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INTRODUCTION

Bornin1987in Yunyang, Chongqing, Tao Hui graduated from the Oil Painting Department of Sichuan
Fine Arts Institute in 2010 and now lives and works in Beijing. For over a decade, Tao Hui has created
a series of highly affecting artworks, drawing extensively on personal memory, visual experience,
and popular cultural imagery, and is recognised internationally for films and video installations that
combine touching narratives with poetic images. Closely studying and representing movements
that transcend geographical, cultural and identity boundaries, Tao Hui in recent years began
tackling subjects such as the confrontational relationship between society and the individual, as
well as the disavowed reality of marginalized communities.

Early single-channel video “Mongolism” (2010) combines Tao Hui’s interest in the aesthetic of
Chinese television with his exploration of identity politics. Appropriating elements from traditional
art and culture, the work presents a nomadic dilemma, a double bind between the impossibility
of returning to a magical, pre-secular world, and the reluctance to go further into a modern one.
At over 31 minutes in length — one of Tao Hui’'s longest works to date — the work evokes 1990s
Chinese television melodramas with its unusual characters narrating stories of transmutation,
disguise,and arrested personal developments. Chapterswithinthe work are named after Mongolian
philosophical concepts, such as “wuhagan”

(enlightenment), “yos” (reason) and “itgel” (trust); and one of the crucial figures of Tao Hui’s oeuvre,
the goddess-wanderer, also makes its first appearance in Mongolism, setting the stage for major
works to come.

In“TalkingaboutBody” (2013), Tao Huihimself playsamajorrole —theurgency of playingorbecoming
someone else begins to emerge — as a young Islamic woman facing an eager, suspicious crowd,
analysing her own body from a purely genetic perspective: “I give up all of my prejudice and create
my body by natural facts. | just belong to the soil.” The cramped, confrontational scene; the long take
that lasts for almost 4 minutes; and the uninterrupted monologue all reflect the experimental nature
of Tao Hui's art at this stage. “Acting Lesson” (2014) is a filming session structured as a metadrama,
or a play within a play: the subjects are at once the actors in training, the director who embodies
didacticism, as well as the filming crew that represents a complex, invisible behind-the-scenes
organisation. Revealing the chaos and order of behind-the-scenes operations, the structure of this
film is later expanded in immersive environments such as “The Night of Peacemaking” (2022).

In 2014, Tao Hui completes the video work that marks his maturation in style: The Dusk of Tehran.
Filmedinlran, this concise work lasts just four minutes. Itis once again amonologue, but this time by
alocal actress; she re-enacts an on-stage conversation the legendary Hong Kong singer Anita Mui
had with her audience in a farewell concert a month before her death. The video takes place entirely
in a moving taxi; the elegant, glamorous and lonely actress, enveloped in a white wedding gown, is
well aware that she is dying, talking calmly to the driver about love, marriage and life, manifesting
in the seemingly casual exchange intense, struggling emotions. In a strange yet truthful way, the
artist, Anita Mui, and the Iranian actress become one in the figure of the goddess-wanderer, making
the short video remarkably mesmerising, telling in an unforgettable way the conundrums shared by
people across different cultures, regions — Tehran, Hong Kong, or Yunyang — and identities.

The major exhibition New Directions: Tao Hui held at UCCA Center for Contemporary Art in Beijing
in 2015 further established Tao Hui's eminent position in the post-1980 generation. Debuting
“One Figure and Seven Materials” (2015) and “Superfluous” (2015), the exhibition demonstrated
comprehensively the artist’s interestin configuring complex video installations. Incorporating multi-
channel videos as well as sculptural, interactive, and atmospheric sound elements, the two pieces
testify to the remarkable development of Tao Hui’s art over a short period of time, and underscore
the artist’s response to key questions in the history of video art.

After participating in the 11th Shanghai Biennale in 2016 with “Joint Images” (2016), a video that
positively confuses performance and reality, television history and social norms, Tao Hui created
the nine-channel video installation “Hello, Finale!” (2017) for the finalist exhibition of the 2017
HUGO BOSS Asia Art Award for Emerging Artist. Filmed in Kyoto, Hello, Finale! is a matrix of nine
independent short films orderly installed within the exhibition space, weaving an intertextual
relationship between the scenarios. The artist’s scripts make space for the characters to, over the
phone, express themselves in partial conversations that cancel reciprocity. The video installation
appropriates the aesthetic of popular Japanese television dramas (which is largely different from
its Chinese counterpart), but the stories are all derived from Chinese social news and the artist’s
personal experiences. Through this spectacular large-scale work, Tao Hui developed the web-like
narrative structure attempted in “One Figure and Seven Materials”, questioning the meaning of
presence and absence in life.

Tao Hui’'s subsequent creations such as the hologram piece “The Tangible Ones” (2018); the project
of “The History of Southern Drama, Scene A’ (2018) that focuses on the fictional personal history of
author Leng Shuihua; and the two-channel video “Double Talk” (2018) that traces the posthumous
life of a Korean pop star, all actively explore multicultural differences, introducing various elements
from French, Taiwanese, and Korean cultures. In distinct, thought-provoking ways, these works are
tied together through their exploration of history in relation to an individual’'s death. The age-old
conundrum, of “how not to be forgotten” is a consistent, underlying theme for works of this period.
It is also through these works that Tao Hui mapped the broad aesthetic spectrum in which his art
operates — from the succinctly minimal to the modern baroque — demonstrating his ability to adapt
and appropriate, to nurture distinct immersive experiences while dealing with different literary
themes.

The major solo exhibition “Rhythm and Senses” at Kiang Malingue in 2019 marked the beginning
of another chapter with four new works, emphasising the significance of, instead of literary and
textual elements, the visual and the haptic. “Screen as Display Body” (2019) is a cart with four LED
screensthat simply display red, blue, green, and white colors. The work decisively eliminates literary
narrative in favour of an abstract language that refers both to the four-chapters of the exhibition,
and to the artist’s new focus on seemingly apolitical and atemporal objects. Together with the video
installation “White Building” (2019) and a series of new hologram pieces, this work highlights the



physical dimension of vision, underscoring the experience of being alienated in spatial and social
relationships while cancelling immersion. The video installation “Pulsating Atom” (2019), which is
exemplary of Tao Hui’s art around 2020, makes direct use of the form, rhythm, and aesthetic of Tik
Tok videos, positively fragmenting the monologue structure that Tao Hui had always valued — it is
effectively amedley of short videos and an attempt to build poetic bridges between videos governed
by algorithms. At the beginning of his career, Tao Hui examined literature-cum-television, the form
of mass media par excellence at the time; today, Tao Hui acknowledges the significant impact of
Tik Tok videos, revealing and contributing to its mechanism. Tao Hui reiterated in “Pulsating Atom”
the idea he had been exploring since “Talking about Body”: “We should stop thinking about being
ourselves..We should be anyone but ourselves.”

