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For artists of my generation and younger, expounding on our work is a basic
requirement and training in the learning process from college to graduate
studies. This phenomenon reflects the challenges that artists face in the
environment of the current era, changes in how art is perceived and in how
art is defined, as well as reveal the trend of incorporating contemporary art
into categorical ideological systems.

Perhaps because writing is not my métier, I especially admire artists who
have a powerful flair for writing, for instance, Peter Halley (1953-), David
Batchelor (1955-), Liam Gillick (1964-), etc. I also have an irresistible
curiosity and respect for artists who have an adept command for both text
and images; among these is my favorite Chinese artist, Xu Bing.

I created the series, Xu Bing is My Good Friend, as an homage to Xu Bing.
I should first explain that “Modern Chinese Characters”-- namely traditional
characters and simplified characters, are the two most prevalently used
Chinese character sets since the advent of the modern era. This is followed
by “Contemporary Chinese Characters”; among these are Xu Bing’s character
sets which combine letters of the English alphabet with Chinese ideography,
but are unreadable; and then there is my own character set, which I have
constructed according a principle of geometrized and pixilated Chinese
ideographic characters. And finally, “My Chinese Characters”, explains the
four step process by which I have created my Chinese character sets.

I do not personally know Xu Bing, but I find a sense of simpatico with his

work.

KRk R R 5 &
R~ KR (4BENHRE)
3f—4

B 76x56 DD

2013

Ed.8+2AP

Xu Bing is My Good Friend
Ink on paper (Silkscreen)
Triptych

76x56cm (x3)

2013
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Modern Chinese Characters

- [

Complicated Characters
Also known as Traditional Chinese
Used in Taiwan, Hong Kong, and Macau

Eg

Simplified Characters
Also known as Simplified Chinese
Used in China and Singapore

Contemporary Chinese Characters

B )

Characters in A Book from the Sky by Xu Bing
Resembling real Chinese ideograms
Inspired by English letters
Devoid of semantic content

Characters in China Series by Shiau-Peng Chen
Geometrizing real Chinese ideograms
Informed by Pixel art
Highly recognizable and readable

My Chinese Characters
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4 Steps to Create My Chinese Characters
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The concepts for My China: To be or Not to be and Xu
Bing is My Good Friend were conceived simultaneously
in mutual contrast. A passive display and practical
manipulation of wooden blocks provides the audience
with the possibility of choice in the freedom to imagine

and to decide China’s future.
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My China: To Be or Not to Be

Wood (Hinoki) and wood lacquer

Tetraptych

Installation dimensions vary according to venue
2008
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Malevich, Xu and Chen
Ink on paper (Silkscreen)
Tetraptych

38x28cm (x4)

2014
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The visual image of the series Malevich, Xu and Chen arose from the
creation of the two characters that represent “China” in my Chinese character
set in Xu Bing is My Good Friend. In the process of creating “My Chinese
Characters”, I discovered that the shapes formed by the different layers in
the color separation process were both abstract and replicative. While they
still retained some connection to the physical form of the characters, they
also transcend the readability and recognition of the characters.

These color separated images are all vectored geometric forms that embody
a visual organization when arranged into fixed frames. I believe that the
perspective and method of producing form in a top-to-bottom order used
in the chromatic printing process of silkscreening is like a bird’s eye view,
looking down at the ground from a roof top. This visual perspective has
a very “Malevich” feel to me; there is a philosophical Suprematism in an
attitude that pursues an observation of the world from a specific distance.
I also feel that the pairing of black color blocks against a background of
white paper conveys the texture of universality that Kazimir Malevich(1879-
1935)'s Suprematist work imparts. Malevich is an artist I have had an
enduring affinity for since my school days.

The intuitive feel of this series makes me feel an inexplicable connection
as well as an intimacy in spirit between my work, and that of Xu Bing and

Malevich. Hence I have used our three names in the title.
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The idea for Now and Then arose from the reminiscence
of (or response to) my study abroad experience in
Melbourne many years ago, especially relevant to the
experience of writing during that time.

1. When writing an English version of my resume, I
“naturally” misspelled “Bachelor” and wrote instead the

last name of an artist I was obsessed with at that time,
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Now and Then

Ink on paper (Silkscreen)
Tetraptych

18.7x76cm (x4)

2013
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David Batchelor.

II. While writing my thesis, I referred to “complimentary
colors” instead of “complementary colors”. This mistake
was overlooked even by my thesis advisor, who was often
“complimentary” with praise about the color concepts in my
work. Perhaps we were both exhausted from the endless
hours of repeated discussions.

III. That feeling of being unsettled in both location and
time that I experienced in those years often conjures
contemplations of where I truly belong, and whether “man”
ultimately belongs anywhere.

