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INTRODUCTION

Coloured-in wallpaper, patched walls, blurred images of domestic paraphernalia - these
are but some of Ko Sin Tung’s visual dialogues with the intimate yet urban environments
that persons individually create. Concerned with the impact of ‘things’, Ko Sin Tung
investigates, through a myriad of mediums and materials, the psychological influences
private objects project and the idiosyncratic functions they’ve been personally channeled
to fulfill. She observes the city’s inhabitants, their close-quarters, and identifies with
curiosity their values as dictated through the items they treasure and keep, slowly
exploring how these objects mirror ways of life, or in the very least, illustrate what is
expected for living.

The series ‘Modern Home Collection’ (2013), for example, presents an array of framed
archival inkjet prints of photographed domestic objects, collected from various
references of interior design on the Internet. Pixelated and aggrandised, the familiar
items vary from a glass vase to an ornate mug. Despite their disparate aesthetics,
what permeates throughout the ‘collection’ is that each element is lived with, that
each photograph is not in focus, and that each item has been selected by the owner
as a manner of ornamenting his or her respective household. Confronted with these
incongruous images of disparate ownership, the viewer has an overarching insight
into the aesthetic particulars of multiple households and more crucially is presented,
through objecthood, with each milieu’s dictum of taste.

Ko Sin Tung’s relationship with the domestic, however, has an additional focus: that on
light. Considering its literal impact on domestic space, as well as its various material and
metaphorical manifestations, Ko Sin Tung sets through her works to collect, identify
and present it. In her work ‘Sleep Tight’ (2014), for example, she presents a piece of
starlit wallpaper, which stretched across a wooden frame, has been displaced from
its usual wall-mounted abode. Highlighting each constellation in a luminescent yellow
colour, Ko Sin Tung intervenes with the material-turned-object, effectively highlighting
those individual elements that were explicitly brought into the interior realm so as to
add a hint of the outside’s starry luminescence, something that in a congested city like
Hong Kong can often be clouded by its surrounding manmade fluorescence.

The impact of condition is furthermore at the heart of Ko Sin Tung’s artistic inquiry. In
her work ‘As white as you can 1 (2013), for example, she carefully paints over the railings
captured on a photograph taken of an outside view from an interior domestic milieu.
These unassuming sights are reconfigured as liberated, barred of visual intervention.
Yet, by this mere painterly act of erasure, Ko Sin Tung has indeed highlighted the exact
protected condition in which we live; a circumstance that affects our livelihood, which
prevents our ingestion of light, and ultimately conflicts with our persistent appropriation
of material objects that one as owner considers beautiful, sentimental or even status-
lifting. Indeed this work touches upon the permeating psychology of her work and how
it titillates between liberation and effectively pointing to our own tautology.

Ko Sin Tung (b1987) is a highly promising, emerging Hong Kong artist, graduated from
the Department of Fine Arts at The Chinese University of Hong Kong in 2009. Her works
has been exhibited locally and internationally, including at National Taiwan Museum of
Fine Arts, Taichung City (2021), The Bunker, Beijing (2019), Tai Kwun Contemporary,
Hong Kong (2018) and Centre for Chinese Contemporary Art, Manchester (2017),
amongst other locations. She was awarded the Special Jury Prize of Huayu Youth
Award (2016), Pure Art Foundation Grant (2013-2014) and Project Grant (Emerging
Artists Scheme) from the Hong Kong Arts Development Council (2014). Ko lives and
works in Hong Kong.
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Group Exhibition /&

65 Hennessy Road, Hong Kong
BB EFBO65

19 - 2211.20



Much like the rise and fall of independent art spaces in the city, Afair was posed as
a short-lived phantasm, a momentarily togetherness bound by a shared interest in
alternative spaces and a more fluid way of working. Staged in a vacant shop space in
Wanchai, the exhibition brought together a range of works by nine emerging artists and
architects from Hong Kong.

Still plastered by estate agent’s ‘for lease’ signs on the outside, the shop remains largely
in situ as its voids are temporarily inhibited, animated and transformed. The exhibition
unearthed itself with a nebulous beginning and will likewise descend into a rapid end,
unapologetic with its ephemerality.

A’fairflirts with unwarranted time and space, fueled by an infatuation withimpermanence
and desire to be unthinking. Like a recently passed summer fling that is intensely intimate
but short-lived, leaving an impression of sweet liberation.

- Text by Tiffany Leung
- Translation by Fizen Yuen
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Hard pieces
(RELRY
2020

PVC hoses, aluminium alloy flanges, debris of the space
BKME ~ R E AR R AR
Dimensions variable
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Installation View
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Borrowed Scenery
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Group Exhibition &

Cattle Depot Artist Village No12, Hong Kong
SREMTA 125R B, A

141219 - 12.01.20



“Post-colonial does not mean the end of colonialism but the concealment and
complication of colonisation,” Post-colonial Tongzhi Chou Wah-shan.

The relationship between power and exploitation between the coloniser and colonised
as described by colonialism theory in the past, has been largely expanded into unequal
opposition caused by power inequality among different social groups. This exhibition
stems from the imagination of urban space through an artistic vision, and reflects on the
will of architecture in the city development of Hong Kong, thereby providing an indirect
critique on neocolonialism under the disguise of neoliberalism.

Borrowed Scenery was originally a technique used in traditional garden design, where
the scenery outside of the garden are framed by various architecture elements and
introduced to the premise. In this exhibition, we utilised a colonial building over a hundred
years old as a backdrop to showcase contemporary artwork by local artists, who each
tell their own life story in unique ways.

- Courtesy of Jockey Club New Arts Power

MEJE R A B ERIE RIVEL  MRIERMERENERE . —BEL(RERRZ)

BEFEREIHEMERREREER Z FAENEINHNER TESEMEASLE LRE
ENEEFREENAFIHI -ERRENLHNHERNEGRIG HEEBEMERI(E i
%gi@.ii:+$§5§iﬁ2$§éfl§;’ﬁfﬁﬁgﬁﬁ’9%$ JEEM A BERE RO R TRIEENHERE
T o

MER I B AEREMKRIS ERAZRMUIIMNMIRBSIAZR MREER T —EEFELENE

R#tZEELAE R USHBMN RN EREM(Fm S B RESRFREES @M EENHRE-
TEERRER SEPUGEERRYGASRE BREHEE.

— XFHEFGRERZ HiRM



Installation View
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Courtesy of Arts Collective
[B 5 B Arts Collectiveigfit
Photo by ###: South Ho

Guardian
(FeE&ED
2019

Three-channel video (HD, colour, with sound), medical screens with stretch'wrap
=ERG (FE - F B -FE) BRERE REEE

Dimensions variable, video lengths for separate channels: 7 min 19 sec; 24 min 14 sec; 8 mi
RIARE BREBRED A 7519%);245314F);

n 48 sec
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Installation View
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Cafée do Brasil
EFEuiEE=E

Group Exhibition &

Para Site, Hong Kong
Para Site21ii2=f , &4

13.09 - 241119



From the ‘60s through the ‘70s, Café do Brasil was the place for people to hang out
and chat over caffeinated beverages. Situated in a corner enjoying a seaside view, on
the second floor of Ocean Terminal in Tsim Sha Tsui, the café features in the literary
accounts of many Hong Kong writers as home to many young intellectuals, a site for
“the exploration of radical social thought and politics” (Lui Tai-lok). In the memories of
other witnesses, it lives on as just another spot for close-knit crowds to meet and gossip.
Either way, when tracing through the long, winding history of cultural spaces in Hong
Kong, one sees many of Café do Brasil's emulators, replacements and successors.

