A SENSE OF
PLEASURE

Paintings and Photographs by
Emily Wang

==NPN
H A

/-
e

= HERE



CURATOR Rudy Tseng
KRN BXR

COCURATOR Jenny Lee

HERE FEE

A SENSE OF
PLEASURE

Paintings and Photographs by
Emily Wang

TEBAERERERR

I K&

=t

8 3



The concept of sight is a matter of sensation. For the visual artist, the life of the
artist's work springs from what can be seen of feeling. Even the intellect gives way

to the shaping of colors and the ordering of forms.
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Yi&C. Contemporary Arts Gallery has staged the annual "Art in Life" exhibition
since 2009. Over the past ten years, in addition to showcasing internationally
acclaimed artists, the gallery has also discovered emerging local talents, and
serves as a platform for art lovers to deepen their appreciation and understanding
of the works. It has been especially gratifying for Yi&C. to see how our
exhibitions have become springboards for young artists to launch their careers
and gain greater recognition, allowing them to continue their journey of creative
experimentation and self-expression with the support of experienced professionals
in the art world.

This year, Yi&C. Contemporary Arts Gallery is proud to present a solo exhibition
of US trained Taiwanese artist Emily Wang's oil paintings and photography. Wang
has been based in San Francisco and Philadelphia for many years, developing
her artistic practice with guidance and encouragement from established artists.
Wang's style incorporates the spirit of Abstract Expressionists Joan Mitchell and
Willem de Kooning, and also pays tribute to Henri Matisse's bold and vibrant
colors. Further influences of philosophy and Eastern art are reflected in her works
as well, imbuing them with a spiritual resonance.

Recent years have seen a growing chasm between generations of Taiwanese
artists in artistic practices. Yi&C. Contemporary Arts Gallery hopes to reinvigorate
Taiwan’ s art scene with this solo exhibition of Wang's works.
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T H E S ENSE O F PLEASURE

Bill Scott

| met Emily Wang in 2010 when she lived in Philadelphia and was studying painting
at the Pennsylvania Academy of the Fine Arts. | taught there then and was glad
to meet her because | was curious about her paintings. | was surprised when she
told me that previously she worked extensively with photography. An expertise in
photography would not have been what | expected for someone so entirely devoted
to her experiments using oil paints and charcoal. Emily was uninterested in painting
like the other students who worked in a less perceptually grounded style than that
of the school. Nor did she veer toward the representational imagery | naively might
have expected from a student who was so well versed in photography.

In her studio, as visual stimulation, she set up, arranging and rearranging, complex
still lifes from which she painted. They were grounded with vivid pink, yellow,
blue, red, or green fabrics. Sometimes resembling a mountain, the fabrics often
hid an underlying armature that felt as it rose to the ceiling. On top of this, almost
scattered, were bottles, vase, pieces of fruit like apples or oranges, and flowers —
sometimes she creates a visual jolt by juxtaposing opposite colors together and
other times a lemon will vanish when placed on a yellow cloth. She does not create
the traditional spaces of foreground, middle ground, and background one expects
to see in paintings. She speaks of the influence of the compressed spatial relation
found in Chinese painting she has known since her youth. Yet, she avoids presenting
us with the distant vista one would experience when looking at landscapes.

Her narrative is not based so much on the objects she paints. The narrative with
which she engages us is her ability to walk us through her painting process, showing
us her decisions and doubts every artist faces when painting. In doing so, she tips
her hat to the work of American artists like Mercedes Matter and Jane Piper whose
still life paintings structurally combine high-key color with elements of Cubist
drawing. Like them, Emily pulls one in to her paintings with a promise of pleasure
yet, once there, the paintings do not allow you to perceive them without seeing and
feeling the struggle required to achieve such imagery.

The space in Emily's paintings is created by how she directs one's eyes to move
between objects and defined by the speed at which one's eyes perceive and travel
between these shapes. To achieve this, color and drawing exist simultaneously,
sometimes aggressively battling each other as evidence of Emily's own struggle to
discover which will dominate the finished image.