IV. The word “map” has different connotations in its verb
and noun forms, but I unify the two meanings through the

abstract contemplation and visual imagery in my work.
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My Galleries: Are They All the Same? is a work from the My Taipei series. In the
My Taipei series, 1 attempt to explore the intersections between the self and the
city of Taipei: why have I come here? What am I doing here? How do I live here?
What am I looking for?

The images for the polyptych My Galleries: Are they all the same? come from art
spaces where I have exhibited in Taipei. Some of these were based on elements
of logos taken directly from the galleries and museums, and some were
developed from the physical appearance of architectural elements (or objects)
from these art spaces.

Through the application of color concepts and a stylistic principle that is
specific, enlarging, simplifying, regulatory, and geometrizing, I not only altered
the original meanings and functions of these logos and object shapes, but also
further "abstract" logo images that already functioned as abstract symbols,
and present a new possibility for response to the history of geometric abstract
painting.

On the one hand, this polyptych reflects the trajectory and projection of my
inner thought processes, and on the other hand, it also forms a self-created
reading and recognition system. I regard it as a visual resume that I use as a

retrospective of my life as an artist, up until now, before midlife.

CHRIHRE - B ?)
EENE - 8

10 #F—48
B 12x112 2D
2012

My Galleries: Are They All the Same?
Acrylic on canvas

Polyptych

112x112cm (x10)

2012













[BlEHAEEEEENZE BN EGNER » MALEROER - |
—REEHTE (1866-1944)

FAME S AT CRERLRAEATH ) Ao FAR IR B A T B 5
Hoskam R ~ T NBUEIE > W22 T H A sk BB e vy SE B T
o DTS W0 B B o A At ORI RN 2 B > OB o FRLALY
B B TR AT IR (R BB - RO e Y B O B
AT A6 A B A TR 2R EN SR > ol A TRIUEE ) S At e v i o B = B 22
1A 2B > ARLE AL 2 FE AR TR L S - T e - 5 ol El T 8CR
AL E LN e ~ BT - RO AR ZE > MURAIMEE M2 TBLE -
IZJB% AT BWE T BRI MR R DA R — R R [R 1
» BUR AR PSR I 4

—IFFZ BRI AR - LOBR 8T $6R R iR - SR
HARE B ML RETE > SR TR SR 00 KA B Biradt - [ 8 fr i 5o —
G ER AN AIRKAE A - dE o Eil R R LE
K 5 > FIR AR B OIS o ) mit s i A RB e
PERE A ITCR i S R ALY RS A W éﬂlﬁ'ﬁﬁlﬁﬁl)\ﬂ’]
PEMAFE LIRS > HRMEZEER - e BN A A E
REBELAISR - HEEMASHEB > AER R — @uﬁlaﬁff/
P RESN I S A5 R A AR IS AR AT - ARG A e RO 7 (9 s B A A T R
[ FARATMEATENE R ER RN S8 RN A% - g
FORELATT - 2 s T8 ) ) e iy X — M ALl R BR AT > S BB
FRG B IR R PR AR o BT RAFWIAE > A R E R
R A > [T 2 S A (LR 7 F AT B AP i T AR B > A5l L —
IR (4 £ o g m] M BRI > TR AR AR RA O T B > B
B AR EEM R E T -

GRUKRRIGF A (2013) & —A1ER 2 A - A8 SM5 B R BLf 2r
R PR SR TR I AR AR 22 DR TF?E‘H%‘%HHEQ‘ LA BRI - R —
RS 049 55— > FPEIERI R AR VK (1955-) Y [BIRERLIEYS BA% o [4F
F) RG> BSL A BRIBE AR AE W A LA EAR LAY AE - ARukLASCF
FE A EARD] > @TE [ BRI - T2 T R BT A
ST RH > ARSI B> AE PRSI T > B
HI B R AR A > R A 1 CHTittSE)  (1987-1991) (LR €K
1)) BIR L —E R AR R [ T T2 AR ET
M AT T2 RS 5 iR 77 XEN R RS MR IGE 2 & - B R TR
?JE%TEHT A BN BRI AT A BUR A & AT IR 1 R B AR
ETHEAL o Iz TR R - BT ST e A ERA R (AR M I E B
UEﬁAL”bﬁﬁ‘E%EQ{%i%ﬁ/% WEI AR VR PT R - Wk T A B
B SCA b R 0 A S A (] B A — ﬁl%ﬂlfﬁéﬁ'ﬁ%ﬂ%ﬁﬁ%ﬁ@Z
o FRE A SE AT REE R I TR SCTTERANEAE R T - TR
O - R TR SR 5 S0 RTINS B S TR A T RE ﬂﬁﬁi?%ﬂﬂ%
iy AL T 5 | BE ) & o o

