fruits
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Dimensions variable if
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradlient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light. lll (Part |)
2016

Stainless steel plate, coated steel plate, neon, paintings, plaster, fruits
iR BEHR 25 A8 KR
Dimensions variable
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradlient, Ashes, Manifestation, Unequal, D)Esatisfac%n,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light. lll (Part Il) = = -

2016

Stainless steel plate, coated steel plate, neon, paintings, plaster, fruits & ]
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| plate, coated steel plate, neon, paintings, plaster, fruits
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction,
Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light. lll (Part Il)
2016

Stainless steel plate, coated steel plate, neon, paintings, plaster, fruits
TR ZEHR 82 58 KR
Dimensions variable
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Synthetic Leather, Regular Motion, Society, Cotton Yarn, Collapse,
Tea Stain, Response, Rose Gold, Profanity, Rehearsal Room, Small
Solid Happiness, Diffusion, Bridge, Restlessness’

EstherLu

()

The project title employed by Chou Yu-Cheng, Chemical Gilding, Keep Calm, Galvanize, Pray, Gradient,
Ashes, Manifestation, Unequal, Dissatisfaction, Capitalize, Incense Burner, Survival, Agitation, Hit, Day Light.,
is unusually long. Barely stringing together 15 Chinese words, the broken syntax confuses the viewer with its
arbitrary immanent connections and meanings. These nouns, verbs and adjectives thus loosely assemble
the exhibition’s first message and invite the following considerations at the level of signification:

1. As keywords, suggesting ways for interpreting certain phenomenain the sensorial world or in reality;

2. As configurations of a dialogical nature, interconnected and mutually responsive; like musical notes
whose harmony is translated through the performer;

3. As specific signifiers, to be connected with the objects on display and to produce output of consensual
significance;

4. As a string of words rather than a phrase, presenting their corresponding formal linguistic relationships
with the grammar or forms of the objects on display.

These keys, pointing at multiple directions, open up multifaceted states, imaginative extensions and empty
spaces whilst departing from the artist's customary creative practice. Chou’s work has always been known
for its succinct titles (e.g., TOA Lighting, Liszt), positing the artist’s role in the institutional nodes through a
certain logical configuration, It unsettles the path that connects value recognition, exchange, labour, and
production, so as to construct for the artist his very own creative space and functional role in society. If
we define the function of an artist as the task of technically engaging and negotiating with contemporary
society, elucidating institutional, spatial and historical relations of dominance and conferring new meaning
and possibilities for seeing and figuration, Chou indeed consistently creates a distinctive approach to
perspective over the last few years, visualising the otherwise invisible relationships and logic whilst
challenging or intervening the issues central to his projects.

We may now take a further step to examine the several transitions in Chou'’s creative journey. From TOA
Lighting through Taken from Society / Give Back to Society, Chou’s creative ambition was primarily
concerned with an artist’s ability to evoke social changes and interpretation, in other words, the social
functions of an artist. Since collaborating with Lu Chieh-Te, Geoff Molyneux and others, Chou has moved
towards a more specific reflection on the politics of life vis a vis a wide range of identity issues as well as
introspection related to labour, institution, personal history, and art history. These projects seem to continue
the purpose of self-questioning, asking: what “should” an artist convey? What role should he play? How can
he engage intellectually with art history? These internal psychological elements are finally transposed to
different considerations and arrangements in the manifest language of his artworks. Where, then, is this
creative consideration revealed in his latest turning point heading? Under the expansive title of his latest
exhibition, what are the issues confronted by the artist, and in what interiority do they exist?

If we were to start from a hypothetical premise and alter the exhibition title to: Synthetic Leather, Regular
Motion, Society, Cotton Yarn, Collapse, Tea Stain, Response, Rose Gold, Profanity, Rehearsal Room, Small
Solid Happiness, Diffusion, Bridge, Restlessness, is the artwork still valid? Has it taken on a different form?
Has its original objective been shifted? Would this approach have the same capacity as demonstrated by
Choutoempty out the gallery floor and plough vigorously to unveil the aesthetic interior of his latest creation,
meanwhile attempting to investigate and explore the significance behind this creative transition?

)

Presented as a solo exhibition at Project Fulfill Art Space in Taipei, Chemical Gilding, Keep Calm, Galvanise,
Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction, Capitalise, Incense Burner, Survival, Agitation,
Hit, Day Light. lllis the third phase of a project initiated at the Klinstlerhaus Bethanien in Berlin. Chou invited
the public to throw rocks at a galvanised aluminium slab (a common construction material used for cheap
housing), thus marring the surface of the work whilst simultaneously demonstrating, through audience’s
voluntary participation, the kinetic relationship between people and their environment.. Another set of
objects - anincense burner and ashes - was placed behind a wall, hinting at the psychological conditions
involved in prayers and exchange during the ritual of burning joss papers or “ghost money”. There were also
several new gradation paintings in the space behind the same wall. If we were to regard these elements,
including man'’s relationship with the environment, ritual, and objects, as an overture to different variations,
we could roughly conceptualise the spatial narrative or the composition applied. To begin with, the
arrangement of the exhibition space by the artist is already full of unexpected twists with immense appeal.
The large slab of galvanised aluminium stands under a gradation of gold; the expansive wall mesmerises
with allusions, inevitably hinting at Berlin's historical significance as well as a tension between people and
capitalism, history,and ideology. Thus an aesthetical interpretive code is engendered for the otherwise non-
materialistic features, such as the corporeal and perceptual conditions embedded in the title.

The second phase on display in Hong Kong’s Edouard Malingue Gallery approaches the same work in
an almost completely two-dimensional manner, stacking together the metal sheets, frames, neon lights,
small sculptures, paintings, vegetables and fruits across a wall painted in light blue. Towards the end of
the exhibition, construction scaffolding, mesh, and floorboards pried from the gallery’s floor were added.
Content wise, in addition to the displays’ continuous moulding of their still-life context, the final stage of
the exhibition and Project Fulfill Art Space’s simultaneous renovation represent a process leading to this
ongoing project’s final declaration, action, and performance.



At the heart of these three solo exhibitions is a complex aesthetic mechanism that renders varying rhythms
into a set of kinetic relationships shifting between aestheticism and society. We are presented with the
ways object relations may formulate a non-semantic context and an asymbolic landscape, as well as
the dialogue sand site-specific reverberations skilfully woven from the integration of the project and the
exhibitions..Drawing from his own introspective process, the artist depicts his experiences and responses
to contemporary society in a manner that effectively connects the refining process of his aesthetic rhetoric
with hisfirst-hand social experiences. Whereas the exhibitionin Berlin mainly engages with politicalideology,
the approach employed in Edouard Malingue Gallery seems to challenge the exhibition politics revolving
around the display of art commodities inacommercial gallery space. In Project Fulfil Art Space, Chou further
contemplates and responds to, on the one hand, the issues of urban redevelopment brought on by the fluxes
of capitalism and shifting desires,and on the other hand, the resulting fluctuating aesthetic styles. Grandiose
reconstructions become a performance, prompting reflections upon aestheticism as a mode of capitalist
violence within the city: how can the aesthetics attached to the axis of social conditions subvert, demarcate,
deconstruct and reorganise society? At the same time, the displacement of the objects on display results
in a state of ambiguity - hovering between painting, sculpture, still-life arrangement, functional wall rack,
installation and environment, they influence the art subject/object reciprocity through human activity and
participation, implicative ritual, the status of performance art, and the actual alteration of a gallery space.
They latch the tension concealed in everyday norms, rituals, and rhythms back onto the pulses of social
environment, thereby examining the meaning behind the aesthetic politics and modes of production of an
epoch. The forces of beautification and aesthetics integrate with the formation of desires, effectuating a
linguistic harmony which, during the final stage of the exhibition, finds its place in the paradigmatic modernist
white box setting after the scaffolding and mesh have been dismantled and regular floorboards paved on
the gallery floor. The objects take on wall display qua “artworks” as their ultimate manifestation, offering a
punctum for the projection of desires.

In this art/exhibition series, Chou approaches the subject of intervention through a propositional abstract
discourse, which is in turn developed into a lyrical art language, translating his concerns for the present
social conditions with a more intricate and openly emotive gesture. The sense of care stemming from his
everyday experience and affective response towards the environment constitutes a state of exhibition
revolving around non-semantic but otherwise allusive objects. It infuses the spatial narratives with an
aesthetic dimension, and as such re-cultivates a dialogue between the self and the world. Perhaps one
could even say that Chou has demonstrated an anxiety beyond his identity as an artist, deconstructing
aesthetics and society with a newfound confidence and scepticism, a multidimensional, emotive language
that ultimately extends to the expression of self-identity. A consistent methodology in response to art, the
self as the subject guides him through the realisation of numerous possibilities both in life and in art.

Simultaneously an intermediary and a creator, how shall artists confront aesthetic issues in contemporary
society? How to construct sincere responses rather than simply inheriting modes of linguistic operation? A
further examination of the philosophical contextin Chou’s art, such as his Geoff Molyneux and Liszt projects,
already provides some insights into this new creative thinking. Aestheticism confronts not only art history’s
immanent inheritance and conflicts centring on movements, styles, and schools; the subject vis a vis
aestheticism plays a much greater social role in each epoch, namely, its indication of a capacity for engaging
critically withcontemporary aesthetics within the current milieu. Through this art/exhibition series, Chouhas
quietly placed himself at the core of this question, developing a unique interrogation whilst also providing his
ownanswers. In other words, the long-winded exhibition title is, in itself, an indispensable response to social
conditions based on his emotive expression and transposition. Therefore, even though it offers a playful
hermeneutics for understanding somewhat similar texts of social observations on contemporary capitalism,
they are nonetheless unable to point towards “Chou Yu-Cheng”, this intermediary and creator who posits
aesthetics vis a vis society. Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation,
Unequal, Dissatisfaction, Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light. elucidates precisely
Chou’s idiosyncratic rhetoric as an artist, and the autonomy with which he uses the discourse of form to
establish aninvigorating and intimate dialogue between his mindscape and the external environment.
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Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction, Capitalise,
Incense Burner, Survival, Agitation, Hit, Day Light. Il
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Edouard Malingue Gallery, Hong Kong
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24.06.2016 -13.08.2016

@ Exhibition Documentation


https://edouardmalingue.com/video/chou-yu-cheng-solo-exhibition-video/
https://edouardmalingue.com/video/chou-yu-cheng-solo-exhibition-video/

Seemingly random objects and shapes juxtaposed and exposed across a panoramic wallscape; graphs,
chemical utensils, stacked paintings - a patchwork of colours and depths. An open-ended sentence, Chou
Yu-Cheng's (b. 1976, Taiwan) major installation and solo exhibition at Edouard Malingue Gallery points to
a measured visual articulation of an abstract mental expression. Presenting across an entire wall a major
panorama that bridges wallpaper, sculpture and painting, the overall display is punctuated by delicate
paintings and sculptures at select corners of the exhibition space - brief interludes to Chou’s visual score,
his deliberate yet lyrically ad hoc composition.

Running throughout Chou's practice is the process of cooperation and display. The wallspace installation
itself presents an alternative to traditional modes of presentation being composed of various stands that
act as shelves for accumulation of various placed objects: neon curves as literal representations of the
surging housing market in Taiwan and pie charts engendered from three domestic surveys of the public’'s
overall sense of satisfaction, initiating a cognitive dissonance between prevailing statistics and the tran-
quility evoked by the surrounding gradient paintings - conceived from Chou’s notion of “daylight”, now
further displaced by the presence of plastic geometric objects as leitmotifs of an artist’s studies. Viewed at
adistance, seemingly read from left to right, admired curiously up close - these are all modes of in- teracting
with the work, each encouraged and none more correct than the other. As such, Chou invites a relationship
between the work and the viewer; open to interpretation, itis for the viewer to project their own associations
between the objects - fruits, plates and bowls as organic cues of domesticity - and weave their own
narrative regards each object’s relations. As with a musical score, we are free to express Chou’s creation
with our own enigmatic interpretation.

Further highlighting this sense of cooperation is the central item of the major installation; a bold slab of
galvanised steel - a common metonymy of department stores and consumerism that simultaneously
connotes elements of caricature in cheap housing - dotted by highly physical indentations. Initiated whilst
conducting a residency at the Kiinstlerhaus Bethanien (Berlin) in 2015, the work commenced as a clean
slate, which members of the public were invited to throw rocks at. As such it evolved from are ective surface
toaninteractive and collaborative sculpture interrogating the act of protest to now it's current incarnation - a
long interlude of striking visual aggression amidst a softer and more delicate visualscape.