December 10, 2018. Philadelphia
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A CONVERSATI ON

Lee & Tseng (L&T):

Before becoming a painter and photographer, you studied
philosophy in college and graduate school. What role does the
discipline of philosophy play in your artistic involvement?

Wang (W):

Philosophy is the discipline of searching out understanding
of knowledge, reality, and existence. It comes from human
need to understand who and what we are in relation to the
world we are part of. Through my search for understanding |
am practicing philosophy in art, aesthetics in particular, which
includes an inquiry into the nature of beauty. My approach
to the aesthetic dimension is a balance of the senses and the
intellect in visual terms.

Philosophy aims at clarity, but an understanding of the
beautiful cannot be based solely on intellectual conjecture,
it must spring from the visceral involvement of the senses. It
follows that the forming of a truly visual expression will not
simply be a literal re-presentation of a preconceived idea. In
that sense, we can say that the search for what is true, meaning
the resolution of visual forces, can be beautiful whether it is
melodious or dissonant. That leads us to the thought that the
practice of visual art, such as painting or photography as a fine
art, is a pursuit of both truth and of beauty.

L&T:

Instead of a conceptual approach that seems akin to your
philosophical background, you approach aesthetics and art
visually. Did you start out focusing on the visual aspect in
photography? How did you become aware of the importance
of living dynamic to your work?

W:

Photography can be a very literal medium because it can
record rather than interpret, initially it was natural for me to
explore the juxtaposition of symbols and objects for a more
or less literary metaphorical purpose. Soon, | found the verbal
interpretation of what | felt to be an essentially a visual medium
limiting. | felt there was more to photography as an art form
than the illustration of concepts.

L&T:

By turning away from a conceptual approach and return to
the visual, did you mean to work with composition and design
elements in traditional sense?

W:

| am interested in the rules of composition and design
principles, but | also know there is a higher order of visual
language than only design. | want to understand what makes
a painting or photograph great art. | wanted to find out for
myself, through both my own capacities and limitations, what
it means to be visually intelligent and what it feels like to have
discerning eyes that can see the way things come together.
And, in terms of my studies, | was in the right place at the right
time when Lon Clark was the director of the graduate school
of photography at the university where | studied. He mentored
both my study in photography and my interest in painting and
that experience continues to resonate in all my work.

w I T H T H E A RTI ST

Lon's approach to teaching is unique. With him, we explored
the reason and principle behind the visual basics instead
of academic formulas. What he teaches is really about
understanding the language of vision and of the senses. Every
such principle can be verified and felt through receptive eyes
and sharpened senses. | learned that the interrelations of
form and color within a picture's boundaries are not fixed but
dynamic. Hence, while rules of composition may apply, there is
a greater visual force than good design.

To know how this energy works is to be able to sense how form
and color interact and whether the give and take between
them contributes to a harmonious whole. It is then that the
meaning of a work of art is actualized or upheld. This answers
my initial suspicion that the meaning of a work of art does not
solely rely on the intent of the artist, or the craftsmanship, or
the fabrication, or the context that surrounds it.

All of this helped to lay down the foundation of my pursuit of
becoming a self-reliant artist. Lon now has his own school - the
San Francisco Studio School of Drawing, Painting, Photography
& Mixed Media.

L&T:
When you studied painting with Lon Clark, was it also when
you began to work from direct observation?

Lon Clark, Hillside,
2016. Oil on Canvas.
‘ Courtesy of the artist

W:

Lon studied under Edwin Dickinson, Philip Guston and Philip
Pearlstein, and was a co-founding student of the New York
Studio School with Mercedes Matter. Having worked with
artists at the center of post-war American art, his direct
knowledge of the spirit of modern art and his understanding
of both the tradition of visual art and of the avant-garde
helped open up my path and insight into art. This included
what it is like to paint without a formula as Cezanne did, and
what Cezanne meant by “to redo Poussin from nature.”