It is almost impossible to find any visual record of the café today. Filling this void, instead,
are fragments from memory—or fantasies, at times romantic or stirring, or simply
mundane—as obscure as the heterogeneous narratives that surround it, as ambivalent
as our hopes and hesitations about gathering in public spaces, as suffocating as the
fraught notion of publicness in contemporary reality. At a time when certain memories
and places are lost, or being eroded, while other memories and places are being
restored and replayed, how can we connect with one another, and through what
historical reference, and amid what sorts of emotional conflicts? The exhibition Café do
Brasil was an attempt to recollect the historical fragments of its titular locale and delve
into its resonance today. Taking a historical site replete with fantasy and pathos as both
the meeting point and the beginning of a conversation, the exhibition invited friends
and peers to join a shared discussion in the exhibition space, and to explore a range of
topics, from the individualistic to the worldly, from coexistence to consensus.

The exhibition comprised three chapters: Chapter 1: Coffee Shops employs the setting
of a roadside café to trace two exhibitions from the history of Para Site—Coffee
Shop (1998) and 3/4 Suggestions for A Better Living (2007)—taking its cues from
the reflections on the public function of art spaces Para Site has made throughout
its twenty-three-year history to re-engage in this discussion about the public sphere.
Occupying the entirety of Para Site’s main exhibition space, Chapter 2: All Tomorrow’s
Parties interweaved works by contemporary artists from Hong Kong and mainland
China with scavenged fragments that refer to Café do Brasil to instigate an ongoing,
multilateral conversation reminiscent of those taking place in a café or tea house.
Finally, Chapter Three: Together, a public programme series that took place throughout
the exhibition period, included extensions of the works featured within it, footnotes to
specific discussions, and meetings to start new discussions—a get-together, a shared
experience of joy, vertigo, hangover, regret, along with trial-and-error.

Café do Brasil was curated by Qu Chang.

- Text by Para Site
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Adaptation
BERE
Solo Exhibition {A AR E

Edouard Malingue Gallery, Hong Kong

30.05.19 - 24.0819

G)Ixhibition Documentary


https://edouardmalingue.com/video/ko-sin-tung-solo-exhibition-edouard-malingue-gallery-hong-kong/
https://edouardmalingue.com/video/ko-sin-tung-solo-exhibition-edouard-malingue-gallery-hong-kong/

Our surroundings, as they shift and bend to the sways of contemporary society; us, our
beings, responding to them, ever faster, ever sharper. ‘Adaptation’, the second solo show
by Hong Kong artist Ko Sin Tung (b. 1987, Hong Kong) at Edouard Malingue Gallery, Hong
Kong is an investigation into this process of corporal, emotional and mental attunement.
It questions that self-adjusting process of fitting oneself into environments in order to
survive, be at one. It goes a step further, however, and proposes: with the frequency of
these constant shifts, are they indeed ephemeral in nature, or rather the foundations of
a permanent future?

A graduate from the Department of Fine Arts at The Chinese University of Hong Kong,
Ko Sin Tung observes the city’s inhabitants, their close-quarters, and identifies with
curiosity their values as dictated through the items they treasure and keep, slowly
observing how these objects mirror ways of life, or in the very least, illustrate what is
expected for living. ‘Adaptation’, in particular, address how we are required to respond
and become accustomed to supposed temporal permanences.

This status of self-adjustment is propositioned and questioned through a series of works,
each of which approaches our surrounding’s oscillatory condition. At the entrance there
is ‘A Blu-tack photo’ (2019) a little photograph of blu-tack in the midst of colour mixing,
in transience between old and new. The shape is fluid, malleable - in flux. Captured via
an image though, the fluidity is made still, the temporary converted to posterity. Small
in size, the photograph forces you to look, to note, a viewing muscle that can be flexed
throughout the rest of the exhibition as you pick up on details, a viewing approach that
can also be turned and applied to oneself.

Eyes aflush, tone set, one then approaches ‘Adaptation’ (2019), a series of decorative
moulds as one would find on the outside of buildings. Painted white, they meld into
each other, despite their ornate detailing. Resembling figures, they each have their own
individuality. Yet, this is equally met by a sense of mimeticism and camouflage as each
masks itself into the other and their surroundings. Domestic objects, there is a sense
of everyday familiarity. One cannot help, however, when observing them to capture

This static feeling is heightened by ‘Surface’ (2019) the drywall walls, which appear
mid-construction, mid-paint. This condition, intrinsic to the fabric of the environment
the visitor finds themselves in, dictates and accentuates the sense of adaptation — walls
being the very skeleton of the gallery space, what gives it shape and direction. It equally
references our outside environment, the myriad of construction zones we're exposed
to, as society builds, morphs and expands. Moving through the gallery converted into
site there are a series of photographs of parallelograms surrounded by darker shapes.
Entitled ‘From dark to light’ (2019) these are in fact pits from construction sites - the
dark gaping holes left by building progress and attempts. They have been inverted,
however, resembling luminous abstractions rather than an abyss. Finally, a set of two
sculptures, ‘Arrow’ (2019), lie on the floor - an agglomeration of semi-transparent road
stickers making the arrow initially printed on them, unclear.

Ultimately, Ko Sin Tung in her consideration of self-adjustment creates an environment
for outer and introspection. Following from her previous practice of experimenting with
space, we can take that little extra moment to consider our own responses to things,
places, objects in movement and change. We as individuals are never the same from
one moment to another but ‘Adaptation’ is a zone for observing those nuances and
through its comparative calm a chance to question: is our outer environment changing
too fast, can our minds and beings move as well as follow forward?
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A Blu-tack photo
(RZERERR)
2019

Archival inkjet print
WL 4R B SR 4T ED
285x21.2cm



Adaptation - Feng shui sphere
(IEPE - RKER)
2019

ABS mould, spray paint, wood
ABSIEE ER AR

Dimensions variable

RYAE



Adaptation - flower pot
(IErE - TE2)
2019

ABS mould, spray paint, wood
ABSIEEER K

Dimensions variable
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From dark to light
(HRemsEIFE)
2019

Acrylic, archival inkjet print on canvas
BREFS W AR B SR HT ENFR 2N
93 x78 cm




From dark to light
(HersRIye)
2019

Acrylic, archival inkjet print on canvas, plastic sheet, polyethylene foam
BRER WHR AR B EFTENTR 245 B AR > 255818
150 x 111 cm




Surface
(&m)
2019

Emulsion paint
IR

Dimensions variable
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Adaptation - Square pillar
(ErE - 515
2019

ABS mould, spray paint, wood
ABSIEEEZR AR

Dimensions variable
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From dark to light I

CIEEERIFE)
2019 .
! i~
Acrylic, archival inkjet print on canvas, plastic sheet, polyethylene foam p{. d I
BRI AR BT ENFR 4 BB R > 35 04R i g
93 x78 cm




From dark to light
(HersRIye)
2019

Acrylic, archival inkjet print on canvas
BREFR WA B EFTENFR 4R
130 x 111 cm




From dark to light
(HRemsEIFE)
2019

Acrylic, archival inkjet print on canvas, plastic sheet, polyethylene foam
YBRERS WOEARME 23T ENTR 4 » AR 855845
150 x 111 cm




Arrow
(ilzh)
2019

Adhesive stickers, road sign, G-clamps
FBRG BR AR GF 3R
Dia. 52 x 36 x 32.cm






Adaptation - Rectangular lotus pillar
(ERE - fE L)
2019

ABS mould, spray paint, wood
ABSIEEER AR
Dimensions variable
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Dust and trivial matters
EEIR BATHEE

Solo Exhibition AAEE

The Bunker, Beijing, China
PRI RS ZE

26.01.2019 - 29.03.2019



Carving a narrow space into an even smaller section, a sense of cleanness pervades,
attuned to the definition of its own periphery. Protection and limitation co-exist here
within the context of purification.