After “Rhythm and Senses”, Tao Hui continued exploring the potential of Tik Tok videos with
“Similar Disguise” (2020) and “Being Wild” (2021): the former is a series of five independent, short
vertical videos that reconsider the subversive injunction of being someone else, while the latter
portrays another goddess-wanderer, crystallising the poetic dimension of “Pulsating Atom”. Tao
Hui’'s recent solo exhibitions include the major survey “Searing Pain” at the Aranya Art Center in
2022, which revisited various trajectories of his practice in the last decade. The commissioned
video installation “Night of Peacemaking” reconsiders the aesthetic of television shows. Set up
like a television production studio, the installation asks the viewer to experience the recording of a
family mediation program in a behind-the-scenes environment. Daniel Merritt, curator of the Swiss
Institute in New York, analyses the work in the exhibition catalogue: “[tlhese moments, Tao Hui’s
joint images, are like pills. Despite the complex, intense innerworkings of these scenes, they are
easy to contain, ingest and allow to seep into our bodies, our brains. Doubled by presentations
on both screens and real space, the recent cultural artifacts selected by Tao Hui register as pop
templates for emotional response, a semiotics of main character syndrome.” In ways that are either
intense, passionate or detached, Tao Hui develops his art on forms and subjects such as television,
film, literature, short video, self-determination, emotion, and identity, questioning the meaning of
life and love in a contemporary world.
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Realism and fiction blur in the otherworldly realm that is In the Land Beyond Living, opening up new angles
from which to contemplate contemporary society in China and the human condition at large. With elements of
painting, sculpture, video, sound, installation, and set design, this solo exhibition by the artist Tao Hui takes us
from north to south, the inland to the coast, the urban to the rural, the industrial to the natural.

In the Land Beyond Living highlights how Tao Hui's absurd yet realistic artistic practice explores individual
struggles. These include the ethnic minorities guarding the Gansu Corridor; migrant workers striving for a
better life in drastically developing cities; and the nouveau riche yearning for spiritual sustenance. In seeking
new ways to present and comprehend the complex realities of today, the artist interweaves depictions of
harsh environments, migration flows, geographical disparities, and the relentless drive for a better life—into
surrealistic imagery that casts new light onto the complex flow of reality.

In the Land Beyond Living is the artist Tao Hui's first institutional solo exhibition in Hong Kong. Alongside
multiple new commissions of video installations and sculptures, the exhibition willinclude the Asian premiere of
Hardworking (2023) as well as recent works such as From Sichuan to Shenzhen (2017) and Being Wild (2021).

In the Land Beyond Living is part of Tai Kwun Contemporary’s new Breakthrough series, which underlines
emerging artistic positions through solo presentations, commissions, and innovative formats.

- Text by Tai Kwun Contemporary
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In the Land Beyond Living

When boundaries blur between the fictional and the real, do they meet in fantasy—or a land beyond?

In the exhibition In the Land Beyond Living, the artist Tao Hui constructs a landscape out of the ordinary—
through painting, sculpture, video, sound, installation, and set design—wherein visitors are invited to wander.
This first institutional solo exhibition in Hong Kong by Tao Hui centres around the artist’s creative concerns in
recent years: from aesthetic forms generated by various moving-image media platforms to fictional narratives
that combine the theatricality and experiences of everyday life, from bodily experiences in observation to
the realities of collective survival as well as individual sentiments with marginalised groups. These complex
networks of intersection bring out key facets of Tao Hui's artistic practice, and moreover open up a multi-
layered re-evaluation of the living conditions and spiritual wellbeing of ordinary folks amidst China’s ebb and
flow of social development.

Inspiration, Reality, and lllusion inside and outside the Screen

Tao Hui's oeuvre is, in fact, suffused with social and cultural issues—whether arising from traditional mass
media such as pop music, film, or television dramas, or from burgeoning social video platforms that double
as promotional channels. Indeed, the artist’s own earliest exposure to “video art” could be traced back to TV
dramas. While TV was a coveted consumer item during the early years of China’'s Reform and Opening, it only
became widespread amongst ordinary families in the 1990s. For Tao, who grew up in the rural mountainous
township of Yunyang, TV served as a window to the world. His parents, school teachers, would during the work
day leave him home alone to watch TV, which in that area only had one channel. Every day, TV programmes
would air repeatedly, depicting unfamiliar yet colourful landscapes, or narrating touching stories.! Tao Hui was
mesmerised by what lies between fiction and reality, between truth and performance.

While Chinese television dramas stylistically influenced Tao Hui's early works, the compositions and viewing
experiences of social video platforms today have also anchored the way he observes the life of others and
explores the language of video. With social media, dressing up and performing have become integral parts
of life; in particular, in Mainland China, platforms like Douyin and Kuaishou serve as windows of sorts, where
people voluntarily showcase and expose themselves. Within this space, everyone is watching and being
watched by others at the same time?; everyone peers at one another, prying into lives that are viewable but not
exactly tangible. And the data thus generated even feed into a digital panopticon that enshrouds society.

Many do however notice how the invisible hand of algorithmsis dictating our lives, trapping us inecho chambers
where we consume and numb ourselves. With Tao Hui's latest work, Hardworking, forinstance, the harshreality
of the livestream e-commerce industry prevalent in China is revealed. The work presents an exaggeratedly
large smartphone screen on the verge of collapse, supported only by a human-shaped wooden sculpture
seemingly in the process of melting away. The sculptural form echoes the state of the burdened livestream
host in the video—who is crushed under the weight of the giant screen, and depleted by both work and life—
while the livestream scene, apparently genuine-looking, nevertheless betrays hints of the absurd. In the video,
the host'’s self-deprecating humour uncovers cultural biases in real life; the video also allows one to observe
the solitude driving people to seek connections together with the avarice bred from screen-based cultures of
consumption.