In the studio: the artist's tabletop constructions and work in progress.
Photograph by Emily Wang, 2015

L&T:

Let's talk about your process of working from close
observation. Why do you empathize this process more than
anything else?

W:

| don't solely work from observation although the series
of paintings in this exhibition are mainly done from direct
observation.

The point is to never lose the direct experience that comes
from looking intensely at the outer world and translating what
is seen into paint. In that way, you experience the wealth
of your own sensations. It is a prolonged process of seeing
through which | learn to discern where things are in relation
to each other, to make a decision for each brush stroke | put
down, and to understand how each stroke is related to the rest
within the painting.

L&T:
What transpires between you, your setup, and your painting
during your creative process?

W:

it is an ongoing dialog. To me, each brushstroke is an attempt
to define and re-define what | see and simultaneously record
my sense of seeing. There is a flow of energy transposing what
is seen into form and color on the canvas. This is a process
of mediating, that is of negotiating between the three-
dimensional outer world, the inner world of the artist, and the
two-dimensional reality of the painting.

Ultimately as this constant negotiation between the setup,
form and color emerges on the canvas it contributes insight
into my own continuing experience modulating and expanding
my awareness as an artist. At the same time, it creates a reality
in the painting against which my values as an artist are tested.

L&T:
Is this why your paintings look abstract even though you work
from life?

W:

For me, the process of working from life is not a matter
of resemblance. However, | do consider my paintings as
referential and very different from non-objective art. For one
thing, the pictorial space created in the painting is analogous
to the space presented by the setup. Colors and forms within
my painting may not appear realistic, but | strive for a parallel
dynamic of forms and colors. My painting is the sensual
equivalent of my experience of seeing.

L&T:
Tell us about your approach to photography then, which unlike
painting, is inherently representational.

W:

Photography's mimetic qualities may seem contradictory to
my approach to painting, but, light as it creates color and
describes form is the essence of photography. The question
the photographer has to answer is whether he/she considers
photography to be a means to illustrate concepts or a form of
visual art. The latter is the dimension of photography that | am
interested in.

L:
We can see this especially in your polyptych landscape
photographs.

W:
Indeed, that was part of my intent. Literalism betrays mystery.

T:

| wanted to go back to our discussion on painting. Why do you
choose to work with still life? Does this have anything to do
with the tradition of the still life genre in art history?

W:

Working from observation requires patience and nothing is
more patient than still life. Also, still life that is composed of
ordinary objects pose a welcome challenge, forcing me to re-
encounter forms that | may assume | already have intimate
knowledge of.

And yes, | am very interested in the still life paintings of
history. In the tradition of still life painting | find inanimate
objects often seem engaged in a secret dialog emitting a
particular spiritual quality that suspends time. The color
relations in floral still life paintings throughout history also
interest me.

L:

But your still life setups are very different from the traditional
arrangement. They are, as the title suggests, “tabletop
constructions” . We see the use of fabrics in different colors
and textures, and the scale is large. Can you elaborate on
what you mean by construction? How does it relate to your
painting and drawing?



W:

Initially my setup was simple: an apple or a lemon, or some
flowers in a vase against a background. This simplicity is useful,
and it can be beautiful. However, | wanted to paint complexity
as well as simplicity, by that | mean the intricate relations
between form and color and texture. | delight in the energy
such constructions offer.

| wanted to create a universe so to speak. So, | started to
include different types of fabrics and other materials in various
colors, and | hand painted still life objects, mixing them with
pristine objects and artificial flowers. | would drape the fabrics
at different levels, place still life objects among the undulating
terrain created by the fabrics to form a sort of interior
landscape through which my eyes can travel.

L&T:
The complexity of your painting seems reflect the laborious
process of your tabletop construction and the still life

arrangement. There are a lot of activities within your paintings,
drawings and photography in general.