This is a workshop, an operating room, a production line. The gleam of metal signals to
the process of mass transformation beyond the ordinary objects; their dissected vestige
reconfigured and sealed in its own place. Here, the word “organize” connotes a sinister
intention, justified by the act of “cleaning”. Face to face with viewers as witnesses, at
the end of the path, is a reminder of our returns to things appearing other than as we
know them, nevertheless, they remain inconsequential.

AN ZEFE PR ER NN ERNER DRI N R R RS BRI -ERENFEGE TR
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Installation View
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Image courtesy of the artist and The Bunker
[Bl 7 MR R e R 2 1R 14
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Harbour Arts Sculpture Park
DR

Public sculpture project
NEMEBERE

Western Garden, Hong Kong
AR, &E

22.02.2018 - 11.04.2018



Harbour Arts Sculpture Park lights up with the artwork SBM{Z24% (2018) by exhibiting
artist Ko Sin Tung. The neon green installation in Western Garden projects the four
Chinese characters ‘Serene Green’ that translates to an environment surrounded
by greenery, serenity, natures overwhelming charm, and its indisputable beauty. Ko
presents a play on the conception and the irony embedded in the four words that
customarily accompany the advertisements for luxury real-estate, and in this case a
particular online advertisement of a flat located in Mid-levels West, Hong Kong. Delving
into Serene Green, Ko measures the power of the words that play a role of a crucial
element in determining the action of acquiring real estate in the present-day.

M ssE A Harbour Arts Sculpture ParkiB{Efaz—eHREBEMRSELEENCEWY
24%) (2018) AL BRI BN SIS TR 2R 4 | AP XF  BIsUBARIESER
B RE - AERBRANBRABHNBEERNELE ENFEERHREEENERES
Fo KE BRI F S EREERRER MEXRLHIEA—EMUNEFARF LA LR



Serene Green

(O
Installation view 2018
BERG r =
Neon, transformers
& 44
Image courtesy of Harbour Arts Sculpture Park. Photography by Caster Cheung FATIE, BERAS
214.8 x 516 cm B

[B 5 FBHarbour Arts Sculpture Park 214, Caster Cheung#ai
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Installation view
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Image courtesy of Harbour Arts Sculpture Park. Photography by Caster Cheung
[& R EiHarbour Arts Sculpture Park $#21it, Caster Cheungifig



Muse for a Mimeticist - Wang Wei and Ko Sin Tung
BEHFRENEN - THESHEE

Duo Exhibition # A &

Edouard Malingue Gallery, Shanghai
BESR, s

24.06.2017 - 20.08.2017

(®) Exhibition Documentation


https://edouardmalingue.com/video/ko-sin-tung-muse-for-a-mimeticist/
https://edouardmalingue.com/video/ko-sin-tung-muse-for-a-mimeticist/

As a conceptual tool devised for this exhibition, “Mimeticism” differs from Realism in
that, while the latter embraces countless possible definitions and means of realisation,
the former advances only along a narrow path. Mimeticism adheres to only one technical
standard: an enchanting realm of perfection towards which one approaches ever closer.

A well-known tale from antiquity recounts how Zeuxis and Parrhasius, two outstanding
Greek artists, decided one day to stage a contest to determine who was the greater
artist. Zeuxis first unveiled his painting of grapes, the exquisite likeness of which actually
fooled the birds. Thinking the grapes were real, they one by one swooped down to peck at
the painting. Zeuxis beamed triumphantly. Next came Parrhasius, who invited everyone
into his room where he had painted a large curtain on the wall. Caught unawares, Zeuxis
went in and asked, “Well, then, show me what you drew underneath?” As Zeuxis uttered
these words, the greater artist was determined. Zeuxis’ painting merely fooled the birds
whereas Parrhasius managed to deceive Zeuxis. This story informs us how the technical
criterion of “mimesis” is purely biological and not preoccupied with conceptual thought.

The exhibition proposes the following notion - that inspiration virtually always emerges
on the path towards Mimeticism and that one is fortunately allowed to stray from this
path. With this as the point of departure, Wang Wei and Ko Sin Tung’s oeuvres continually
demonstrate how inspiration is sparked by such deviations from Mimeticism. Naturally,
their work also frequently reveals all that is lovely and good-natured with Mimeticism.

For Wang Wei and his generation of Chinese artists, Realism is certainly not unfamiliar.
Wang Wei graduated from the Central Academy of Fine Arts in Beijing, the base of
Realist pedagogy in the New China, long dominated by Soviet-inspired Academic
Realism. The generation of artists prior to Wang Wei — the Chinese artists who rose
to prominence in the 1980s — had long parted ways with “Realism” (which to a great
degree was a version of Mimeticism) in order to free up the methodology in their
art and in their thinking. They engaged with new artistic forms such as abstract art,
installation, performance art, videos, texts, among others. In contrast, Wang Wei along
with his generation more consciously realise that while it was necessary to veer away
from Mimeticism, something else is now needed. Realist art pedagogy in China merely
stays at the level of technical training, without delving further into reality; meanwhile,
the intoxicating powers of Formalism (however contemporary it may be) are certainly
no less than those of Mimeticism. For Wang Wei, the most pressing task of art is to
return to Reality, but he is in no rush to discover new artistic forms. Instead, he seeks
to intervene into new social realities with the various languages of contemporary art.

Thus Wang Wei devotes himself to the observation of reality, continually probing the
cracks and edges of a commonsensical reality. He observes what is most ignored in
the landscape of the everyday and takes up the critical judgement of ordinary people
— a judgement derived from people’s most unadorned intuition in order to gradually
construct the countenance of a vast and complex world without any “centrisms” — a
world which we inhabit. Such is Wang Wei’s core subject — which incidentally is also the
particular characteristic of our age.



For this exhibition, Wang Wei takes on two particular forms of imagery: mirrorimages and
mosaics. The mirror image is, in fact, the ideal sought by Mimeticists, and additionally is
a common method in Realist art (one can observe how Realist masters from the Central
Academy of Fine Arts would paint a Realist oil painting full of complex mirror images,
justin order to vaunt their superior mastery of technique). Yet, Wang Wei’'s mirror images
have at least two distinctive aspects. First, he chooses not to reflect any “interesting”
scenes; instead, he often picks up on only one aspect from what the exhibition venue
looks like. Second, his mirror images are not mimetic; he merely produces a derivative
copy of a “real image” with cheap mosaics. His aim is to have people finally discover
that what the work reflects is the very space they are in, and thereby get them to pay
attention to and reflect on the space anew.