TS
7

<X

BEw

EFEED

FHIE

BRI CRuCZ AT VR E T > S50 A2 AR VK 75— 1
SCFRA G ] RUKE Sets SO RUEREBEE S SR
*E%%‘ SCFAAE R RO BT AR~ e B SERNE > T SR

AN TR - A RATT IR T B AE SIS T AL > B T 0y
A SRR > AR — R ST o BRIBEAIRYRLAEIE i - GO B AR B R
1 TAFIERE ] — 7w B T AR 7 B R B R L B R R AL i i
FIRR > 55— AR E 1 AT S A wh S SRR R R - HE
FEU I ORI A SR AR o A [ — R AN B R 2 TR
BRAR o 5 AR i B S ol % R AR SR R AL B — B T
B TR AR L SO BLUEER [RREL] T CESHIEE S R U
B AT AR AR RS > MREEEARKNEL > —F&
W~ FEMAFIUEIRI) o 5F S AU HT kR SUE B S 5
B AN AR R ATE PR —IRER - (AT H AR IS B R A B
Gy o

BEAR T R AT IRE 9 SUIL 6 > 7ERL R BE DL HL SR 2T 1 B i 7 X
7\_1’?%‘ fltn T He ade ] ZIUHE— GREERE - EME—Hk?)
(2012) > BRIBE U 1 JHCAE 28 1R S i 5 468 2 B ) ) Bl 22 ] 22 bl i
AR RSB > BB AL - Rl > RN B SR E R AR
A IR RN 5 AL ORGSR MBS e AL > b > 24l
G I At B A 8 MR ) A U 510 PG TR AT R 2 M SRR
HET AR H AT A AE o hl— B LA B R AlT ZE AU o BRIBERII L 3 2t
(e A JUE MM A sc R ] e i > /2 H AR AR
FARLE] A RSz ] > Aoy 5 a8 LI R MR LE b - B A& B
A BELALATBEA R B FAIE R BT - S A ZE AT 53 AR — AR
BEAERY AR SR - TR — g B A SR A 1 AR )~ Bl R AE 2
fll T 35 v ) e A Aoz L R

BUE B RAEAE B R 2 MAATEE — REAN ELAR W A B IR BRIR 5 T
T SRERM S JE BB > TR b R SR BT st > i
SRER) TR EATIRAR o T LR R ) 4 105 R TR (D)l I8 A AL A
TR AR > @ R R TE LS AR (A R B A - 5
o BRIBEA B ARG MR R L DARE v 1 326 T HE T 45 495 1 9 21
BT IR MR ADE Y BE S 802 2R E R A SR K88 5 B
WTT > R BB AL AR RE S IR L R B S (E RIE A R R
M AAL



“One must view a painting as a representation of a spiritual image,

not a replica of an object.”
--Wassily Kandinsky, 1866-1944

Our understanding of abstract painting, specifically geometric abstraction, is often
over simplified. There is excessive discussion of color, style, and form, while glossing
over its aesthetic transcendence and concept. Our deeply ingrained impressions of
geometric abstraction are its clear-cut outlines, its rational experimentation with colors
through simple dots, lines and planes, and the precise, mathematical counterpoint
and disposition, regardless of transition or ambiguity. By thoroughly discarding
descriptive and three-dimensional representation, these geometric shapes that reveal
no sense of volume and depth deliver the emotion of their creator to the viewers
through the presentation of painting effects such as coldness and warmth, movement
and stillness, order and conflict. At the same time, we overlook clues provided by
the titles of the paintings, and see them merely as a way of distinguishing between

different works, or as an afterthought to capture perceived qualities.

Many people categorize Shiau-Peng Chen’s work as geometric abstraction based on
its form, mistaking her intent to be the stylistic simplification. However, as the artist
herself states, “geometric abstraction is a form of discarding forms, it is revolutionary
and societal. If an artist chooses to paint in geometric abstraction, it is a statement
that he is not concerned about the form.” The abandonment of forms of personal
expression for the basic elements of painting - dots, lines and planes, results in a
visual similarity in the works of geometric abstract painters. However, we should be
attentive to this as the artist’s conscious discarding of illusionary reality, and turning
toward the representation of ideas. The creative process approaches a system of
codification for responding to structures in the external world through geometric
forms. Its decoding process differs from previous interpretations because geometric
abstraction does not require the participation of elements of visual realism; nor an
imitation of nature or society. It is released from the relational systems that represent
reality by using the most basic methods of form - a simplification and disposal of
details. The artist delves into the essence of objects and extracts what is meaningful.
Hence, the aesthetic value of the painting is what remains in the form itself,
specifically in links to perceptibility and knowability in its role as a transformative
medium, and not merely a method of depiction, nor simply an established material

or substance of painting.