Dilemma of Staying or Leaving

TaoHuigrew upinaruralenvironment,in Yunyang,asmalltowninthe eastern part of Chongging. After attending
university in Chongqing, he moved to Beijing. In this, he was part of a migration wave, from township and county
to the provincial capital, and then finally to the nation’s capital. Along the way, Tao has withessed rapid changes
on both the national and social level—especially the frantic urbanisation that swept the country in the wake of
the 2008 Beijing Olympics. Such experiences and observations greatly inform his work.

As a Chongaqing native who thrives on noise and excitement, Tao Hui developed a yearning for the hustle and
bustle of life: riding buses and subways, standing in lines at malls and restaurants, and wandering through
night markets and parks. Witnessing the gulf between rural and urban China as well as differences between
groups served as a wellspring of inspiration for the artist. In fact, from the beginning of the Reform and Opening
era in 1980 onwards, generations of youth have pursued their dreams in Chinese cities. Both the “Shamate”
subculture among factory workers and the “996” regime of office workers in urban China emerged amid
various pressures—from household registration restrictions, economic downturns, or increasingly stringent
regulations. Inresponse, some have begun “retreating” back to their hometowns, where they can “lie flat”, while
others have “run” away to start afreshin a foreign land.

This key question of whether to leave or to stay is present not only in the mind of the female migrant worker in
From Sichuan to Shenzhen (2017) but is also explored in the newly commissioned work Chilling Terror Sweeps
the North (2024). In the film, the dilapidated, crumbling villages of the Northwest stand in stark contrast to the
prosperity of Chongqing’s densely packed skyscrapers, symbolising the seismic changes thatindustrialisation
has brought to China’'s second-, third-, and fourth-tier cities. The protagonists’ personal love story meanwhile
evolvesintoalarger love for their homeland. Should they confront harsh challenges in the hope of transforming
their hometown, or choose the comfort of accepting the tranquility of distant regions? Can they adapt to
and integrate into a new environment, or can their radically changed selves ever return to their old roots and
conform? These themes are all drawn from real-life observations, directly speaking to the struggles and
complexities faced amidst changing conditions—all elements Tao Hui had taken from real life, seen and heard.

Although the filmic narratives in the work are mostly fictional, by merging dreams and reality they have
nevertheless left viewers with a space pregnant with poetry and imagination. This is owed to Tao Hui's narrative
powers, with his ability to uncover genuine emotions as well as theatricality in the crevices between villages and
cities, and from there discover intriguing mismatches in life. By grasping, imagining, weaving, abstracting, and
creating, step by step Tao Hui deploys his distinctive narrative style, together with an artistic language of the
absurd bordering on the nonsensical—all in the aims of rendering tangible hard-to-describe sensations as well
as real-life issues. He thus composes a contemporary fable that is at once hyper-realistic and yet surrealistic,
offering new perspectives on the complex, confounding realities of the present day.



Power of Eros and of Feminine Empathy

Another distinctive facet of Tao Hui's work is to unveil in subtle, delicate ways the erotics of individual emotions
within mighty social torrents. Byung-Chul Han's The Agony of Eros —which Tao Hui has read twice—had
expanded on this by suggesting that an elevated form of eros can become a source of creative power, as well
as a wellspring of political action. For the Surrealists, eros represents a revolutionary longing for new ways of
life and community organisation, safeguarding our devotion to the future. Much like the Surrealists of the 20th
century, Tao Hui allows emotional resistance to unfold, transforming art into a power that responds to reality.

For instance, in Chilling Terror Sweeps the North, the protagonists strive to resolve all manner of differences—
whether in terms of the climate of the North vs the South, the city vs villages, or other customs and practices.
Despite being pursued and adored by the male character, the female protagonist is unable to relinquish her
moreintense love for her homeland. In afatal stroke of fate, her faith collapses as the already harsh environment
worsens, leading her to commit suicide. This tragic end echoes Byung-Chul Han's assertion that “although a
loving person will sacrifice themselves for the other, this sacrifice also allows them to return to themselves.” For
the protagonist, death becomes the only means of reconciliation, and it is only in death that her soul can agree
toleaving the arid northern mountains for the humid city in the South. A tragic love is like aduet, and in this case,
the woman’s death and the soul’'s escape broke down the dilemma between staying or leaving— opening up
the possibility of a world that finds itself somewhere else.

Apart from this work, women'’s perspectives have in fact occupied a central role in Tao Hui's oeuvre. The artist
frequently removes stories of women from their traditional contexts, placing theminimagined or hybrid cultural
settings to illustrate different understandings and pursuits of the body, love, and freedom across various
ethnicities, eras, and geographic regions.

This interest is evident in the works featured in this exhibition. From Talk About Body (2013), written, directed
and performed by the artist himself in portraying a Muslim girl, to works created during his residency in Iran,
such as The Dusk of Teheran (2014), and later in pieces like Leng Shuihua Youth Age No. 1(2018), Tao Hui's
exploration of female narratives and complex culturalidentitiesis clear. Grand questions such as sexual identity,
cultural crisis, fate of nations and such like never directly appear in the artist’'s work; nevertheless, such issues
are packaged inside multilayered narrative structures—whether in From Sichuan to Shenzhen (2017), which
follows a female migrant worker navigating the challenges of a Special Economic Zone, to Being Wild (2021),
where a girl skates through the city’s nooks and crannies, and the new work Chilling Terror Sweeps the North
(2024), wherein a fearless heroine is determined to transform her homeland at all cost. The diverse female
individuals, struggling under the wheel of time, break down pre-existing gender stereotypes.

From the Screen to the Scene

Originally trained as a painter, Tao Hui has broadened his approach to different media, leading him to treat the
exhibition space as a canvas in itself. He carefully considers how to arrange works and curate the space in

creatingamore nuanced, three-dimensional experience. Inrecent years, Tao Hui's works often consist of multi-
sensorial installations, combining video works and sculptural scenes. His installations attempt to recreate the
set environment where the films were made, blurring the boundary between the world inside the film and the
exhibition space outside of the film. This encourages the audience to step away from reality, and revert to their
physical presence in engaging with the artworks and establishing a connection. In doing so, they gain deeper
insight into the layered subjects presented in the work.