In contrast to Wang Wei, Ko Sin Tung did not receive a Realist art education. Yet Ko
Sin Tung, born and raised in Hong Kong, is equally concerned with how art deals
with reality, much like artists from her own generation and before. Such concerns —
in an environment like Hong Kong where art is continually hemmed in by commerce
and utilitarianism, and where social conditions have fluctuated over the long term —
most naturally appear especially pressing. Much like Wang Wei, Ko Sin Tung’s point
of departure is to observe the world around her. The imagery she employs comes for
the most part from everyday life, while the focal point she recounts happens to be the
inspirational revelation uncovered in a wide array of everyday appearances.

In this exhibition, Ko Sin Tung will produce a series of related works: she will paint on the
warning lights that ordinarily remind us to be aware of road safety the same “protective
colour” as on the walls, thus conferring to them an entirely opposite role. She will
also present a ready-made advertisement promoting work safety with superimposed
images of safety helmets and sunflowers, while the only thing connecting the two might
be the virtually identical yellow; the colour imparts the painting with an eerie harmony.
Additionally, she documents how traditional road lighting has switched to LED lighting.
In theory, with this half-sorrowful elimination of incandescent lighting, the new lights will
illuminate the streets all the more clearly — and hence more “mimetic”. Finally, on two
high-definition TV (HDTV) screens, which are utterly commonplace today, she plays
two videos about standard definition. This gesture, imbued with a sense of evolution,
very directly spells out the simple and satisfying strides onwards along the path of
Mimeticism.

Edouard Malingue Gallery (Shanghai) will open the dual exhibition “Muse for a Mimeticist
— Wang Wei and Ko Sin Tung”, providing the rare chance to connect two artists with
relatively different backgrounds: while both carry along and extend their creative
threads, they equally comment on and further each other’s practices.
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kers replaced the traditional high pressure sodium street lights with the new
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Sunflower and safety helmet
(KIFTEEIZ 2 18)
2017

Digital print
BESFTED
138.5 x 176.5 cm



The World of Yesterday
(FEE R )
2017

Double-channel video

LIRERR G

7 min 50 sec, HD, colour, no sound
7950 B e mE

Watch video R E1RSE
PW: EMGKST123


https://player.vimeo.com/external/251596744.sd.mp4?s=9cbc05db1ad3269c4f887ce28eeac8f55d597b6b&profile_id=164
https://player.vimeo.com/external/251596744.sd.mp4?s=9cbc05db1ad3269c4f887ce28eeac8f55d597b6b&profile_id=164
https://player.vimeo.com/external/251596744.sd.mp4?s=9cbc05db1ad3269c4f887ce28eeac8f55d597b6b&profile_id=164

For a wider view

(%7 BEFERIRE)
2017

Convex mirror, stainless steel structure
EAE T EiZ 4

Dimensions variable
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Crypsis
(fReEB)
2017

Warning light, nitrocellulose lacquer
ERIEHER
15.5 cm x 8 cm x 8 cm each / &



Breathing Space: Contemporary Art From Hong Kong

Group Exhibition /&

Asia Society Hong Kong Center, Hong Kong
DR EEERLEE

12.03.2017 - 13.08.2017



‘Breathing Space: Contemporary Art from Hong Kong’, a group exhibition of eleven
Hong Kong artists working across a range of mediums, split into two sections. The work
took place both inside and outside of the gallery building with the interior pieces aiming
to challenge aspects of urban living in the city and the outdoor area consisting of new
commissions that strive to overcome these boundaries and responding to potential
solutions.

=eEFEESHER(GRSE[ FEENRME) BED AWM D BF+—(UEBEMR
RARGENEIF-REFmESEEYNRIN Z/ IR ITHBHNEREFER FINEM
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Every Unit
(B—EEN)
2017

LED monitor, single-channel video (7 min 18 sec, HD, colour, stereo), iron holder, headphone, marble
LED BEmas E3EiR (7 0 18 1, &%, B8, U)X -EN-En

Dimensions variable

RIFE

Watch video

HEE
PW: EMGKST123



https://player.vimeo.com/external/339504589.sd.mp4?s=442d49cc4f9653fc1161bef23bb0c66e18ce1f14&profile_id=165
https://player.vimeo.com/external/339504589.sd.mp4?s=442d49cc4f9653fc1161bef23bb0c66e18ce1f14&profile_id=165
https://player.vimeo.com/external/339504589.sd.mp4?s=442d49cc4f9653fc1161bef23bb0c66e18ce1f14&profile_id=165
https://player.vimeo.com/external/339504589.sd.mp4?s=442d49cc4f9653fc1161bef23bb0c66e18ce1f14&profile_id=165

Every Unit
(E—EELD
2017

LED monitor, single-channel video (7 min 18 sec, HD, colour, stereo), iron holder, headphone, marble
LED Fames E4atRR (7 7 18 ¥, &%, ¥ &, ILies) #R -Hi 2R

Dimensions variable
RIARE



Every Unit
(E—EELD
2017

LED monitor, single-channel video (7 min 18 sec, HD, colour, stereo), iron holder, headphone, marble

LED F&/nés B488R% (7 99 18 7, &34,

¥, LR SR -EH TR

Dimensions variable
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FORM SIMULTANEITY
[E72 211

Duo Exhibition # A&

100 ft Park, Hong Kong
BRRE &

29.09.2016 - 30.10.2016



Installation View
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Standing (in the old ways)
CAEFS k)
3 2016

Qil on offset prints, 6ffs'et prints, tarpaulin, fabric adhesive tape
SHF BN Rl B2 3R ~ B 2K IR 45 ~ 7R AR

~ Dimensions variable
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Absent store

TRENE
Solo Exhibition A BE

Holy Motors, Hong Kong
Holy Motors» &%

10.06.2016 - 30.06.2016



Not really closed, yet not open. A paradoxical situation captures the overbearing attitude AEZEAM BT ARER BEFENRIREEEE—HRNRIEEE -E2ERLITERN
of spectacle. This is a space with an imposing existence: while other shops are closed, TH ERERELNE LD ENMEREEEEF RERANTURE ZEIBRHEEBNER

it continues through the night. Questioning value with nothing to sell. Out of this void, E—REENRET BHEFEEE-
we persist.
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underground construction: failed

WMETIIEARASHE
Solo Exhibition A AR E

Edouard Malingue Gallery, Hong Kong

08.10.2015 - 26.11.2015



Beams of artificial fluorescent light, pixelated images of gray-scale sunrises, assembled
screens of ad hoc roadside footage - these are but some of the elements in Ko Sin
Tung’s visual dialogue with underground zones of construction; those hidden major
developments that are hinted at above earth yet not revealed till upon completion.
Edouard Malingue Gallery is pleased to present the first major solo exhibition of Ko Sin
Tung (b.1987), an emerging Hong Kong artist and graduate from the Department of Fine
Arts at The Chinese University of Hong Kong, who is concerned with the private states
of living and investigates, through a myriad of mediums and materials, the psychological
influences objects as well as environments project, and the idiosyncratic functions they
are channeled to fulfill from the domestic to the urban.

