Screen Melancholy

Since we decided this exhi-
MELANCHOQO]Y : bitionwould be called

- Screen Melancholy: L1 Yi-Fan,
LIYFFAN we spoke at length about the
many interpretations this sequence of words might
evoke. Although the title was first conceived in Portu-
guese, we already knew that, once translated into En-
glish and Mandarin, its poetics would open space for
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new nuances. But which screens, after all, are we refer-
ring to? The immediate answer seems obvious: the very
surface through which [ write these words and through
which audiences - across different formats, materials,
and brands — will encouter part of Li Yi-Fan’s work. Yet
these black-mirrored devices carry a long history that
exceeds their current ubiquity: their genealogy extends
from television to dark cinema theatres, through pho-
tography, and back to painting and Leon Battista Alber-
t’s famous 1450 metaphor of “painting as a window.”
The term “window” is hardly accidental; Micro-
soft launched the first version of Windows forty years
ago. Like passengers inside a car or train who watch
moving landscapes unfold, today we peer into compact
windows that offer fragments of everything. From this
excess, this eternal listing of possibilities, ideas, inter-
sections, discoveries, and doubts, emerges the melan-
cholia we name here. Vita brevis, ars longa: life is short,
knowledge 1s long - especially in a historical moment
when artificial intelligences surround us and remind us
of this constantly. Screen Melancholy: L1 Yi-Fan marks
an essential new step in L1 Yi-Fan’s practice, even as it
preserves the anxiety trigger that has accompanied
more than a decade of production. The exhibition’s
central video, shown on a LED panel, has all its actions
staged inside a simulation of the Palazzo delle Prigioni
in Venice. It is an unprecedented site-specific gesture in
the artist’s trajectory. This building, once part of a
prison linked to the Doge’s Palace and completed in
1614, holds layers of memory. The enclosed bridge
connecting the two structures — the Bridge of Sighs,
built that same year — was named for those who
glimpsed their last view of Venice before entering cells
that might consume the rest of their lives. To stage an
exhibition in this Palazzo is to remain open to its ener-
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exhibition in this Palazzo is to remain open to its
energetic and narrative charge. If the artist’s work
often displays something theatrical - through his
interest in maquettes, puppets, and rendered
stage-like compositions - here, in this location, that is
taken to another intensity, producing moments of
metatheater and mise-en-abyme. Between existential-
ism and the absurd, the words spoken by the pup-
pet-characters in this narrative move from micro-his-
tories to macro-narratives and constantly play with
the limits of the narrator's autonomy. Video can be
seen as a type of magic - and, trick after trick, our
attention remains held for dozens of minutes. From
lectures about computer animation, we hear discus-
sions of differences between “high” and “low” culture
images and learn about normal mapping and methods
for simulating textures on digital surfaces.

Our eyes and neural synapses become pinballs
inside this visual and conceptual arcade. Unsure of
where we are being led, we follow the puppets whose
rhetoric resembles that of a very peculiar classroom.
Soon we realize that the exhibition space also hosts
large 3D-printed sculptures — hands, feet, a head, part
of a leg, arms - echoing the bodies of the digital per-
formers. These outscaled fragments introduce a theatri-
cal, fantastical dismemberment rooted in comput-
er-generated imagery. Discovering that we may sit on
these objects, we do so instinctively. The human body
sits upon an imitation of itself to watch a performance
by digital puppets that also emulate its form; the
boundaries between “real” and “virtual” dissolve. View-
ers become performers for the next group to enter.
Sitting in this former prison, phone in hand - either to
record or to momentarily escape — we appear, if filmed
from afar, trapped in a loop: our behaviors mirroring
and mirrored by Li Yi-Fan’s poetics. Rather than offer-
ing solutions or moralizing responses to the post-fic-
tions and digital narcissisms of the twenty-first centu-
ry, the artist suggests that each of us contains some-
thing of the prisoner, the puppeteer, and the puppet.
Let us embrace the melancholia of this condition and
prepare for our existences to become as flattened as a
screen. There’s no turning back. (Raphael Fonseca)
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PUBLIC PROGRAMS

PUBLIC TALK 7 May 2026, 4-5pm

SPEAKERS Li Yi-Fan exhibition artist
Raphael Fonseca exhibition curator
PERFORMANCES 7 May 2026, 5pm (after the talk)
8 May 2026, 5pm
9 May 2026, 5pm
ARTISTS Eunju Hong concept & direction

Isu Kim Lee performer

The public programs of Screen Melancholy: Li Yi-Fan
begin with a conversation between the artist, the
curator, and the audience, addressing the creative
process and the decisions involved in the conception
of the exhibition. In addition, drawing on Li Yi-Fan'’s
research interests in puppetry, control, movement,
and the human body, we chose to expand the exhibi-
tion beyond its video and sculptural formats into a
live program.

Rather than positioning the artist once again as
the protagonist, we invited South Korean artist Eunju
Hong to present a performance in dialogue with Li's
exhibition. She seemed devastated, when I was weeping
with joy is a performance developed by Hong in 2024
and previously presented in Germany and South Korea.
In the work, a performer has their body attached to
a doll and, in response to the specific space in
which the performance takes place, explores a series
of movements. These unfold as a choreography that
shifts from silence and introspection to rapid ges-
tures that suggest a trajectory toward destruction.

Unaware of what will follow, the audience wit-
nesses - physically and materially - a situation that
recalls the processes of 3D scanning and image cap-
ture present in Li Yi-Fan's work. While his videos
often display a tendency toward a form of nihilistic
humor, Hong's performance privileges close attention
to movement and silence. Through different yet analo-
gous approaches, both artists engage with questions
of life, bodily movement, melancholy, and duplicity
in contemporary culture.
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Video installation

ARTIST

LI YI-FAN

Born in Taipei, Taiwan, 1989. He holds a master’s
degree in new media art from the National Taipei
University of the Arts. Currently, he is an art-
ist-in-residence at the Rijksakademie, Amsterdam.
He has received notable art awards, including the
Visual Arts Award at the 20th Taishin Arts Award
(2022) and the Kaohsiung Award (2020), among
others. Li has served as a resident artist and has
exhibited his work worldwide, with works included
in collections of domestic and international insti-
tutions. Li’s artistic practice incorporates sculp-
ture, painting, projection mapping, and game en-
gines, using a monologic approach to explore the
relationship between humanity and technology. He
also often highlights the interconnected dimensions
of narrative, life, and media through the creative
process of his art.
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CURATOR

RAPHAEL FONSECA

Born in Rio de Janeiro, Brazil, currently based in
Denver, USA. He is a curator and researcher inter-
ested in how images circulate across contexts and
time periods, and in how artists engage with art
history, fiction, resilience, humor, and pleasure.
He is Curator and Head of Modern and Contemporary
Latin American Art at the Denver Art Museum and
holds a PhD in Art History and Criticism from the
State University of Rio de Janeiro. Fonseca is
part of the curatorial ensemble for the 3rd Coun-
terpublic Triennial in St. Louis, United States
(2026) and serves as co-artistic director of the
13th Sequences Biennial in Reykjavik, Iceland
(2027). He was chief curator of the 14th Mercosul
Biennial (2025) in Porto Alegre, Brazil, and
co-curator of the 22nd Biennial SESC_Videobrasil
(2023) in Sao Paulo, Brazil.
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