This exhibition, In the Land Beyond Living, resembles a spiralling reversal of fate, a recursive loop of history.
It starts with the magical absurdity of Grabbing Hand, Embrace, and Chilling Terror Sweeps the North, then
twists into Tao Hui's later work, Michelia Flowers and the Conclusion, which draw from themes such as time-
travelling and the changing fate of the nation, as depicted in poetry murals in the 1983 TV adaptation of Dream
of the Red Chamber, a show which made a strong impression during the artist’s early childhood. This loop of
history then continues in Hardworking and From Sichuan to Shenzhen, which portray mirrored struggles of
workers from different eras and social contexts, before finally concluding in Being Wild. Tao Hui captures the
dizzying pace of society’s forward march, as well as the effects on people’s mindset in Being Wild, projecting
avideo onto a curved wall at the exhibition’s entrance and exit. The fluid motion of a young girl gliding through
villages and towns offer a wide-angle snapshot of the era’s stupendous progress. Through each individual's
steps, the development of China’s urban and rural landscapes can be traced; amid the ebb and flow of change,
individuals navigate their rise and fall, their struggles as well as their growth.

A bit like the poet Zheng Chouyu, whose lyrics featured in Being Wild, Tao Hui traverses in and out of reality.
Wandering the nooks and crannies of contemporary Chinese society, Tao Hui continues to use his art to reveal
truths that are even more surreal than fiction. Within this seemingly desolate “Land Beyond Living”, the artist
sows glimmers of hope by nurturing and taking part in this grand theatre of life.

-Jill Angel Chun
Curator of Inthe Land Beyond Living

1 Classic martial arts films such as The Flying Fox of Snowy Mountain, Zu: Warriors from the Magic Mountain,
New Dragon Gate Inn, A Chinese Ghost Story, and A Chinese Odyssey were deeply influential for Tao Hui.
While studying at the Sichuan Fine Arts Institute, though Tao majored in oil painting, he was inspired by his
mentor, Li Yifan, to begin exploring video art. His pre-graduation works, Xiao Qing, Remember to Forget and
Mongolian Syndrome, were extensions of the television dramas The Legend of the White Snake and My Fair
Princessrespectively. These works already showed the early stages of Tao's distinctive expression of gender
and ethnic identity.

2Han Byung-Chul, In the Swarm: Digital Prospects, trans. Erik Butler (Massachusetts: The MIT Press, 2017), 70.
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Installatlon VIeW of ‘Tao HUI In the Land Beyond Living”, Tai Kwun Contemporary, Hong Kong, 2024
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Installation view of “Tao Hui: In the Land Beyond
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oney Grab Hand

(MmEEF)
2024

Glass, 12-14cm each, Installation size variable
W SEREUEM RER TR
Ed.2/3 |Edition of 3+ 1AP)

Commissioned by Tai K\L/un Contemporary
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~ Chilling Terror Sweeps the North
(Gl 375D B
2024

Double channel video
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https://vimeo.com/1007997128?share=copy
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Being Wild
(€3, 9
2021

Single-channel HD video, colour, with sound
BIEERERBERBREG

1203”

Ed. 4/5 (editionof 5+ 2 AP)

Watch video SR & &2 1&
PW ZZHE: KMTH123
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https://vimeo.com/739158658?share=copy

If 1 go fast enough



Hardworking
(C=)
2023-2024

HD video projected on customized slanted and curved wooden screen
A BRERIERINEAERE

Screen size: 320 x180cm

1243”

Ed.2/5 (Editionof 5+ 2 AP)

Watch video ERE £21%&
PW ZZHE: KMTH123



https://vimeo.com/907685525?share=copy
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The Michelia and the Prophetic Poems
(EEREAE)
2024

Mural wall painting with special peeled-off effect
BEhAIBERNES
350x100cm

Commissioned by Tai Kwun Contemporary
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We, Entertainment

(BAIREE)
2023

Solo Exhibition 1 &

Esther Schipper, Berlin, Germany
1S E R > R 12

1612.2023 - 27.01.2024



Esther Schipper presents “We, Entertainment”, Tao Hui's first solo exhibition with the gallery, Showcasing two
video installations, a sculpture, and paintings.

Tao Hui is best known for his immersive video and film works that play on the storytelling tropes of cinema
and television, as well as the narrative formats of social media channels. Spanning a variety of media, “We,
Entertainment” is divided into four distinct sections that together represent both a personal psychological
journey and an examination of the broad societal implications of identity as it relates to gender, class, ethnicity,
and cultural biases (fuelled, for example, by dichotomies of urban/rural, North/ South). As Tao's work makes
clear, media emerges as a powerful force in this dynamic of contested identities, both as a destabilizing and
normative influence, but also with liberating and even restorative potential.

“We, Entertainment” begins with The Fall, which finds a powerful poetic image for a world in crisis: The tail
of a giant python protrudes from the floor among the animal’s fleshy, bloodied fragments. Based in part on
childhood folktales (a continuing source of inspiration for the artist who grew up in a rural area of China known
for its imaginative storytelling) and on his memories of the 1990s TV series New Legend of Madam White
Snake where the motif is associated with revealing one’s true nature, The Fallrepresents contemporary life
and the anxious emotional response one might experience in uncertain times.

Night of Peacemaking portrays the way contemporary culture has turned traumatic experiences into
entertainment. Taking the format of a TV talk show, the emotional life of a family is depicted in poignant and at
times heated exchanges, especially between mother and daughter. The work includes an environment that
simulates the set of such a TV program, blurring the line between studio and exhibition space and thereby
aligning spectators with the audience of the talk show. Tao shifts the focus away from its narrative content to
use the format as a kind of medium. The structure of the dispute but also its technical representation take on
broader significance: Thus the three different cameras, for example, come to symbolize different perspectives
in a political power struggle.

Anothervideo, Hardworking,hasusencounterthe hostofastreaminginfomercial,intendonselling TV setswhile
acknowledging both her own loneliness, and her exploitation of her audience’s similar search for connection.
At the same time, she also muses about the nature of reality in an age of digital screens. Her exhortations—
both those to purchase the screens and those to reflect about the nature of reality—are accompanied by her
effortless movement between levels of reality: seen entering and exiting the screens she is trying to sell, the
video elides all such boundaries.