For ‘underground construction: failed’ Ko Sin Tung develops from her consideration
of domestic spaces to seemingly more public quarters - the future high-speed railway
connecting Hong Kong to Mainland China near West Kowloon - and investigates, on
a personal level, the reverberations of this concrete issue, dissecting its consequent
yet currently secretive impact on social relations. At the entrance to the gallery the
visitor encounters an archway; as if entering a domestic lair, the outline of an ordinary
plastic carpet lies on the floor in front of the entrance - the remnant of the semi-circular
shape of commonplace doormats. On the side wall hangs a small image of the Austin
construction zone, covered in undulated shards of blue plastic - at once a hint of the
exhibition beyond the gateway and a welcome sign, the curved shape echoing that
of a rainbow and alluding to the hopes as well as aspirations of the infrastructural
development.

Through the portal, one enters the exhibition space, lit solely by a series of fluorescent
beams and the light emanating from a collection of stacked TV screens. As if entering
the construction site itself, Ko Sin Tung creates an immersive environment for the
examination of the very setting she is herself investigating. The visitor first encounters
a sculptural installation displaying moving image sequences; a development on her
previous piece ‘Steady ground’ (2014), presenting a set of screens that individually
capture roadside footage, shot using an unstable handheld camera. Beyond these, one
is lured to a series of gray scale images showing cropped photographs of indistinct
sunrises. Aggrandised and pixelated, the counterintuitive scenes appear increasingly
blurred upon approach and simulate zones of light at the end of a lengthy tunnel, finely
computerised lines emanating from each corner narrowing on the circular spot.

Atypically stripped of colour, each anomalous sunrise is lit by various artificial fluorescent
beams, the lighting of the underground coming into conflict with the specifically over-
ground and supposedly dreamy settings. Passed this panoramic display, the visitor is
faced with a film and setting that ties the lighting and context together. Projected onto
the leftmost wall, two hands are shown holding a fluorescent beam - identical to the
ones lighting the exhibition space - then letting them go, the immediate release solely
being captured allowing your mind to compute the imminent fall; those that survived,
now lighting the room.

It is thus revealed that these lights - their properties, continuance and use - are the
defining elements of the exhibition and follow from Sin Tung’s previous investigation of
light. Here, Sin Tung continues to consider its physical and psychological implications
in an industrial setting. More crucially though, she uses light to build a parallel with the
characteristics of construction: how a site, non-visible to passersby, provides promises
and illusions, whilst at the same time being a very fragile concept, one that can shatter
when reality becomes clear. This state of friability is echoed throughout the exhibition
via Sin Tung’s systematic methods of destruction and examination, processes that aim
to reveal how vulnerable an image/an object, and so an individual, is. Senses of personal
dissatisfaction and frustration are ultimately echoed by the term “failed” in the exhibition
title, a term that equally refers to the expectations that have failed to be fulfilled for a
better society and living environment.
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Welcoming curves
(ERimAyINED
2015

Electrical tape, archival inkjet print, plastic carpet
BARRB R AR TR =T EN B 1th B8
13 x 23 cm, 58 x 86 cm



EXPRESS
(tREE)
2015

Acrylic, washi tape on archival inkjet print
BB MARBT WO AR IE 4T ED
79 x93 cm



EXPRESS
(REED
2015

Acrylic, washi tape on archival inkjet print
BB MAR BT R AR B 24T ED
79 x84 cm



EXPRESS
(IRE)
2015

Washi tape on archival inkjet print
FNARRZ TS U R AR B 2R $TED
457 x 45.7 cm



Steady Ground
(FRERYHED
2015

HD videos, CRT monitors
=AM CRTEERSY
Dimensions variable
RIARE



Steady Ground
(FRERIHNE)
2015

HD videos, CRT monitors
= AR CRTEERSS
Dimensions variable
RIFE



The sun is not here (1)
(KBEAREEE (1))
2015

Archival inkjet print
Wi AR B EE T ED
114 x 160 cm
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The sun is not here (2)
(KBAREEE (2))
2015

Archival inkjet print
Wl AR TE 2R T ED
108 x 141 cm



The sun is not here (3)
(KPEAREEE (3))
2015

Archival inkjet print
Wi AR B EE 4T ED
88 x 114 cm



The sun is not here (4)
(KPBEAEEE (4))
2015

Archival inkjet print
Wi AR IS EE T ED
128 x 184 cm



The sun is not here (5)
(KIEAREEE (5))
2015

Archival inkjet print
Wi AR B EE T ED
119 x 161 cm






The sun is not here (6)
(KBAREEE (6))
2015

Archival inkjet print
Wi AR B ST ED
95 x 128 cm



The sun is not here (8)
(KBBEAREEE (8))
2015

Archival inkjet print
WL 4R MBS 4T ED
82 x 116 cm



24 tubes
(4 EF)
2015

HD video(11min 12sec, colour, mute), fluorescent lamps with water-
proof cases, fluorescent tubes’ paper sleeves, stainless steel bin
EATRERMA12F) e BE) VB BKEE LERE TR
Dimensions variable

RIF &

Watch video
HRERE
PW: EMGKST123


https://player.vimeo.com/external/146983225.sd.mp4?s=c22c5aca61cee3f8074593828d59e65633b68464&profile_id=112
https://player.vimeo.com/external/146983225.sd.mp4?s=c22c5aca61cee3f8074593828d59e65633b68464&profile_id=112
https://player.vimeo.com/external/146983225.sd.mp4?s=c22c5aca61cee3f8074593828d59e65633b68464&profile_id=112

24 tubes
(24 EF)
2015

HD video(11min 12sec, colour, mute), fluorescent lamps with water-
proof cases, fluorescent tubes’ paper sleeves, stainless steel bin
mankER(Ma128) 6 B\E) ~EXE - BKIEE L ERE TR
Dimensions variable
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Ko Sin Tung: A light in the void
text by Ying Tan, October 2015

The relationship between vision and experience has a longstanding history;
not just in realms of visual art but in music, philosophy, neuroscience,
literature, and beyond. Albert Camus touches on this in The Myth of
Sisyphus (1942) as he talks about the notion of ‘colouring the void'’. Also in
Wassily Kandinsky’s Der Gelbe Klang (The Yellow Sound, 1912), a one act
stage composition where he constructs harmony in a kinetic performance
consisting of six ‘pictures’ using colour notations for stage direction.

In /kon of Light, written in 1983, contemporary British composer Sir John
Tavener articulated the duality of absence and fullness of light in music; the
composition itself was inspired by Saint Simeon, a Byzantine monk who wrote
a well-known hymn describing his visions of divine light in the early 11th century.

A deeply moving piece of music, Tavener’s work is an expression of light in
sound: light as both a physical illumination and a spiritual shining forth. This
dichotomy is made clear as the music is composed in seven corresponding
sections, sung in Greek, the first entitled Phos (light) and last Epiphania
(epiphany, an insight shining forth). Through the use of techniques in layering
repetition and counterpoint, Tavener is able to accentuate the effect of light
building in intensity. At the centre of the work, the overall composition heightens
and the music materialises and almost shimmers through the ear. As the
string instruments and choir augment the layers of light, purposeful elements
of silence composed between the verses becomes increasingly significant.
Within these moments of greatest intensity he juxtaposes precisely indicated
silences in the music. The moments devoid of sound become as important as
the composition itself. The complexity in achieving such simplistic couplings
of harmony and silence to describe light is astonishing. In the late composer’s
own words: “Once the music leaves my study, the best that | can hope for is
that it communicates at a deeper level than just ‘like’ or ‘dislike’— not through

[1] Tavener, John, Mother Thekla, and lvan Moody. 1994. lkons: Meditations in Words and Music. London:
Harper Collins.



