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Looking Back, Moving Forward

Videotage was established as an artist collective in 1986 and has since developed
into a vibrant platform for cross-disciplinary media and cultural production. This
year Videotage proudly celebrates an exceptional anniversary — its 30" year as a
pioneering game changer in the realm of media art in Hong Kong.

30 years ago Videotage was founded by a group of like-minded artists united by
two core motivations: the desire to disrupt established conventions of storytelling
and artistic practices and the longing for a unique forum to showcase alternative
modes of media. At a time when video, new media and internet-based art

were only beginning to take shape, Videotage set a benchmark for artistic and
organizational programming that was at once original and representative of the
times. The 1980s was an era in which experimental film and video art had yet to
find their place in either the cinema or the art market; nevertheless, the founding
directors of Videotage endeavored to plant such novel practices firmly into new
ground, tirelessly responding to the development of new technologies and
encouraging productive artistic discourse.

Videotage's forward-looking approach has been instrumental in the organization’s
progress over the years. At the present juncture in history, however, such foresight
has never been more crucial. The two decades after the 1980s saw a rapid growth
in the Hong Kong art scene with an upsurge in galleries, museums and art fairs.
Within an environment and infrastructure driven almost exclusively by place-
making projects, finance capitalism and innovative technologies, the role of a non-
profit art organization comes under renewed scrutiny. The challenge for Videotage
is to find a way to survive and thrive under the current conditions whilst continuing
to live up to the ideals and core values that defined it in the preceding decades.

It has been my privilege to take up the role of Chairperson of Videotage for the

last two years. | would like to express my appreciation, gratitude and respect to

my colleagues on the Board and to the members of the local and international art
community. | also want to express my heartfelt thanks to the founding directors of
Videotage whose vision and passion have inspired us to journey resiliently through
both successes and challenges, and to always uphold a respect and commitment to
ongoing reflection and dialogue.

Some anniversaries provide an occasion for celebration, others an opportunity for
reflection and action. Through various anniversary programs, | hope we will be able
to look beyond today’s oft-repeated stories and rediscover long-forgotten ones. In
this respect, Videotage’s 30 years of history and heritage remains one of its most
important elements. Looking forward to the future, we are committed to ensuring
that Videotage continues to adhere to its values and that it remains a vital forum
for new media art and production in Hong Kong and the world.

Isaac Leung
Chairman
Videotage
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No References:

A Revisit of Hong Kong Video and Media Art from 1985

Text: Su Wei

The significance of history lies first and foremost in its
relevance to the present. When challenged by events

in our own times, we cannot help but revisit past eras
and epochs, seeking enlightenment and inspiration
through reevaluations and reconstructions of overrused
narratives, forgotten histories and odd fragments lost
in the river of time. The more pressing the present
circumstances, the louder the echoes of history and the
stronger the resonance of the past.

Such has been the case in Hong Kong over the past
two years. Fueled by a fraught political situation and
increasing societal polarisation, a desperate urgency
has been quickly building momentum. In September
2014, alongside members of the public, artists and art
professionals took to Hong Kong's streets as part of
what has since become a historical democracy protest.
Their participation in the movement reflected art’s
idealistic quest for freedom and emancipation. At the
same time, parallel to their focus on practical, material
social matters, artists also awakened to the realization
as to the city’s locality as inextricably situated within
the global. When we think about New York and Saudi
Arabia, Paris and Ankara, Germany with its newly
welcomed refugees, etc. — at the heart of all these
political situations is a radical political ideal: an open,
equal and inclusive world that honors and respects
diversity equality and openness. Such an ideal is part
of a paradox: although posited by global leaders as

a desired utopian image, the very same leaders work
against it on a practical level, preventing it from ever
becoming reality. Hong Kong is familiar with this
paradox; hence the widespread anger and frustration.

What is even more pressing in the context of Hong
Kong, however, is the situation of the local art
infrastructure itself. As we are all aware, today’s Hong
Kong art scene was built almost entirely by the surge of
commercial galleries, auction houses and art fairs over
the past decade. Notwithstanding the role of capital

in supporting arts and culture, it is worrying how the

art world is becoming increasingly skewed. In the past
few years new cultural power centers have arisen via
unlikely channels such as investments, real estates
and foundations - they, too, hope to participate in the
increasingly thriving art scene; or perhaps they hope
to use art and culture as a stepping stone that would
launch them towards greener international (financial)
platforms. It is distressing that the majority of artistic
dialogue occurs within such blatantly commercial
contexts — particularly as Hong Kong is the most
important cultural intersection between Asia and the
West. As compared to Mainland China, while Hong
Kong certainly offers greater freedom and tolerance
to independent artists and institutions; there is on

the flipside a much higher cost of production as well
as inerasable commercial discourse. These are the
conditions that plague independent artists and art
institutions, including Videotage.

Perhaps the most important challenge is that of
contextualizing local artistic production with an
appropriate historical perspective. While it has become
commonplace to tackle the question of “Hong Kong”
in art, it is a different thing to analyze such attempts
in a lucid and historically and intellectually informed
manner. A revisit of history enables a reexamination
of peoples, events, artistic dialogue (however scant)
and critical narratives — a project which offers new
perspectives on the present landscape. We have
become dissatisfied with traditional mechanical
chronologies and shallow criticisms; in this light, the
only recourse is to conduct a critical reinvestigation of
history.

The development of the contemporary art scene in
Hong Kong is inextricably linked to the development
of video art in the region. In the early 1980s, under the
influence of Hong Kong new wave cinema, a group of
young artists began their initial explorations in video
art with elementary and unsophisticated means. In
1986, some of these pioneering artists (members



of Zuni Icosahedron at the time) came together to
establish Videotage, undertaking the mission of
developingmedia art in Hong Kong. Represented by
Danny Yung, Ellen Pau, May Fung, Mo Man-yu and
Wong Chi-fai, these artists introduced the form and
spirit of video art to the city at a time when there was
no form of precedent, institutional support or any sort
of public interest. At a time when the concept of media
art had yet to be clearly defined, the young medium
was challenged, moulded and incrementally developed
via experiments and crossovers with other art forms
such as dance, painting, installation and theatre. In the
ensuing decade, alongside the development of media
and technology, Videotage embarked on a rich range
of uncategorizable initiatives. The power of technology
also ushered the group onto the international stage via
its establishment of Microwave Festival in 1996; from
then on, the Hong Kong Arts Development Council
began to subsidize Videotage's work on a long-term
basis. The Microwave Festival was later renamed the
Microwave International Media Festival and began
collaborating with the Leisure & Culture Services
Department. On parallel, the Hong Kong Arts Centre
began hosting awards for independent short films and
video art, and in 2005 began accepting submissions for
interactive media. With regards to academic institutions,
the City University of Hong Kong established its School
of Creative Media in 1998, which soon became the most
important academic and creative centre for video and
media art in Hong Kong.

Contemporary art in Hong Kong has matured
significantly over the past 30 years. No longer
dwelling at the fringe of global culture, artists and
audiences alike have improved in both knowledge
and appreciation of contemporary art. Even so, video
and media art still exist at a certain distance from the
mainstream, representing a spirit of independence
and exploration - in particular, that of the relationship
between the individual and the society. The
development of video art and new media occurred on

1 Hal Foster (ed), Vision and Visuality. Seattle: Bay Press, 1998, p. ix.

parallel with, and is inextricably linked to, the upheavals
in Hong Kong society and culture: it was the city’s
unique political developments that triggered artists to
ponder upon the relationship between the past and
the present, the individual and the society, and art and
real life. While in contemporary critical language art
has long ceased to be merely “visuality sight as a social
fact™, the social and the political inevitably finds its
way into local artistic production.

Another strand of inquiry takes the development

of different mediums as a point of departure. The
proliferation of new equipment and modes of
production enabled artists to explore the possibilities
and necessities of media art. Art historian and artist
Linda Lai followed such an approach, investigating
the origins of media art through the development of
technology and media.’

As Linda Lai states, the task of chronicling the 30-year
history and development of media art in Hong Kong has
become a pressing matter. From a general perspective,
recent sociopolitical developments, independent
artistic experiments as well as shifts in the institutional
landscape have lain down important historical
milestones. Nevertheless, there remains an urgent need
for a visual entry point towards socio-political history.
In terms of art criticism, Western theories and concepts
are usually used to discuss local media art production:
while this undoubtedly helps to introduce Hong Kong
art to the West, such approaches inevitably simplifies
complex local dynamics and obscures nuances specific
to language and region.

In light of Videotage's 30-year anniversary, this
exhibition looks back and reflects on Hong Kong video
and media art with a fresh methodology in hopes

of establishing new definitions and elucidating new
perspectives. Temporarily setting aside analyses based
on the development of technological media as well as
those based on conceptual definitions (admittedly, such

2 See:linda Lai, 'Video Art in Hong Kong: Organologic Sketches for a Dispersive History', in Hong Kong Visual Arts Yearbook 2014,
Hong Kong: Department of Fine Arts, The Chinese University of Hong Kong, 2015, pp.15-54.



analyses are supremely important), we presently offer a
novel analysis based on critical historical perspectives.
Furthermore, using the history and development

of Videotage as a point of departure, the exhibition
explores the possibilities and challenges of an open,
inclusive and non-industry-oriented institution.
Ultimately, the exhibition raises the question of how

a non-cultural-oriented re-construction of an artistic
medium’s history can channel meaningful links and
associations between the present and the past.

Traditional accounts of Hong Kong divides its
contemporary history into discrete periods, namely:
the end of the British occupation; the transitional

era after its handover to China; and the issue of

Article 23 of Hong Kong’s Basic Law, etc. While such
chronologies foreground core values of democracy and
nativeness, they inevitably simplify the complexities
and problematics that interweave art, social life and
ideological discourse. We further discovered that
criticisms and discussions on the local that are based
on Western postcolonial theory, cultural identity, urban
theories etc. unavoidably perceive of art solely as a
kind of production (as much as they reveal illuminating
perspectives on local artistic practice in general). Such
observations reveal that the precedents of social history
and Western theory have always color the way we look
at and study the history of media art.

We hope to present to audiences, as well as our

fellow Hong Kong artists, a new perspective of Hong
Kong media art based on ‘No References’ Since its
conception, media art in Hong Kong has been a melting
pot for diverse perspectives and influences, and it has
always adopted an open and humble learning attitude
towards audiences, critics and members of the public
from within and beyond the city. Over the years, Hong
Kong artists learned how to transform their anger

and frustrations against authorities into a form of
creative resistance, all the while refusing to abandon
the appeal of breaking away from collective identity.

3 http://www.thismusicisfalse.com/_LEST-I-FORGET-WHO-I-AM-TO-_.