The title Xu Bing is My Good Friend (2013) is particularly eye-catching and intriguing
because serendipitously, during Chen’s exhibition at the Mind Set Art Center, a
retrospective exhibition of Chinese artist Xu Bing (1955-) had simultaneously opened
on the other side of the city. The term, “good friend,” refers to the fact that Chen
supposes that she and Xu share a similar path in artistic creation: Xu’s famed artistic
expression using texts was established based on several ingeniously self-created
textual systems based on a study of the principles of Chinese character construction.

As visual symbols, these outwardly resemble Chinese ideographs, but in truth they
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are structures of dots and lines. Specifically, in his famed
work A Mirror to Analyze the World (1987-1991) (also
known as A Book from the Sky), the artist “fabricates”
more than four thousand pseudo-Chinese characters
using a strict internal logic, then prints these on long
scrolls and several bound books using hand-carved
movable type. There is an aesthetic of pleasing grandeur
just seeing the enormous scale of the work. What occurs
is a complete transformation from phonetic symbols
into visual symbols, expunged of content, rendering the
words unreadable. But the point of this work lies in the
appeal of these Chinese character forms. As Xu puts
it, they catalyze our connection to and re-evaluation of
the best part of Chinese culture. Entering into a world
seemingly within our realms of knowledge, but is in
fact, a world beyond comprehension, words no longer
serve as vehicles for sound and meaning, nor do they
retain the original capability of words for exchange and
communication. They have become agents of a linguistic

revolution induced by the perspectives of the artist.

In Chen’s Xu Bing is My Good Friend, the artist
refers to Xu’s other character system, “New English
Calligraphy.” Xu converts Chinese characters into
Hanyu Pinyin, but rather than writing them out in the
usual linear form, from left to right, these are designed
similar to Chinese character components, and written
as a block unit, blurring the boundary between Chinese
characters and English words, and creating a new
system of words. Chen’s Xu Bing is My Good Friend is
an “introductory guide” for understanding her body of
work. On the one hand, it explains her principles of
character creation that originates in geometrification
and pixilation; on the other hand, it reveals the truth
that geometric abstraction has linguistic elements: its
meaning is not gleaned from content or style, but from
a relationship between the observer and the observed
object. In Chen’s works, the world is constructed from
various relationships and their internalized set of rules,
rather than from actual events and objects. Thus reality
is made “linguistic” (here, linguistic does not merely
refer to a system of symbols based on sound used to
communicate information, but encompasses a broader
meaning of a set of governing rules for communication

and expression.) Linguistic symbols also become a

prototype in Chen’s discussions of cultural phenomena;
a cursory investigation into this logic and structural
system provides a glimpse into elements of reality in

daily life and exchanges.

The cultural meanings confined by linguistic systems
operate in method intimate to the self. For instance, in
My Galleries: Are They All the Same? (2012) a new work
from her My Taipei series, Chen uses her own creative
principles of formation to simplify and geometricize
logos or architectural features from galleries in Taipei in
which she held exhibitions. She further abstracts these
existing symbolic markings using a personal lexicon.
Here, Chen not only appeals to the audience’s responses
to individual images; but through these multiple points
of selection, she also examines her artistic career to
date. Chen describes this as “an exploration of points of
nexus between the self and the city of Taipei.” Taking
this a step further, among countless subtly differentiated
art spaces, which invitations to exhibit from whom were
accepted - the symbols that are finally presented are not
only an exhibition of a personal creative resume, but
also delineates a tacit aesthetic taste in the realm of art,
and a recognition of the artist’s position and value in the
field of artistic practice, which can only be excavated by

a professional audience that lingers at a deeper level.

Reality and abstraction are often the two sides of the
same coin; a relationship of mutual correspondence
exists between them. Geometric abstraction does not
ignore reality, but decodes it through structural method
that transcends visual reality or descriptiveness. These
creative codification systems may appear to lack
personal style, but in actuality they brim with personal
meanings, with an emphasis on unique conceptual
individualization and creativity. Chen’s work is an
exemplary manifestation among these. The symbols
of reality that she constructs geometrically through
metaphoric method are neither meaningless, pure
material forms, nor sensory-filled aesthetic experiences;
for Chen, logical thought is built on a foundation of
language, and the aesthetic value of an artwork is in its

meaningful form.
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Shiau-Peng Chen was born in Penghu in 1976. She currently works and lives in Taipei. In addition to conceptual abstract

paintings, some of her works are presented through text, and have been developed into “painting notations” which can

be delved into and understood via multiple keywords, distinct from the linear reading of books.

Shiau-Peng Chen sums up her creative and artistic perspective thus: “Through the application of color concepts and

a stylistic principle that is specific, magnifying, simplifying, ordered, and geometrized, I not only alter the original

meanings and functions of logos and object shapes, but further “abstract” logos that already function as abstract symbols

into a new possibility in response to the history of geometric abstract painting.”
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