Slowly, through contemplation and observation, one starts to piece together as well as dissect the ex-
hibition’s longer than usual title: a string of seemingly random verbs, nouns and adjectives, it is based on
three continuously cycling psychological conditions faced by individuals in social settings: agitation, pray,
and keep calm. With some of the tangible elements in the title selectively presented - including galvanise,
incense burner, and gradient - associations are extended for the other words in the title that are not visibly
shown on-site. As such, the title presents itself as a selective glossary and Chou sets the viewer free to read
into the objects what he or she will but provides from the outset some tools that may at once guide, inspire
and deflect their relations to the installation.

Ultimately, Chou initiates through his presentation a new way of viewing your surroundings, of finding
connections between feelings, things, places; a mode of perception based on weaving associations that
applies to this exhibition but equally extends beyond to our broader understanding of the elements around
us.
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Chou Yu-Cheng: Looking through Digital Eyes
by Rahma Khazam

“Fromthe arrival of television to the [...] internet revolution, painting has consistently succeeded inintegrating
the mechanisms that seemed to herald its own death,” states the text accompanying the exhibition “Painting
2.0: Expression in the Information Age” (2016)M™. The productive friction triggered by the confrontation
between painting and digital technologies provides a key to understanding the work of Taiwanese artist
Chou Yu-Cheng. Integrating - but also critiquing - technological developments, he uses paintings, objects
and sculptures to suggest, absorb, appropriate and resist digital processes and effects.

Emblematic of Chou’s engagement with technology is his latest exhibition at Edouard Malingue Gallery in
Hong Kong, in which he appropriates and recontextualises a range of digital techniques: not only are the
paintings, objects and sculptures making up the show arranged or hung onasingle gallery wall so as to evoke
the flat surface of a screen, but the individual works also mimic different effects. Most immediately striking
are the paintings, which consist of nine large rectangular canvases that evoke open windows on a computer
screen. Deploying colours that shade into one another, they recall the colour gradients used in computer
graphics. However they also resist the invasive advances of digital technology: created by superimposing
thirty or so thin layers of paint, they affirm the physical nature of their brushstrokes and textural effects. The
art critic Alex Bacon has explored the differences and similarities between the canvas and the flat screen.
Noting that we live in a time where any flat surface hung parallel to a wall can suggest both a painting and
a digital device, he writes: “The proliferation in the past decade or so of laptops, tablets, smartphones,
and flatscreen televisions [...] has done many things to the presentation of images, and consequently to
our perception and consumption of them [...] [Yet] paintings today [..] still function differently from [these
devices] duetotheir relative stasis and fixity.”?! Chou’s gradient works explore the relations not only between
paintings and screens but also between paintings, objects and images: his canvases are unmoving physical
objects that simultaneously evoke virtualimages.

The objects in Chou’s exhibition likewise explore the friction between art and technology. The shiny
galvanised steel panel occupying the central portion of the wall is a static object, but by displaying the
ever-changing reflections of the viewers in front of it, it evokes the inherent mutability of digital images. It
furthermore possesses the same grooved surface as the black galvanised steel panel installed at the far
end of the wall. Chou, like other artists inspired by digital technology, presents variations of the same object,
thereby highlighting the capacity of any object to be digitally transformed into something else, and obscuring
the distinction between original and copy. Chou’s use of steel is no less significant. Certain artists who lean
towards a digital aesthetic use steel to avoid an explicit dialogue with such historically loaded materials as
bronze or marble. As Bacon writes: “Steel, a material with a relatively short history of use in a fine art context,
and one with a familiarity in an industrial one, accomplishes this [avoidance of a

Mhttps:/www.mumok.at/en/events/painting-20]. Retrieved on 20 June 2016.

PIAlex Bacon [http:/rhizome.org/editorial/2016/may/24/surface-image-reception-painting-in-a-digital-
age/"Surface,lmage, Reception: Painting in a Digital Age’], Rhizome, 24 May 2016. Retrieved on 20 June
2016.

dialogue] handlily, as it did for Donald Judd years before” .. In his use of the gallery wall, Chou likewise draws
onaconceptwitharelatively short history in the fine art context, namely art critic Leo Steinberg’s description
of the flatbed picture plane. A new orientation in painting characterising the work of Rauschenberg and
Dubuffet, the flatbed picture plane constituted a “symbolic allusion to hard surfaces such as tabletops, studio
floors, charts, bulletin boards—any receptor surface on which objects are scattered,” [ as Steinberg wrote
in the early 1970s. In Chou'’s exhibition, objects, as well as paintings and sculptures, are likewise strewn all
over the wall, forming a visual field that is at once disorderly and aesthetically pleasing. Finally, the sculptures
in his exhibition symbolise resistance to digital techniques: consisting of plaster cylinders or balls attached
todifferent parts of the wall, these simple geometric shapes are in fact teaching aids used indrawing classes
throughout Asia which, despite the growth of drawing software, continue to be used.

Over and above the artworks and their mode of display, the title of the exhibition, “Chemical Gilding, Keep
Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction, Capitalise, Incense Burner,
Survival, Agitation, Hit, Day Light. II", likewise suggests digital processes: borrowed from Chou’s previous
exhibition at Kinstlerhaus Bethanien, Berlin in 2015, it suggests an analogue equivalent of the technique
of copy and paste - as does Chou’s re-use in his Hong Kong exhibition of the shiny panel and gradient
paintings first displayed in his exhibition in Berlin. Intended as a description of the artist's mental state, the
title emphasises fragmentation, change and mutability - as do the new forms of perception and identity
construction usheredin by the digital age, with their emphasis on what Bacon describes as “the fragmentary
and contingent nature of vision [...] insofar as this relates to our forging of identity through the endless stream
of images we seamlessly upload and download.” ©¥!

However, Chou’s show is not only concerned with exploring digitalisation's more immediately perceptible
effects. It also addresses a more fundamental issue raised by digitally-inspired art, namely its tendency to
exclude contextual, social or political concerns. As the writer and researcher Craig Staff points out with
respect to the works of artists who have adopted a digital aesthetic: “Not only do they appear to use colour
non-figuratively, [but they also display a] particular fascination with the material effects of painting.

However, Chou’s show is not only concerned with exploring digitalisation's more immediately perceptible
effects. It also addresses a more fundamental issue raised by digitally-inspired art, namely its tendency to
exclude contextual, social or political concerns. As the writer and researcher Craig Staff points out with
respect to the works of artists who have adopted a digital aesthetic: “Not only do they appear to use colour
non-figuratively, [but they also display a] particular fascination with the material effects of painting.

Bllbid.

Ml eo Steinberg, “Other Criteria,” Artforum (March 1972). Reprinted in Steinberg, Other Criteria:
Confrontations with Twentieth-Century Art (London: Oxford University Press, 1972), p. 84.
BIALEXBACON[HTTP:/RHIZOME.ORG/EDITORIAL/2016/MAY/24/SURFACE-IMAGE-RECEPTION-
PAINTING-IN-A-DIGITAL-AGE/], OP.CIT.
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Arguably, then, they are ‘modernist’ [..] because one can perceive an orientation towards those
characteristics, formally at least, that were considered to be intrinsic to the medium of painting.” !

This is only partially true of Chou however, for the title of his exhibition, “Chemical Gilding, Keep Calm,
Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction, Capitalise, Incense Burner,
Survival, Agitation, Hit, Day Light. II”, also references key social and economic concerns, as seen through his
eyes:terms such as ‘unequal or ‘survival’, for instance, are allusions to economic hardship or unemployment.
The same applies to many of the objects in the show. Take the shiny galvanised panel that distorts the
viewer’s reflection: not only can it be viewed as areference to Photoshop's warp effects, but it is also a cheap
and common construction material in Taiwan, often used to build fences or illegal rooftop structures. It thus
refers to urban overcrowding and the divide between rich and poor. Just as hypertext contains links to
other texts, so do Chou’s panels reference the use of similar panels throughout Taiwan, and the social and
economic implications thereof.

Other objects in Chou’s wall-based exhibition reflect no less pressing concerns: the wavy white neon lines
turnouttobe graphs charting the surge of Taiwanese housing prices over the past fifteen years, while the pie
chartsrefertoalife satisfaction survey conductedin Taiwan. The pile of miniature plaster houses sat onashelf
jutting out from the wall alludes to the Blue Marble Game, a Korean board game similar to Monopoly in which
the players buy and sell properties in order to make as much money as they can. Meanwhile, small plaster
balls are precariously attached by magnets to the surface of the wall, a reference to social and economic
instability. This process of materialising the immaterial fluctuations of economic data, whether by plaster
models or neons, evokes what critical theorist Michael Betancourt has described as “a physicalisation of
what was/is more commonly purely digital - a realisation of immateriality as physicality.” ! In other cases
though, Chou reverses this process: as suggested previously, his paintings make the real appear virtual by
mimicking digital effects. This two-way movement from painting to the virtual and from immaterial economic
datato the material reinforces the productive friction at the heart of Chou’s exhibition.

The exploration of socio-economic concerns, be it the impact of the digital revolution on society or the
current state of the economy, has been a recurring theme in Chou’s work. Yet whereas the Hong Kong
iteration of “Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes, Manifestation, Unequal,
Dissatisfaction, Capitalise, Incense Burner, Survival, Agitation, Hit, Day Light” foregrounds inequality and
instability, earlier works of his have taken a more optimistic view of economic relations. In TOA Lighting
(2010), empty museum spaces were lit by lamps sponsored by a lighting manufacturer - thereby functioning
as akind of advertisement for the company’s products. The work also catered to the needs of the

6l CRAIG STAFF, AFTER MODERNIST PAINTING: THE HISTORY OF ACONTEMPORARY PRACTICE,
1 Michael Betancourt [http:/www.ctheory.net/articles.aspx?id=717], CTHEORY, 5 February 2013.
Retrieved on 20 June 2016.

the museum by becoming part of its collection after the exhibition. Thus it unveiled the mechanisms of art
production, while exemplifying a fruitful collaboration between the artistic and economic spheres. No less
fruitful was Chou'’s collaboration with a temporary worker named Lu in ‘A Working History - Lu Chieh Te'
(2012). Here, Lu was questioned about the vicissitudes he had experienced during the course of his lengthy
working life, these interviews being subsequently reproduced in booklet form.

Lu himself stood guard over the booklets when they were exhibited in the Taipei Fine Arts Museum, thereby
taking control, for the first time, of his own destiny. No such happy ending however is to be found in Chou’s
new exhibition, which presents a sobering picture of the economy in our digital times.

The philosopher Paul Virilio claims that instantaneous information transfer brings with it a lack of critical
distance, and calls for resistance to the ‘government of time’ that these technologies imply. Chou’s subtle
critique of social and economic mechanisms restores this distance, while the stasis and fixity of his paintings,
objects and sculptures allow them to elude the rule of time.
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Presenting the Unpresentable through the Concern for Art History
by Yunglin Wang

Chou Yu-Cheng, who received The Taishin Annual Visual Art Award and Taipei Art Award with “TOA
Lighting®”™ and “A Working History - Lu Chieh-Te"?, has found in “Chemical Gilding, Keep Calm, Galvanise,
Pray, Gradient, Ashes, Manifestation, Unequal, Dissatisfaction, Capitalise, Incense burner, Survival, Agitation,
Hit, Daylight. II” an alternative method to deconstruct ‘resources’. In those two exhibitions, although “TOA
Lighting®” was not the artist’s first attempt to address the subject, his manipulation of the space’s light
source nevertheless guided visitors to reflect upon the otherwise invisible administrative labour, resource-
sponsorship and distribution behind the show. In “A Working History — Lu Chieh-Te”, the presentation of Lu
Chieh-Te as a temporary worker manifests the vicissitudes of Taiwan's economy, the outflow of its skilled
talents, the lives of ordinary labours and the gratitude for elder generations’ exertion. Chou’s expertise liesin
the visualisation of unpresentable objects; his forging of narratives that aptly present the flow, recipricocity
and causality of resources - from an empty exhibition space adorned with sponsored fluorescent tubes,
a temporary worker’s presence in an exhibition and the rectangular patterns on the worker’s sweater, to
this solo exhibition presented by Edouard Malingue Gallery across the surface of a white wall: gilded steel
components, painted neons, gradient paintings, geometric objects as models for still life painting and fruits
rotting along the passage of time.