Combining courage, imagination and a sense of
experimentation, the complex and nuanced spirit and
passion of Hong Kong artists must not be simplified
under umbrella values or concepts. Nevertheless, their
efforts, interactions, dialogue and resulting institutional
projects present a combined struggle against
singularity and universality with enormous power and
potential.

No References revolves around the notion of subjectivity:
in revisiting history we explore the development of
subjective consciousness and its relationship to larger
enveloping narratives. This subjective concsiousness,

as expressed in this exhibition, is based on hospitality
to the Other and struggle against singularity and
universality: a situation of refusion and refusal, in which
Hong Kong media artists practice. An art subject or
concept never exists in a vacuum; it is always deeply
interwoven within specific geographical, historical and
sociopolitical contexts. At the same time, such concepts
arise without precedent or example, born out of history
while seeking to change the status quo. In their quest
for new orders and new ways of living, such new
subjective concsiousness refuses to be subsumed within
existing social structures; nor do their efforts fully
reflect dominant narratives and histories. This is the
reason why we cannot generalize a Hong Kong identity
or history based solely on political developments or
external identities: such accounts omit the individual
exploration, the interindividual inspiration that foretell
and pre-date the actual happenings.

The artist Samson Young writes on his personal website:
“Stop telling me to stop dichotomizing the East and the
West. | am not done yet. Stop delegitimizing my site

of resistance. Somebody else's version of permeability
always wins, and then | get pushed to keep moving
along, when my lived reality is actually anchored unless
I'm pushed or pulled””® Such a statement reveals a thirst
for pure creativity plagued by an as yet undefined
sense of self. The ascertaining of clear definitions for



the unprecedented realm of media art will lay the
foundations for a renewed construction of artists’
self-identity and sense of nativeness; it is through
such a reexamination and reimagining of history that
the present is actively constructed. Ultimately, the
exhibition hopes to reconstruct the entire concept and
spirit of media art with an open, equal and inclusive
spirit — one that is unprecedented, without references,
and wholly contemporary. By responding to Hong
Kong's unique sociopolitical identity and complex
artistic dynamics, No References takes the reins of
history itself, actively constructing the individual,

the social and their relationships; in this sense the
exhibition reaches beyond the boundaries of art itself.

Presenting works by pioneering video artists whom
have attempted to self-organize and inspire each
other in their collective goal of developing media

art in Hong Kong, Videotage’s studio at Cattle Depot
forms a conceptual and literal point of departure

of the exhibition. The works display an intriguing
interrelationship between interindividual inspiration
and independent creativity that manifests in a
transgressive historical consciousness — one that
transcends the limitations of media as well as personal
and social boundaries. It is in this way that subjective
consciousness infiltrates and transforms artistic, social
and political dialogue through a wide range of media
practices. This is not to say that artists are regarded as
a functional social group of revolutionaries as in the
stereotype of social determinism; rather, art is redefined
as a radical contemporary practice that is capable of
carving out entirely new possibilities and realities.

From this central aim, three conceptual ‘spaces’are
identified in an attempt to present the complexity that
is deeply rooted in and unique to Hong Kong media art.
From media experiments to institutional critique, and
from sociopolitical views to private personal desires,
the exhibition constructs a platform that interweaves
diverse fragments and stories, ultimately offering new

perspectives and characteristics of Hong Kong media
art.

At the same time, the exhibition adopts an investigative
archival approach to address the phenomenon of
documentation of media. We chose four cases of

media works that have now become “obsolete” and
placed them strategically throughout the exhibition.
Being site-specific and interactive, these works are

not reproducible in the strictest sense. There are
countless such instances in the history of media art
whereby specific works are only preserved in the
memory of audiences. In the exhibition, we attempted
a “re-mediatizing” of such works, reviving, as far as is
possible, their respective origins, associations as well as
practical repercussions. By bringing back to life works
that were once lost in time and memory, we explore
the power of one-time works and construct a dynamic
dialogue between art, history, time and memory.

At the entrance of the exhibition is a work by veteran
video and media artist Ellen Pau. The work features a
dancer’s performance during one of the events hosted
by Zuni Icosahedron, and a lighthouse’s image flickers
in and out of the screen throughout. Pau quotes
philosopher Julia Kristeva’s words: “Abjection is above
all ambiguity. Because, while releasing a hold, it does
not radically cut off the subject from what threatens

it — on the contrary, abjection acknowledges it to be
in perpetual danger”* Such a view can be applied to
media art in Hong Kong: it is constantly threatened

by suppression and marginalization from hegemonic
narratives and ideologies, fated to always remain
vigilant about its desire for freedom and emancipation.
The flickering lighthouse is a metaphor for both
loneliness and hope - standing silent in the seas of
history, patiently guiding voyagers to and from their
desired destinations.

4 Julia Kristeva, Powers of Horror: An Essay on Abjection. Columbia University Press, New York, 1982, p.9.
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CHUNG Wai Ching, Bryan

$E - ¥£8
50 . Shades of Grey
(2015)
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The work is a conceptual piece as well as a visual art piece. The visual component comprises a simple
computer graphics pattern featuring fifty shades of grey tone. As a multimedia artist | often use
programming languages in my work. Such programming and software languages come and go like
the wind: everyone rushes to master them when they are popular, only to see them fall out of fashion
shortly afterwards. The constant fear of being obsolete is a shared sentiment in an industry that keeps
looking forward to the next new thing. There’s no market for any historical reminiscing. So when |
turned 50 a while ago, | decided to revisit six old and forgotten programming languages like you'd
revisit an old friend. | revitalised each of them with modern technology, infusing them with a new
appearance and a new spirit. In this way | created a poetic visualisation of the rise and fall of various

forms of technology throughout time.
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Bryan Wai-ching Chung is an interactive media artist and design consultant whose works have been
exhibited in Hong Kong, Beijing, Hangzhou, Germany and The Netherlands. He was the Gold Prize winner
of the Japan Media Art Award, Art Division, in 2015. In 2009, his consultation work Coca Cola Happy
Whistling Machine won the Media Kam Fan Advertising Award. Chung’s works have been exhibited at
the World Wide Video Festival, Multimedia Art Asia Pacific, the Stuttgart Film Winter Festival, Microwave
International New Media Arts Festival and the China Media Art Festival. In the Shanghai Expo 2010,
Chung acted as an interactive design consultant to various industry leaders in Hong Kong and China.
Chung studied computer science in Hong Kong, interactive multimedia in London and software art in
Melbourne. He also develops software libraries for the popular open source programming language
Processing. He is the author of the book Multimedia Programming with Pure Data (Packt Publishing, 2013).
Currently, Chung is Assistant Professor in the Academy of Visual Arts of Hong Kong Baptist University
where he teaches subjects on interactive arts, computer graphics and multimedia.
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Patient Notice: We're changing our telephone number

(2016-2019)

LI= 85 EeY Videotage RIEB AR - —FREEBHILIKEE
HEENBERBRIE®R - BERBELEUH -

Videotage will be undergoing procedures to change its telephone
number over the next three years. In three years’ time we will place
a notice on In-media announcing the change. After that the old
number will no longer be in use.
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Luke Ching was a top-notch colour pencil artist in his pre-university years.
He was among the best in class at school, and he wasn't too bad at seal
carving either. In university Ching trained in the field of mixed media under
the tutelage of Professor Chan. At the time mixed media still belonged to
the category ‘Others’ when one specified the medium of one’s work. Up

till the age of 30 Ching worked as a class teacher of Grade 4 students and
taught art and general studies. After turning 30 Ching not only learned to
swim and cycle but also managed to get married (even before he was able to
type in Chinese) — a feat he considers as his lifetime achievement. In his 30’s
Ching took an interest in public space and the development of gift economy,
searching for artistic inspiration from within the breath and pulse of society.
After turning 40 Ching began focusing on his career, and his current life
ambition is to become his boss’s pet.
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A video letter to my friend Mo Man Yu about China. When | was in Changjiang

| saw some boatmen in a river. They were pushing a wooden boat upstream,
undaunted by the currents, transporting their tourist passengers to their
destinations. In their actions | witnessed two characteristics of Chinese people:
dogged determination and simple goodwill. My video letter has a political
message. Perhaps the so-called political dissidents — those imprisoned by the
Chinese government, like the author Wei Jingsheng - are all just like these
boatmen, full of conviction and good intentions, committed to the simple goal of
guiding their people to better shores.

5 (] 2 il
She Said Why Me
(2016)
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She does not run amok in the city anymore. This was once her city, but now it is no
longer hers. Did the city desert her, or did she reject it instead? She is not moving
now, staying put, using her hands and body to push herself away.
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May Fung created over 10 short experimental films between 1977 and 1985 and over 20 video works
from 1986 onwards. Later she created video installations and put video art into the theatre. Fung is
also passionate about the development of visual and performing arts, and received a fellowship from
the Asian Culture Council for researching video art in New York in 1994. In 1999, Fung was awarded
the Hong Kong Arts Development Council “Arts Development Scholarship” for video installation art.
She has been an assessor or juror for various video and film festivals/exhibition in Hong Kong, and is
now an examiner and advisor to the Hong Kong Arts Development Council. In addition, Fung is the
Chairperson of Art & Culture Outreach, a non-profit charitable arts organization.
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Another Day of Depression in Kowloon
(2012)
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Another Day of Depression in Kowloon is a digital portrait of Hong Kong seen
through the lens of contemporary popular culture and digital screen media.
Using the map “KOWLOON" from the popular video game “CALL OF DUTY: BLACK
OPS”(2010) as a field of study, the artist conducted a yearlong session of virtual
fieldwork: playing, observing and documenting “Hong Kong"” as simulated in the
video game world.