W:

My work in general has to do with my personal interest in
the complexity of experience and the diverse energy within
that found resonance within the so-called New York school.
My previous study with Lon helped me gain a thorough
understanding of not only the major artists such as Pollock and
de Kooning, but also solid painters whose works complete the
entire makeup of the so-called New York school. Later with my
study with Bill Scott in Philadelphia, | found connections to the
Philadelphia colorist tradition which continued to deepen the
artistic traditions | inherit.

Other of my influences come from earlier in the history of art,
for example my appreciation of Peter Paul Rubens and Eugéne
Delacroix.

L&T:

Aside from the attempt to determine where things are with
each brushstroke in your process of painting from life, do
Rubens and Delacroix also influence your brushstroke and
painting handling?

W:

Yes, they are using color, hence strokes of color, rather than
line or contour to shape forms which is part of my influence.
Also, | am drawn to the colors and the arabesque structure in
rococo art, especially the paintings of Fragonard and Boucher.

Another of my influences is the impressionist painter Berthe
Morisot. | admire her wavelike brushstrokes that weave
forms into a robust whole even though, unlike the grandiose
historical and mythological themes Rubens and Delacroix
depicted, her paintings are mostly about domestic scenes and
idyllic landscape.

L&T:

What about Chinese painting? Is it also an influence? Your
paintings give a sense of looking at a Chinese landscape
painting with winding paths connecting different parts of the
painted landscape; and where small or almost unnoticeable
figures were placed between rocks or trees, much like your still
life objects.

Left: The artist's tabletop constructions. Photograph by Emily Wang, 2015

W:

Chinese painting has been part of my heritage. It is part of who
I 'am. It especially allows me to be comfortable in a compressed
pictorial space which is a result of my working from both close
observation and the use of color-relations.

Bill Scott, A Month in the Fall, 2015. Oil on canvas.
Courtesy of Hollis Taggart, New York.

L&T:

Color takes an important role in both your paintings and
photographs. In addition to the influence of painters you
mentioned, does this also have to do with your study with
artists in Philadelphia where there is still the colorist tradition?

W:

My interest in chromatic color did lead me to choose study
at the Pennsylvania Academy of the Fine Arts (PAFA) in
Philadelphia. The Philadelphia colorist tradition was brought
to prominence by the painter Arthur B. Carles (who was
Mercedes Matter's father). That tradition continues to thrive
and | was fortunate to study with two painters who are tied
to this tradition directly, Bill Scott and Jan Baltzell . Bill's and
Jan's teaching both strengthened my previous foundation and
opened new doors for me.

Bill often took his students to visit the vault of PAFA's Museum.
The museum has a rich collection of paintings that are not in
display. A close encounter with those paintings contributed to
many fruitful discussions. | also learned a lot about color by
studying Bill's paintings. Bill has had a great influence on me in
terms of understanding how interrelated artists can be. He is a
powerful proponent for painting and | am very grateful to him.

L&T:

You've emphasized much about the traditions you benefit from.
Do you consider yourself a traditionalist? How does your work
fit into the contemporary art?

W:

My art is rooted in the modernist tradition, it represents certain
values that integrate my intellect and sensible existence as an
artist. As a contemporary artist, one is confronted with what
has been done and what can still be done in response to one's
own time. Both my paintings and photographs draw inspiration
from the experimental spirit within the modernist tradition, yet
they are not a repetition of the past. | believe | see the ideas
and concepts | am exploring innovatively. They are a part of
today.
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No. 1, Tabletop Construction with Still Life, Oil on Canvas, 36x36 inches, 2012
Em—SR > B E FEE - ¥ /B 0 36x36 0T 0 2012




No. 5, Tabletop Construction with Still Life, Oil on Canvas, 36x36 inches, 2012
ERESR  FYEE FRE W%/ BH 0 36x36 HIT » 2012

