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Born in 1969 in Taipei, Yao Jui-Chung graduated from the Department of Fine Arts at the Taipei National
University of the Arts in 1994. His work concerns the historical and present day structure of society and
contains an intense and quick-witted spirit of rebellion. In the 1990s, he focused this wit on exposing
the absurdity of the authoritarian system of the time with humorous and audacious actions in these
early works, which were mainly photography and installation. In 2007, he completed a residency in the
Scottish Highlands, where he picked up painting, which later became an important and productive art
form in his creative oeuvre.

In addition to his artwork, Yao has been actively involved in writing, curating, and education since
his youth. He was awarded a Glenfiddich Artists in Residency in 2007, which was an unexpected
opportunity to temporarily escape from his busy life and quietly reflect in the remote and rainy Scottish
Highlands for three months. Developing and printing photographs is extremely difficult there due to
strict water usage regulations, Yao gave up his original photography project and decided to paint using
only paper and brush instead. Living among this glorious and tranquil scenery, he temporarily put aside
his concern for society, history, and serious ideas, and allowed thoughts of his own life to gradually
sink in. He quietly painted every night until the break of dawn, creating his series titled Wonderful,
which includes the work Two for 100 NTD (Homage to Wu Bin’s “Portrait of Luohan” and Wen Cheng-
ming’s “Lady in the Shade of a Plantain”).

Yao began painting again with an innovative take on this ancient tradition. He appropriated deformed
elements from a late Ming Dynasty painting genre to depict his own experiences of daily life in Taiwan,
mixing these together to create a painting style he calls “Taiwanese Distortion-ism.” His technique
studiously avoids the conventions of traditional ink painting by relying on technical drawing pens
and dyes rather than ink brushes, and the use of gold foil in areas that would have been left blank in
traditional painting. He also chose craft paper from India instead of traditional Chinese silk paper and
a steel stamp in place of a traditional seal. With entirely different techniques and subject matter, Yao
reinterprets and revives classical ink painting in a way that usurps orthodoxy. As the title of the work
indicates, Yao appropriated Portrait of Luohan by the late Ming Dynasty painter Wu Bin, known for his
distorted painting style, as well as a part of Lady in the Shade of a Plantain by Wen Cheng-ming, one
of the four masters of Ming painting, but chose for his subject matter the popular Taiwanese betel
nut beauty. In the painting, an old man with blue skin and devil’s horns is riding in a bullock carriage
and holding a gold ingot in his extended right hand, while a betel nut beauty wearing a sheer dress is
walking out from her tiny store to do business. The work’s title Two for 700 NTD is a reference to the
going rate for betel nuts, as well as suggests the unspoken rule that this high price allows the buyer an
opportunity to leer at the beauty while making a purchase. In the rainbow of neon color and dazzling
gold of this work, Yao has created an extravagant fever dream and humorously revealed an ambiguous
social phenomenon.

Yao continued to develop the artistic concept first established in Wonderful for many years by adding
new series. For this reason, Two for 700 NTD is considered an important turning point in the artist’s
career. (Isabelle Kuo)
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After martial law, reforms started in social, economic, and organizational systems. Compared to the
long period of limited freedoms and speech that came before, people now had space to freely express
themselves, a transition that sent them on an urgent quest for Taiwanese consciousness and subjectivity.

In the early 1990s, The Lion Art Monthly published a series of articles exploring subjectivity in Taiwanese
art, which set off an almost two-year-long debate in art circles. Yao Jui-Chung followed this controversy
closely and after carefully reading up on Taiwanese history, came to realize that the island had been
dominated by many different outsiders over the previous several hundred years. He then carried out his
work Territory Takeover in different places around Taiwan, using the Dutch, Spanish, Koxinga Dynasty, Qing
rule, Japanese occupation, and Nationalist periods as backgrounds. Imitating canine behavior to signify
the marking and taking over of territory, Yao urinated while naked at six locations around Taiwan where
these different world powers made landfall, invaded, or left cannons, fortifications, and monuments. His
actions were documented in a series of photographs taken at each location and are a metaphor for the
human behavior of politically motivated aggression.

Ultimately exhibited in an installation, the photographs were first chemically treated to give them a
hazy retro feel, and then each was matched with a small golden toilet containing Seirogan pills (a
drug marketed in Japan whose Chinese name sounds like “takeover the land”). Each photo was also
accompanied by wall text introducing the foreign occupation corresponding to the image and ending with
the statement, “Yao Jui-Chung pissed here and captured this land.” Placed in the center of the installation
was a gilded model aircraft carrier alluding to the 1996 Taiwan Strait Crisis, which included the sailing
of several US Naval formations through Taiwan’s waters—yet another instance of politically motivated
occupation by a world power.

At the time he was creating this work, Yao was pondering Taiwanese subjectivity with questions such
as “Who are we really?” and “What is Nativism? Do people just use this word to rationalize their fighting
over things?” Yao used his body, performance, imagery, and ready-mades as vehicles for narrative and
to participate in the discourse about national subjectivity on a metaphysical level. By urinating in these
various locations, Yao was not focusing on the difficulty and ambiguity of Taiwanese identity or its
geopolitical victimhood, but rather was using humor to point out the absurdity of worldly affairs. To expend
the smallest effort and achieve the greatest effect, he chose to rip the cover off, laughingly hurl insults
at, and subvert the seriousness of Taiwan’s colonial history, and this method of proposing an alternative
course of action for getting satisfaction is a trait often found in his early works. His Territory Takeover was
exhibited in the Taiwan Pavilion Taiwan Taiwan: Facing Faces at the 47" Venice Biennale in 1997.

On the eve of his induction into military service, Yao published a full-page advertisement in the August
1994 issue of The Lion Art Monthly announcing his project Recovering Mainland China, for which he
would make a comprehensive collection of military documents, such as his soldier’s identity card, military
supply vouchers, salary envelopes, certificates of merit, military discipline and safety manuals, cross-strait
relations promotional documents, and issues of the military monthly Revolutionary Army. His intention
was to use these documents as art materials to show how state mechanisms control thought processes.

At the time, Revolutionary Army had the largest circulation of any publication in Taiwan. Its purpose was
to encourage officers and soldiers to forge ahead with their revolutionary aspirations and to strengthen
their fighting spirit, and its title paid homage to a revolutionary publication that was widespread in the
late Qing dynasty. Among the last group of students to receive education in retaking the Mainland and
restoring the country, Yao witnessed a period of great change marked by the sudden disappearance of
the slogan “counterattack the Mainland.” On the cover of each issue of Revolutionary Army, he drew a
long and thin human figure floating in the air with a propeller attached around its neck. This figure robbed
of gender, memory, language, and mooring symbolized the dislocation of people's thoughts caused by
historical rupture. With this strange and unreal figure, Yao was mocking the absurdity of that specific

period of history in Taiwan, as well as deconstructing the historical tragedy of the previous generation.
(Jean Tzu-Chin KAO)
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RAEM AL 15%E1TE) Territory Takeover RIMKEETE) : ARBEZEHE Recovering Mainland China: Military Service-Revolutionary Army

1994 1994-1996

BEAEMEESE Mixed-media installation BBF ~ 356 « 2K~ XXM Photos, magazines, ink, documents
RARISGHITE Dimentions variable RKSHTME Dimentions variable

BERE Purchase 2021.0022.002 5288 Purchase 2021.0022.003

078 © ZACTHILEME HREFTE BENLE © Taipei Fine Arts Museum Al rights reserved 079