Another turns the violent visual field of the first-person shooter into a series of
vacant yet uncannily meditative tableaux, unearthing a formal poetry that is

often overlooked during gameplay. The piece combines methodologies from
observational and assemblage film traditions in raising questions about cultural
representations in contemporary popular media, while at the same time creating
evocative metaphors through the reworking of media materials. Another is a “found”
landscape film - a ballad for post-colonial Hong Kong.
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Ip Yuk-Yiu is a filmmaker, media artist, art educator and independent curator. His works,
ranging from experimental films to video performances and media installations, have
been showcased extensively at international art festivals such as the European Media
Art Festival, the New York Film Festival (views from the avant-garde), the Image Festival,
FILE Festival, VideoBrasil, Transmediale, ISEA and the Hong Kong International Film
Festival. He is the founder of the art.ware project, an independent curatorial initiative
focusing on the promotion of media art in Hong Kong, and has lectured extensively

on film, video and media art in Hong Kong and the United States. Currently Ip is an
Associate Professor at the School of Creative Media, City University of Hong Kong

and his recent works explore hybrid and computational forms of cinema informed by

contemporary media art practices.
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Object-Subjectivities
(2016)
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- from a mourning space to the spatial production of collective-individuation

(E¥8 - AR BORYMBEMREMEEERHER
ETEE  ERIEMBRBAKGESE XREARERT
B BERTE  EREMETZEHHMIMNER - (F
B RPENE) EEZEEEEER  —ERBLARAY
i RRETR  BIREEHNER  SIRHETREEEEN
BEE - + LRGN BREHEE  Z+iH4
MFEREANTEREA  —+FKNEBHET =+5F
KNEBEREH t+ERNBLER > \+EKHW
SONY — WALKMAN » EFE1iiMa % > LTk EHER -

—ANAEER - (RERE) RETRARANEHR (5
R R B RRE - HHE0  BE
#H9-) EANRERNBEZORBRELT  BEES
%7 ={BA B EH B RAH L B0 HGE R EROARS -
A E OB R R B R — K Y)
PEHE - HPEEERATBE  BRIEEERERE | #RLEASHTRARANGOUSEA
RESSRFEA - BRELDO  HUAREERONY - THOLBERES - AEWAZENEE - ®
BEEE - — ALK (RERE) REREESHOEME - REE  BEGN7E  BAME (HE) 01
BAVRH  RHIRAEMMANE - TOOAEM (B MEEH) -~ # (RELEE) MIEEERSHE
BB EHIRI X P R 18 - DRRAME - BEERBHEEN 2 —RBTL - HE -

MRZO—ARFEMEER (B ' ®REEE) @ BEERMMEH "EL, BYUK  BRBEENTEEL A
Eama 0 FRAMER - F& - KEAKREUTE  MEHRL - FEENOBRL - M (Z) SUHERE-F
ANERAFERETEFENEEERNANE ? REE—ME - MAnEE - ERRSNBIIBEAIT
8 B FERAFTHAEEXSE > UEERNSREY -

(E%  ROEE) WEKE (2006 F5 B 19 B) 5 R—XEMEBUEEEH (sA218) » 23K &
2aft TEREEMEE , AVEEER - RBHEA TIBRL - B HRE —FLURKAINRE REER - HFI—RUR
HEE TR HER  HEMEONATANERR  XESNEY > ERFENPRLEROBRES - \LF
B (REEE ) SORGEZERNHFEMNOR T - RFARSE - 2% - Xt - ZO—XRF FRER
LRVRIS R - FIFE TEEIE ) (algorithm) FEMIERIES - F2 AL BHS—ENFE 578

SEL R

(B8 mEEE) WRENS
1URBEE L 2 TS, 3 TIURBHHE, 4 TERBANME, 5. "TEXSIENHE,

(E% : REEE) rEH
1. TEEME GTER c ATEBE - #WEETRE oL, 2. "EEREE, 3. TERBMEMNLE, 4 THEAMNEIE,



Linda LAl + Floating Projects Collective

(installation)

Object-Subjectivities (2016) is a deconstruction and refabrication of Object-activity (1989) and LOOK: Object-activity
(2006). The work is an attempt to re-frame the cultural history of Hong Kong by attending to the hidden life of
objects and technics.

As a mixed media installation, Object-Subjectivities uses a chronology as its main body. It asserts facts, no matter
how fragmentary the documents are. While the chronology seeks out the many linkages between Hong Kong’s
social-cultural history and that of media and art, it is fractured and elliptical, with distributed yet uneven pockets

of thick description. The resulting time-line explores isolated local details as much as it postulates a longue duree
(long duration) broad view across centuries and continents, connecting, amongst others, elements of music culture
prompted by wars in 19" century Europe, festivities in cities of the late Qing Dynasty, annual customs and traditions
in Northeast China, the beginning of electricity supply in Hong Kong, vinyl fads inspired by the popularization of
Cantonese opera in the 1920s, experiments of radio broadcasting in the 1930s, television broadcasting in late 1960s,
the Sony-Walkman trend in the 1980s, and so on. Taking an organological view, the work assembles multiple levels of
reality discourse: from the personal to the institutional, from artistic innovation to sheer survival, from the visionary
to the tactical and from grand stories to mediated memories. By cutting through the diverse strands, the chronology
reveals the varied ways in which media and technology are mobilized into strategic interfaces.

A chronology is at once a historiographic and creative exercise. The aesthetic strategy of the work is to highlight the
phenomenology of the disparate isolated moments, via diagrams, maps, video footage, photos, newspaper cuttings,
sound-bites and so on to give the chronological narrative a varied perceptual texture and density of information. As a
compound chronology, Object-Subjectivities embodies several stories: “the Story of Light,”“the Story of the Finger,
“the Story of Grammatology,”“the Story of Presence” and “the Story of the Decline of the Expert.”

”

The installation (on display from 19 May 2016 onwards) also features a performance (occurring on 21 May 2016)

as its live annotation. Comprising a series of structured improvisations in three acts with a coda, the performance
presents cleansing via water as its overall metaphor and extends the conceptual framework built by its predecessors
Object-activity (1989) and LOOK: Object-activity (2006). Performed in July 1989, one month after the June-Fourth
massacre, Object-activity (the precedent of Object-Subjectivities) originated as a cross-disciplinary art experiment
and was meant to be a mourning space for the artists involved. The piece was reworked in 2006 to become a one-
take tableau-vivant video work entitled LOOK: Object-activity: here, the focus was on the musicality of multi-linear
parametric narration and on the pictorial and formal effects of multi-stranded actions on a single theatre space.
While LOOK: Object-activity suggested a time and mind at ease, Object-Subjectivities in 2016 asserts the therapeutic
power of communication via doing things together. The principle of “collective co-individuation” manifests itself
in a play with objects — each performer follows his/her own self-made routines to create a meditative space that also
invites sharing and exchange.

Act One: "automation, emergence, artificial intelligence, programmed democracy”
Act Two: "hardworking algorithms”

Act Three: "collective co-individuation”

Coda: "relentless remembering”
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Linda Lai holds a Ph.D. in Cinema Studies (NYU) and an M.A. in
Communication and Journalism (Wheaton), after completing
undergraduate studies in literature and fine arts. Lai is now an
Associate Professor in Intermediate Art and Critical Theory and the
Major Leader for the Bachelor of Arts program at the School of Creative
Media at City University of Hong Kong. She is a transdisciplinary artist,
historian, writer and independent curator for contemporary and media
arts. In the realm of videography, Lai considers herself a montage
artist experimenting with collage and found footage. Her works tackle
questions of micro and meta-narrativity, highlighting her sensitivity to
language as politics.
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The Floating Projects Collective was founded in 2010 by Linda Lai
and currently consists of about 20 members including Wong Chun-
hoi, Wong Fuk-kuen, Hugo Yeung, Andio Lai, and Cheuk Wing-nam. In
its new phase entitled Floating Projects A& o #£2k , the FPC turned
an industrial unit in Wong Chuk Hang into a site for experimental

art production where members explore issues of space and being,
artistic organization, sustainability and modes of acting out.
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LAM Miu-ling + YU Ka-ho, Albert

Interplay
(2016)
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Interplay is a two-channel animation projected on a custom fog screen. The installation is
a critical experiment exploring the hybridization of digital and analogue works. Miu first

created a custom fog screen system that enabled the materialization and mediated
presentation of digital images (pixels). Kaho then created animations based on his
perceived understanding of the system. When the animation was put to the test,
the fog scattered the light and distorted the images. The ‘turbulence’ of the fog’s
air flows intervened with Kaho's original animation, creating new illusions and
image associations, giving birth to new narratives. The notion of causality is wholly

eradicated, even as the process repeats itself infinitely.

Not based on any preconceived story plot, the fleeting fog currents and
corresponding extruding light beams first conjures up images of a boat in a dark
ocean, bobbing in the waves near a lone lighthouse. Kaho created animations

based on these images and projected them onto the fog screen. The animations are
subsequently modified by the system, igniting further imagination of a man floating
in space. In a continuous loop of projection and modification, more animations

are made with the whole process repeating itself iteratively. The result is a series of

animations connected less by causality than by its innate poetic potentials.

During the exhibition period, a fog screen workshop will be organised for audience

members to create their own stories.
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Miu-ling Lam is a media artist and researcher of robotics,
interactive media and bioinformatics. She is a faculty member of
the City University of Hong Kong School of Creative Media. Her
current research focuses on autostereoscopic displays, robotic
cinematography, computational fabrication and biomedical image/
signal processing. Her works have been published in scientific
journals and book chapters, as well as at leading robotics and
computer graphics conferences.
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Ka-ho Albert Yu is an interdisciplinary artist who works with
computer graphics, animation and photography. He had worked in
the feature animation film industry and provided technical direction
on films such as “Shrek 2” and the “Ice Age” series. His personal
works have been exhibited and screened in various international
venues, including the Clermont-Ferrand International Short Film
Festival, the Asian American Film Festival and SIGGRAPH. Kaho is

a faculty member of the City University of Hong Kong School of
Creative Media.
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Matching Four with Twelve: Digesting Patience
(2000)
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Matching Four with Twelve - Digesting Patience was created around the turn of the millennium. Extracted
from an original 45-minute version, the piece focuses on one of the four characters in the long version.
The focus is on exploring the subtle inner changes of a character during the consumption of food and
visual imagery. By immersing audiences within the character’s physical and emotional state, the piece
creates a three-dimensional metaphor for consumption and desire.

A peculiar sensation is aroused in audiences as they watch the character ingesting food: touching

it with his fingers, tasting it with his tongue and teeth, and swallowing it mouthful by mouthful.
Audiences must peer through layers of images in order to properly observe the action. The work
thus sets up parallel processes of consumption: the actor as a consumer of food and the audience as
consumers of the images of the actor consuming food.

Digesting Patience is not a narrative; nor does the character belong to a story. He has simply shared a
moment of his life with us, exposing and laying bare his natural responses to stimuli. As he fixes his
eyes on the screen, his empty gaze belies an inner tension that occurs in the ‘delay’ between desire and
‘instant’ consumption. The work captures the multifaceted condition of contemporary consumption:
tension and excitement, as well as underlying helplessness and boredom.