No. 7, Tabletop Construction with Still Life, Oil on Canvas, 36x36 inches, 2012
EmTER > FEE FEE - W% /B 0 36x36 &0 0 2012

N
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No. 2, Tabletop Construction with Still Life, Oil on Canvas,
EmISR > FYEE LT JHE /B 0 36x36 T 0 2012

36x36 inches, 2012

No. 4, Tabletop Construction with Still Life, Oil on Canvas, 36x36 inches, 2012
EmIHSR > SFPEE FEEE - ¥ / B 0 36x36 0T 2012




No. 8, Tabletop Construction with Still Life, Oil on Canvas, 48x48 inches, 2012
ER/\SR > MBS FEEE - % / £ » 48x48 30T 2012

No. 11, Tabletop Construction with Still Life, Oil on Linen, 36x36 inches, 2013
ER+—5%  FFMEAE HEE - %/ fifh 0 36x36 ZIT » 2013
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No. 12, Tabletop Construction with Still Life, Oil on Linen, 36x 36 inches, 2013
ER+5%  SEMEAR HEE - %/ Mifh 0 36x36 Y 0 2013

No. 21, Tabletop Construction with Still Life, Oil on Linen, 53x65 cm, 2015
R +—55%  HYEKR LIRS B/ fif 0 53x65 2%, 2015
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No. 22&25, Tabletop Construction with Still Life, Oil on Linen, 106x65 cm, 2015
EmZ+Z & Z+H% FPHEE EEE  BE /M 0 106x65 25, 2015

No. 23&24 , Tabletop Construction with Still Life, Qil on Linen, 106x65 c¢cm, 2015
EmZ+=& Z+ MR » MBS EEE - W% / ffh > 106x65 29>, 2015
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No. 10, Tabletop Construction with Still Life, Oil on Linen, 36x36 inches, 2013
B3R SMEE ERE > H\¥ /M 0 36x36 3N » 2013

No. 17, Tabletop Construction with Still Life, Oil on Linen, 52x48 inches, 2013
ER+Lo% - B T - M / MR 0 52x48 Y » 2013
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No. 16, Tabletop Construction with Still Life, Oil on Linen, 52x48 inches, 2013
EmT755%  SFMERE L8 - W% / Fifh 0 52x48 &Y » 2013

No. 6, Tabletop Construction with Still Life, Oil on Canvas, 48 x 48 inches, 2012
YRR3R MBS FRE - W% / £ » 48x48 N 2012
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No. 26, Tabletop Construction with Still Life, Oil on Linen, 52x48 inches, 2015
ERZH7]ER > S EE FRE > W% / M 0 52x48 =Y » 2015

No. 27, Tabletop Construction with Still Life, Qil on Linen, 52x48 inches, 2015-6
YERZ+C5R » B EE LRE » Mm% / M 52x48 T0¥ » 2015-6
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No. 28, Tabletop Construction with Still Life, Qil on Linen, 52x48 inches, 2015-6
YERZH/\SR » BB L3 E » % / iifD » 52x48 &Y » 2015-6

No. 19, Tabletop Construction with Still Life, Oil on Linen, 44x48 inches, 2014-5
YERTTLER » FFMEis L3 8 - Mm% / Mifh » 44x48 IY » 2014-5
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No. 20, Tabletop Construction with Still Life, Oil on Linen, 44x48 inches, 2014-5
ERZ+38 > MBS FRE iM%/ fifh 0 44x48 EIY » 2014-5

No. 18, Tabletop Construction with Still Life, Oil on Linen, 52x48 inches, 2014-5
fEmT/\s% » BRYDERSE B E o R / Mifh 0 52x48 220 > 2014-5




No. 31, Sill Life, Oil on Linen, 72.5x91.0 cm, 2016
ER=+—%% ' 539 % / MG > 72.5x91.0 %9 » 2016

No. 33, Sill Life, Oil on Linen, 72.5x91.0 cm, 2016
ER=+=%R > 539 ' W%/ FfE > 72.5x91.0 2% » 2016