The analogy Tavener attempts to impart is an interpretation of Saint Simeon’s
writing, which speaks of the concept of ‘uncreated light’, a term that refers
to the uncreated energies of God, and which is neither a physical light nor
a purely metaphorical light. Tavener tries to sonically retell this complex and
paradoxical ethereality of light within the multiple layers of the composition - a
light that is, in reality, inexpressible.

Almost 30 years later, in 2014, Ko Sin Tung produces “Collecting Light”,
a series of painted, archival inkjet prints depicting tightly cropped images
of windows found online, enlarged to the point of pixilation. In an interview
describing her work, Ko says this series was a direct response to the house
rental advertisement term tsai guang (translated literally as ‘pick light’), a very
common term in Taiwan to describe the conditions of how natural light would
fill an interior space. She went on further to elaborate: “If the role of a window
is to bring light into a space, then | wish to take on the role of the window,
collecting light through my actions. These lights coming through the windows
do not appear real.in any of the specific images I've chosen and even look a bit
surreal, visually.”[ ]

She accomplishes this by applying white paint on the prints and manipulating
the images of pixelated light, accentuating the luminescence that was subdued
by the printing process. The resulting effect, a beaming, illuminated white-
ness, seems to match our existing preconceptions of what the colour of light
would look like. In reality, science tells us that light actually exists completely
independently of this.

Whether in experimental theatre, classical choral composition or contemporary
Hong Kong, a desire to express the indescribable is attempted decades apart
through mediums that on the surface could not be more different: the use of
a string orchestra with accompanying choir and acrylic, archival inkjet print
on canvas. A need to capture the ephemerality nature of light undoubtedly
surpasses the passage of time.

In a group exhibition called ‘Invisible Light’ in 2015 at Edouard Malingue Gallery
in Hong Kong, the first wall that you encountered upon stepping into the gallery
is where | found Ko’s “Collecting Light” series. Hung in a deliberate, haphazard
formation, the prints evoke the familiar facade of Hong Kong’s urban, dense
residential buildings, highlighting the sense of alienation that often pervades
inhabitants of such dwellings - an issue that is in no way specific to only Hong
Kong. Estate agents and city councils in the UK take all kinds of liberties, too.
It leads us to question whether our right to light is, or should be intrinsic and
inalienable? Or can it be given a value to exchange to the highest bidder? It

[2] Collector of Light, interview with Esther Lu, 2014

More recently, her first solo exhibition at Edouard Malingue Gallery entitled
“underground construction: failed” also deals with urban development and
public space. The title of the exhibition itself refers to the Hong Kong to
Guangzhou express rail link (XRL). A high-speed railway line, which was due
to be inaugurated in phases between 2011 and 2017 (now delayed until late
2018). When realised, this link will connect Bei-jing with Hong Kong (Kowloon)
via Guangzhou and Shenzhen. The first phase, Shenzhen to Guangzhou,
commenced operation in December 2011. The final phase, which connects
Shenzhen to Hong Kong (Kowloon), is the subject of the works in this show.

At the entrance to the gallery the visitor comes across an archway, as if to
signal that we are entering into a domestic space. Upon the threshold there is
the outline of an ordinary plastic blue doormat, which lies on the floor in front
of the entrance. What is left lying before us is a mat with a semi-circular shape
cut out of an otherwise commonly found hallway carpet. The first omen of what
lies ahead.

Upon stepping inside, we find panels that show what the Hong
Kong to Guangzhou express rail link has promised - computer-
generated, idealised scenes of the completed West Kowloon
terminal that Ko photographed outside one of the construction sites.

A bit further into the tunnel-like space there is a group of box TV monitors
that sit on top of each other. They are showing a reworking of her 2014 video
Steady Ground. The camera captures random objects sitting at an angle on
the street, and then the screen rotates, making the objects themselves upright
but everything else unsteady: another indication that a sense of disorientation
is to ensue.

Oppositethecluster of TVsthereisarow of large, black-and-white reproductions
of Internet photos capturing the sun rising above a sea. Entitled The Sun is Not
Here, these are electronically doctored images - Ko has removed the original
colours and drawn a long, thin “X” over each of them. From afar they almost
look peaceful, idealistic, a sunset that one imagines would await us throughout
a relaxing holiday abroad, perhaps. Instead of the kaleidoscopic colours often
found with such a vista, these images are in gray scale and are set against a
darkened seascape. A gloomy light at the end of the tunnel? In any case, Ko's
digital manipulations invalidates any sense of the hope and anticipation that a
new sunrise would normally bring. A darker note unfolds.

We then finally come to a large projection screen which shows an 11-minute
video of a pair of hands cladded in work gloves casually dropping a total of



This composition ends with a permeating sense of pessimism. One is reminded
at each juncture that the $85 billion Hong Kong Dollar undertaking of the high-
speed express line is a complete and utter failure. Each of these works, like
movements in Tavener’s composition, does not candidly hammer this idea
home. Instead, Ko focuses on the subtle, nuanced emotional impact on the
issues of this public project. The audience is reminded of the emptiness that we
first encounter when we decided to step across the threshold in the beginning
of this exhibition. A metaphorical emptiness of a promise at the end of the
tunnel is echoed by the very action of what brought us inside.

Empty promises and window dressing; an abuse of our hopes for a brighter
future - like the ones which are encased in the white windows of Ko’'s past
work Collecting Light. In this case, a railway, which is great on the surface but
in actuality is destroying a whole society’s capacity to hope.

In a recent interview with the South China Morning Post, Ko elaborates: “I
travel by bus from my studio in Fo Tan to Jordan regularly and the route takes
me right past the construction site near Austin Station. It is immense, but the
progress is very slow. Like everyone else in Hong Kong, | am aware of the news
flow regarding the delays, but the driving force behind this exhibition is how
changes in the city affect the personal. What | see from the bus puts pressure
on me and affects my view of Hong Kong’s future,” she says.

When asked if she considers herself a ‘political artist’, she replies: “The
inspiration for my work, or | would say, the things that influenced me the
most, are always from the city and through the ways in which we live in this
environment. No doubt when we talk about development and the use of land it
must be related to certain political decisions. But then, it’s not difficult to find
that most of the works have their political linkages, especially when they are
produced under Hong Kong’s current social and political background. So | think
this kind of label is slightly impractical, and may somehow even have negative
effects for an artist. It is all too easy to overestimate the real effectiveness of a
particular work as a tangible form of resistance.”

Often reflected in the public media as well, there is a default urge to
compartmentalise works as ‘political’ in order to use it for their own ends. As
curators, we too love to codify things with a label, most of the time to help us
give context to something or to frame it within a specific set of ideas. What
Tavener’s composition and Ko’s exhibition both point out though is to look at
the work as a whole - does it then say something greater than the sum of its
parts? If so, the use of us attributing specific terms such as ‘religious music’
or ‘political artist’ becomes defunct and in certain ways is slightly unhelpful.

considering the current subject matter. And the same probably could be said of
Tavener - where does the religious element end and where does the abstract
concept of transforming light into sound begin?