TERESBEMBREBEYD
Thi ki d b
e Homg Kome, Arts Development Council BRELHES  ERES - OEARRELERTHN  BNRENS HRE - 2

FEIEEFERET Videobrasil BIRE FEAMIET 484 Transmediale & B A KIEEE
FRETRMEXZHS  BEEH BARERFBZTEANE - RREATRH
HEEMBIRE > AMERMEEE Bl AE K2R BHOEE - £ MR
AR ERHEBBMABRABENEEESMEE  BARSHIEREEMERNT
RBEXNERE - BMRERKETEMNEMNEE - WMNBFAR KB ITHR B EHRE -

Jamsen Law was born and raised in Hong Kong. His independent video works have been
exhibited in Videobrasil International Electronic Art Festival, Transmediale Berlin, Ogaki
Biennale and other festivals in Europe, Asia, North and South America. He also held solo
screenings in Toronto, Tokyo, Busan and Hong Kong. Law’s works explore the meaning
of process, existence, consciousness, interiority, desire and fear through multiple
artforms. After researching on media aesthetics in the Institute of Advanced Media Art
and Science in Japan, Law started to curate media arts-related artist-in-residence and
collaborative projects. He now teaches visual arts in Hong Kong.
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Study 1: Air Displacement
(2007)

(ME—HRE) EBRNBMEENEEFER  CHEMAMEFHAOEL R
RENIREFEE - P HANERIE - #E (Laszlo Moholy-Nagy) FAMRKE
FEFER—IKAEE - FRRFZ[OBEN - FBRRE BRI LUEY @B
BMEEMUE - EHASHEGNEN  HINLBNRERE « TRPASE
BEE  RHENEGKTSABEENGHNSR  LREEREHMIFEARE) -
HERHBRERERARE -

Study 1: Air Displacement investigates the contemporary experience of travel by
charting changes in space and time through the interplay between light and
motion. The scientific orientation of the study echoes early modernist works such
as those of LaszIé Moholy-Nagy. Temporal and spatial displacements are awarded
a sensorial materiality in the form of collaged visual and audio images: domestic
interiors, traveling car windows, airplanes and everyday objects. The work is a
contemplation of the contemporary condition of migration and displacement.

BERERMEBTRANEN KRB MABEEN BEEFKEBROES - A RORBGIESR
BRBFIAY ISE SX{LE £ (ISE Cultural Foundation) BH A (FEBER : REHER
MZBEAAEE) (2012) MR EESHITISEHN (0 M ESH—HREE) (2012)F -
MR =EFmEREXHREEE IR RIFGLEEPEE - RZOON\FihiE BN
tRRARFEEEMNE  UMNERTHR (RRMXNEEE) - BEMNBERTOMNE
MR #EFEI1E » 202 Redmond Bridgeman & 1ERY ( BYIHR ) (2015) - FEREHEIFHYIR])

R ET N AYEABER AZE (University of Wollongong ) {3 °

Jo Law works with divergent mediums including screen, animation, installation, drawing,
print and online forms. Her early video works draw out complex intercultural currents
including Given Leave to Enter (1996) which won the Silver Spire Award at the San Francisco
International Film Festival. Her recent projects use weblogs to map intercultural experiences
temporally like in Autumn Almanac of Tokyo (2008), which was created during her Australia
Council Tokyo residency. Law’s recent exhibitions include A World of Things (2015), which was
a collaboration with Redmond Bridgeman. Law currently teaches Media Arts at the University
of Wollongong.
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Otto LI

BENE # YT 4'33" {5
Soundtracking # John Cage 4'33"
(2012)

EMERY (4'33") W—RRGEN  BEFES—RNVRIEES  B1LF
—FE R8BI fE—1F (4'33") MBS - BEBTRORE  BRE
(4'33") AUBHRG  BRGEMAB T B © BRI HES
LA EZRRERS ERAMNMBERRET S RNRE —BE
E=E (4'33") o

This work takes a performance of John Cage’s 4'33” as a point of departure.
Each second of 'silence’ or background noise from the performance is
given a material physicality in the form of a transparent sound wave
sculpture. The screen at the bottom of the sculpture shows video footage
of the original performance. The screen, however, is covered up such that
only a remaining gap emits light. The width of the gap corresponds to

the thickness of each layer of sound wave; as time progresses, light from
the video illuminates the sound wave sculpture in accordance with the
amount of ‘sound’ from the performance.

FRMBER—NANOF  ZOO=FREBNNARBEMANBEMB LB - I
RAZO—"FESEMBELBM - A FREEERME  BEER  BURE
EHRESTRVAMERET  EFRIE TS, M2 STt RRIERE
Tt REZ2HRREEGIE (BE2E CAFAM KZERE) + (Hong Kong Eye) M (&
AEREME 2012) -

Li Tin-lun was born in 1980. He obtained his Bachelor of Arts in Fine Arts in 2003 and his
Master of Fine Arts from the Chinese University of Hong Kong in 2012. Li's work spans
many disciplines from sculpture and virtual modeling to digital images and interactive
installation. He has recently been drawn to creating “soundscape” sculpture, a novel
form of art that visualizes environmental sounds from different communities. His work
has been exhibited at the 2" “CAFAM Future” Exhibition, Hong Kong Eye as well as the
Hong Kong Contemporary Art Awards 2012.
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Moving moving images: Journey to the West
(2015)

ERBGEAE  BER—EBEMEG  EXMNERAMEES LN ? EBHNESG

(Moving images ) EESANTAVEEES 7 R EREZEEE (U2 #H5% -
IR ERPBEGER MM AT (BENG2EHER) " AERE AMES -
—EHE - —EEL  c LUEBHEBERNBELPITEARESN » ZHRAER
EERmAENENE  BGEMRE "HERE, RMENED -

This work was inspired by some random questions: Why are cinema screens
always still? What would happen if movies were shown on moving screens — what
viewing experience would that create? Moving moving images: Journey to the West
is the result of multiple stages of experiments, corrections and trials-and-errors.
Consisting of five videos, five actors and one story on one stage, the work re-tells
an age-old tale via a completely new medium.
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MMI (Moving Moving Images)

Credit:

== B2
-7

PR RIEZERRRE (BRIE - 1927)

FRIZZREIBES (I © 1962) movie.douban.com/subject/25760303/
FadsEC ({22 > 1966) movie.douban.com/subject/1299739/

Hifa¥EEd (FER R  1982) movie.douban.com/subject/11531638/
BRIBZEKEEER (ZHI¥ > 1983) movie.douban.com/subject/2338300/
KEAKRZANER (BI5EE - 1995)

The Lost Empire (Peter MacDonald * 2001)

S0 S E (FEAESRE - 2007)

PR R R bR E R (A28 / IBF4 - 2013)

B ER

BRIBZE=$THBE (1B/\Md / E1fhZE » 1962) movie.douban.com/subject/2076007/
BERERE (7550 1983)

UG (Fifg / FEER » 1983)

EiREER

FaiEaE (452 > 1986)

FaiEaE (GREET:E - 2012)

BRAERIEZE (CHHAIR/ FEB / F3CHE » 2002)

E¥rE (EXE - 1985) (RES) www.youtube.com/watch?v=UU3avnzeVjE

#]E
FEEC (73R / ATEIR / BB - 1999)

FERR

wE I BE=F www.youtube.com/watch?v=HYtbXnLnkPA
IS www.youtube.com/watch?v=0V0lyORuXnw
IWTJERE  www.youtube.com/watch?v=eBnliuF6dVs
BRARE® (43) www.youtube.com/watch?v=q2F_OPEPQ94

)]
=)
&

KEEFHZ AXCE R il Only You

www.youtube.com/watch?v=elwf3PndLc4

www.youtube.com/watch?v=vdhsdNb9LLg

F {32 MMI - Bl Moving Moving Images ° ﬁ)?’fﬁﬁ%ﬁbﬁpﬂﬂ'ﬁﬁiﬂé REEET
i HEETR - Moving Moving Images T ERBIEHAI M EIERE  ILEXTHMEES
ZTHEzH HEXHPRREFEEHLES  LEMUESESEzh  EE2EXHRE
TR 2EERP LEHREBSZP - KB EHE | Bill Tam ~ Heidi Wong ~ Siu Fong »
Sabrina Wong ~ Kel Lok 1 Winnie Yan - X ER B EEBH M ABRIZHESME - WEK
BREEAEPXKE  UREBHEICAZ -

Moving Moving Images (MMI) is a collective founded by a group of people who one day
decided that TVs were more enjoyable when the screens themselves moved. The invention
of moving moving images is an exploration of the possibilities that lie between cinematic
space, cinematic language, theatrical space and theatrical language. Ultimately, it is an
attempt towards a new medium for narratives. Members include: Bill Tam, Heidi Wong, Siu
Fong, Sabrina Wong, Kel Lok and Winnie Yan. MMI mainly consists of students from the
School of Creative Media, City University of Hong Kong, but also includes members from
the Chinese University of Hong Kong and Shue Yan University.
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ngo>5
(1993)

Tngo5 ) BREEER "H. MWE—AH - EE—ERNEKENS - XEERFHESA
BRI B CRIERMAE - RWMAFSRELREE - £ EEARERNTELR - FAEE
Al eH BN R EMAORCEX F AR AL - AR REE IR K N R=FmEFF -

Foeeee FEADUE A B AL B B 7 91 23 ¢ O BSF R (MR il 5t ) » —JHEK RN - 28

FERGHEN (WA ) MAHETEZN "FHE, (85 WEMSKN > S Ll R
HE 16 ZKANE 8 2K - FEMATNSERAT > HFIEES o - ARy Pl
i SR T RS BE 0 WIS RS AG o IR - AR RIS RS ( S IR A
—MHEZERERAY ) L - RRRER N IEL - B 5 72 3P RGN R Py 22 i -
SR PR EES - LSRN - B OUIE R E (B S0 R B g5 T RIS
WIS o AR Wt K] 22 T O 1 Wi Y R €082 » FESE B 35 2 IR B R i 4 PR R I 3
TR+ i R A I 0 [ B SRR — S S S R R I o 5 DA 55 3
o I S 7 98 4 5 Y 5 SR R B A5 R ¢ — B [l B A K A 4 MRS
it TH L EBIE RS - TR Tngob ) B IIERIGTEREL o

B EREHFS K- AANFBN—RHERE CRAFEEIERR 1994 FERITHE) -
RSt (ERERAEREE) & (ngo5) AIRET

M8
Hioh (BmEREEE)

“ngo5”is the phonetic symbol of the first person singular in Cantonese.
This is about a dream of getting lost. Sometimes getting lost is like trying
to find a lost friend: you run around confused and anxious, embarking
on a seemingly endless journey. The film combines footage from a few
impromptu performances shot in locations such as the Mai Po Marshes in
the New Territories, New York city and San Francisco.