Through the assemblage of these objects, Chou returns to the fundamental subject in art - materials.
Contemplating the designability and display of two-dimensional paintings, the artist seeks to present the
visual elements unseen in reality. His gradient paintings for instance are inspired by the colours of morning
light, while the gilded panels created in Berlin and the various objects as teaching aids in drawing exercises,
deconstruct the element of the ‘two-dimensional’ - despite art history’s incessant experiments to address
light and form, such as the impressionists’ and the cubists’. Chou attempts to reexamine how contemporary
plastic arts develops various issues as well as the aesthetics that invite survey and interpretation.

Like those artists who still pursue, through modern art, the questions not yet exhausted by sentimentality
and epistemology, Chou formulates his exploration in accordance with the zeitgeist of the age. Since
conceptual art, however, materials once percieved as extremely ‘aesthetically functional’, such as light
and geometic structures, have been forsakened. The post-conceptual function of an object now refers to
its ‘whole’ meaning outside of its intrinsic self. Under such presuppositions, Federick Jameson also hints
at a certain philosophy in his discussion on conceptual art and the return of aesthetics, declaring that the
death of modernism in the 60s revived the signifcance of art's autonomy in permitting the idiosyncracies of
materials as well as the experiments with materials. Conceptual art, alongside the development of

"Chou Yu-ChengYu-C Yu-Chengition at Hong-gah Museum, Taipei (2010), which displayed a ceiling-hung
set of sponsored fluorescent tubes in an empty space.

IFor his Taipei Art Award project in 2012, Chou Yu-Cheng recruited temporary worker Lu Chieh-Te through
newspaper advertisement and published his working history in booklets for the group exhibition ‘Trading
Futures'.



postmodern aesthetics it has engendered, thus, to a certain extent predetermined the decline of traditional
materials and espoused the mixed media art forms that followed.

Following from Jameson's argument, Toni Ross’ essay “Art in the ‘Post-Medium’ Era: Aesthetics and
Conceptualism in the Art of Jeff Wall” further instantiates how postmodern anti-aesthetic theory rejects
Kantian-derived aesthetic theory. She addresses the obsolescence of the latter as part of visual arts’
conceptual rotation, resulting mostly from sensorial default and the art market’s preferences. Thus, the
rejection of Kantian aesthetics can be attributed to intuition and customary notions of art. Simultaneously,
the profund sensorial states emanating from its sublime encounter with transcendent representations
are shunned by postmodenists, who attempt to segregate themselves from the modernist sublime by
presenting the unpresentable. Conceptual artists likewise realise that the manifestation of abstract notions
is most effective in evoking viewers’ imagination, for, most importantly, they believe notions “exist beyond
temporalities™?!,

How does Chou Yu-Cheng present the unpresentable whilst manipulating objects to deconstruct painting?
Let us return to the discussion on ‘resources’ at the heart of his practice. Through refining personal
exeperiences, Chou extrapolates the individual's multifaceted encounter with resources. In this sense,
the gilded objects, iron rooftop, incense burner and neons as recurrent motifs around the artist’s dwelling
in Taiwan also allude to a certain eclectic state of living. The ‘golden’ gilding, the burning of joss paper for
prayers and the employment of substitutable materials for architectural as well as domestic renovation
correspond to the peculiar phenomenon of our age: when skyrocketing property prices and low salaries
are simultaneously confronted by society across all levels.

Nevertheless, the title of the exhibition, ‘Chemical Gilding, Keep Calm, Galvanise, Pray, Gradient, Ashes,
Manifestation, Unequal, Dissatisfaction, Capitalise, Incense Burner, Survival, Agitation, Hit, Daylight. II" hints
at the artist’s personal reflections on the fluxes of the external environment. As aforementioned, the anti-
aesthetic theory has triumphed in the field of aesthetics since conceptual art. Appropriating the conceptual
methodology to contemplate the objects and three-dimensional structures essential to painting - such as
the deconstruction of light - and to confer aesthetic functions on the hanging installations, the artist probes
into the meaning of objects beyond their intrinsic cores. In addressing the authority of aesthetics, Jacques
Ranciére identifies the three components that constitute contemorary art, namely the ways of doing and
makingit, their corresponding forms of visibility, and the conceptualisation of the two . From Chou’s practice,
one sees how the artist reexamines the fundamental aesthetic subject of plastic arts — materiality’s artistic
expressions - through the methodology of art history. In terms of form, other than fleshing out geometric
structures from two-dimentional paintings, he also brings objects out of their everyday context and into the
interior space. This “in- out” dislocationis Chou's response to that which he continously reflects on, but lacks
-recources. As the artist says, the concept at the heart of the exhibition lies outside of the exhibition itself.

181 Ross, Toni. “Art in the” Post-Medium” Era: Aesthetics and Conceptualismin the Art of Jeff Wall.” The South
Atlantic Quarterly 101.3 (2002). p.557
“Ranciére, Jacques. The politics of aesthetics. A&C Black, 2013. p.91
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Chemical gilding, keep calm, galvanise, pray, gradient, ashes, manifestation, unequal, dissatisfaction,
capitalise, incense burner, survival, agitation, hit, day light. |
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Kunstlerhaus Bethanien, Berlin, Germany
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2011.2015-1312.2015



Chou specializes in the interplay between aesthetics and society. His works emphasize the
working process behind visual aesthetics, with a focus on producing alternative modes of
operation and thought within established mechanisms, and generating alternative, corresponding
benefits through “atypical collaborations” which simultaneously disclose the problems of existing
conditions. His artworks take various forms, wherein he often plays the role of the “intermediary”,
in contrast to what he considers the main “body” of his works—the individuals, enterprises,
institutions and organizations that he negotiates with and for.

The exhibition on view showcases two important projects by the artist from recent years and
another new endeavour. The longer than usual exhibition title connects with both tangible and
intangible elements presented in the exhibition. Molyneux is a project by Chou derived from
his studies and interpretations of artworks by Geoff Molyneux, the outcome of which was first
presented in the East. Utilizing newspaper classified ads and through collaboration with a writer,
the other project, A Working History, presents a realistic labour history based on the experiences
of alabourer working in an environment imposed upon him by society. Both projects have evolved
from other people’s journeys in life, which are converted by the artist to present the social and
institutional realities faced by these individuals.

Chou’s new project shares the same title as the exhibition, and is based on the following three
continuous cycles of psychological conditions faced by individuals in social settings: agitation,
pray, and keep calm. With some of the tangible elements in the title selectively presented,
associations are also extended for the other words in the title that are not shown on site.Chou Yu-
Chengis a grantee of the Ministry of Culture, R.O.C. (Taiwan). His residence in Berlin is also being
kindly supported by the Taipei Representation Office in the Federal Republic of Germany.
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The Great Ephemeral

New Museum, New York, USA
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“The Great Ephemeral”’ responded to the speculative nature of the global market, both by exploring
its intangible, even emotional, aspects and by offering clear-eyed commentary on its inequalities. This
exhibition was part of aseason of programming organized by the New Museum’s Education Department that
examines aspects of speculation, including its volatile relationship to faith as well as alternative economies
focused on caregiving and collective labor. “The Great Ephemeral” is curated in collaboration with Meiya
Cheng of Taipei Contemporary Art Center (TCAC), a platform dedicated to artists, curators, scholars, and
cultural activists.

The works displayed reflect an “ephemeral existence” in which our material circumstances, both in art and
life, can feel precarious, abstract, and out of control. The artists featured in the exhibition reacted to this
condition using various forms of protest: some responses are incisive, while others counter the market's
contradictions with equal measures of irrationality and play. Works in “The Great Ephemeral” include
Constantina Zavitsanos'’s tower of personal and familial debt spanning 278 years; Nir Evron’'s photographic
series, which depicts the rapid construction of a Palestinian housing development whose architecture
mirrors the ubiquitous Westernized style of hotels and condominiums instead of that of the surrounding
local culture; and Chou Yu-Cheng's paintings, which, as copies of originals by British artist Geoff Molyneux,
challenge an art market that values originality and authenticity. Presented as part of the New Museum’s
international partnership program Museum as Hub, the exhibition captured preoccupations shared by
artists around the world and how they manifest artistically and socially. Artists include Chen Chieh-jen,
Heman Chong, Chou Yu-Cheng, Nir Evron, Joel Holmberg, Chelsea Knight, Lee Kit, Minouk Lim, Jun Yang,
Yao Jui-Chung, and Constantina Zavitsanos.

“The Great Ephemeral” was co-curated by Meiya Cheng, Curator, Taipei Contemporary Art Center and
Johanna Burton, Keith Haring Director and Curator of Education and Public Engagement, New Museum;
Lauren Cornell, Curator, 2015 Triennial, Digital Projects, and Museum as Hub, New Museum; and Sara
O’Keeffe, Assistant Curator, New Museum.
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"Liszt", Kaohsiung Museum of Fine Arts, Kaohsiung, Taiwan
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Reading the Figural from Chou Yu-Cheng’s Project, Liszt:

Some Contemporary Variations on Aesthetic Discussion
by Esther Lu

* This essay was in ‘On Things Ir(Relevant to Art or Liszt, and . ‘published by
Kaohsiung Museum of Fine Arts, Kaohsiung, 2014

ChouYu-Cheng'ssoloexhibition, Liszt,presentedatthe Kaohsiung
Museum of Fine Arts (KMFA) uses a tortuous yet also straightforward
rhetorical dualism to retrace the inspirations and formative experiences
from the artist’s personal life with art, with the audience invited to engage
inthe analyses and depictions of his personal creative journey and state of
mind. A possible cognitive path is initiated with Liszt acting as a metonymy.
It is difficult to predict what kind of associations this pianist and composer
known for his innovative playing would evoke in the audience, but it is clear
that this Romanticera Hungarian musician is a rather distant starting point
for the local audience, because he is a character that transcends time,
geography,culture,andisalsousuallynotconsideredamemberofthevisual
art domain. We learn about his music through his sheet music, but have no
way of hearing the actual sounds of Liszt's performances conducted prior
to the invention of sound recording. Under different historical recounts,
reproduction systems, interpretations, and imaginations, it is impossible
for us to know how tangible or elusive the audience sees Liszt, but this is
not imperative; however, the artwork, nonetheless, begins with him. This
approach for opening up the subject matter is closely connected to some
of the key concerns in Chou's art, which are about figural creation and his
distinctive rhetoric and aesthetic stance.

Installation View "Liszt", Kaohsiung Museum of Fine Arts, Kaohsiung, Taiwan
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The exhibition delicately unfolds throughout five galleries comprised
of different spatial narratives and rhythms. Greeting the audience inside the
first gallery are several in-house chairs from KMFA, and on top of each chair is a
printed copy of Mumble Jumble on Things Irrelevant to Art, which is composed
of autobiographical accounts of the artist, describing his developmental
experiences with art learning. The second gallery resembles a three-dimensional
portfolio showcasing the artist’s oeuvre, with visual indexes consisting of
elements extracted from his major works. Different marking methods are applied
by the artist to create playful triggers for reading these documents. The third
space, which is in a major gallery, is the most spacious of all and has an elevated
ceiling exposed to natural lighting. An automatic pianois placed in the room, as the
computer operated instrument rotates and plays Liszt's compositionsin aprecise
and impeccable manner without human presence. Meanwhile, a janitor is nosily
and repetitively vacuuming the carpet in the room with an industrial strength
vacuum. The only route for the audience to walk through this exhibition spaceisvia
apassageway constructed with wooden boards, with clattering noises made with
their every step. The mashup of these industrial sounds seems to have penetrated
throughout every space in the exhibition. The fourth gallery is a dark room, and
inside is a dimly lit security booth with the radio playing, which is a symbolic way
toillustrate the artist’s father used to work as a security. Inside the last gallery is a
grand piano under a white spotlight. Local students are invited to practice on this
piano regularly, and the display is a metaphor for the lonely solitary state of mind
thatartistsareinwhenlearning andrefining their craft. The spatial narrative is quite
straightforward, with the symbolic settings used to describe the past and present
of Chou’s life experiences and artistic journey. Additionally, specific (or multiple)
figures as the representation of the artist and the future that he is anticipating or
concerned about are also projected. Individual senses of physicality and bodily
awareness of the moving audience are quite substantial and awakened, and as
the simultaneous disturbances from the automatic piano and the noises from the
vacuum are takenin, varying ambiances are formed by the deliberate lighting, with
an adjusted level of visibility experienced.