The fourth section of “We, Entertainment”, turns to the stillimage. A series of paintings executed on opalescent
paper covered with a thin layer of slices of shell represents personal experiences veiled in modified traditional
imagery, some associated with Buddhist motifs. One image of intertwined, weeping snakes refers to an
endless knot, a symbol of the Eight Treasures of Buddhism, while another juxtaposes the Sanskrit word for
‘moment,” KSANA, with the image of a decaying human form. Equally important, however, is the material: A
conch shell, considered a magical vessel, symbolizes the spread of the Buddha's teachings and the awakening
of his subjects from the slumber of ignorance. On the floor, alarge mandala of multicolored glitter also draws on
the symbolic and ritual power of its medium, the Tibetan Buddhist practice of creating an image from pigment
or colored sand. Yet there is a comic quality to the image of a chubby baby grabbing and punching a (smiling?)
python. A symbol of impermanence, the mandala, like all such ephemeral sand mandalas, will be destroyed, its
glittering plurality swept away, symbolizing the Buddhist belief in the impermanence of all material life.

- Text by Esther Schipper



Installation view of “We, Entertainment_”,;I:Es'fhé'r' Schipper, B ; any, 2023

FE IR R EIRS  HE S M SR M {8 » 20235

Image courtesy of the artist and Esther Schipper (Berlin | Paris | Seoul). Photo: Andrea Rossetti
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Installation view of “We, Entertainment”, Esther Schipper, Berlin, Germany, 2023
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Image courtesy of the artist and Esther Schipper (Berlin | Paris | Seoul). Photo: Andrea Rossetti
& 5 R EMRMEIEE SR (1adh/ B2/ E55) {8t - #\& | Andrea Rossetti
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Installation view of “We, Entertainment”, Esther Schipper, Berlin, Germany, 2023
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Image courtesy of the artist and Esther Schipper (Berlin | Paris | Seoul). Photo: Andrea Rossetti
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Installation view of “We, Entertainment”, Esther Schipper, Berlin, Germany, 2023
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Image courtesy of the artist and Esther Schipper (Berlin | Paris | Seoul). Photo: Andrea Rossetti
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Schipper, Berlin, Germany, 2023
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Installation view of “We, Entertainment®
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Image courtesy of the artist and Esther Schipper (Berlin| Paris | Seoul). Photo: Andrea Rossetti
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Installation view of “We, Entertainment”, Esther Schipper, Berlin, Germany, 2023
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Image courtesy of the artist and Esther Schipper (Berlin | Paris | Seoul). Photo: Andrea Rossetti
B/ B EMXFEIE TR =R fatk/ B3/ 5 5) et °#%= | Andrea Rossetti




Motion Is Action - 35 Years of Chinese Media Art
(ENA1T— RIS EM355)
2023

Group Exhibition #£f&

BY ART MATTER, Hangzhou, China
X B BEMEE N> PE

22.09.2023 - 25.01.2024



BY ART MATTERS presents the fifth season exhibition Motion Is Action - 35 Years of Chinese Media Art,
from September 22, 2023, to February 25, 2024. This groundbreaking exhibition marks the first retrospective
presentation of Chinese contemporary art history from a Chinese perspective. By examining the development
and transformationsin Chinese media art, the exhibition aims to explore the significant role of media expansion
in the evolution of contemporary art, brought about by the information age. Through this exploration, the
exhibition examines a series of thought-provoking issues, including scene reconstruction, the manipulation of
time and space, perceptual misalignment, the creation of new artistic languages, and reflections on social and
cultural contexts.

This exhibition brings together 79 representative works by 72 artists and groups from different generations.
The works encompass a variety of media, including video, installations, performance art, interactive pieces,
games, and digital art. The exhibition not only reflects on the early practices of video art but also delves into the
cutting-edge exploration of emerging media and art forms such as artificial intelligence and space art.

The artworks are connected in chronological order and revolve around the thematic keyword of “motion.”
The exhibition is divided into three chapters: Motion as Action, Motion as Interaction, and Motion as Agency.
Through the progression of these chapters, the audience can embark on a time-travel-like experience, tracing
the artists’ evolving understanding of different issues and exploring the transformation of artistic creations in
terms of media, forms of expression, and concepts. Additionally, visitors can gain a profound appreciation of
the depth and breadth of the Chinese art world.

Curator Zhang Ga, in discussing the theme Motion as Action, highlights the central idea of “movement as
action.” Media art, characterised by its dynamic nature, utilises technology to generate various forms of
motion, enabling the creation of narratives and exploration of evolving themes. Simultaneously, it challenges
the audience’s perception of reality. Artists, through diverse modes of movement, express their distinctive
reflections and responses to the contemporary era.

Originating in the late 1980s and gaining prominence in the 1990s, Chinese media art has emerged as one of
the country’s most dynamic and experimental art forms. In contrast to traditional artistic mediums, media art
offers a flexible and diverse range of expressions, liberating artists from the static, one way visual dominance
of painting and sculpture. By embracing digital technologies, media art introduces dimensions of time and
motion into the works, revolutionising the way art is perceived and experienced. This transformation prompts
a contemporary and universal question: how do we view and experience our personal lives and the world
around us? The development of media art is intrinsically linked to scientific and technological progress, as well
as the historical processes of society and culture. Therefore, studying Chinese media art not only provides
insights into the history of contemporary Chinese art but also offers a retrospective examination of the
advancements in science, technology, and cultural shifts over the past 35 years. This exploration encourages
deep contemplation on the power of art, human civilisation, and societal transformations.

Hangzhou, the birthplace of China’s inaugural media art piece, solidified its position by establishing the
pioneering New Media Department at the China Academy of Arts in 2003, marking a significant milestone
in the field. This establishment aimed to foster the creativity and vitality of Chinese media art. To this day,
creatives raised or currently based in Hangzhou and many practitioners from around the globe, continue
to export perspectives of contemporary Chinese culture to the global art community through vibrant and
innovative works and projects. On the occasion of the Hangzhou Asian Games, BY ART MATTERS aspires to
enable guests from all corners of the country and overseas to experience China’'s advancements in science,
technology, culture, and economy through the exhibition Motion is Action - 35 Years of Chinese Media Art.
Moreover, the exhibition aims to facilitate a retrospective understanding and imaginative exploration of the
present and future of Chinese society by embracing the artists’ visionary perspectives.