“...emphasis on performed personal and ritualistic repeated sequences: Buddhist temples,
a water drinking ritual, Pia Ho in sunglasses in the '"Hong Kong' snow, gathering stalks, feet
on mirrors: under-cranked 16mm and Super 8 film is reworked, reshot and superimposed,
in a continuous montage. ...The film's passage through a subjective molecular flux with

a rich ghostly quality, dream state images that, like (Stan) Brakhage, explore gaseous
perception, inhabiting a space somewhere between representation and abstraction. That
the significance of the idiosyncratic imagery contained in the film is obscure and
evidently highly personal does not detract from its poetic resonance. On the contrary, it

is the evocation of such an esoteric quality that the film shares with much non-narrative
avant garde cinema, carrying the viewer into its universe and demanding a reflexive and
necessarily subjective response. The film closes with the image of Pia Ho peering into

the lens, onto the screen, cleaning the lens with a blower brush: a symbolic metaphorical
gesture returning to the eye on the either side of the camera, the eye of the viewer, the "I",
the "ngo5" of the beholder.” (Extracted from a review on “Can Fish..” and “ngo5” by Steven
Ball, 1994. Published on The National Cinematheque of Australia 1994 Annotations on Film)

Acknowledgment:
Willy Tsao of City Contemporary Dance Company



MO Man-yu
ELHREHER =

Can Fish See The Same Face Twice
(1992)

(m

X

BENFASE—XAENTARE  BAREI—HFAKRNKER LEERMA - KEH g
EWMkEREEVHARMASTHENER BERUERNELRISENHRELR

BABE TEY  FEHNBREBREVNEHFEF—ESENRERE - EHTE —MRANE
ABRNMARABEEANEY  EHAE—HMEARESANARAS—MEXEIB/NTHE

fly - RFHIROGHES  EHXEB—HIARBTEBRRBENS 2 BRILR G

B EEBEAREMNER  SHESEINEETE  SHESRANETEFE -

SR
NESHRRELZGAE

The film's opening act was an impromptu performance. A random
passerby climbed onto a highway sign structure and began performing
Tai Chi. The passing traffic and drivers instantly became involuntary
audiences of this sudden and inexplicable performance. The event
sessss naturally triggered the involvement of the police who tried to look for a
. reasonable explanation and solution. What the clip captures is the story of
how a random passerby became the protagonist of a surreal happening.
Itis also, simultaneously, a performance art piece demonstrating how a
random passerby can become the protagonist of a film. The sequence
is followed by series of clips where a man personifies the essence of an
audience and a woman the performer. Through a reimagining and re-
conceptualizing of the performing and viewing process, the man-as-
audience becomes wholly detached yet omnipresent, while the woman-
as-performer becomes gradually non-existent under the spotlight.

11“"

Acknowledgment:
Goethe Institute Hong Kong and Hong Kong Baptist University

EXAANOFHENRES - RBERRBRGEN  SRERE  RE - BERXFAFF - ERNEGETEE
BEETAMENRKEBEE  BRENTG  DENEREXS - BEENSEBEITABRER - HRIFTAIHA
Z— BABNEXRGEAES - TERBAFRE EXFRBESEBIERRRTEEHEREEHRE
BREFRFRINFLTILEREZMMR - BENTERREEIGABRENGFHRERE - RS
MEBEMEARFRGREFENE - TERRSEZHFSNHEBEREREMMAEHOHEN (PEIK
2) B - RN B ERBULRREEEIEE - REEMFRBEEEEMEMNMANREEMP
DRE - THEMEXFRMFEERANAINRERMTE - REFE - BEBEEL -

Mo Man-yu was born in 1960 in Hong Kong. He works predominantly in film and video but is also passionate about
the performing arts, installation, photography and writing. Some of his signature themes include conceptualized
bodily movements, surrealistic images, animation and time lapse. Mo graduated from the Design Department

of the Hong Kong Polytechnic University. A co-founder of Videotage, and a member of Modern Films Production
and Zuni Icosahedron, Mo's experimental short films have won prizes in the Hong Kong Independent Short Film
Festival and the Bruxelles International Film Festival. He has also conducted a touring show of his works that were
produced by Modern Films Production in Europe and America. Mo's film projects have been commissioned by the
Goethe Institute in collaboration with the Hong Kong Baptist University. He is also an Alumni of the Asian Cultural
Council Fellowship grant for US cultural exchange activity. He was commissioned by the Hong Kong Arts Festival for
a video installation and performance piece, and was invited to participate in an artist-in-residency program curated
by Yellow Springs Institue, Pennsylvannia, USA alongside Danny Yung from Zuni Icosahedron. Mo’s installation
artworks have been exhibited at the Hong Kong Museum of Art and the Asian American Arts Center in New

York. His graphic art, poetic writings and reviews on art events and movies have been published by various local

newspapers and magazines. Mo currently lives in Holland where he is pursuing an advanced meditation program.
27
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1TEIRIS
Operation Theatre
(1995)

ENSRTEERNARER  BRARBMLNFHE KK REZE
HERRY Bl IRERNRE -

A surveillance camera is set over the corridor in a hospital. The surgery
rooms, wards and waiting rooms of various departments, join in a real-time
performance of its own.

XEE)
Great Movement
(1993-1995 / 2016 remake)

TIFIRG (abjection) BEERTHEMWTHE - R - EMERE
TUTHEIEFREEHREZETHWRAERE — Bk - IIREADELRHE
MEKEIEENGERK - o — FFE - mAMHEE (BRIENAHE: Hi
FEEY (1980)

BRBEGHEROEE  BEEA - NHFEAETH - BBAL  BEK
E-RBERE—E58E  THERREZHIBEREGHNECRNES - F
EZEIBA0E > DEEFRAA -

“Abjection is above all ambiguity. Because, while releasing a hold, it does not
radically cut off the subject from what threatens it — on the contrary, abjection
acknowledges it to be in perpetual danger.” — Julia Kristeva, Powers of Horror:
An Essay on Abjection (1980)

Taken from government news clips, these images of the lighthouse were
filmed some time between the 50s and 60s. Having accompanied us through
the 1997 handover, the lighthouse still stands, unchanging against the river of
time. Silently overseeing the ever-shifting waves, it remains ever-welcoming
to those who come home.




Ellen PAU
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Trap
(1991/ 2016 remake)

() &MEFRES-TERE-AL—FENEISER (BE£)

BAEEHTRTEER  SEXRREEY  XEMAHGE  EF—
HEFREZGEABANEREEKIES - TERHETEREEAE

R/ NRZERE > REERE " AFHE ) 2 —EEERNZERE ?

Trap is originally created for Zuni lcosahedron’s 1991 theatrical work,
“Super Metal”. “Super Metal” was a combination of various elements, each
of which are independent whilst engaging in dialogue with each other.
An actor paces on stage carrying a television the size of a rat cage; while
aratis displayed on the telly, trapped within the tiny screen. | can't help
but wonder: what kind of space does the telly encapsulate?

MBREENEE  E—RBEMSIBRE - R —ANZFABEERET KRS  EENSZEEEX
B WEMSERHREN N TIEN T REm B MR EM AR EMNAERAE - NE—HFER(FE) -
—AN\NFELAMRPEEEERRTE - BEGSEISLERTE EXRIM  XEA  HEREMWITH
fEE - —NARE - $BERMBINT H Kim Hon-Yee REREREIMWBEECNETRE - R T HAEKRE
ML - fhE TERARKE 4 MBI AZ —REMMBE - XWE — A AARFERAEBHIRE R E B EME
WHEBEEERERERA -HBEGEISEAE FEEIABREBREZRFMER UHEERE
T BE B G ILMIEN o I R EBEME  FEEMBRERB/ANASEMETER - 18 RIRHEGE -
SRR T BRI (FATHAY  Input/Output BRI (EERE) FRE -

Ellen Pau was born in Hong Kong and enrolled as a student of radiography at the Hong Kong Polytechnic
University in 1982. She is a radiographer by profession, but being a professional radiologist did not fulfil her
creative obsessions with video art and media art. In 1984 Pau made her first film Glove, a super-8mm artwork,
which was screened internationally. She has since worked as an MTV director, cinematographer, video artist,
curator, educator and arts administrator. Pau began her international career in 1995 at the Kwangiu Biennale
in Korea curated by Kim Hon-Yee and Nam-June Paik. She is the co-founder and artistic director for the media
art organization Videotage and has served as a member and curator of the organizing committee for the
Microwave International Media Art Festival, Hong Kong since 1996. Pau teaches part-time at The University
of Hong Kong, the Hong Kong Polytechnic University and the Hong Kong Academy of Performing Arts in
addition to being a full-time medical image technologist. Pau is an advisor to the HK Museum of Art, the HK
Arts Development Council and a number of festivals. She has exhibited in exhibitions including One World
Exposition by Videotage and the Input/Output Gallery Relocation exhibition.
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HERRZ— - HEZENESR

Muted Situation #1: Muted Classical Quartet

HERRZZ  BEES
Muted Situation #2: Lion Dance
(2014)

CHEMRR) h—rEBEMEURBERNGE - FUHFSER  EWMXBAEHME—ESHARENT - hER
BMBSFRAKENEL > FEFERERMEIH M RIRELR o EFERUTRNESAEHZXIEE - 5
BHEU—ESHHAENESEE -

HELTERREES - FREEEOMRE | RTTRER BB RBREOBBERANG - R
A EREMENR S RER OB LR RABRICONS  F2OBREHRBERESOES  BHE
E— R -

Muted Situations attempts to redefine the sonic experience through a re-prioritization of sound layers. Certain
layers — in most cases the sonic “foreground” of selected situations — are consciously muted or suppressed, a tactic
which results in the revealing of less-commonly-noticed layers. The instructions on how to stage these situations
range from specific directives to more open approaches that require participant interaction and negotiation.

The muting of sound layers does not translate into silence; nor does it equate to emptiness. Rather, the act of
muting is an intensely focused re-imagination and re-construction of the auditory experience. It involves the
conscious suppression of dominant voices as a way to uncover the unheard and the marginalised, or to reveal
hitherto unconscious assumptions about hearing and sounding.

HEMRRALZ— T HERENER

DA FLER7IX  BE— AR RN S M FHRATE RSN E S - ZEAHH
BFENLH  BAERANRERBEMNESRHERNE FHARTEBRE  HKEENT AR
HE - BREBHTEGEAZLRNNME  GrIEE—AEHESR -

EREMHNELEERAER  ERERET  BRRMEZHNORE
B O RBEBHRNEE  NAFNESENMLBBMELENESE®K
7 o

Muted Situation #1: Muted Classical Quartet

To stage a classical string quartet performance whereby no musical notes or
sounds are projected. This must be done without a diminution in the energy
normally exerted in the performance of the composition in question.
Ensemble-ship, phrasing, engagement of the bodies and all other factors
pertaining to the performative intent of the work must be preserved as far
as possible, but the bowed musical notes must not to be heard.

