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Born in Taipei in 1989, Yen Yu-Ting graduated with a master’s degree from the School of Fine Arts
at Taipei National University of the Arts. Source materials for her work often include written news
reports and related images, and her art media are ink, gouache, and ceramic. She deploys these to
create bizarre figures and fantastical scenes that interpret psychological states arising in the age of
information overload.

Yen started her Countless Yesterdays series when attending a residency at South Korea’s Gwangju
Museum of Art in 2018. Due to limitations encountered at the time, she abandoned her usual medium,
gouache painting, in favor of ink wash, whose cultural context she traced back to develop a new way
of painting. She considered literati painting of the late Ming dynasty, posing the question, if their
landscapes were not representative depictions of nature, but rather presented thoughts with ink
marks, then how could this medium be used to capture the contemporary spirit? She then began to
collect news images and articles from both Taiwan and South Korea, projected these fragments of
information on paper to trace their contours, deconstructed and then reorganized them as she worked,
and continued to add more layers as these news events unfolded over time. Using this concept and
method, she broke down the overwhelming tangle of information in contemporary life to form a series
of experimental ink paintings. She wove these endless streams of seemingly significant yet fleeting
fragments of information into compact visual structures, which sometimes resemble tangled thickets,
or at other times, the intricate folds of the brain. With this representation of contemporary life’s
disorienting state, she forms what she calls cunfa (traditional ink painting texture strokes) of “memory
and psychological states.”

It can be seen that Yan Yu-Ting has gradually integrated past creative methods and thoughts in her
Countless Yesterdays—3, which depicts the multiple forms of disciplinary power that arise from
contemporary political and economic oppression. In the work’s background, composed with spirited
cunfa brushwork, the artist also added her familiar gouache technique to extend the feeling of narrative
space in the work, using highly saturated, almost fluorescent colors to intensify the painting’s feeling
of anxiety and strengthen its painterly quality. The figures in the painting appear rigid, deformed,
distorted like those in a news report who have inexplicably fallen from a building. Here they seem to
be surrounded by communist-collective-type termites and trapped such that they can only offer the
weakest resistance. Beasts shuttling between corners have an uncertain relationship to the human
figures, seemingly both friends and foes, and heighten the absurdity of the entire scene.

Art historian Wu Hung considers painting as both an image-bearing object and pictorial image, and
the correspondence and tension between these two identities are precisely what make an artwork a
painting. Wu explores the question: “What is traditional Chinese painting?”' by taking as an example
a folding screen with its multi-functional, multi-valent form, which serves as a quasi-architectural
element that demarcates space, a vehicle for a painting, and an image itself. Yen responds to this
line of thought by making traditional painting forms conform to contemporary life, thereby producing
new meanings. She adopts the traditional panoramic screen format with its numerous panels, and
leaves one-centimeter gaps between paintings to not only allude to folding screens cherished by Ming
dynasty literati, but also to suggest those digital screens ubiquitous in contemporary life. What should
be a continuous narrative across panels is in fact a fragmented sequence reminiscent of surveillance
footage, and depicts the sliced up or even invaded physical and spiritual space of contemporary life,
which is found both online and in the physical world. With this, the artist continually asks: “What is
contemporary painting?” (Chen Hui-Ying)
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III K& #EHEREE -3 Countless Yesterdays -3
2020

F K~ BF ~ 48 Ink, watercolor, and gouache on paper
109 x 335 cm
52f& Purchase 2023.0008.001

220 © ZACTHILEME HREFTE BENLE © Taipei Fine Arts Museum Al rights reserved 221