No. 47, A cor da felicidade, Acrylic & Charcoal on Paper, 43x31 inches, 2018
EmPO+H3% - SRMEEE > Bl » KE /KA > 43x31 07 2018

No. 32, Sill Life, Oil on Linen, 72.5x91.0 cm, 2016
ER=+T3R > 834 0 %/ MifE > 72.5x91.0 2% » 2016
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Slumber, Acrylic & Carcoal on Paper, 56x76 cm, 2018
DURE 0 B S ~ RRE /A 0 56x76 A9 0 2018

Falling, Acrylic & Charcoal on Paper, 56x76 cm, 2016
B B RE/RAR 0 56x76 R 0 2016



Garden in the Studio, Acrylic & Charcoal on Paper, 76 x56 cm, 2018
EREE B xE /A 76x56 29 0 2018
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Rcess, Acrylic & Charcoal on Paper, 76 x56 cm, 2018
BER 0 BB RRE /MR 0 76 x56 2% 0 2018



The Messenger, Charcoal, Acrylic & Mixed Media on Paper, 44x30 inches, 2018
B%  KE BEnDEEGEM /X 5 44x30 0¥ > 2018

Gaze into Space, Charcoal, Acrylic & Mixed Media on Paper, 44x30 inches, 2018
BRI BRADERSIEM /A 0 44x30 %0 0 2018



Still Life with Skull, Acrylic & Charcoal on Paper, 43x31 inches, 2016
FEYDERTES 0 B RE /A 0 43x31 EIT 0 2016
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Moonbeams, Charcoal, Acrylic & Mixed Media on Paper, 44x30 inches, 2018
B®R  RE - BrRNBEEGEN /A 44x30 MY 0 2018



The Annunciation, Acrylic & Charcoal On Paper, 43x31 inches, 2017-8
TRAVETE  Bre)  RE /AR 0 43x31 =0T 0 2017-8

Abandoned Garden, Acrylic & Charcoal On Paper, 43x31 inches, 2016
E 0 B~ RRE /HEA 0 43x31 30T 0 2016



No. 22, Still Life, Acrylic on Paper, 9x12 inches, 2013
B FRmITH TR 0 B /A 0 9x12 ZE0F 0 2013

No. 31, Still Life, Acrylic on Paper, 9x12 inches, 2014
B ER=+—3k » B /A 9x12 30 - 2014



No. 24, still Life, Acrylic on Paper, 9x12 inches, 2014
B ERITTIUsR 0 B /A > 9x12 ZE0Y 0 2014

No. 29, Still Life, Acrylic on Paper, 9x12 inches, 2014
B ERITH IR 0 BRI /A 0 9x12 3E0T 0 2014



No. 30, Still Life, Acrylic on Paper, 9x12 inches, 2014
B ER=98 B/ A 0 9x12 &Y 0 2014

No. 26, Still Life, Acrylic on Paper, 9x12 inches, 2014
B ERITHRIR 0 BRI /A 0 9x12 3E0T 0 2014



No. 25, Still Life, Acrylic on Paper, 9x12 inches, 2014
Y EmZ TRk B /AR 0 9x12 350 0 2014

No. 23, Still Life, Acrylic on Paper, 9x12 inches, 2014
B ERT =R BRH /A 0 9x12 30T 0 2014



No. 21, Still Life, Acrylic on Paper, 9x12 inches, 2013
B ERT 3R BRI /A 0 9x12 380 0 2013

No. 27, Still Life, Acrylic on Paper, 9x12 inches, 2014
Y ERITTLR 0 B /KA 0 9x12 3=0¥ 0 2014



No. 40, Still Life, Acrylic on Paper, 32x40.6 cm, 2015
Y 0 VERIN5% 0 TR/ R 0 32x40.6 A% 0 2015