This approach utilizing spatial narratives and overlapping scenes is not
derived from conventional installation art or site-specific manipulations, and it
also differs from the perceptual immersion of the body observed in theaters or
the collage effects projected by movie montages. A more intricate yet detached
treatment is employed by the artist for the audience’s physical involvement
and perceptual distribution in the spaces, and through the way the exhibition is
presented, the transformational process for and the relationship with the figure
from the audience’s physical perceptions and within the imaginative space are
interpreted.

Focus should also be placed on the use of rhetorical metonymy, and we
can clearly see how metonymy is applied to the formation of this figure; however,
the personal background, talent, innovative and dazzling way of playing, and
stature of Liszt are not matters that can be associated from the content provided
in the exhibition. It is difficult to perceive a further interpretation of Liszt from
the computer generated mechanical performance and the less than perfect
practices by the students. In other words, the distance and the twisting spatial
relationship hinted by Liszt are of more paramount importance here, as they are
the components emphasized by Chou’s distinctive rhetorical aesthetics. The
maestro figure that he is summoning may lead to a tilted understanding, and the
level of inclination for this approximately equal formula of Liszt=Artist = Chou Yu-
Cheng will be dictated by the audience in accordance with their perspectives of
art history.

Upon closer inspection of the formation of the figure in this selfportrait,
it is observed that its composition is not a pure form of idealistic inference nor
is it simply shaped by graphics or visual art language. It is established through
the blending of abstract social relationships, and the subject’s understanding
of the sensible structure that is facilitated through dialogues between the
exhibition space and the audience, confrontations between art institutions and
monologues, and other various social relationships found throughout the course
of life. Chou is not the sole creator of this figure; its formation is further shaped by
the overlapping understandings or misconceptions that the audience may hold,
which are propelled by the audience’s own cognitive systems and also existing
institutions. Referencing Jacque Ranciére’s “regime of the sensible”, we can
further explain such aesthetic approach and politics are observed in the methods
of imagery rendering and production throughout Chou’s former works, and by
shifting between different systems, the interconnections and replacements have
resulted in the visibility of value, labor, production, exchange, and other matters.
Chou develops a set of parallel art production system to rethink and illustrate the
figural in contemporary art to represent the social fluctuation of the abstract and
the immaterial, and during the process of figural formation, attempts are made
to connect with the emotions involved and to question ways of seeing in the
contemporary setting.

On exhibit at KMFA at the same time is Molyneux, another solo project
by Chou, which presents another layer of possibilities for reading. A way to review
the developments and the evolution of modern art is presented based on the
works created throughout several decades by Manchester-based artist Geoff
Molyneux. Chou has recreated monochromatic versions of this artist’s works
to address the problematic of historiography between the past and the present
under the framework



of this pseudo retrospective in the name of Molyneux. Chou’s paradoxical rhetoric
has opened up another passageway, as he combs through modern art history
with an approach that redesigns and rearranges. He also uses this approach to
sort through the lineage of his personal art language and to attempt to spark new
crossover possibilities. It is even observed that Chou has decided not to create
new imageries for this large-scale solo exhibition, with him only appropriating
existing works by Molyneux. The leap in contemporary seeing captured in this
exhibition is not constructed visually; it is created through shifting and propelling
new impacts on exhibition formats, corresponding relationships with space-
times, art history writing systems, and institutions. Furthermore, from Molyneux’s
art that transcends conceptual art, land art, installation art, and others, we can
reflect onthis crossover figure and the approach derived frominterconnecting art
contexts. Chou is utilizing this abstract manipulation to construct this nonvisual
figure and for it to reveal itself under the halos of history.

The most challenging and also the most interesting aspect with

reading Chou’s art is perhaps due to his approach thatincorporates art
techniques and concepts, which can also be considered an excessively heavy
load laden with modern art history developments. He has inherited and can
aptly apply various art lingos yet rejects conventionalism. This principle and self-
awareness have encouraged him to relentlessly challenge the limits with different
ways of seeingand methods for figural production throughthearthe hascreatedin
therecentyears, regardless of the chosen subject matter. Visibilities, frameworks,
and logics found in existing institutions are either enhanced or concealed by
him through his chosen techniques, as the endeavors prompt for new creative
realms that denote the spirit of the contemporary times. This parallel project
consisting of these two exhibitions can be regarded as an attempt to organize
the creative vernaculars he has used in the past years. The artist’s personal
creative position is investigated and confirmed, with art history as the backdrop
and his comprehensive art context presented unrestrictedly. This is especially
observed with Liszt, a grandiose gesture to de-contextualize his previous works
and to exhibit them as documents. However, this body of work is then effortlessly
incorporated into history, as the artist forces himself to stride forward in a setting
that is perhaps as desolate as the scenes he has depicted, which is also forcibly
mixed with loud clattering noises. History can be overwhelming and disparaging,
and it can also push forward individual achievements. New figural possibilities
and agencies for the artist and art history are simultaneously presented
through the interconnections between the foregrounds and backgrounds of
these two exhibitions, with Chou using history to capture the figure of his own
artistic presence and with light shed by history on the perpetual questions and
contemplations on art.

To ask what is being created in contemporary art or how it affirms its
engagement and correspondence with zeitgeist, it is for certain that hidden within
are skills and redistributions of the sensible for negotiating with the contemporary
society and also the aesthetic stance that the artist holds in the course of history.
Through his continuous negotiations with history, institutions, and contexts, Chou
has rationally speculated a penetrating seeing. As subject matters embedded
or hidden in the fabric of contemporary society are transformed into precise
and innate figures via his distinctive art language, the dominating logics behind
them are also revealed and evaluated, including capitalism and institutions for
art production. This is the ethical stance Chou has chosen as he responds to the
public realm and the politics of aesthetics in contemporary society. His figural
production involves the reestablishment of the framework for critical ways of
seeing and also his own personal aesthetic belief and practice. His reflection on
art has driven him to relentlessly turn his aesthetical attitudes into forms and to
actualize his questioning, exploration, and active pursuit of visual art. In the midst
of the alternating realities of the visible and the invisible, his departing point is
based on the understanding of the sensible, as the subjectification informed by
timesis engineered and refined.
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Another Geoff Molyneux
by Chou Yu-Cheng

* This essay was published by Taipei Fine Arts Museum, Taipei, 2015

During my 2013 residency in Manchester, England, | conducted a
curatorial project with an open call for entries extended to local artists, which
resulted in an exhibition at the Centre for Chinese Contemporary Art with 20
artists of various generations. One of the artists was Geoff Molyneux. After the
conclusion of this one-day exhibition, | visited Molyneux in his studio, where |
learned about his art journey thus far. Born in 1951, Molyneux began his art training
at a young age in Liverpool, with a diverse set of skills acquired in various media,
including painting, installation,land art, video,and performance. On the other hand,
the art training | received in the 90s was based on a Western system common
in Taiwan, and from which, | was exposed to countless Western art legends. An
indescribable sense of transitioning movement of art and time was felt by me when
Imetthis Englishartist,whowasactively engagedin Westernartinthe 70sand 80s
and did not succumb to the mainstream discourse; moreover, | also felt a unique
resonance with him. Our meeting then inspired this collaborative idea to interpret
and recreate Molyneux’s art and present it in the East. After our first collaboration
at the experimental exhibition at the Centre for Chinese Contemporary Art,
a sense of trust began to flourish between Molyneux and me, leading to him
entrusting me to reinterpret his entire life’s oeuvre. We then communicated over
e-mail when | returned to Taiwan. Our generation-crossing relationship began
to take shape, and the collaboration took place in a cinematic setting adapted
from real life, with me attempting to present this Western artist in an Eastern
setting. The second phase of the collaboration then led to an unconventional
retrospective, entitled Molyneux, presented at the Taipei Museum of Fine Arts.

The project began as a structure based on an event embodying
the relationships of reality and power embedded in the institutions of
art, with me initiating an open call for an one-day exhibition curated by
me. | then met Molyneux, one of the contributing artists, and followed by




astudiovisit where | further learned about his art practice in the past four decades.
The experience then transpired into this idea of collaboration and reproduction.
Issues pertaining to ownership and forgery then began to rise, and during my
residency, | presented an exhibition entitled Geoff Molyneux with interpretations
of his past artworks, including appropriating the images and elements from his art,
incorporating symbols or altering the colors on them; nonetheless, several of the
reinterpreted pieces were still shown with Molyneux’s name. This experimental
approach gradually led to a collaborative model and a sense of trust between
the artists, with the conventional practice of privatizing art production dismissed.
The project ultimately landed in the Taipei Museum of Fine Arts. Reflecting back
to the initial stage of this entire story with the parameter | had set for the open
call for entries, it then led to the presentation of Molyneux, an artist under the
Western art institution, in a different world through an ambiguous connection
that could be regarded as both an institutional mechanism and an opportunity.

The existing spatial features in the two exhibition spaces at the Taipei
Fine Arts Museum were incorporated into the contextual layout. A biographical
introduction of Molyneux was presented at the entrance of the first exhibition
space and followed by unmarked paintings - my reinterpretations of Molyneux’s
artworks, with aesthetic adjustments of overlapping and complex layers of the
past and the present created through arrangements of color and presentation.
Thelayout of the exhibitionthendirected the audience to the second space, where
they first passed through a black light-litarea with some texts explaining how I met
Molyneux. Based on the color blocks and the blue carpet in the second exhibition
space, a similar perspective compared to the first exhibition space was realized,
except this room was turned at a 180-degree angle. However, the artworks on
display in the first room were missing in the second room, with one’s physical
perceptions perhaps hit suddenly with a sense of detachment or temporality. The
exhibition then concluded with two booklets placed under black light, with one
cataloguing Molyneux’s actual artworks and descriptions of the past made today
and the other presenting arecent project by Molyneux entitled Uniformitarianism.

Under the image that dismissed individual creativity, methods,
such as appropriation, citing, antithesis, and parallelism, were applied. |
appropriated Western artist Molyneux’s name to respond to the Western
art that | was taught throughout my own course of art training. | citied his
past artworks and re-edited them into two-dimensional paintings, and
through an antithetic relationship created with the reading sequence
presented in the exhibition, the contents indicated by the artworks were
constantly loosened. From the paintings that referenced to the tangible

art practice of Molyneux to the intangible and sudden sense of perceptual
detachmentfor life and time experienced on the site of the exhibition, or anintellect
alluded scope that emerged from the parallelism observed in the arrangements
of the project’s structure, these were all gradually shifting towards a realistic
layer related to publicness, sparked by the notion of art of established concepts.

Another Geoff Molyneux is a publication based on this project, and in
addition to exhibition documentations, a letter that | wrote to Molyneux after
the exhibition concluded is used to retrace the beginning and the ending of the
project. Similar to how the artworks in the exhibition were gradually loosen,
the term Molyneux also slowly turns from figurative to abstract in the letter.
The letter begins with Molyneux’s arrival to Taipei for the exhibition opening
and then traces back to how we met in England. It then explains the impacts
Western art history had on me during my course of art learning and the original
intent of the project. The conclusion uses the concept behind Molyneux’s
recent project, Uniformitarianism, to recount this collaborative relationship,
which extends into thoughts on the impacts that people have on each other.
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The Act of Seeing: an interview with Chou Yu-Cheng
by Esther Lu

* This interview was published in Never Odd or Even’special exhibition. Published
by Edouard Malingue Gallery. Date of Publication: October, 2014

Let the story begin with a non-figurative picture.

In your artistic practice, the so-called materials you borrow or employ include
brands, corporations, museums, production lines and even personal life
experiences. These objects of your work seem to function as “readymade” for
you. Can you please talk about your understanding and re-interpretation of the
readymade and objecthood? Perhaps these two words are neither the most
appropriate nor the valid terms for this discussion, concerning the immateriality
of these materials. When you come to decide to extract or demonstrate the
objecthood or attribute of your objects, it is inevitable that you would destroy its
visibility and therefore the original value system in the first place? | wonder if you
have any specific principle to evaluate how to reproduce its value. In other words,
how do you recognize new demands for values in these things? Is it a sort of
ethical attitude that you develop to respond to capitalist society, by framing the
potentiality of surplus value with your creative mobilization of the non-labor and
the non-material in a production system?