When the dominant sound-producing constituent of the performance is suppressed, a host of other
sounds are revealed, including but not limited to the sound of musicians drawing breath, the sound of
their bodies swaying to the performance, as well as the miniscule sound produced when their left hands
press on and slide up and down the finger board.



Samson Young

BEE (—LtARABEYE) BE—UBESEMRFRMENE  GERNEEABE
1BE% - BEMMRME  THEZESMITEXZRENFMELRN - 5218
EEJE BMW Art Journey Award 1§82 » BN —_O—=F 4 EFEENMEREFME
BNEMRER (EREM) BEBEUGIERTZEARES 80— NEFH
1789 Triennial Manchester #1 IV Moscow Biennale of Young Art ~ ZO—=F 11
=4+ Kunsthalle Winterthur E4)8E221TA9 " The Wizard's Chamber; * LR _-_O——
FRALRES HEMEEERITA " XXX: Next Ten Years of Contemporary Art; ©

Samson Young was born in 1979 in Hong Kong. Having studied music, philosophy
and gender studies at the University of Sydney, Young holds a Ph.D. in Music
Composition from Princeton. He was the inaugural winner of the BMW-Art Basel Art
Journey Award in 2015. In 2013, Young was named 'artist of the year' (media artist)
by the Hong Kong Arts Development Council. Young participated in the Asia Triennial
Manchester, the Moscow Biennale of Young Art, and also at group exhibitions at the
Kunsthalle Winterthur in Switzerland, the Today Art Museum in Beijing and the Taipei
Contemporary Art Museum in Taiwan.

HERRZ = - THE BN

EEMBEEZNMRET H  ERSENAN EMWENED - BERBHOZERS - BEER - W&
EFHRARERGIEMARTERYE  HEEANEMRIIRETRE - BRBRAHAMIBEGINGRSE
N EERE-RBRREESR -

EREMORBRERAER  ERERET  BENREE - It
SAABERMONRET « BMRNEISNEE  UABEENELE

Muted Situation #2: Muted Lion Dance

To stage a traditional full-blown Lion Dance involving four or more
dancers who must perform with no accompanying percussive music

- that is to say, they must dance in silence. This must be done without
a diminution in the energy normally exerted in a Lion Dance. The
choreography, costumes, scattering of lettuce etc. and all other factors
pertaining to the performative intent of the work must be preserved as
far as possible.

Once the dominant sound constituent of the performance is taken away, other sounds are revealed,
including not limited to the intense breathing of the performers, their verbal communication and cues,
the sounds of the lion’s head rattling, as well as the stomping of the performers’ feet.
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Solomon YU
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Recording TV - A VHS Tape Collection Project
(2015 onward)

BEME TOEBABERDERBKRFRERAENEE - LLIRFTEIE
BR—UHERBER  ASROAREFELEE  AEHELNOERE
ZOOOHNRHH HEE— M T At NEETHAEMERNBET - BF
SRETBEAKEH  MPERKANER  BRAGFZELHTT - EL

BEHR T EEHEMTENRNS  tEHEEEREMRKABEREEES
E’JEFH%D EE - CFBE—RREXESFHUEHEF THORERE  hEs
TR FACHAR c EREEMERNERSE M  RITXE  TERREENE
# o LLIRET 8 IEFEABIE B L B RS F L BUASHE - IRABTBIERE - ¢
MHEZHERFEE-THSHEME (NMHBEHRAXL - FREFFHIRERBIIE
%)  BE®TRAHEMNHIER -

It was once common in Hong Kong to record TV programmes with VHS tapes at
home. This project was inspired by an extensive VHS tape collection belonging

to an owner who meticulously recorded hundreds of Hong Kong TV programmes
from the 80s to the 2000s. Much to the dismay of his family, this owner has refused

@ VUIDEO DOCTOR
Dr.

to discard the collection of tapes although he no longer uses a VHS machine. The HEAD STATUS
contents of these tapes can in fact be seen as a negotiated archive of familial TAPE STATUS

. di d | I h . | duri h iod NO. OF TIMER PROGRAMME
memories, media and pop culture as well as the society-at-large during the period. NEXT TIMER PROGRAMME
The collection, filtered by technical depreciation, random re-use throughout the

years as well as the conscious selections of two familial generations, represent PLEASE CLEAN
valuable access to slices of history that are now obsolete. Through digitalizing
and archiving these tapes, this project regains access to their contents, such
that further studies (e.g. the culture of recording TV and safekeeping technical
artifacts) and curation can be conducted.

FEXEERRAXZGUAELEMARENERNOEN - BANE G GEREREZ - €F
EBEXE - #EEE  EEEE  RERE XEE EEZaBEEG FREERSESE
HEE G #EESNEE  HFERENERJERBNRG > LATCHEENEER
BELHER - RRGESE /8 bl ZE - BFARAFERE - WENDZELL
MR AE  HEMREIBNERIER > 41 (B B8 %) 2013) EHEEMBHE
MIRIME - BN ZO—ZFEIEHKRE M+ IRB L EMERIRE (M+&ETT : WARt) - I
EBEAESHECGNEREERA  RZO—LFXRIAPLEE (B &) -

Solomon Yu received his MA in Fine Arts from the Chinese University of Hong Kong in 2011. He
is interested in exploring imagery as a medium for thinking and experiencing. His art projects
usually take a point of departure from available visual and audio materials from diverse sources
ranging from archives, the press, advertisements, family albums, social media platforms and
even pornography. Working with painting, digital imaging, video, sound and installation, he
transforms those materials, re-presents them in new contexts, and invites audiences to imagine
alternative possibilities. Yu has exhibited in Hong Kong, Taiwan, China, US, Austria and Australia.
As an extension to his art practice, Yu also initiates artist-led inquiry-based curation projects, e.g.
Sound Of Image (2013). He was an assistant curator in the curatorial team for Mobile M+: Yau Ma
Tei (2012) presented by M+, Hong Kong’s new museum for visual culture, and a guest curator of
soundpocket for the online exhibition Silent Waves (2015).
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Video Circle 2000
(2000)

—ON\fURE+ZEDRAFEHHNENRSEEE  KER=1+"KMF
YHERERFZERES—EET > £#8AR - LEEMEZEN

LREARFEES ABPREE MR T (HE) BEENATT
Bz % - EREEER "% L=RRETEURE - RIEAZRER
MZEERAE  RsthEREERFENEER "B MR NEE -

In Video Circle 2000, 108 artists from all over the Asia-Pacific were invited
to produce a three-minute video work. These works are duplicated into
32 copies and shown on 32 monitors with a three-second delay between
each screen. The image of each work thus travels from one set to the next
in a counter-clockwise sequence, forming a running wheel of incessant
image-and-sound movement.

RSO EEATREMLRE  SERAXENEMR— €8 - ZTHEHREERE
& BMIEEE - RABS - B8 ﬁf?ﬁ&“i’ CIRBEMREEENERIERA
W+% fFERBEE=1+EATEEREY - ZO—WFERT TiEae M biE
— B3 fbiE ), c ZOONFEEEMIMEMMER T EEMB+FHETHE, - )
FEEHRHENE - MRS AT o _OO}\fﬁm ((,.ulJ-l/E» HREREEH
BISHBKE B B3 A Music Theatre NOW LR ESTHL - —RNEEFBEMR
BREMET M2015 FBEMBREREMKRFE (BA) 4 -

Danny Yung is an experimental art pioneer and a founding member and Co-Artistic
Director of Zuni Icosahedron. In the past 40 years Yung was actively involved in
multifarious fields of the arts, including theatre, cartoon, film and video, visual and
installation art. In 2014, Yung was awarded the Fukuoka Prize for Arts and Culture, and

in 2009, he was bestowed the Cross of the Order of Merit of the Federal Republic of
Germany in recognition of his contributions towards arts and cultural exchange between
Germany and Hong Kong. In 2008, with the work Tears of Barren Hill, Yung garnered the
Music Theatre NOW Award presented by the UNESCO's International Theatre Institute.

In 2016, Yung was awarded the Hong Kong Arts Development Awards 2015 Artist of the
Year (Drama) presented by Hong Kong Arts Development Council.
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Night of Oil Street

(2000)
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3TD: My First MTV
(1999)

2IF %7 Lily LAU
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Oily Friction

(2000)
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Space No. 1
(2000)
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From Movement to Pure Movement
(2000)
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Oil Friction

$BIRLEE Jamsen LAW

WMRABEYMEEEENESAFHARA
AR 1S R

A Video Sketch Made In A Gentleman's
Room On The 8th Floor Of The Former

GSD Building
(2000)

Ef1Z5 (@ Ellen PAU
i 3

Expiration

(2000)

HEHBEMANI SR ABEREMEEESE - —AAN\E  —HEENEMNI(HE  2EMUR—EEBNEEABAFERT
Bt > REMBBEEMN  RAETEAXE TR, cBAE—AALE  BUERRAEHEHERER  EFHEMR
Rt E#E - —OO0O—% > REAKE (AEEXE) IHE (Meta Tech Research and Development #(E) » 2T +=FEF
BUHEEMNMNRGER  FAEHENMILEERALAZEMNNTAMNARNRAE - +AF%R  ZMBER CAHETE)
EZTES BRIDHHEBNRANETET  EMRMAEERIMKEERER - EREHEBHOTE > UREPEREN
TEEEH HE TEERALAMESBEE-

CHERE) $H5E0HMAET VMAC IR - CRASH) BRIREGEEENKXZEET -

The Oil Street Artist Village is the former Government Supplies Department that is located on Oil Street, North Point. In 1998, a
group of artists, architects and art organizations rented this place from the government. A new cultural spot emerged as the Oil
Street Artist Village flourished. Nonetheless, in 1999, the government planned to put the land on sale, thus the artists were forced
to leave. In 2001, Fion Ng curated the project, Oil Friction (produced by Meta Tech Research and Development). The project featured
13 short video works about Oil Street Artist Village, giving a strong testimony of dissatisfaction and rage against the government’s
decision. Today, in the midst of urban renewal and political intervention, we present some works out of the original compilation as a
representation of the artists’ reflective protest. Their bottom-up approach and subjective consciousness is with no doubt relevant to
us today.