No. 39, Still Life, Acrylic on Paper, 32x40.6 cm, 2015
Y ER=ER 0 B /4EA 0 32x40.6 A% > 2015



No. 44, Still Life, Acrylic on Paper, 32x40.6 cm, 2015
R > YERIY+PO5E 0 BB / 8K > 32x40.6 A% 0 2015

No. 43, Still Life, Acrylic on Paper, 32x40.6 cm, 2015
Y 0 FRIMN+=5% » B/ /M4 0 32x40.6 X5 0 2015



No. 46, Still Life, Acrylic on Paper, 32x40.6 cm, 2015
R 0 MERIUH/]SR  B5S / 484 0 32x40.6 A% » 2015







No. 16, Reverie, Landscape Triptych, 2010

LZIERTY) 0 2010
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No. 18, Reverie, Landscape Triptych, 2010

e

HBEZERY > 2010
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No. 15, Reverie, Landscape Triptych, 2016
fEmt+RsE - BEZERS > 2016

No. 14, Reverie, Landscape Triptych, 2012
fEm+IsE - BREZERT > 2012



No. 20, Reverie, Landscape Diptych, 2016
fER=+5%  BREZIERTI > 2018

No. 19, Reverie, Landscape Diptych, 2016-7
fEm+3%  BESIERTY > 2016-7



No. 9, Reverie, Landscape Diptych, 2008
fEmALIR - BEZIERT) » 2008

No. 7, Reverie, Landscape Diptych, 2017
EmESR > BHEERY » 2017



No. 4, Reverie, Landscape Triptych, 2008
fEmPsE - BESERS - 2008

No. 5, Reverie, Landscape Triptych, 2008
fEmEBss  BREHER - 2008



No. 6, Reverie, Landscape Triptych, 2008
{Em755% » BHZERS > 2008

No. 11, Reverie, Landscape Triptych, 2008
ER+—5% » HHZERS > 2008



EMILY WANG = B #
PAINTER, PHOTOGRAPHER
THE ARTIST LIVES AND WORKS IN TAIPEI CITY, TAIWAN.

SELECTED GROUP EXHIBITIONS

2017
MLD Photography Group Exhibition, Kaoshiung, Taiwan
Onfoto Studio Annual Faculty Show, Taipei, Taiwan

2016

Onfoto Studio Annual Faculty Show, Taipei, Taiwan

Young Art Taipei (YAT)-2016 Taipei Contemporary Art Fair,
Taipei, Taiwan

2014

Lilies, Figs and Folly - Contemporary Still Life Paintings & Works
on Paper, curated by Bill Scott, Cerulean Arts, Philadelphia, PA,
USA

2012

Pushing Paint - A Two-person Exhibition, Gross McCleaf Gallery,
Philadelphia, PA, USA

A Drawing Show of Artists in Philadelphia Selected by Alex
Kanevsky and Bill Scott, The Philadelphia Sketch Club,
Philadelphia, PA, USA

Works on Paper NYC, Jeffrey Leder Gallery, Long Island, NY,
USA

2011

SOHO Photo 40th Anniversary Exhibition, SOHO PHOTO
Gallery, New York, NY, USA

2010

International Juried Photography Exhibition, Joyce Gordon
Gallery, Oakland, CA, USA

24th International Juried Show, Visual Arts Center of New
Jersey, NJ, USA

2009

Invitational Photography Exhibition, Center Gallery, Wichita,
KS, USA

SOHO Photo National Competition, SOHO Photo Gallery, New
York, NY, USA

The Halpert Biennial, Turchin Center for the Visual Arts, Boone,
NC, USA

4th National Photography Juried Exhibition, Marin Museum of
Contemporary Art, Novato, CA, USA

2008
2nd International Juried Exhibition, A Pacific Northwest Center
for Photography Project, Portland, OR, USA

National Juried Photography Exhibition, 1212 Gallery,
Richmond, VA, USA

Juried Photography Invitational Exhibition, The Monmouth
Museum, Lincroft, NJ, USA