“Readymade”isindeed asimplified term to discuss my projects. To put it straightly,
| almost never create any new images or things. Most things you see in my work
already exist in one way or another. My choice of objects or readymade are made
to correspond to the subjects that | work around with each particular project, and
then I try to artistically transform them to convey new messages | want to deliver.
| usually do not prefer talking in an outspoken manner to discuss things that are
so visible or with high sensitivity for arguments, so what | do is to approach my
objects with an artistic form which | call design tricks to bring out its visibility or
contents. It is hard to explain how | evaluate new demands for things, but | often
find very simple logic or direction to present my ideas. It is true that | borrow the
operationallogic of capitalismin several projects,and the very concept to evaluate
surplus value would also be based on the capitalist presumption. However, given
consideration to the legitimate relations, | have actually started to care more
about collaboration partners or objects recently. Well, surplus value is certainly
the margin of capitalism, and | think it is reasonable to borrow and re-utilize it for
artistic purpose.
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For example, A Working History - Lu Chieh-Te seems to be a project delineated
through capitalist speculation. But, it is not about the salary Mr.Lu earns. Itis about
what’s marginal to capitalism becomes valuable again. Similar answers could be
applied to explain my other projects as well.

| think I've mentioned to you in our previous conversations my curiosity for the
rising temperature that | can sense from your artworks over these two years.
From the project A Working History - Lu Chieh- Te onwards, it feels like you have
established a private dialogue with your objects, and such a warm and moist
backdrop creates a charming space and attribute that requires more than a
rational tool or measurement to interpret and understand your works. Maybe |
should say that | see not only artworks, but also the artist—all of a sudden. Can
you please describe the consideration and consciousness for such changes?
Onthe other hand, itis also fascinating that the objects you work with are actually
the life experiences of people, e.g. Lu Chieh-Te, Geoff Molyneux, and even your
university professor Yen Ye-Chenag. It involves really complex and challenging
skills to navigate an artistic position, to unfold the delicate relation you would like
to build with these people. It may even request double passion and violence for
you to make decisions to handle personal relations, and to accommodate more
obscure spaces and frustrations...

Backin 2010, my art projects could easily be classified into two kinds, the rational
kind like TOA Lighting, and then the sensible kind like the exhibition very hard
at AKI Gallery, which is related to family issues. Both were generated from my
reflections on my personal situation and economic status, which was a bit like
signing blank cheques, based on a zero-cost business, when | just returned to
Taipei after studying in France for years. The project about Mr. Lu was actually
related to my father and economic issues, and then everything started to come
together. Most of the following projects are related to myself as well. These
collaborating partners you point out are actually all senior to me, and are all related
totheideaof the past. Itisindeed challenging to establish relations with the elders.
It takes some time and trust from both ends. | once failed a project which took me
more than half ayear...

You have very strong and powerful aesthetic languages to work with. May | know
which artists or what other influences may have inspired your artistic practice and
development?

| was interested in the readymade, minimalism, conceptual art... these modern
art concepts when | studied in the college, and it was also how | began to grow
my passion for art back then. | have been quite interested in painting as well...
| feel | had been in a studying mode before | returned to Taiwan, and therefore it
was a long period for me to keep experimenting with different media and various
subjects when | was in France. Perhaps such experiences equipped me with the
capacity to work around with versatility.

Can you please explain more about this new collaborative project, Chou Yu-
Cheng, His Professor Yen Ye-Cheng and His Painting? There have been quite
a few little twists during its development. In the beginning, you proposed to me
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that you would like to have a performative painting installation accompanied by an
audio channel featuring your conversation with your professor. Then, till now, as
far as | understand, you are both doing paintings.

Well, | have to tell the story from the beginning then. When | first had this idea to
work with Yen two years ago, it was imagined as a solo show. The process was
planned that | would follow him and copy his painting. In the exhibition, we would
install his paintings, and then replace them with mine from time to time. We
would use the exact same pigments, and work in the same studio. Back then, |
also wanted to extend the discussion of the artist’s studio conditions. So, what
we have here in this exhibition Never odd or eveN is actually a condensed edit,
which focuses on the interview text per se. Since the original proposal includes
this painting process, Yen thinks if | do not work on a painting here, my role as
an artist will not be highlighted and our roles and identities will not have a sharp
contrast with one another. It would be as if | went to his studio, picked up a painting
and showed it to the public as a curator. So, later | decided | would try to copy his
painting in monochrome. It should be more interesting.

How is this approach of imitation similar or different from what you are going to
show in your solo show in the Taipei Fine Arts Museum, in which you also copy
many Geoff Molyneux’s artworks?

My other monochromes are different. They are more like design or printing
decisions. Whenanimage is presented in monochrome, its readability decreases,
and you naturally pay more attention to see what figures are contouredinapicture.
For example, if | showed Geoff Molyneux’s original works with my own copies of
his photographs and paintings, it would still going to be an outdated presentation.
There would be no visual trigger for people to think about what they see.

Monochrome has appeared in many of your projects, and every time it comes
with anew transformed meaning, e.g.in A Work History - Lu Chieh-Teand Latitude
Manufacture, etc. | personally think monochrome is a very subtle, peculiar and
interesting thread for thinking about modern art development. Every time it
appears, it stands with a radical and progressive rethinking of visual logics. We
can trace back to Kazimir Malevich's White on White, Robert Rauschenberg’s
Erased de Kooning Drawing, Yves Klein's The Blue Epoch, etc., and see how
these influential art statements leave us different visual cannons and legacies to
understand painting and art once again. To be honest with you, whenlsaw Mr. Lu’s
drawing with the black paint on canvas at Eslite Gallery last year, | was completely
overwhelmed on site. | thought it was so genius of you to find this precarious
aspect to develop a conversation with modern art history and its economy, and
you had made an absolute progression on the history of monochrome painting.
| rarely see this sort of spirit and practice among young local artists—it says a lot
about your courage and thinking.

For me, all my paintings have nothing to do with image production. | paint
effortlessly without any attempt to demonstrate any skill or technique. In a way,
the first figural images only come to appear in these two recent projects about
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Yen Ye-Cheng and Geoff Molyneux. But they are all existing images. What | do is
to simply reproduce animage. | should say that my concern lies with the technical
decisions and connections of concepts. | try to think what painting could meanin
contemporary art practice through the act of painting. This is very different from
my early painting practice.

Let me rewind the question a bit to your approach of monochrome. What are the
differences between copying your teacher and setting up a design layout?

The question is about representation. For example, in the solo show at the TFAM,
the works of Geoff Molyneux probably still won't exist even if | show the originals.
Secondly, | still have to find a visual art grammar to deal with its representation
problem. Therefore, to employ a design layout and to create a visual tool to shed
light on the ways of seeing becomes a reasonable strategy for addressing the
beginning of art appreciation. The question is how to appreciate an artwork.
But, at the same time, you could say that there is almost no artwork presented in
this exhibition. | also try to work with the contextual circumstance of the artist in
relation to time and space.

What exactly are these questions around the lives of artists you want toreveal and
discuss fromthese two projects, Molyneuxand Yer? Is it about the time-informed
aesthetics? What are the objects of your representation then? Your references,
considerations...?

The development of contemporary art will keep evolving itself. Every artist will
see something in their lifetime, and witness how things have become the past.
Something emerges, and something disappears all the time. For me, it is really
difficult todiscuss or display Yen Ye-Cheng'’s works inacontemporary art context.
You may even say that they are just two separated worlds. My idea is to propose
a relation of coexistence with the past, so history isn't so bloodthirsty. There are
still many good modern sculptures and paintings to be appreciated. Those works
created by artists who studied modern art earlier are considered outdated in art
history, and are again totally derailed from contemporary art as well. | want to
know if it is possible to generate any new connections and meanings between
these things, that we could discuss the past with anew meaning or reference.lam
not creating anything new, either. My act is more like a sort of legitimization? | don’t
know how to describe this.

Naturalization, perhaps?

| guess | could say that | have no intension of creating anything, especially not
creating any image. | don't create anything. | just try to operate a reasonable
speculation, and try to apply this logic on other people. Exteriorly, it may look like
akind of structure or economy. But, at the end, it’s all boiling down to the question
that | am trying to deal with now.

Most people would discuss and analyze your art from a more economic point of
view. From our collaboration, | feel there is a critical aspect to your work, and that
is more about your concerns for people and history.
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Yes, indeed. My friends found my projects very split around 2009 and 2010, with
one direction being about institution and economy, and the other direction about
family. People started to recognize and understand the connection between the
two from the project A Man of Showa Era (2013). My projects seem to handle a
visible economic relation if discussed with existing modules and stuff. But, there
are these invisible parts around the history and people’s relations. In fact, this new
project about Yen Ye-Cheng has been staying in my brain for quite a long time,
and probably could be treated as a little conclusion to my subjects of interest in
recent years. | have been trying to work around the subject of student-teacher
relationships.

What is a student-teacher relationship to you then?

If we adapt a traditional language, then | am actually trying to talk about the role
of master. Itis all about who brings you into this business and who brings you out.
This person will fundamentally influence you. If you are a chef, then what is your
cooking attitude? This sort of question. Yen and | talk and discuss a lot about art
together, but never define what art is. This experience has a powerful impact on
my artistic thinking, and | have always been wondering what art is.

How do you see Yen Ye-Cheng’s artworks? May | ask?

Justasapainter.Hal!l should say that lamjust too familiar with his works, and know
how they are developed to correspond to what kind of things. | have known them
for more than a decade. Well, | used to think they were bad paintings, even | knew
how they were created. Nevertheless, | knew Yen's references and intentions, and
then | gradually started to know how to appreciate them.

So,canlsaythatthisprocessalsoinspiredyoutoacquireadifferentconsciousness
or methodology in learning how to see paintings?

I have been learning painting since | was a kid. | know how to appreciate paintings.
Is such a capacity still required in contemporary art, | mean, being able to see
paintings?

Ah, | guess it is indeed not a big question, literally. But still the question exists—
in many other ways... Do you think there is any Asian philosophy and thinking
embedded in your art education background and development? | can tell this
characteristic from Yen's painting in a pretty pronounced manner though. Have
you ever thought about how you could respond to your own Asian cultural
context?

Just a bit. | could only say that maybe in contemporary art, we are only allowed to
appreciate alittle bit of orientalism. How | respond to it would become a dichotomy,
and | don't know how to discuss a yes or no question in contemporary art. It will
always require some twists.



5

=
B

gn

BENRR: BT EAXER
32/t
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A Man of Showa Era gives an account of the shift and distance
between work and retirement. He again uses interviews to record the
life of Wu Chao-nan, who was born during the late years of Japanese
rule. Because Wu'’s family background, to this day he is still a stickler for
Japanese-style living habits and upbringing of the younger generation.
In regard to life, work, and his attitude toward the things he treasures,
Wu maintains a characteristically Japanese strictness and optimism.
Wu Chao-nan worked as a compositor in a print shop. He began as an
apprentice at the age of 15, and worked in the same occupation for 30
years, which gave him a personal experience of the rise and fall of the
printing industry, as well as the effect of changing times on traditional
industries. One very interesting thing is the relationship between the
protagonist of this story—Wu Chao-nan—and the artist Chou Yu-
cheng: Chou’s father once worked in a type foundry in Taipei’'s Wanhua
District, which had many printing shops. After the traditional printing
industry suffered the impact of the times, there were many similarities
in the difficulties faced by Chou Yu-cheng'’s father and Wu Chao-nan,
andthe way that they dealt with them. Accordingly, apart fromexploring
how the industrial structure changed with the times, Man of Showa
Times also represents an attempt by the artist to record the storyof his
own father’s times.

A Man of Showa Era
(BB TFE)
2013

Tatami on desk, 550 x 366 x 40(h) cm, glue painting, 30 x 40 cm,
booklet (Chinese), slides, sound and objects provided by the party
WK T B 1550 x 366 x40(F) B9 BFE 30x4005
BB FE—5 (P) QER B MHBHESARMH







Monochrome, A Working History - Lu Chieh-Te
(BEE TEE—EER)
2013

Acrylic on canvas, monochrome painted by Lu Chieh-Te
Al ERL EEENERSE
140x290 cm




A Working History, Lu Chieh-Te
(e —EER)
2012

The temporary worker Mr. Lu, booklet (Chinese & English),

pattern painted on wooden deck, 500 x 500 x 40(h) cm, Newspaper’s Ad.
EREF T ESE TIEsE—& (P 3) iiES

B4 Ea AR TEF & _£:500x500x 40(F) 29
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Rebecca Vickers

Chou Yu-Cheng

Interview with Chou Yu-Cheng
by Rebbecca Vickers

Yu-Cheng Chou, an artist living and working in Taipei, Taiwan creates works
that draw focus toward topics such as the existing state of society, politics,
the economy and local issues. In order to realize his works, he often calls
upon the collaboration of characters not typical to the contemporary art field.
His recent work, A Working History - Lu Chieh-Te,’ re-appropriates the life
of a temporary worker into a work of art, and succeeds in changing the way
we perceive roles defined by society through contemporary art schemes.