- Text by BY ART MATTERS



BY ART MATTERS XB BEfiTeE2023F9H22HF2024F 2825 R MBEURNEAETREE15
T—FPEREEMISE ) EEXUTHERZMEAE 2RO EERE ARG EREZMETE

R RIS AN ER (L P TVFE S RSREM T E XL R BE—RIIHEETR S

IRBEHES T 2U/MAREREEMROTIGEARER BEEG KE 175 KB B8 EEEF
miZ IV AR ERANRGEMER TNEREIH A TE 6 K EZMFH BIRM N M RER R
R o5 LA RIS B B > A NES) | B RAE A RIR EA1TEIRVES) )  MER EBRES M ES
REBNRVIEE)) — (AEH-fEE = (AR ERHVELR BRHHEEI N —ISREIRTH RESMRE D B
FRNEARE RREMAEER T  RIRLANE S LREE RN 2M it RARE R EE-
RRARRERXMUICRIREN TR SA1T Kist SEGERENE ESRTE IS (FAEE T
BEM KEZMERRMEESBEHLELAIENE FRECMERENTE FNRBBERGIRE
BYRA - ‘BB R RERVES) > 2 RUE BRI S VB EMPINE AN BZMEE-

LR ARBRANRREMSRE = Eaf 0B 4E:

R 1TBIRYIEEN

RAEMT R ZEFNENM - RIREMHRE BT NERER A RV MTBE - UG IEmAH) EE2E
BREGHEALR TRETANRESMH LREERRS WERZGSUERRI RIS TR e K&
F¥ [z BB ERY 4L & - W 5RIB 111988 F AR BE MR (30 X 30) 2 IEB I E—1% » ZIMEHE(BkE MR FH U KR
RE(BEA A1) PRV ESREUREEIRIENOEZ HOBEFRR R RES S0 BREHT
BE FRRER A RN XEM T HERERBEE 1(EMEMBIEN 2R ESIRR > MEESMNE
BviTEN ) BRI ER IS E MBS ST

R EB)RYIEE)
Bt BIRBEMBIZOZ — BEE ERURMAIA R RREM BENEnERER (BER BF &
B REBERNABERX BREVEERHES PR REPRELIR) o MR UEZ MR

MERMZEBEES FREEFStEREHAPRENEENERES RIS U FREERZ T 25
GIFRVFAIR - EFIEIRIREIRENYIEB E A BEE R U NPT BERNKE 1858 7 ABRRA R I
518 7 FERA-EC A BH B AT R RGN (EMiRA 7 RRAAMZZRE-EREBRVES) A
HEEAKRSGZ BN ESESER RNFEARETRMNBLEES HREESNSEN URBBE
ZENEEMMERNFARIEERER

{EABEBDRYIZEN

FHIEL T S EIRBE 2 M2RAY B8 SR M EE RN AR E R R ETHEEFEAT
FERNSEAR EREZ BB ZE RIFRAFEMZEIRAMER EHENERHEISE
> 572 8415 5D FI B9 I35 M 52 IR AV SAE e L [0 R o P th R SR 3t TR SR Bl e T OB 3R 38 IR P s 2R B9
FRRR-BREF =80 2R TBEA+TFEBNINRREER S TIES MG/ A2V Fm.
HEHERNBERTIHER LM R A LR

FRE R RS EATE RIS 20 4S80S AR > IR0 S AU Hh B E » TR LA pl 2 P s BB N B BRIt B EAT AR
Z— MEREMA AL FREEMBIZENRBTAZEMRRBE LEENMESSE RTUE
AREEENERAFESR RAESRBF R S FmBNEHEEZSNEE -E AFIHREHERE
MRS TR EEE R 5| N R M ABRENRREA L SN AZHRAE —EN S HEEE - EREMER
ERRIVES B D B g LR ESEERRERE -EHIL MEREREENMERRKETEE
KRBT ERIAR 2 RIEEISFRIB R ERESLEB 5| AMIHBMHNE NBEXHENT S E
BIERANREZS  HARRIEREME RIR T

PRI ZMNRCRIBSFHITHEPREEH EEREDNER RTREESRERRER EEKT
SAMNRESHNERZHF -FUNEPEE FHEEZMFmVEEM  TRL2001 FREEM B H R EE
SR O SRR ESRE (BE 7 PRIRREMPRIEEN-EES B 0N S SIRBET RN
RIEEMIER S HIN BRI RE ML LR R BIE RV EmAN TR B M 2 BREA 1T =585 A H
EAXLEARRRM -EVNEESRR B REEXMERZEBRE UTEREZMNERS
PIARL B EBRINERBABRMR ZREIZ EENBRPELFHIE FHREK.



Tao Hui, Pulsating Atom; Installation view at “Motion Is Action”, BY ART MAT TERS, Hangzhou, China, 2023
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Image courtesy of the artist and BY ART MATTERS. Photo: Liuliu Jiang
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257 (Digital painting)
(257 (EEES) )
2022

Part | - handmade books: mineral pigments, mulberry paper, cardboard,
stainless steel fixer, circuit board, a set of five, 29.7 x 21 cm each

Part Il - digital painting, dimensions variable

Part lll - sculpture: polypropylene, acrylic, plastic grass powder, approx.
70 cm (H); grasshopper bottle: acrylic, copper wire

6.cmx 9.7 cm (diameter x H)

B—E9 - FIE EVEER R4 iR R iR E TS BERIR
HAARFZA29.7x21 cm

\ BI85 - BEEEE S o]

B=E - M ARG RIGEER BRIE Y 54970cm ; 1EiE
T . omm 46 cm x9.7cm (AR x BE)



In this work, the artist conceives of an imagined journey to find himself and the future. The title’s randomly
chosen number—257—comes across as even more meaningless than using the generic placeholder “untitled,”
and represents a randomly generated self. The comic’s protagonist finally arrives at a dream-like scene—a
dilapidated temple immersed in grassland. Chipped wall paint gradually peels off and unveils an ancient mural
beneath: a scene inspired by the 1987 television series version of Dream of the Red Chamber, revealing the
couplet: “Truth becomes fiction when the fiction’s true; real becomes not-real where the unreal’sreal.” This new
work continues the artist’s long-standing interest in the history of Chinese television and film in popular culture.
The entire narrative creates a sense of dislocation that fogs the fake and genuine, and the absurdity of being
real and unreal all at once. Tao thus emphasizes the blurred boundary between reality and illusions through the
process of self-discovery.

