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“My Little Black Book” represents a change of pace for Kuo Yu-Ping.
Recent pieces, often shown in an institutional setting in Taiwan, have
demonstrated her adeptness at reconciling research with strong visual or
experiential concepts. Instead of dryly presenting documentation of
governmental power in East Asia, pieces such as Autonomy (2016)—a
Western educational text re-written in the artist’s own blood—leave the
viewer viscerally impacted. However her new solo exhibitions departs from
her common theme of Taiwan’s history, and on the surface is not as
explicitly conceptual, mainly comprised of small A4 paintings, created by
the artist during an extended stay in Colombia.

The brightly colored, surreal paintings feature grotesque faces
blending into landscapes, alternately suggesting joy and violence. Within
embroidery-like borders, flower, shells, and vague shapes recall genitalia.
With a general aesthetic not too far away the “Dia de Muertos” strand of
Mexican folk art or elements of Frida Kahlo’s work, the paintings certainly
bear the influence of Latin America. Yet the deep swirling reds and
supernatural subject of Peeing Fairy (2017) strangely recall the fierce
figures of Tibetan religious iconography, although with some levity.

Small galleries in Taipei tend to oscillate between presenting purely
experimental work, with a single project serving as an entire exhibition, or
offering easily digestible pieces primed for the market. Considering
Taipei’s relatively peripheral position in the art world, this pattern might be
understood through an inside/outside dynamic—either one is aiming for
the local market, or preparing for more definitive shows abroad. “Little
Black Book” sits intriguingly in the middle of this pattern, hosting many
discrete pieces but also appearing to be a transitional moment in the
artist’s oeuvre.

The exhibition itself could also be understood in the contradictions
between inside and outside: working abroad and absorbing outsides
influences has allowed Kuo Yu-Ping to separate herself from the
Taiwanese context, but the finished pieces also have an “internal” aspect,
perhaps more personal than before. On one wall of the gallery is Farewell
to Childhood (2017), a monumental painting covered in multicolored
scribbles and dots with a crushed metal cabinet attached to it, recalling the
object’s use in previous installation The Ark (2017), which referenced
bureaucratic offices in Taiwan. Even a foray into the outside world relates
back to the self or even its connection to the local environment.