Your recent work, ‘A Working History-Lu Chieh-Te' has been described
as an interweaving of narrative and the consumption of labor. Could
you please describe the piece and your inspirations for the work?

Atthe beginning of the project, | employed a near sixty-year-old temporary worker
through a newspaper advertisement and appointed an anonymous text worker to
collaborate in the project. After gradually earning Mr. Lu'’s trust through constant
communication, we finally began the interviews. A simplistic and realistic writing
style was used for the compilation of Mr. Lu’s entire working history, from the very
beginning to the transitional stages, until the end - the story commences with
agricultural work in Southern Taiwan, and proceeds as Mr. Lu moved to Taipei due
to economic factors, initiating a period of coping with temporary employments,
working in the catering services, facing the processes of socialization, enduring
businessfailure,emigratingtoworkinthe Mainland,gambling, turningtoalcoholism,
all the way to his current short-term work life. Taiwan's former socioeconomic
situations and alterations were slowly delineated as descriptions of Mr. Lu’s
working life reached an end. The second stage regards the output of the project. |
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employed Mr. Lu with the exhibition budget, whereupon he is asked to appear
at the exhibition as a security guard. Therefore, the exhibition of the project
took form as the publication “Working History” and also the physical presence
of those involved. The exhibition of the “Working History” project also displays
the interdependence between opportunity and work, thus the reemergence
of temporary workers in “future” exhibitions may suggest an undertone for the
recurrence of implicit contradictions and uncertainties (or / unemployment).

The inspiration for this project came from observing relatives and neighbors who
were around their retirement age and still facing economic insecurities. Their
retirements were far from what | imagined about retired life. It seems that a large
part of their generation experienced the industrial transformation in Taiwan,
wherein their original job skills no longer met the requirements of the transformed
society and instilled instability to their quests for jobs. Around the same period,
newly constructed buildings ordered a demand for security guards, which is
where most of the remaining workers, including my father, went to seek for new
jobs.

What did the text on the advertisement that resulted in the recruitment of Mr Lu
allude to? Did Mr Lu have any idea what he was getting into when he accepted
your invitation to interview for the “security guard” position?

The job recruitment ad, around the size of 2 x 4cm, specified that | was looking
for a temporary worker, preferably fifty to sixty years old, no technical skills
required, and held information on the place of work and contact number. At the
very beginning, Mr. Lu thought the anonymous writer and | were a scam, because
there was a large difference between his understanding of the ad content and the
actual job. He wouldn't accept the job until his son looked up my name on Google.

Please describe the interview process and how you chose Mr. Lu to participate
in your project. How important was his personal character in realizing the work?

During the recruitment, | received about 30 calls daily but could only filter the
applicants through short interviews over phone. What | was hoping for was
someone with alot of work experiences and whose job patterns could reflect the
dynamics of social transformation. Among those interviewees, Mr. Lu was the first
candidate | interviewed in person.
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How about the writer who you chose to participate in the project, how important
was their character and style of writing in the realization of the piece?

The anonymous writer isn't a full-time professional writer, but the choice for a
non-professional was made on purpose as | was aiming for a published text that
belonged strictly to the plastic arts sector. | also wanted a plain and readable
text which would allow for Mr. Lu’s story to be more accessible to the viewers;
therefore, an obvious literary style was something that | tried to avoid purposely.

The pattern painted on the deck where the booklets are placed is a reproduction
of the pattern on Mr Lu’s shirt on the booklet cover, does the pattern have any
meaning or was this solely an aesthetic decision? Why did you choose to present
the books to the audience in the manner that you did (on the painted platform)?
Was this also just a means of fitting the work into the exhibition space effectively?

| interviewed Mr. Lu six or seven times, and in the process, he wore the same
shirt to almost each of these interviews, therefore, the cloth pattern was already
perceived as the visual tool for the whole project. | was also searching for an
adaptable pattern that could easily fallinto place and be applied to various spaces
for projects to come. The arrangement of the books may be seen as a visual fine-
tuning of the main design.

How did visitors to the exhibition interact with Mr Lu (who was on hand fulfilling his
hired role as a security guard throughout the duration of the exhibit)? Did you find
that visitors interacted differently toward the ‘security guard turned art piece’ than
they may have toward a standard security guard?

During the project, Mr. Lu was indeed treated differently. He had to prepare
marker pens in order to sign books for the viewers, which probably made him feel
more or less like a star. The viewers find it interesting to watch Mr. Lu working on
the exhibition site. However, this is in fact the second time he went on display in a
museum, with the first collaboration being 8 months ago, alluding to the fact that
Mr. Lu still remained unemployed in the past 8 months, and was thus able to work
with us temporarily during the period.
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By highlighting the role played by Mr Lu through the creation of a novel
reconfiguring the episodes of his life into chapters of a story, the viewer’s attention
is rerouted toward characteristics of a much more personal nature. In many ways,
Mr Lu’s role is no longer that of simply a “security

guard,” he becomes “Mr. Lu Chieh-Te, a temporary worker with a story to tell.”
Your recent work AURORA for the Taipei Bienniel 2012, questions the status and
meaningofnotanindividual,but‘things’inasimilarmanner.Doyouseeaconnection
between the two works and a similar desire to refocus our understanding of the
roles / functions people and objects carry with them? Could you please describe
‘Aurora’ and the intentions of the piece?

Originally, neither “Aurora” nor Mr. Lu belonged to the contemporary art field;
then again, nothing really belongs to the contemporary art field. Nevertheless,
| didn't make any alterations to both parties, thus antiques were still antiques,
and Mr. Lu still had his original lifestyle to maintain. My attempts were mainly
directed at changing the way they were being perceived through contemporary
art schemes. In other words, “Aurora’ is an enterprise, a private antique museum
located in Shanghai, and an evidently distinct system which | tried to introduce to
the Biennial and contemporary art field. By utilizing the stereotypical qualities of
the antiques, | managed to generate the stereotypical expectation for novelty in
contemporary art and Biennials.

The exhibition guide text describes that the objects included in ‘Aurora’ are
“spectacularized” through placement in a vitrine under moving lights. Was it
challenging to determine the best manner for ‘spectacularizing’ the objects
without undermining their function? How do you succeed in changing their status
and meaning without depreciating it?

The most significant dimension in operating the spectacle was the dismissal
of standard displays, such as the atmosphere, lighting and descriptions used
specifically in the display of antiques. The most challenging was perhaps
communicating with the enterprise and convincing them that my designs of the
vitrine and lighting were not to undermine the function of the antiques but to alter
our perceptions of them, for the Han Dynasty figurines are inherently beautiful on
their own and perhaps among the most beautiful objects ondisplay at the Biennial.
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Many of your works are dependent upon the cooperation of others to succeed; in
the case of AWorking History,’ Mr Lu, the writer,andin many ways the artinstitution
itself all play a very significant role in the realization of the work. Other examples
of your previous works, such as TEMCO, Rainbow Paint and TOA Lighting also
require the cooperation of corporations, art institutions and local enterprises.
Can you please describe your inspiration to transform these relationships (and at
times dependencies) into, essentially, components of your work?

The preliminary work for these projects was the need to clarify the role of the
various participants and to envisage the appropriate interests or needs of each
participant, which is what | usually refer to as the “tricks of design.” My first
collaborationwithenterprises was for the project TOA Lighting. The inspiration for
the project came from observing the lighting systemin a private art museumwhich
left something to be desired. Therefore, | was hoping to obtain a sponsorship of
products from TOA Lighting, which is also the reason behind naming the project
after the enterprise. The private art museum would then buy advertisement
for the exhibition in art magazines, wherein the logo of TOA Lighting would be
found as the visual image of the project. Moreover, an oil painting of the exhibition
on display was painted on canvas and exhibited in a commercial gallery. As a
result, the private museum had acquired new lighting equipment, the enterprise
experienced alternative marketing strategies, and the gallery held possibilities of
making future deals.



Temco®
2012

Acrylic on canvas, contract, transparent tube, wooden panel
AERER L S1ERE ERE > Ak
200x20x50cm




AURORAZ®, 2012 / Han dynasty (206 B.C.-220 A.D.)
(BE), 2012/ &K

Serial pottery figurine, sponsored by AURORA Group, vitrine
Approx. 240 x 110 x 280(H) cm
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Rainbow Paint®
(HT IR
201

Pure white paint sponsored by Rainbow Paint, 192 pails in 12 box, fluorescent lamps
FAT R IR B AT B BB 19218 2 BE R 1258 &I
Rainbow Paint® Kuandu Museum, Taipei, Taiwan
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Installation View Rainbow Paint ® Kuandu Museum, Taipei, Taiwan
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Content Flying on the Wings of Form: on the

Planned Art of Chou Yu-Cheng
by Wang Yunglin

In Chou Yu-cheng’s planned artworks, the artist’s practice is no longer
expressedinapurely material fashion; rather, he seeks to establish achannel from
withinthe artsystemthatlinks to the social systemthroughits ownactions, thereby
resolving the opposition between them and creating a sense of cooperation and
understanding. However, it is worth bearing in mind that Chou’s art also embodies
astrong awareness of improvement.

Not Vacant, Just Invisible

In 2011, Chou Yu-cheng held an exhibitionin Taiwan's Hong-Gah Museum
titled “TOA Lighting.” When the exhibition first opened and the audience, stepping
onto smooth floorboards, entered the exhibition space, they were greeted with
bare walls and not a pedestal in sight. The whole space was de- void of anything
that could be recognized as an artwork. All that could be seen were a number of
120-centimeter-long plain fluorescent tubes arranged in squares on the ceiling.
This exhibition is an experiment in beating confusion into people’s heads, but it
can also be extremely relaxing. One after another, visitors to the exhibition ask:
“Where are the artworks?” “So the lights are the artworks?” “What is so great
about these lights, anyway?” In fact, this exhibition directly challenges the inertia
of the visual form, as well as presupposing and transcending the more complex
communications and themes in the traditional art of people’s imaginations.

It was around this time that people began once again to discuss
the idea of “emptiness.” In 1958 in Paris, Iris Clert Gallery held Yves Klein's
exhibition “The Void”; in 2009, the Pompidou hosted “Voids: A Retrospective,”
inviting visitors to walk into an empty exhibition space. Con- fronting the
premise of an “empty exhibition space,” critic Wang Sheng- Hung has in the
past mentioned the specific mechanisms and reciprocal relationships in

Chou Yu-cheng's work, while also drawing attention to the danger inherent in
an “empty exhibition space” tactic. It is, in the end, difficult to escape becoming
a cliché. Nowadays, it is like a grand master- stroke everybody can see through,
and it seemsitis nolonger difficult to produce new criticality. Because should one
fall into repeatedly demonstrated logic, then any original artistic action can wear
down a critical power full of variation.

However, “TOA Lighting” was not Chou Yu-cheng's first such effort. As
early as 2010, in a collaboration with the Taishin Bank Foundation for Arts and
Culture titled Taken from society / Give back to society, Chou began discussing
objects made by artists—“artworks”— and whether they could be assigned anew
meaning, and offer something back to society. For this project, Chou designed a
symbol that echoed the Taishin company logo and used it to make 200 limited
edition posters priced at RMB 282 each, as well as working with the foundation
to suggest a way for staff at Taishin Tower to purchase and collect them. He also
wrote 10 letters to Taishin staff in an effort to remind them of the foundation’s social
responsibilities,and donated all the profits to the foundation, thereby exploring the
corporate body’s micro- coexistence, dependent morphology, and relationships.

But to return to “TOA Lighting”: what did the artist do in this exhibition?
Firstly, he made note of the lack of basic materials in the exhibition space, such as
unsuitable, outmoded lights and a shortage of diverse lighting equipment. He went
through the Hong-Gah Museum exhibition administration to discuss a lighting
sponsorship with TOA Lighting, establishing an organization-to-organization
partnership. He had a large brand logo included in the exhibition press kit, and
brought to the exhibition organizational relationships and basic distribution of
resources—those things that are hardest to perceive. After the exhibition closed,
all the discussed lighting from the sponsorship was donated to the Hong-Gah
Museum,once again creatingareciprocalrelationship. Similar reciprocal methods
also appeared in his 2011 exhibition “Rainbow Paint” at Kuandu Museum.3 For
this project, Rainbow Paint sponsored 200 gallons of pure white paint (not the
exhibition space’s customary lily white) according to Chou’s requirements. After
the project, this paint was given freely to any art spaces who wished to useiit.