DR ER T —REBHERERRNIRZ AR EENHF 257 B LI N EE BEMESRAE
HRRTERERNE R - EEFNEARNBE—(ARSHAUNGR —ER EBN—ERKRET-
ERENBEZHAE —iEhENESMARE  —EEREBNSTRERBGAIEE) NG R B
BRIFERETMR BEAEREER EHMFERT 2MKX —BEURSFEEBERZELE U AR
HREE BEN EAREE Y — B ERERNE R R EERENTTHE PG LR T ESHE R
BIEPEERERIVEREZ R
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idhviewof“TongueinCheek”at Dangxia Art Space, Beiiing
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Image courtesy of Dangxi
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Installation view of “Searing Pain”, Aranya Art Center, Qinhuangdao
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Image courtesy of the Artist
EilagzEInE Rt
Photography #&&: Sun Shi 1455




Dangxia Art Space,
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Installation view of “Tongue in Cheek” at Dangxia Art Space, Beijing
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Image courtesy of Dangxia Art Space
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The fall
(BEED
2022

Silica gel, fiber glass, metal, paint
R IRIE S8 &

Width &:398 cm

Tail E&B:65x95x22cm

Commissioned by Aranya Art Center

P AR ER E2AiT R OV S A



Evoking both fear and mystery, the snake comes from the artist's childhood folktales. The snake also e —ExRADEEBHMEENER  KENREMNKX ZRRTENEBERUNBREIR(GTEIRFE3)

references the artist's memory of watching the 1992 television series New Legend of Madame White Snake, PR AR R B R A IR ER M KIFETEHAIER RERRER ) B 2 E e FH
and in particular a scene where the female protagonist drinks realgar wine and transformsinto her real form as By HERNIFS BRI - FREIENEE T BRUHREE » LU it B BT B SR BE R B K —ER A A R E
asnake spirit. These metaphors allude to the survival and growth of the individual; as well as the exploration and R RE - MR T E—BRS TR RIS ERREBASENRE CEEEEEmEEAtE
manifestation of the true self, atheme that appears continuously throughout Tao’s works. The imagery of falling HERRE SR o

and plummeting, as well as the incomplete and fractured snake’s talil, signify the artist’s personal fragmented
emotions. These motifs point toward Tao's perception of society and the current mood of the times—especially
when individuals feel powerlessness in the face of life’s grand narratives.
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Installation view of “Searing Pain”, Aranya Art Center, Qinhuangdao, 2022
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Image courtesy of the Artist
EilagzEInE Rt ~

Photography #&2: Sun Shi fa55 ‘
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Installation view of “Searing Pain”, Aranya Art Center, Qinhuangdao, 2022
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Image courtesy of the Artist
B B2 R
Photography #&&2: Sun Shi #4255
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Installation view of the 14th Shanghai Bienne
FBlAE L BEFRIFHEF I REIREG  2023F

Courtesy of Power Station of Art
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Untitled (Holographic Building 06 & 07)
(FE(REEE6&07))

2022

Hologram, glass

2 EER N
25 x 20 cm each& 4

Commissioned by Aranya Art Center

FH e/ AR o E T R OV S Fr SR



The artist draws from sand tables, objects, and small models of Aranya, left over from the resort’s planning
phase, which align with Tao’s long-term interest in individual destiny and urban changes. Each holographic
projection is a high-precision construction process. Using a laser as the imaging light source, a to-scale
building model materializes; complex imaging technology coexists with an extremely quiet environment. The
artist uses conceptual and technical means to make an archival record of the real world, and highlights how
digital technologies affect the act of seeing in the present day.
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Untitled (holographic building 06)
(mRE (2 2 22800))
2022



Untitled (holographic building 06)
(EE (2 EE2R00))
2022



Installation view of “Searing Pain”, Aranya Art Center, Qinhuangdao
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Image courtesy of the Artist
B B2 R
Photography #&&%: Sun Shi &%



The Night of Peacemaking

(REBEZR)

2021

Single-channel HD video, colour, with sound
BIiREES R BRERER

22min

Commissioned by Aranya Art Center

FA Fa AR Sn ST FR O S Fr R AF

® Watchvideo BiE1748



https://vimeo.com/754568679
https://vimeo.com/754568679
https://vimeo.com/754568679

Imitating the narrative flows of a reality show, Tao creates a fictional scene of mediation, presenting a Chinese
family’scomplexrelationship dynamics. Asthe plotunfolds, Tao highlights the touchy feelingsand melodramatic
relationships between the scene’s women. The tension between characters, as well as the film's final chaotic
climax, explore continuously character roles and their performativity. Tao recreates scenes from the night of
the shoot and invites the audience to join and watch it “live,” thereby creating a passage from reality into this
fictional world.

AMRER T —RARES BEEAEAFHENRE AN 2R PENARENEHRER -ESHEH
BB R M RA R Z BBV BURIE LSRR3R ER AV A BV BRI AEALIRS T REMREARE
RBERRHERS MBELER T B2 RIS TERRREA TR BE GItiRE T —RBE
BRBENEBHEREE
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Installation view of “Searing F
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Installation view of “Searing Pain”, Aranya Art Center, Qinhuangdao
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Image courtesy of the Artist
B 5 B2 R
Photography #&=2: Sun Shi #4255



Being Wild

(EB0

2021

Single-channel HD video, colour, with sound

BipERararERf

12min 3 sec

Commissioned by Macalline Art Center

EHREEM T ORIERIE

(® Watchvideo B ER5E



https://vimeo.com/665477184
https://vimeo.com/665477184
https://vimeo.com/665477184

In Being Wild, ayoung woman acts as both the protagonist and the narrator, roller skating across diverse sites:
a college town, an old paper mill, a film studio and a central business district. Strolling on the empty streets,
the soloist sings to songs from the 1980s by Taiwanese folk singers Tai Zhao-Mei, and Wang Hai-Ling. The
melancholy lyrics echo with the light-hearted, unstrained script composed by Tao Hui, narrating in the artist’'s
signature style an affectionate, nostalgic yearning that directly addresses the viewer. The protagonist abruptly
breaks down towards the end of the film, revealing a hysterical sincerity that summarises a period that is at
once desperate and hopeful.