The Oil Friction (2001) is included in the Videotage's VMAC collection. Videos are presented in No References with the permissions of the artists.
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Documenting New Media:
Representing the Unrepresentable

The exhibition adopts an investigative archival approach to address the
phenomenon of documentation of media. We chose four cases of media
works that have now become “obsolete” and placed them strategically
throughout the exhibition. Being site-specific and interactive, these
works are not reproducible in the strictest sense. There are countless
such instances in the history of media art whereby specific works are only
preserved in the memory of audiences. In the exhibition, we attempted
a “re-mediatizing” of such works, reviving, as far as is possible, their
respective origins, associations as well as practical repercussions. By
bringing back to life works that were once lost in time and memory, we
explore the power of one-time works and construct a dynamic dialogue
between art, history, time and memory.
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Graphite Piano
(2013)

(Graphite Piano) B —EZUMENARLES - CHANBRE S E=
HHEnE - BAMERE NENBEEMRBRI8B R EH_TNEZR (F
) BRMERR—EATH MENEERNZEL  ERHZERTE
AL BEREZHE—ERTF  SHEMOHNEESEOBHIE  FitE
EEELNTRZLRERT - MHELFERETEENEFRRLUFRZ
Ax2AE  FELERNEENZEEE  MEEF —ZimE  EEYME
MEERSZEREHEMET BE #HEERURESENEENIE €
FERESTENESHE  HEEEEFRIT—SBEESNESAEE -

Graphite Piano is a wooden sound instrument, shaped to resemble a piano. It
is built with 3 sets of 8 pencils, each with a different darkness ranging from B
to 8B. The instrument also has 24 keys, one per pencil. Each pencil is placed
above one key. The keys have been drawn on the wood with various shades
of pencils. The shade of each key is the same as the shade of the pencil that
corresponds to it. The pencils in each set are all placed at three different
distances from the keys. Therefore, the same pencil shade will generate
different tones, depending on its distance to the key.

Using the pencil as one of the electronic components for generating
sounds seems absurd yet completely makes sense because of its physical
properties. The pencil core is made of graphite, which enables the pencil

to serve as an electrical conductor. It is also a tool traditionally associated
with writing and drawing. The physicality and the function of pencil make
it an ideal element to be used as a sound sculpture. This work expresses the
artist's interest in the physical aspects of sound and language.

HAENSEREAFRME  FREERINT BETEMRKRBENRERG - EXERE BT ASA
BIERE R ERNREHRERT EMIRREBRTMEMAL MA) REBMMKBBEZEDI R
T ERIE B R AT B AT IR T (MFA) 3872 - ST RSEREBBHE ME BRI  TMNL B EE 7R
e REEAAEMEEAMRRYE « ZEF—KBWKELE SEBMBRF/EMHZRES - it
BRTRNMSIZH UM T AERENEM T RN 0 B1F © ISEA MEETBRERTRE > &
WEREANE - AESEMEYE 5 - Bl BIEEFENEHZREBRBEMMALEREE o

Phoebe Hui is an interdisciplinary artist and researcher primarily working in the relationship between
language, sound and technology. Hui received her MFA at UCLA Design Media Art, MA in Fine Art at
Central Saint Martins College of Art and Design, and her BA in Creative Media from City University of Hong
Kong. She is the recipient of a number of grants and awards, including Yale-China Art Fellowship, Hong
Kong Art Development Council Young Artist Award (Media Art), Asian Cultural Council Altius Fellowship,
Bloomberg Emerging Artist Award, Asian Cultural Council United States-Japan Arts Program Research
Fellowship, among others. She has presented her research-based art practice and papers in different
places such as ISEA, MIT Media Lab, Asian Contemporary Art Week, Metropolitan Museum of Art, to name
a few. Currently, she is teaching in the Visual Arts and Culture program at the Hong Kong Design Institute.
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Keith LAM

One Day Social Sculpture
(2013)

T3

ERE&HETH Tt RS, SR E | AANBEEMEK 0 AMEEUTRAN
FEEMMMEATE - ERMERETHAMILINBER RREEER » AT
BERBITZMERES AN "1ITEHEM,. @ IERBNRREARS - AMEZ
MEHFREEEERLOINZER - BRF > SLBEEFNHE - BE - EEXR
BIRERREMITE o (One Day Social Sculpture ) HAERE 3T = AR 1T
BER .  UFEEFE—RNEBAE N BEH—HHERRES -

When Joseph Beuys coined the term “Social Sculpture” he stated that everyone
was an artist, and that as individuals we constantly remould and reshape

our societies. Extending such a hypothesis from the real to the virtual,

every individual contribution on social media can be seen as a bridge that
interconnects the cyber world with reality, fusing the two together. In every
living instance we are contributing to the continuous construct of a virtual social
network; what motivates our instantaneous messages and images, however, are
real-time reactions and behaviours. Harvesting data from social media, One Day
Social Sculpture uses new fabrication technology to transform our interactions
and discussions into three-dimensional sculptures.
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MR IR EMTS  $TIHBEAI{EERR Dimension Plus K B &% Z2R LAB by Dimension Plus
HE AN REMTHEES o PRIX Ars Electronica B ENEMFERN 2 RIBAIESE - HAXLEREE
iR s EREMBRECOONFEMHBEREE » ZO——FWBERFEFES "40unders0, -
ZERO+MEU+BELTUEMERF - FRHEIEHAZEMEREL » €18 Ars Electronica
Festival * FILE * 404 Festival ~ ISEA ~ % » R A ZESFRMF] - ZE « 75 B~ 846~
FIAREE « 7B HEE « BAF] - BAEE - FRFth# 48 Dimension Plus EF¥% » £E%ET REM LB
ZA%EE > TERFHAZMMESY  OF ENSAERENRETAEEEE » Tokyo TDC F ©

Keith Lam is a new media artist and the founder and Artistic Director of New Media Creative Team
Dimension Plus and Maker Space LAB by Dimension Plus. He was awarded an Honorary Mention in
the Interactive Arts Category at PRIX Ars Electronica 2008 and received the Young Artist Award at the
Hong Kong Arts Development Awards 2008. He has also received accolades at the Japan Media Arts
Festival and was selected as one of the “40 under 40” Global Creative Talents by Perspective Magazine.
His artworks have been exhibited in numerous festivals including Ars Electronica, FILE 2009, ISEA,

404 Festival, Split Film Festival, Microwave International New Media Arts Festival and Hong Kong Arts
Biennale, etc. Under his leadership, the award-winning Dimension Plus has been invited to various art
and design festivals around the world including Design for Asia and Tokyo TDC, etc. .
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FTRHSE - (AEHT) FARREBMHIEBTE (Dirk Groeneveld) #RIENFH > DI=#
FRENAKBFNEEERE - £EZEXFRHERT - e —REBAORE ) EE—RK
BEMEANT BETREZER  EEHNER - BTEFENBERZSEHE LA HIESH
AAMEE - EEEHATHRENRBRTEAARKERR  BEHHRBEERH TR
BE o fERIBETEFT (1990) MFEEER (1991) EMERAS  BEFBHKX/NT—
BERARNEEZELS - - URETREMNM N E#BBIR T HHER -

In Legible City the visitor is able to ride a stationary bicycle through a simulated
representation of a city that is constituted by computer-generated three-
dimensional letters that form words and sentences along the sides of the streets.
Using the ground plans of actual cities - Manhattan, Amsterdam and Karlsruhe -
the existing architecture of these cities is completely replaced by text formations
written and compiled by Dirk Groeneveld. Travelling through these cities of words
is consequently a journey of reading; choosing the path one takes creates a
recombination of these texts and spontaneous conjunctions of meaning.

The handlebar and pedals of the interface bicycle give the viewer interactive
control over direction and speed of travel. The physical effort of cycling in the
real world is gratuitously transposed into the virtual environment, creating a kinesthetic
conjunction of the active body in the virtual domain. A video projector projects the computer-
generated image onto a large screen, and a small LCD monitor in front of the bicycle shows a
simple ground plan of each city and the momentary position of the cyclist there.

In the Amsterdam (1990) and Karlsruhe (1991) versions of Legible City all the letters are scaled
so that they have the same proportion and location as the actual buildings that they replace,
resulting in a transformed but fairly exact reproduction of the actual architectural appearance
of these cities. The texts for the Amsterdam and Karlsruhe versions are largely derived from
archive documents such as newspapers, which describe prosaic historical events that took
place in these cities, and are often placed in their respective locations.

BWEM (Jeffrey Shaw ) BARTERLUIR—BEZHIKBEMAIES AR EAHASHBHEIES
IFEY o EHRINE EE T BS IR EMN AL HEFEREBRES R - BREBEIEEE IR AR
BMEEMEZSLESE - BiERZMMBHTIS Eventstructure Research Group (1969-1979) AYEES EIIA A
Z— EFBHEE ZKM iR BIFEEEMR (1991-2002) WAIKRES - —OO=%F - thR A FE
HMREBBLT AL iCinema BEIRNEXMEFD o ZOONTE @ BiR{Em AT AN AR A ZIFEEL R
R RIS BB 8B HIR » WHE(E ACIM F ALIVE BREFRDEAE ©« ZO— D05 » BB F s /A 25 Bl i/ 307 B
BIRERERBFMEREELRE > RE > MERAIRPREMBFEZBHIZ  —O— A% ' Bi4E
M B FI| RS E FEMTRE B "2015 28 Fi2 RIKEBEMLERLE , o

Jeffrey Shaw has been a leading figure in new media art since the 1960's. In a prolific body of internationally
exhibited and acclaimed works, he has pioneered and set benchmarks for the creative use of digital media

in the fields of expanded cinema, virtual and augmented reality, immersive visualization and interactive
narrative. Shaw was co-founder of the Eventstructure Research Group in Amsterdam (1969-1979), and
founding director of the ZKM Institute for Visual Media Karlsruhe (1991-2002). In 2003 he co-founded

and directed the UNSW iCinema Centre for Interactive Cinema Research in Sydney, and in 2009 Shaw was
appointed Chair Professor of Media Art and Dean of the School of Creative Media at City University in Hong
Kong, where he is also Director of the ACIM and ALIVE research centres. In 2014 Shaw was appointed Visiting
Professor at the Institute of Global Health Innovation, Imperial College London, and at CAFA Beijing. In 2015
Shaw is honoured with the Golden Nica for Visionary Pioneer of Media Art from the Prix Ars Electronica.
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Winnie SOON + Helen PRITCHARD

Jsut Code
(2010-2012)

(Jsut Code) E—ASEERIFHNREEMIER - RISSHERWBIFABAKE
WENASGBIEESETRNEFXANRE - BBEHFR  (FERET —EF
AR ARSENBHEMEELER - SIS RKEMIZHHL TWITTER 89X

FoRRKESS "4H, BT MBFHNEE  BEXTFAEREEREME
ERSE -QRIE - 2BERES N —ERBEMAFFRNORIEZH - BFIAT L RE
FHRERBGRG  ER2HEBEELETXA - ABHEEEEMNES B 5

WRERBNSHERL - Z8HE QRIEBEMETHERENRE - BMLER
WEBMBMEZHHEEER - RERBRXFEZAESESR (BEMARES

RYERERATEERVEEMEE -

Jsut Code is an installation where viewers are invited to decode electronic texts
written by a collective of distributed writers. Statements on life and death

are gathered in real-time, from the social media site twitter and displayed as
geometric images. Viewers encounter a continuously updating feed as the

machine translates language to image and twitter message to QR code (a
matrix bar code). The QR code “carries” a language of pattern and meaning,
which is activated by the reader. Participants are invited to decode these
images through the use of a smart phone or QR reader. In this work the
artists set up a structure of an evolving database in which the activities of
reading and writing by human and machine are explicitly collaborative and
distributed. Jsut Code performs questions about automated production,
'collective' intelligence and the value of labour and artistic production. The
installation explores a continuously evolving and mutating database, which

moves beyond and between languages.