As | think about these questions | find myself inadvertently staring out of a
window. An action that has come full circle it seems when considering Ko's
earlier works. What | value the most is that her works have given me an
imperative for space in which empathy can exist. A space that is neither
metaphorical nor physical, but just simply, ‘there’. A call to the human condition
perhaps, something that possibly we all long for; even at the present moment,
surely our thirst for such an indescribable space has not waned.

Tavener, John, Mother Thekla, and lvan Moody. 1994. Ikons: Meditations in Words and Music. London: Harper
Collins.
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Never odd or eveN
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Group Exhibition /&

Taipei Artist Village, Taipei, Taiwan
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Edouard Malingue Gallery is pleased to present, ‘Never odd or eveN’, a group exhibition
project supported by the Ministry of Culture, Taiwan and the Taipei Artist Village, curated
by Esther Lu, curator of the Taiwanese Pavilion at the 55th Venice Biennale. Featuring
work by Benoit Broisat, Yu-Cheng Chou, Tyler Coburn, Chitti Kasemkitvatana and Ko Sin
Tung, the project examines the relational aesthetics between exhibition norms, as well
as cultures and artistic practices. Extending the experience of the exhibition beyond
the physical display space, the project will manifest itself in multiple forms, including
that of printed material as a paper exhibition in the Taiwanese art magazine Not Today
and a series of published artist interviews.

“How to unfold our minds and perceptions so that we may hear the landscape that we do
not see is an endeavor and dream that dances with the question of sensibility—mysteries
are not in things but rippling from artists’ actions and our ceaseless conspiracy.

The exhibition premise departs from artists’ peculiar actions and sensitivities vis a vis
conceptualizing artistic ideas and expressions with their own formal grammars so as
to speculate and investigate social relations and agencies. Their actions do not seek
representation but rather create agents and sources of evidence that allow us to
mobilize ourselves again in reality. In order to read aesthetics informed by the seamless
conversations and compositions they initiate, and to connect knowledge, imagery and
narration against institutional power and violence, this exhibition proposes to study
artists’ action forms and provide ways of seeing contemporary art beyond visibility and
display—that is, in multiple layers and dimensions in order to indicate various realms for
aesthetic understanding as well as continuity that take the form of lives.

In our post-Duchamp age of media society, we are driven by new quests to understand
and rediscover the meaning, presentation and possibility of the art object—material or
not, and functioning in complex social fabrics beyond the act of registering new artistic
concepts. Correspondingly, the exhibition as a form for art presentation faces new
challenges and seeks to access and generate active communication between different
systems, institutions, ideologies and realities. The project title Never odd or eveN points
to the spectrum between integers in mathematics, or any complete entity in a literal
approach, suggesting an unbound space to discover new relations and activations. As
a palindrome, it provides a passage for travel and return, while the exhibition itself acts
as an aesthetic vehicle for presenting projects in the juxtaposed structure of a parallax,
illustrating the rendezvous between art and life on the same platform, or via multiple
perspectives, directed by the audience. It is a contemplative medium for meeting more
ends or beginnings. It shows how form exercises affection and how we are affected to
act and run in a contemporary temporality.”

- Esther Lu
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Collecting light : No. 180, Sanyuan Street (Room 1)
(BREAR - =7ci1805k (BR)
2014

Acrylic, archival inkjet print on canvas
BREF W AR IE R TENFR 2R
77 x112cm



Collecting light : Lane 124, Siwei Road (Room 1)
(RELAT - UAEER1248 (BRI))
2014

Acrylic, archival inkjet print on canvas
BRBF WHEARIE R TENTR 2R
60 x 88 cm



Collecting light : Lane 124, Siwei Road (Living room)
FREEJLAR : LU#EES124E (B/5E)
2014

Acrylic, archival inkjet print on canvas
BRF B AR TR TENR AR
126 x 126 cm

Collecting light : Sec. 2, Xinhai Road (Living room)
(GREN G FZR_E (BEB))
2014

Archival inkjet print on canvas
BREF WG AR PRSI TENR 2N
92 x 80 cm



Collecting light : Sec. 2, Xinhai Road (Room 1)
(ERENAR  FZEE T (BRI
2014

Acrylic, archival inkjet print on canvas
BRBR WL AR IE T ENFR 45
65 x 100 cm



Collecting light : Lane 124, Siwei Road (Room 2)
(EREESLAR  TU4ERR124% (BfE2))
2014

Acrylic, archival inkjet print on canvas
BRI AR E EFTENFR 4R
78 x141cm
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The Light Collector: an interview with Ko Sin

Tung
by Esther Lu, October 2014

- What is it that makes today’s home so modern and so appealing?

Your work seems to oftenrespond to asense of alienationin modern
life and the virtual world of imagery, and therefore traces lots of
everyday life experiences and common visual codes. Certainly
the mundane is a great part of human existence and reality—| am
interested in learning how you usually decide your artistic position
of dwelling in your everyday life, and how it addresses, for you, the
relation between art and life. Do you feel it is influenced or inspired
by the particular living conditions in Hong Kong?

There are many things concerning Hong Kong, in terms of its living
environment and condition. Perhaps | should say that it is rather
hard for me to overlook them. In a way, they appear more like
sorts of interference, and | am affected passively. They are usually
artificial things, and | am interested in what human beings make
for themselves. Some of my previous projects include noticeable
elements of the city, such as direction signs, floor panels for fixing
pedestals, and all these highly visible components in the public
space. But my last exhibition takes a more indirect approach of
reflecting the outside world and the urban landscape through just
an individual’s personal life and living condition.

Actually, | haven’t really thought if everyday life is the direction of
my artistic development. To me, it is just a very natural reflection,
since these things are my concerns, and have impacts on my
thoughts. It has thus become very natural that my projects should
reflect them.

| think it says a lot if you start to feel that your artistic practice is
very natural for you in your everyday life. Have you always kept
such a relaxed and free attitude in relation to your practice? Can
you please tell us a bit about your art education and your related
background and experiences? Has there been any critical moment
or turning point that has kept you working in art?

Ko
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No, actually, | wouldn’'t say that | am already that comfortable with
my practice. Pretty often | feel like I'm struggling with uncertainties.
| need a certain context and condition to work and | have been
looking for balance to keep my practice at a steady pace.

| would say my art education began with my time at university. In
the first two years | was exploring and trying out different media,
subjects and disciplines. It was a very open program, and we were
allowed to do whatever we liked. Therefore, | took my time to work
out my own direction, and gradually got to discover more about my
own interests and direction in the junior year. During this period,
| didn’t really know what | was supposed to do, but | got into this
habit of staying around in my department. When I try to reflect upon
that now, it seems to be an important point that how | invested my
time actually helped a lot in my artistic development—it became a
habit and then an essential part of my everyday life. Maybe that’s
why | can still keep doing art.

What is collecting light for you? What is light to you?