International Juried Photography Exhibition, Joyce Gordon
Gallery, Oakland, CA, USA

National Juried Exhibition, Sylvia White Gallery, Ventura, CA,
USA

SOHO Photo National Competition, SOHO Photo Gallery, New
York, NY, USA

SELECTED AWARDS & HONORS

2008

1st Prize Winner, Soho Photo National Competition, SOHO
Photo Gallery, New York, NY, USA. Juror: Charles H. Traub,
chairperson of the MFA Photography, Video and Related Media
Program, School of Visual Arts, New York, NY, USA

2006

2nd Place, Academy of Art University Spring Show, Graduate
School of Photography: Fine Art Category, San Francisco, CA,
USA

2005

President's Honor List, Academy of Art University, San
Francisco, CA, USA

1st Place, Academy of Art University Spring Show, Graduate
School of Photography: Fine Art Category, San Francisco, CA,
USA

Director Honorable Mention, Academy of Art University Spring
Show, School of Photography: Fine Art Category, San Francisco,
CA, USA

EDUCATION

2012

MFA

Painting and Drawing, Pennsylvania Academy of the Fine Arts,
Philadelphia, PA, USA

2007

MFA

Photography, Academy of Art University, San Francisco, CA,
USA

2006

San Francisco Studio School of Drawing, Painting, Photography
and Mixed Media, CA, USA

1998

MA

Philosophy, National Chung-Cheng University, Chiayi, Taiwan

oy

2017

HEMER - AR 2ERE

Onfoto Studio FESHMANIFHE » E=EA1L
2016

Young Art Taipei (YAT) S{LEIR S (A BT SR
Onfoto Studio FEAETSETANERIE » SEATL

2014
ERFMEEEFRE » Cerulean B EFZEINER
2012

BB AR > Gross McCleaf 28R » ZEEFH M &
B EERSEERE  EESMNER
BRRAK_EBIVERE » Jeffrey Leder B ZEEELK
EXERE  EEHEMNEYNCEEMZENR

2011
M-+EFREERE © SRR 0 EEHE0

2010

EIRSIRS/LLER » Joyce Gordon B » ZEMMEHE
ERHER - EEEERREEGR

2009
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EELRERM - BMEREME - EEM

2008
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WELLVER 1212 25 ZE#ESRIEMN

W BEER » The Monmouth Museum {E488 » EEIRIZEFAM

EIPRLLEER @ Joyce Gordon EBJE » S=EIMNME TR

BB R HEIEFER (Sylvia White Gallery ) » ZEEAM

B ZBER  ZEEY

2007

BERER  WEATHMMES (The Photo Review ) » SEEE M

2006
EFBLERE BB ASEZMRAN  ZEMMES L

2005
BZRER  ERIBMARBRIARAT - EEINMNES L

SE i

2008

B8 MORSEZERFERSE  ZEEN
2006

BTE EREZENBRESTE  ZEE2
2005

B8 EREZEHBREZE ZEHE2
BEMRGE BRBPENBREER  ZHE=L

2012

EX0i

EEBEMNES FLRDEMBREMIRL - EXOHE =
2007
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EEMMNE S I EM PR ASRATN - EEAE
2006

EBE= |l San Francisco Studio School of Drawing,
Painting,
Photography and Mixed Media - K& « &
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www.emilywang.net



DATES

January 16, — February 16, 2019

VENUE

Yi&C. Contemporary Arts Gallery

No. 22, Lane 252, Sec. 1, Tun Hua S.Rd., Taipei, Taiwan
ORGANIZATION

Yi&C. Contemporary Arts Gallery

CATALOGUE

CURATORIAL ASSISTANCE
Moya Mo | Vera Huang

FOREWORD TRANSLATOR

Ophelia Lai

PUBLISHER

Yi's Furniture &Project Consulting Co.,Ltd
Publishing Date January, 2019
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