FEBAEMXRMES - HERRIBBREBE LR EH
B BHEREAREENERREREHEMBEEFORR (H0:
1B RIS - BIRS B - TEITIREE o B AN A K 1 3R BE
HEF) - wEERRRTREN - B1EHEE K - KIBFEM
RE2iEE  FREFFAEMNE X2 BREEEFHIRER
B - RRAH/ERPIAIAB B TME S RZHEEED -

Winnie Soon is an artist-researcher who resides in Hong Kong and
Denmark. Her works engage with and reflect upon contemporary
techno-culture, computational networks and processes that matter
in our everyday lives (throbber and buffering, data queries, likes
economy, live feeds, bots and spam to name a few). Soon's practice
is often perceived in the areas of software/net/media art, and her
projects and seminars have been presented internationally at
galleries, art events, universities and conferences. Currently, she is
a PhD fellow in the Department of Communication and Culture at
Aarhus University, Denmark.
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Helen Pritchard ¢ BE1ifRI{F RBMHE - HERESFERERT
EEHFEEEESEEETEE BB R M T HIEBES - i)
MESXHAEBERBIFERNELSEXUERERARETRM
HRE o Helen MEREZEREBHEAMEMRBRFERE - REERE
AAFE BMRERBEERNEELES - EEESEBHNMET
XERBERIIEY > BIEEBHNEMAIES - R BHAKRBE
EZ2fR MRS -

Helen Pritchard is an artist and researcher. Her work is
interdisciplinary and brings together the fields of computational
aesthetics, geography and feminist technoscience. Her practice is
both one of writing and making and these two modes mutually
inform an engagement with computational ecologies. Central to
Helen’s work is the consideration of the material and affective
structures of computation; and the entanglement of humans,
nonhuman animals and environments in ubiquitous computing.
Her practice-based research sometimes emerges as workshops,
collaborative events and computational art. She is a research fellow
in the Department of Sociology at Goldsmiths, University of London.
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ABOUT THE CURATORS

EF {2 SU Wei
HE A Curator

B®E 2 FERIER) BEEEILARMFENEREA ~ #HHFFFK - 2012 F > 2017 ICI (Independent
Curators International) BN E S HETHRYL 0 2014 &F - MIES T EREMHEETEE (1AAC) F8FR -

2012 F 0 HRAKETELERMELEFRE (BARNES  EMTE2—ERR  FE2—AHER) R
Pl ocT BREMFD) <2014 F - RS TRE (BRAEE - U= F5 > BEEE) ORUIoCT ER
2R ) 22015 F 0 BNT MBREEMEBERBPOMIE " HAU  EFBREME, - EHPEEE
T—E%A " EEHTEMNEFL  AGENME ) BOME 15502017 EMFERMRBRULS (HKw) 23R -

2014 2016 F > MARIEECERSMEESORE  SHTHDEERANIEER - tEALFERE
ERRBVZXE - B1F (&5 /LEAPY - ( YISHU. Journal of Contemporary Art ) F1 {Kunstforum) £ o
ftpYF R IR (EERHEER ¢ 1989-2000 FHEIEREBMBBRAYFENA)Y (5F » ErRHHiRit - 2013F) -
(REEEZBIBME) (FREE  BUE - FEDE - BHEHRMT 2014 5F) F o

SU Wei (born in 1982) is an independent art critic and curator based in Beijing and Hong Kong. He participated
in the 2012 Curatorial Intensive of ICI (Independent Curators International) in New York. In 2014, he was awarded
the first place of the first International Awards for Art Criticism (IAAC).

In 2012, Su Wei co-curated the 7" Shenzhen Sculpture Biennial Art is Not a System, Not a World at OCAT
Contemporary Art Terminal (OCAT), Shenzhen. In January 2014, he curated the exhibition, Keep the Modern Going:
Immersion, Awaiting and Idealism at OCAT. Recently, he is conducting a research project entitled A Matisse that
was not. Permanent Abstraction, which will be presented at House of Cultures of World in Berlin in Autumn 2017.

He was invited by Art Basel Hong Kong to participate in Salon Conversations on two occasions in 2014 and 2016.
His articles were published in local and international art journals including LEAP, YISHU Journal of Contemporary
Art and Kunstforum etc. His publications include Individual Experience: Conversations and Narratives of Chinese
Contemporary Art 1989 - 2000 (Lingnan Art Publishing House, 2013); Art History after Modernism. Trans. Su Wei.
Comments. Coral Yinghua Lu & Su Wei. (BeePub Publishing House, Jan. 2014), among others.

& /J\iik Phoebe WONG

43183

%= &1 R % E Researcher and Co-curator

BN BEBEETRIALARE  5EBRET - EMMIRELAE - 2002 F - 2011 F/ » EHENEM
FAEMEES - RABBHERA  XtHFHLES > ERERSEHRZZH  FERFLUANLMER - &/ &
e T REEYEERTE L RE  BMAHFERRRE -

Phoebe Wong has a background in Design and Anthropology. She is a Hong Kong-based culture worker with a
special interest in contemporary art, design and visual media. She was Head of Research at the Asia Art Archive
before becoming an independent researcher and writer in 2012. Wong is a co-founder of the Community
Museum Project, a research and curatorial collective dedicated to revaluating indigenous creativity and the
under-represented histories and practices of the everyday. Wong joined Videotage as Board Director in 2013.
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F & Opening

21/05 (2855 saturday) T4 3:00pm

EE B Artist’s Talks

EVENT SCHEDULES

an I 5

=

21/05 (285 saturday) T4 4:00-6:00 pm

11 /06 (27X saturday) T+ 4:00-6:00pm

i@ 5 Performances

< E Danny YUNG

iflE5 {f Ellen PAU

21/05 (285 saturday) T4 8:00pm

22 B 1 Linda LAl +

)24 - 524848 Floating Projects Collective

03/06 (27 Friday) B F 7:30pm

T {E15 Workshop

#&{8& MMI (Moving Moving Images)

28/05 (217 saturday) T4 3:00-6:00 pm

B E B Guided Tours

21/05 (287 saturday) T4 2:00-3:00pm

28/05 (287 saturday) T4 2:00-3:00pm

11/06 (28 Saturday) T 2:00-3:00pm

1218 LAM Miu-ling +
FEE YU Ka-ho, Albert



CREATIVE / PRODUCTION TEAM

HE A Curator
BEf (2 SUWEI

W3S & 173 [ 55 & Researcher and Co-curator
& /)\7% Phoebe WONG

ZEAESITZR Participating Artists
P& &= ZE CHAN Kwong-wah / 848 ]F Bryan CHUNG / £ B & Luke CHING
Doreen ETZLER / ;5 S5 May FUNG / 5575 &£ Phoebe HUI / H 75 58 KUM Chi-keung

EE B ¥ 1P Yuk-yiu / 32 B Iff Linda LAl + 6] B} - #E 2L B¥BE Floating Projects Collective
AL ES LAM Miu-ling + 23 = YU Ka-ho, Albert / 4 R {3 Keith LAM

B FF] Lily LAU / SEIFER Jamsen LAW / SEAF T Jo LAW / Z= X {f§ Otto LI

E)E) 18 MMI (Moving Moving Images) / &3 37 MO Man-yu / #flE5 {f§ Ellen PAU
f%5% |4 Winnie SOON + Helen PRITCHARD / Jeffrey SHAW / & 75 {& John WONG

15 %= 18 Samson YOUNG / X1 3 Solomon YU / % =5 & Danny YUNG

#528 Coordination

%ﬁ% Orlean LAI

R B IS EYET BT #8255 Exhibition Design & Venue Set-up Director
2R F B NG Tsz-kwan

1E 8 B B I 1liT 2 32 Artwork Set-up & Technical Support
NG Sek-hin / Joesph CHAN / CHAN Ka-chun / KOO Kin-yat
TAM Kin-yip / LEUNG Shek-lun / Franky LUNG

S {H 54 E% 5T Publicity Material Design

;T Peter KONG

R & BHIE Exhibition Assistants (Interns)
F§ EE 15 CHAN Oi-yu/ ST ik Claudia LAW / E5 %5 4T WONG Tsz-hung

= & Vicky WONG / {REF == Ciara NG/ R {P i Heidi YU
R B I Tiffany CHEUNG / §A 8Kl Jochebed WU / Z= ;& I Christina LI

4294 ER Contributing Editor
ff 8% = Michele CHAN

#% MK &F Videotage

#B4ZI8 General Manager
Z5 W % Christopher LEE

I8 B #5 2 Project Coordinators

B FE 3 Angel CHAN / Bf £ $£ Leo CHENG / 8 /]l F+ Ken CHUNG
B EE B Hill sIv/ 51 ZEEE Florence WAI

HE R NEA Special Thanks to
Raphael CHAU / 2 2} I1ssac LEUNG / SEZELE Ivy LIN / (E2E 53 Eve TAM / Ann WONG
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19.05 - 15.06.2016
FHEZEMm

Cattle Depot Artist Village

FARER: 2= H 5 12:0058:00 (EEH—H%E)
Opening Hours: Tuesday-Sunday 12:00 noon to 8:00pm (closed on Mondays)

FHREMA - et S EmEAE3%
Cattle Depot Artist Village - 63 Ma Tau Kok Road, To Kwa Wan, Kin

B5: 12582 [ 1398%= / 15552 [ N2Z= [ N5=
Exhibition Venues: Unit 12/ Unit 137 Unit 15 /Unit N2 / Unit N5

HEHEERE RSB -SEHAS FEAAE
For programme details of performances, talks, guided tours, please visit.
- www.videotage.org.hk

&5 Enquiry: ﬁﬂ%it_% Video,tage'a =
. #E5& Tel: +852 2573 1869 / BIf Email: info@videotage.org-hk
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