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Chen Chien-Jun’s unique artistic talent is to continually respond to the abundant information that
races through our external environments, and then transform his observations of the world into
paintings that are speculative spaces rich in contemporary qualities. This year, the Museum collected
works from two of Chen’s recent series, Landscape and Aircraft. Unlike his early works, which were
depictions of imagined architectural spaces, these new series are based on selections from the artist’s
everyday life, leisure time activities, things contacted through work, or actual things seen or heard
while abroad attending residencies or traveling. He compresses this information into images with
varying degrees of realism based on symbols such as icons or words from design plans, instruction
booklets, or architectural blueprints; or based on images sourced from social media, cell phones, or
internet downloads. Making use of the bright colors, and thin and flat qualities of acrylic paints, he
repeatedly adds layers and scrapes off paint, resulting in the accumulation of traces bearing layers
of time, perceptual lines, and areas of color. Also, with the overlapping of words and images, he
renders rigorous frameworks, restrictions, and game rules equivocal, thus generating all kinds of
misunderstandings and ambiguities.

His Landscape series is rooted in a mixture of specific urban scenery and Chen’s imaginary architectural
constructions, and even includes shapes from other artists’ works. Chen believes that these images,
which allow viewers to see urban civilization as it appears, are not motifs in his paintings, but more
precisely, are starting points for his painting language.

In Landscape 134, Chen fully expresses the duality often seen in his work with uncertain wandering
brushstrokes and by making architectural elevation drawings seem not necessarily logical. The images
on the left side of this work are based on teaching materials that Chen uses when teaching college and
are related to urban planning in London, England. These kinds of street scenes in so-called developed
countries are often used in training books for students, and in the training process, instill the values
of those places. In the image on the right, we see a rendering of Lions' Plaza Commercial Building,
which is located in the Ximending commercial district of Taipei, where the artist used to hang out as a
youth, and suggests urban civilization. Chen’s addition to the left panel of a red frame suggesting that
the image has been processed by software, and his use of warm rich colors on both panels make the
original three-dimensional elevation drawings appear flat. Moreover, this randomly smeared paint is
the artist’s response to architectural drawings, which are paragons of rationality, and the subsequent
wandering between control and non-control and various accidents that he left behind all present his
vision, consciousness or emotion at the moment of creation.

Landscape 138 was inspired by a visit to the 2018 Taipei Biennial, where Chen saw the artwork
Mas Biennial, 2014-2018, by Huai-Wen Chang + MAS (Micro Architecture Studio). In Chen’s work, a
model, pedestal, and construction plan for an exhibition venue can be vaguely made out. The work
appears to present incomplete information but also hand movements from the creative process, which
show that Chen relied on tools, such as a ruler or tape, or their simulations. While usually utilized
to make painting or drawing more accurate, these tools were used for arbitrary cutting and aimless
reconstruction or rewriting, methods some would consider in poor taste, and as a means of rebellion
against the paragon of beauty represented by painting.
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Landscape 144 contains an image of a notice board on an Osaka subway platform that Chen casually
photographed when he was traveling in Japan. The image is rotated 90 degrees and transferred onto
the canvas, and the text from the original sign can vaguely be deciphered. The irregular white areas of
the work refer to paper placed on the canvas during the photo image transfer process, but are created
with white paint. The paint masks part of the image and text from the notice board to render it irrational
and convey the freshness of a first time visit to a foreign place where messages might be difficult to
understand. However, the work still expresses the feeling of déja vu that is experienced in a globalized
city.

Chen’s Aircraft series was inspired by his love of building toys and is mostly derived from the images
and symbols in the assembly instructions included with these toys. The basis for his work Aircraft 32
is the assembly diagram for a toy model. Chen broke down and reconstructed the assembly sequence
with different processes, such as copying, exporting, photocopying, pasting, imprinting, and smearing,
thereby removing the symbols that were in the diagram from their usual context. These actions also
make the abstract lines of the diagram, which were originally intended to provide the toy owner with
information, reflect the playful and capricious qualities of contemporary society due to the way he
randomly disrupted the flow of information. (Chen Hui-Yin)
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2018
B EER ~ ARAEM ~ 2 Acrylic and mixed media on canvas
170 x 368 cm

B8 Purchase 2021.0038.001
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AR Landscape 138 Landscape 144

2019 2020
B EER ~ ARAEM ~ 2 Acrylic and mixed media on canvas [T NEER] ~ ARAEM « #|FF Acrylic and mixed media on canvas
97 x130.5cm 162x 130 cm

B2 Purchase 2021.0038.003

28 Purchase 2021.0038.002
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rAsM Aircraft 32
2020
BTz HEER AR A « AR Acrylic and mixed media on canvas
162 x260.5 cm
B BE Purchase 2021.0038.004
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