Two Ethical Aspects: People and Space

From this we can see that space, as far as Chou Yu-cheng is
concerned, is no longer a tool to be used for the presentation of artworks;
rather, it is an indicator of the complicated invisibility of the chain of
events behind the exhibition of an artwork. Chou uses an exhibition to



present the space of an artwork, and to instantiate the demarcation between
production methods and relationships behind an artwork, as well as the implicit
social relation- ships and ethics of these. However, two ethical aspects of his art—
space and people—are completely unlike the sense of participation that weaves
through art and space in Bourriaud's relational aesthetics. Neither are they in a
direct site-specific relationship: Chou is always collaborating with the space itself.
To put it another way, he always handles the systems and standards of a space
non-invasively. He does not transform the space in order to adapt to the artwork;
rather, through observing the properties and structure of a space, he intervenesin
its mechanisms and operation.

Even more than “TOA Lighting” and “Rainbow Paint,” this is true of the
three artworks he made for the 2012 Taipei Biennial, “Modern Monsters/Death
and Life of Fiction.” Inthe first artwork, AURORA, Chou Yu-cheng continues to act
as an intermediary, penetrating the museum system. He chose 10 Han-dynasty
pottery figurines from AURORA Group’s collection, and used three projectors to
illuminate theminavitrine, lend- ing a “modernized” appearance to these antiques.

There are two other artworks in the same exhibition: Forgotten Kao Er-
Pan and Mr. Yang Po-Lin And His Copper Sculptures. Forgotten Kao Er-Pan takes
aim at a series of visually obstructive, large-scale air conditioning ducts high up
in the museum exhibition space. Chou Yu-cheng placed a bottle of tea on top, as
if it had been left there by accident during installation. Mr. Yang Po-Lin And His
Copper Sculptures consists of two Yang Po-Lin sculptures onloan from the Taipei
Fine Arts Museum which Chou placed on the third floor of the exhibition space
for the benefit of visitors who might lose their sense of direction. He installed two
green walls in the space and placed the sculptures, heavy and rich in formative
feeling, in front of them. In this way, he set up a meeting point for the space, helping
visitors to keep track of the complicated path through the exhibition.

Moreover, while preparing to hold a solo exhibitionin April of this year, the
space and nature of the commercial gallery in question was once again foremost
in his mind. He adjust- ed the form of his own artworks to the gallery space, as well
as the relation of production that is sale and acquisition. In this new exhibition, he
shows 10-20 paintings. Should a collector purchase one of these, he or she will
also receive a white canvas and paints mixed by the artist in advance, and must
then set about creating an artwork themselves. This blurs the identity of the artist
and challenges our notions of art collection.

But toreturnto the point: the concern for personal ethics evidentin Chou
Yu-cheng's artwork. As previously mentioned, the most direct example is his
primary objective for creating the Taken from society / Give back to society plan
for staff at the Taishin Bank Foundation for Arts and Culture, as well as Proposal,
an artwork shown at the “True lllusion, lllusory Truth—Contemporary Art Beyond
Ordinary Experience” exhibition hosted by the Taipei Fine Arts Museum, and A
Working History—Lu Jie-de.

In “True lllusion, lllusory Truth,” Chou Yu-cheng tackled the way in which
the nature of creative art production has changed, a change which means artists
must now expend many thousands of words composing treatises, residency
applications, and recruitment applications. On the one hand, turning writing into a
reproduction tool for ideas brings artists’ written compilations more and more into
sync with the creation of their artworks. On the other hand, Chou believes that the
business of selecting artworks itself is a peculiar concept, and that through this
mechanism, each work unit preserves many resources that cannot be exposed.
Work- ing under this premise, Chou wrote a letter requesting artists to send him
their written application forms—with, of course, their names removed. Using eight
tone-on-tone printers fitted with running water and operating at intervals of two
minutes, these materials were printed repeatedly onto calligraphy practice paper,
with the printed characters evaporating with the water and disappearing within
ten seconds, returning each piece of paper to a simple blank sheet.

The first appearance of Temporary Worker was at the Meiya Cheng-
curated “Trading Futures” at Taipei Contemporary Art Center. Chou Yu-cheng
placed a notice in the newspaper looking for a 50-60 year old temporary worker.
After many telephone calls and severalinterviewsin search of a willing participant,
hechoseMr.LuJie-de,andthroughex-tensiveinterviewingcametounderstandhis
life story, from his youth to the present day. He then compiled this story into abook,
which would act as the artwork for the exhibition, and Lu Jie-de himself received
amonthly stipend to work as a security guard in the exhibition space. At first, the
inspiration for this working history came from Chou'’s reflections on his father’s
generation—the voiceless generation that supported Taiwan's economic takeoff
(the manufacturingand commerce classes). Inthe last few decades, these people
have begunto be affected by Taiwan's economic change of direction;industry has
begun to move overseas and shed local jobs, leaving these workers, gradually
neglected by modern society, to an uncertain fate. After this artwork received the
Taipei Art Award, Chou used the argyle sweater Lu frequently wears as a visual
toolto create alarge-scale image installation. This was an attempt torecreate Lu's
image for the Taipei Fine Arts Museum. He also printed 2,000 copies of A Working
History —Lu Jie-de to be supplied to visitors for free. And of course, Lu himself



reported for his work at the gallery every day, during which time he was free to
wander throughout the space.

However, when news of the Taipei Art Award began to spread through
press releases and advertisements, crowds of people began to arrive at the
gallery hoping to find Lu Jie-de, and curator Jow-Jiun Gong invited the artwork
to be shown at Eslite Gallery this August. However, since Eslite’s exhibition space
does not require the supervision of a security guard, Lu can also participate in the
manufacture of a visual component. As a result, on a “mental care” level, he also
becomes a part of this ethical aspect: due to his involvement in this “exhibition,”
it predetermines many conversations and negotiations between the artist and
Lu Jie-de, transforming these employer and temporary worker identities into a
person-to-person cooperation and harmony. To confront potential accusations
of “using a temporary worker,” Chou Yu-cheng has stated that Lu’s becoming
famous overnight was something neither he nor Lu could predict. Moreover, this
series is still in progress, and might change direction through the addition of new
temporary workers or through changes to the content and form of the exhibition,
so this question will need to be confronted in a much more meticulous manner.

Considering Subject and Form on the Same Plane

When people assume that Chou Yu-cheng is creating vacancy, they
come to realize that he is not merely working with emptiness, but that he is
reflecting on some of the most directly effective and understandable forms. We
can offer some keywords: “public concern,” “social interaction,” “art production
chain,” “artist participation in society” and so on. However, behind these words,
where Chou is most successful as an artist is still in form and aesthetics. In other
words, he is skilled in that part of art most open to interpretation: formal language,
the most important precondition for creation. In Taiwan, Chou studied in an art
academy and after graduating left to study in France. He worked for eight years,
specializing in print, installation, and digital media. After leaving Taiwan he was
faced with the entirely different set of challenges offered by the French art world
andthe academy system;referring to this period, he jokingly calls himself “the idiot
who could do everything.” Finally returning to Taiwan after so many years abroad,
he could clearly sense the transformation in the Taiwanese art environment:
in the past young academy artists had had very few exhibition opportunities,
but now the whole atmosphere, as well as the rapid speed at which information
could spread, had changed. He was once prone to using very complex, obscure
vocabulary and being perhaps too meta in his approach to artworks, but now his
focusis on finding the simplest method to create the possibility

for “communication.”

Artists employ a kind of cross-boundary reflection to break through
hierarchical methods of viewing artwork. They are skilled at applying the concept
of avisual centerin anexhibition, at letting an artwork’s form, content, and concept
develop on the same plane— rather than ensnaring one another—and at keeping
the language of art as the work’s primary point of departure. But nowadays, this
highly thematicized art is an inevitable response to the era. Nothing in the current
environment permits you to remain on a solitary plane. How can an artist help
this thing called art continue to exist through form? How can we search, change,
and exchange denotation and connotation in this era, saturated as it is with
meaning and material? How can we open a space for communicative exchange
and discourse through the appearance of our artwork, and not be dominated
or regulated by form? This is the most pressing question brought about by the
creation of art today.

Notes

1. TOA Lighting have been cooperating with Toshiba since 1956 to produce light
bulbs. Their principal products include lights, light bulbs, fluorescent lights, T5,
green-capable lighting, solar energy, LEDs, lithium lighting, electricity-saving
lighting, energy-saving lighting, carbon-saving lighting, CCFL, cold cathode lights,
desk lamps, and so on.

2. Taiwanese art critic Wang Sheng-Hung in his article “Imagining a Metafuture:

On Yucheng Chou's'‘Rainbow Paint™which first appeared in ArtCo, issue 228, p
131-133.

3. Rainbow Paint is a major oil paint brand based in Kaohsiung, Taiwan.

4. The content and digital consultation regarding this section came from the
author’s previous article*To View the Invisible—Communication in the Artwork of
Chou Yu-Cheng,”which first appeared in Taiwan Fine Arts Museum’s Modern Art,
issue 164, p 36-39.
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Kiang | Malingue | Chou Yu-Cheng

kiangmalingue.com

Born 1976 in Taipei, lives and works in Taipei, Taiwan.

Education

2008 Research Program La Seine, 'Ecole Nationale Supérieure des Beaux-Arts, Paris, France
2007 Post-Diploma All, 'Ecole Nationale Supérieure des Arts Décoratifs, Paris, France

2004 M.F.A. I'Ecole Nationale Supérieure des Beaux-Arts, Paris, France

1999  B.F.A, Department of Fine Arts, National Taiwan University of the Arts, Taipei, Taiwan

Solo Exhibitions

2025
"borrnnn", Kiang Malingue, Hong Kong

2023
“Paper Folding: Chou Yu-Cheng Solo Exhibition”, TKG+, Taipei, Taiwan

2022
Chou Yu-Cheng solo exhibition, Kate MacGarry Gallery, London, UK.
“Sedimentary Gradient”, Gallery Weekend Beijing 2022, Beijing, China

2018

“Refresh, Sacrifice,New Hygiene, Infection, Clean, Robot, Air, Housekeeping, jackercleaning.com, Cigarette,
Dyson, Modern People lII”, TKG+, Taipei, Taiwan

“Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, www.agentbong.com,
Cigarette, Dyson, Modern People”, Art Basel Hong Kong Encounters Sector, Hong Kong

“Benchx1,Lights x 6,Square x 6, Round x 6 + 60 Chairs”, Taipei National University of the Arts, Taipei, Taiwan

2017
“Refresh, Sacrifice, New Hygiene, Infection, Clean, Robot, Air, Housekeeping, www.ayibang.com, Cigarette,

Dyson, Modern People”, Edouard Malingue Gallery, Shanghai, China

2016

“Chemical gilding, keep calm, galvanise, pray, gradient, ashes, manifestation, unequal, dissatisfaction,
capitalise, incense burner, survival, agitation, hit, day light II”, Edouard Malingue Gallery, Hong Kong
“Chemical gilding, keep calm, galvanise, pray, gradient, ashes, manifestation, unequal, dissatisfaction,
capitalise, incense burner, survival, agitation, hit, day light lllI”, Project Fulfill Art Space, Taipei, Taiwan

2015

“Chemical gilding, keep calm, galvanise, pray, gradient, ashes, manifestation, unequal, dissatisfaction,
capitalise, incense burner, survival, agitation, hit, day light I”, Kiinstlerhaus Bethanien, Berlin, Germany

“3 Artists & 3 Companies + 1Manager”, Art Basel HK, Project Fulfill Art Space, Hong Kong

“Another Geoff Molyneux”, Asia Now - Paris Asian Art Fair, Paris, France

2014
“Molyneux”, Taipei Fine Arts Museum, Taipei, Taiwan
“Liszt”, Kaohsiung Museum of Fine Arts, Kaohsiung, Taiwan

2013
“Geoff Molyneux”, Chinese Arts Centre - Open Studio, Manchester, UK
“Yi& C.Home Collection”, Project Fulfill Art Space, Taipei, Taiwan