“Collecting light” is my direct response to the house rental
advertisement term tsai guang (pick light). It is a very common
term in Taiwan but | had never heard of this term until doing my
field research in July. It's very easy to understand its meaning and
it reminds me again of some of the important things in life. Usually
it is applied to describe the conditions of a physically real space
to indicate whether there is enough natural light filling the interior
space. Nevertheless, | wish to transform it into an art action. If the
existence of a window is to bring more light into a space, then | wish
to take the role of a window, collecting light through my actions.
On the surface of a printed image, these white shapes indicate a
shining status, which could be considered “light” and “non-light” at
the same time. Based on our knowledge and experience of light,
we recognize these white parts as light. But they do not have any
qualities or attributes of light anymore and therefore it is “non-
light” at the same time.

This is fascinating to think about the concept of “non-light”
as you coin it here. What does it really mean to you, apart from
artificial light? What about all the other forms of light that have
been described in mythology and fables—or matter that can be
perceived other than through our retinas? What kind of metaphor
does it stand for to you? Furthermore, what is the role of collecting
light for you in this project, and what actions are you undertaking
to achieve it?

| describe these white, shining parts on the prints as “non-light”
to describe those visual qualities that they do not possess in
comparison to light. They are not light since they are stripped and
have only an empty
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body, a sort of surface, and cannot have any sensible attribute of
light. It is like the question Joseph Kosuth’s One and Three Chairs
also asks. The artificial light you mention is another integrated
definition of my “light” and “non-light”.

These lights coming through the windows do not appear real in
any of these chosen images and even look a bit surreal, visually.
This is because when the camera captured the light, the contrast
between the interior space and the outdoor space was too high
in its brightness. So it was actually a kind of photographic effect.
Such altercation in light is very interesting to me, and surprisingly,
this specific effect seems to match our imagination of light as a
pure and ultimate white. In reality, light seems to be attached to
all kinds of things on the surface and lacks an independent status.
However, this particular effect seems to detach and release
light from other things, and eventually it has its own individual
expression.

Since light is abstract, it is actually open to endless plastic art
possibilities for fulfilling different imaginations. These white figures
on print actually provide me with some positive associations with
holy light, entrances, hope, etc., and | think they have a very delicate
relationship with how people project their own expectations for
their new homes—and windows play a critical role here. Therefore,
the whole ’light collecting’ action becomes a necessary pursuit. It
is more than a criterion for interior space; it is also a desire for a
quality of life. | choose images from the local house rental websites,
particularly those places | couldn’t have visited in person. Maybe
this indirect approach with these unreachable spaces, and the
failed visiting experience, also express the distance and reality
between Hong Kong and Taiwan.

You have continued with the theme of living space in quite a few
projects. Your solo show that took place earlier this year was also
developed around this subject. Can you please tell us why you are
so interested in this particular theme, and what is your concern
with it? You employ internet-sourced images a lot and print
them, making them your painting foundation. Transferred from
the virtual space, all the related attributes such as planes, figure,
light, color, texture and so on are flattened and even decreased
dramatically in their resolution through such enlargement. These
images lose their representation meanings and authenticity. How
do you reinterpret these images, and why are you so obsessed
with internet imagery? Well, let me put it directly, why are these
bad images so appealing to you? What’s the border or difference
between physical reality and virtual space to you?

In the beginning, | paid more attention to the issues surrounding
public space. For example, how urban development and the
changes of land-use have created such violence so as to destroy
our sense of belonging

Lu

in public space. The consequence has been that individual
perception of owned space has diminished, and everyone can only
exercise their control and power within their own living space. So,
my projects do not only address private living conditions—they also
correspond to exterior conditions, observations and imaginations.
On the surface, it seems as if we find comfort in doing home
decoration and making arrangements in order to organize our
hopes for life. Nevertheless, | am suspicious of whether we can
really keep a personal space, and am concerned with whether
or not we even have the basis for such imagination. But well, this
new project actually focuses more on the local condition | have
encountered due to the differences of geography.

My intention with the application of internet images or other
materials is to understand and manifest perspectives of others. |
can see other people’s thoughts and ideas for living on the internet.
My intervention also registers my participation and audiences can
read me through this.

In a way, we can acquire high definition computer images using
advanced technology, and images are so convincing that people
think they can just about to touch reality. With imagery evidence,
we establish a rather certain reference system for how reality
should look like, but it is still different. This experience has had a
great impact on me. When we think that images can reflect reality
and one has curiosity to acquire more knowledge from the images
by enlarging them, we do not get more but actually less. What'’s
even worse is that the figures are blurred, and we can only see
pixels with lots of different colors. The foggy effect eventually
reminds us of the separation between image and reality. The
unfulfilled expectation and objective creates a strong sense of
loss. Since the image now becomes a still picture, and everything
stays inside this frame instead of flashing windows on the monitor,
the audience can start to imagine new things from the image and
project different emotions. With this pure visual reference, we can
approach, recognize and indulge ourselves with our imagination.
We can retrace imagery but not reality. Unless we control our
desires, our imagination can only go deeper.

| am not sure if my interest in these bad images comes from these
negative experiences. It addresses a kind of loss, and | can see
the problems within the loss and the difference that separate us
from our ideal life. Apart from that, perhaps | just want to fight
against high definition imagery. In fact, reality manifests itself
clearly already. The blurred images perhaps are closer to things
like memory and fantasy, which offer more interesting ideas.

You mentioned earlier that you transform windows’ function of
collecting light into an action. | think this action is a piercing force
of continuation, instead of a passive reception of light. It actively
connects imagination, searching, sites of photograph taking,
media interface, digital image pr-
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oduction and traditional painting, etc. If there is aline to depict such
light traffic, then this line actually crosses many visual dimensions
with multiple altering engineering processes to present a new
desire. | think these abstract images in your work seem to remind
us of the nature of image production, but at the same time it seems
to not deal with the subject of image at all. Could you please tell
us the meaning of your action through this abstract expression?

The project has developed through a complicated process, but it
is actually a simple concept. | would like to emphasize again that
my intents are inspired by the abstract existence of white color in
an image. They are very appealing to me as the heart of the entire
image. | can’'t imagine how different these interior spaces would
be if light were extracted from these images. More than a visual
presence, they step into the realm of my imagination and affection,
and call for my response. It is a series of progress.

| was probably just being silly commenting on your approach as
a progressive rethinking of Impressionism when | first knew what
you wanted to develop in our exhibition. The aim of capturing a
transformed reality that is fragmented by the condition of perceived
light, or the shining images from the world of the internet reminded
me of early modern art history, especially how the concept of light
has a new twist here. How did you take my reaction at the time, if
| may ask?

| have not thought about this before... but | can see the time lapse. It
seems we still keep a passionate pursuit for light, the significance
of which cannot be diminished in time with technological
developments. My work reveals the framework and difficulty of
this pursuit under particular social circumstances. Moreover,
Impressionist paintings capture the flickering changes of light.
Although the paintings are composed by many small dots, they try
to achieve a complete canvas as a result. My work is more like a
collage of reality. They are fragmented in the process as well as in
their resulting status.
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Modern home collection - 19, 20, 21, 22, 23 (silver series)
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Archival inkjet prints with aluminium alloy frames, synthetic fiber carpet
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Invisible Light, Edouard Malingue Gallery, Hong Kong
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Jigsaw puzzle with wooden frame
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Electrical tape, archival inkjet print on canvas
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Marker ink on noctilucent wallpaper
EREERKRINAGHE
76.5x76.5cm



White stones
(RErE)
2014
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As white as you can 3
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Acrylic on archival inkjet prints
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