2012
“Neon”, National Taiwan Museum of Fine Arts, Taichung, Taiwan

201
“Rainbow Paint ®”, Kuandu Museum, Taipei, Taiwan

2010

“Because 64 Crayons Made in the USA”, Superfrog Gallery, San Francisco, USA
“TOA Lighting ®”Hong Gah Museum, Taipei, Taiwan

“Hong Gah Museum”, La Chambre Gallery, Taipei, Taiwan

“Horse Trailer Studiolo | Remote Area”, Galerie ColletPark, Paris, France

“Take from Society | Give Back to Society”, Taishin Tower, Taipei, Taiwan
“Residency Goods”, BankART Studio NYK, Yokohama, Japan

“Very Hard”, AKI Gallery, Taipei, Taiwan

2009
“| for the Other, the Other for Me”, Pema Lamo Gallery, Taipei, Taiwan
“Representadtiff’, Galerie ColletPark, Paris, France

2008

“Yu-Cheng CHOU”, Museum of Contemporary Artin Denver, Colorado, USA

“Superb Superficialness |”, Galerie Grand Siecle, Taipei, Taiwan

“Superb Superficialness II”, Taishin Bank Foundation for Arts and Culture, Taipei, Taiwan
“Hierarchy of Surface”, Cité Internationale des Arts, Paris, France

“N.aiff & OBJECT iff”, Miss China Beauty Room, Paris, France



2007
“Patisserie”, Galerie ColletPark, Paris, France

2005
“M.A.J”, Galerie Premier Regard, Paris, France

2004
“Technique”, Atelier Guillaume Paris of 'ENSBA, Paris, France
“Moremove”, Open Contemporary Art Center, Taipei, Taiwan

Group Exhibitions

2025
“A Thousand Ways to Objecthood”, Yu-Hsiu Museum of Art, Nantou, Taiwan

2024
“AFew Yards”, TKG+ Projects, Taipei, Taiwan

2022
“NEXT: Taishin Arts Award 20th Anniversary Exhibition”, MONTUE, Taipei, Taiwan

2021

“The Phenomenal Transition”, MoCA Busan, Busan, South Korea

“Rehearsing the future: Dance with Nonhuman”, ALIEN Art Centre, Kaohsiung, Taiwan

“Inthe Labyrinth”, No.549 Shaanxi Road, Shanghai, China

“RHE—Shape of Water”, Edouard Malingue Gallery/ EMG HK Tin Wan Studio, Hong Kong

“Specific Containers-Unity & Separation of Boundary”, Yo-Chang Art Museum, New Taipei City, Taiwan

2020

“Search and Discover: The Joy of Collecting”, The Private Museum, Singapore

“Close to Nature, Next to Humanity, Taitung Art Museum?”, Taitung City, Taiwan
“Duration: Chinese Art in Transformation”, Beijing Minsheng Art Museum, Beijing, China

2019

“Performa19 Biennial”, New York, USA

“Unfolding Acts: New Art from Taipei and Perth”, Perth Institute of Contemporary Arts, Perth, Australia
“Where water comes together with other water”, Biennale de Lyon, Lyon, France

“The Evolution of Communication”, Park View Gallery, Design Society, Shenzhen, China

“Contagious Cities: Far Away, Too Close”, Tai Kwun, Hong Kong

“Condo London”, Kate MacGarry, London, UK

2018

“The Extra Extra Ordinary”, Museum of Contemporary Art and Design (MCAD), Manila, Philippines

“10th anniversary, Coconut, Banana tree, Memorial, Sulfur, Storytelling, Arrangement, Perfect, Hyper trace,
Third”, Project Fulfil Art Space, Taipei, Taiwan

10th edition of Liverpool Biennial, Liverpool, UK

“PRESENCE: A Window into Contemporary Chinese Art”, The University of Salford, Liverpool, UK

2017

“What's in Store?”, Salford Museum and Art Gallery, Salford, UK

“Mille-feuille de Camélia”, Arko Art Center Gallery 1& 2, Seoul, South Korea

“Aerobraking - 3M, Infection, Robot, Dyson, Corruption, New Hygiene, Dust, Synthetic, Cleaner”, Pier 2,
Kaohsiung, Taiwan

2016

“Declaration / Documentation: Taipei Biennial, 1996-2014", Taipei Fine Arts Museum, Taipei, Taiwan
“Share/Cheat/Unite”, Te Tuhi, Pakuranga, Auckland

FIAC duo solo, Grand Palais, Paris, France

“No Cause for Alarm”, La MaMa Galleria, New York, USA

“Dance with the Museum Collection - Retrieved, Reimagined, Restated”, Taipei Fine Arts Museum, Taipei,
Taiwan

“Portrait Portrait”, Taipei Contemporary Art Center, Taipei, Taiwan

“Greater Taipei Biennial of Contemporary Arts”, Taipei, Taiwan

2015
“The Great Ephemeral”, The New Museum, New York City, USA
“Asian Art Biennial”, National Taiwan Museum of Fine Arts, Taichung, Taiwan

2014
“Never Odd or Even”, Taipei Artist Village, Taipei, Taiwan
‘Jie (Boundaries): Contemporary Art from Taiwan”, Herbert F. Johnson Museum of Art, New York, USA

2013

“Queens International Biennial”, Queens Museum, New York, USA

“inToAsia: Time-based Art Festival - MicroCities”, Stephan Stoyanov Gallery, New York City, USA

“Are We Working Too Much?”, Eslite Gallery, Taipei, Taiwan

“DisOrder / Exhibition / In Order”, Hong Gah Museum, Taipei, Taiwan

“PARKETT- 220 Artists Editions & Collaborations since 1984”, Taipei Fine Arts Museum, Taipei, Taiwan
“True lllusion, lllusory Truth”, Taipei Fine Arts Museum, Taipei, Taiwan

2012

“Taipei Biennial: Modern Monsters / Death and Life of Fiction”, Taipei Fine Arts Museum, Taipei, Taiwan
“THAITAI: A Measure of Understanding”, Bangkok Art & Culture Centre, Bangkok, Thailand

“Taipei Arts Award”, Taipei Fine Arts Museum, Taipei, Taiwan

“2012 Asian Arts Space Network”, Song Won Art Center; Eunam Museum of Art, Seoul, South Korea
“Soft Power”, Main Trend Gallery, Taipei, Taiwan

“Taishin Arts Award Exhibition”, Museum of Contemporary Art Taipei, Taipei, Taiwan

“Trading Futures”, Taipei Contemporary Art Center, Taipei, Taiwan

“19991221>20130421| PART ONE”, Open-Contemporary Art Center, Taipei, Taiwan

201

“Contemporary Art of Taiwan - New Generation”, Villa Croce, Genova, Italy

“The Taishin Arts Award Exhibition”, Kaohsiung Museum of Fine Arts, Kaohsiung, Taiwan
“Une terrible beauté est née a”, Galerie Olivier Houg Galerie, Lyon, France
“Monad-isme”, CitéCite Internationale des Arts, Paris, France

“Republic without People”, Kaohsiung Fine Art Museum of Fine Arts, Kaohsiung, Taiwan
“Live Ammo”, Museum of Contemporary Art Taipei, Taipei, Taiwan



“From a Distance, Keep a Distance”, Sungkok Art Museum, Seoul, South Korea
“Contemporary Art of Taiwan - New Generation”, Spazio dellEx Gil, Rome, ltaly

2010

“Taiwan Calling”, Mlicsarnok Museum, Budapest, Hungary

“Journey in My Mind”, Louis Vuitton, Taipei, Taiwan

“Distance - Contemporary Art & Video Exhibition”, Kuandu Museum, Taipei, Taiwan
“Post-Academic,” National Taiwan University of Arts, Taipei, Taiwan

“Forum Biennial of Taiwanese Contemporary Art”, Taipei Contemporary Art Center, Taipei, Taiwan
“Distance”, Cité Internationale des Arts, Paris, France

“Reshaping History”, China National Convention Center, Beijing, China

“Today - Taiwan Contemporary”, Gyeongnam Art Museum, Gyeongsangnam-do, South Korea

2009

“Super - Generation @ Taiwan”, Shanghai Art Museum, Shanghai, China

“The Epicinthe Everyday”, Palazzo delle Arti Napoli, Naples, Italy

“Mind as Passion”, Taipei Fine Arts Museum, Taipei, Taiwan

“Speak-Describe”, National Taiwan Museum of Fine Arts, Taichung, Taiwan
“taiwanpics.doc - Art Contemporain Taiwanais”, Palais des Beaux-Arts, Paris, France
“Pulse New York”, Pier 40, New York, USA

“Taishin Arts Award Exhibition”, Museum of Contemporary Art Taipei, Taipei, Taiwan

2008

“ShContemporary”, Shanghai Exhibition Centre, Shanghai, China
“Pulse Miami”, SoHo Studios, Miami, USA

“Slick”,104 le Cent Quarte, Paris, France

“Second Life”, La Générale en Manufacture, Sévres, France
“Open Studio - La Seine”, Atelier Devot de 'TENSBA, Paris, France
“Polynéme”, Mairie du 12¢, Paris, France

2007

FIAC, Grand Palais, Paris, France

“Art Brussels”, Brussels Exposition, Brussels, Belgium

“Double Take”, Palais des Beaux-Arts, Paris, France

“Double Take”, Korea National University of Arts, Seoul, South Korea

“Pleine Lune,” 'Hbtel La Louisiane, Paris, France

“Aller-Retour Virtuel”, Main d'Oeuvre, Paris, France

“4th Busan International Video Festival”, Community Media Center, Busan, South Korea
“4th Art Video & Film”, Musée dArt Contemporain de Nimes, Nimes, France
“Video Salon 2”, Duplex-10M2, Sarajevo, Bosnia and Herzégovine

“A Runaway Zero - Taiwan Emerging Artists”, CANS Art Space, Shanghai, China

2006

“Merveilleux Edulcoré”, Ecole et Espace de Camille Lambert, Essonne, France

“Moving Windows - International Video-Mix”, Busan Museum of Modern Art, Busan, South Korea
“Post-Document”, Huashan Culture Park, Taipei, Taiwan

2005
“Plus Que Vrai”, Palais des Beaux-Arts, Paris, France

“Jeune Création”, La Bellevilloise, Paris, France
“L'Oeil du Touriste”, Galerie Patricia Doffmann, Paris, France
“Taipei Art Awards”, Taipei Fine Arts Museum, Taipei, Taiwan

2004
“Non-Nationalism”, Nan Hai Gallery, Taipei, Taiwan
“Setsuzoku 2”, Galerie Droite et Gauche; Metro Pyramides, Paris, France

2003
“Vingt et un Puissance Douze”, Palais de Tokyo, Paris, France
“Setsuzoku”, Musashino Art University, Tokyo, Japan

Publications

2025
"CHOU Yu-Cheng: Selected Works 1999-2025", Kiang Malingue

2015
“Another Molyneux”, Taipei Fine Art Museum

“On Things Ir(Relevant) to Art or Liszt, and ”, Kaohsiung Museum of Fine Arts

2013
“A Man of Showa Era”, Eslite Gallery
“A Working History - Lu Chieh-Te”, Eslite Gallery

Residencies

2015 Kilnstlerhaus Bethanien, Berlin, Germany

2013 Chinese Art Centre, Manchester, UK

2012 Open Contemporary Art Center - Bangkok, Bangkok, Thailand
2011 International Studio & Curatorial Program, New York, USA
2010 BankART 1929, Yokohama, Japan

2008 Cité Internationale des Arts, Paris, France

2007 Insa Art Space, Seoul, South Korea

Awards

2012
Grand Prize, Taipei Arts Awards, Taiwan
New Media First Prize, 35 Visual Artist Support, Taiwan

201
Annual Visual Arts Award, Taishin Arts Award, Taiwan
Nominee, Asia Pacific Breweries Foundation Signature Art Prize, Singapore

2009



Top Five Final Nominee, Taishin Arts Award, Taiwan

2005
Annual Sculpture Prize, 'lEcole Nationale Supérieure des Beaux-Arts, France
Honorable Mention, Taipei Arts Awards, Taiwan

Collections

UBS Art Collection

Live Forever Foundation, Taiwan

White Rabbit Collection, Sydney, Australia
University of Salford Art Collection, UK
Taipei Fine Art Museum, Taiwan

National Taiwan Museum of Fine Art, Taiwan
Kaohsiung Museum of Fine Art, Taiwan
JUT foundation, Taiwan

RC cultures and arts foundation, Taiwan
Center for Chinese Contemporary Art, UK
Sifang Art Museum, China
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