Roller skating becomes popular in mainland China in the 1980s, reaching its height as the 3rd Asian Roller
Skating Championship takes place in Hangzhou in 1989. Tao Hui sets Being Wild — named after one of Tai
Zhao-Mei's melodious hits — in scenes that appear frequently in Chinese soap operas, employing roller skating
as a metaphor for the speed of the era. However marginalised, individuals may map the city with their bodily
presence in motion, negotiating the rhythm of life, at once confined and televised. Tao Hui: “I remember roller
skating as a kind of sport that is very hopeful. If you are fast enough, youd feel that you have reached a certain
level, seeing things you usually cannot see and were previously unknown to you. It feels like going beyond
time.” Orating and singing directly into the camera, the motivating, caring protagonist breaks down and cries
towards the end of the film, repeating hysterically the cryptic yet viral phrase of “yasimola”. Torn open for but
just amoment is an anachronism: time finally catches up as one falls, and returns one to a reality in which care
and self-care practises manifest as tribulations.

E(EBOP —(IFELENE TREETARRBAENA S IRERBET AR MR AR AT
REEEZEZEREIZUPEF EARTEEBNEE LISHE1980F R 8B FBEHR N T BICHII:
s aRER SRR B MIRIE R RULRAS — UM A ERE R EE R 7173 7 BRmiARE

Ko aBEHR H B MR AER) RHIR T2 E T AR PEEHRNGR MR BRRE TRANE
o345 T RERAUAB NS RASETHRE AESNESHHECENGSR WRRE
YNl TRR ERYSR A - [aiE | TTEFRIECIR R  BICKIE B — BB FENEF - MRIRHIRES R A EE
FECED TE—RBRF FRRTRERINRMNERA RER B GER T K- 1 (FROBZEE
AR EZERRENR WS TR A SRR S i #—AkA5I5E Tyasimola - B HEENE
HIEHERECER T B EMERREAREINM L SHIES NisR 7 KA REREREML TR B E 2 K 1B
THIBFRIRIVE T LA AR CIRREN R S HAVIRE 2 Ko
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Still from.Being Wild
(ED) SRR
2021



Still from Being Wild
(FEI) ErEREE8
2021
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Installation view at the exhibition “The Elephant Escaped", Macaline Art Center, Beijing, 2022.

TR HE I RERS ZEHREEM .0 ER>20220

Image courtesy of Macaline Art Center. Photographer: Lin Banye @ AGENT PAY.
B 5 B ESREEM P IOR 1R 5 L MMFEF @ AGENT PAY©



Smoke and Light
2021

Single-channel video installation, color and sound

VPSR fag i

Video #E{%&: 12 min 36 sec
Monitor FRE: 221x 1101¢cm

Commissioned by Asia Culture Center, Gwangju

FSEN B I SN S AL R E AT R 1F
(® Watchvideo BIE1R4E



https://vimeo.com/569807204
https://vimeo.com/569807204
https://vimeo.com/569807204

Center, Gwangju, South Korea, 2021
= FEIN BB ) 20215




As reflection, as mirroring, as idol

Installation view of “Refrigerator lllusion”, Asia Culture Center, Gwangju, South Korea, 2021
IRefrigerator llusion R B3R5 E] > B 17 55 M XL ERE > JE N - §R B ) 20215

Image courtesy of Asia Culture Center, Gwangju

& A RS B ISR S L RR E fR {1



Still from Smoke and Light

Smoke and Light documents the laser drawing process of making texts and patterns. The text of the work address the artist’s observation of the new technology and the current
situation of human beings. Tao makes analogy between the phenomenon that the evolution of printing technology brings changes to the culture of painting and calligraphy, and the
theme of the impact of the birth of the refrigerator on human food culture. The design of the text and patterns in the video imitates the elements of commercial design, attempting to
popularize the visual presentation in style, thus making the audience re-examine the relationship between themselves and technology under the given visual habits of the public.

{EmECER 7 A XA B R 2 B2 (FmBI XA 7 247 K F R M A BBRARER SR BRI SR s S & XL E—IRR LI T /kA8RISEEH A
BREXLNREEEEEE FRERNFNBE RN RA T AER TR dERZFmiE R 2RERFENEA L KMEBRREMERARE R BB THE SN
Z ERIREf&-

{Smoke and Light) #{& 5518

2021




Similar Disguise
CREMEED)
2020

Five episodes of short video, total duration: 8 min 12 sec

EIRER S MR RS D127

Video commissioned and support by Macalline Art Center for Digital Commissions Program “Bare Screen”%

SREISE R R REZM P OB FREEMERE TR ZERIERSSF

(® Watch video R E 1758


http://www.macallineart.org/zh/commissions/316/n-a
http://www.macallineart.org/zh/commissions/316/n-a
http://www.macallineart.org/zh/commissions/316/n-a

Episode 1 Episode 2
F—& BE

The series of short videos Similar Disguise (2020) consists of five episodes, each of which presents a
character in adifferent time and space environment, allowing artist Tao Hui to rethink the role of “dressing” and
“‘performing” in people’s identity and transformation. When the entire series is finished, the narrative paths that
have been severed in the intervening time and space may intertwine, creating new curves. Tao Hui's recent
works are full of references and appropriations of emerging media forms. This time, he still uses the form of
short social videos to create for the public, but his content is a departure from the mainstream: he takes the
initiative to weaken the plot density, and instead presents the story in a poetic, weak narrative, multi-layered
and multi-temporal way.

Similar Disguise is available to view on Macaline Art Center’s website and Douyin account @MacalineArts.

Episode 3

Episode 4 Episode 5
FEUE BHE

(GRLUE) (2020)RYERBHE LS §—SH G 2 R —EEAFEKEIRE FTHAYIRRS e L
EMRAE KNI M IREITEAFSOREMNERPRIER - BERERI SRR » 3T EEE T PR IIERRIR
FRIEAES BAAMES  RUEFTAVERAR - FEIE ARV Em A Z B B EAS L VRV A B A » & — Rtk
AR IERIAN AR ARETRIE BEAS LAI—RER: THHIBERIBERE A —E5E0
FREMZHRER-ZEBRENHIRZE RS-

CRRLUEED) PI RS EFREEMT OB uE K 3L Z BRIE @MacalineArts EEF-
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Still from Similar Disguise
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Still from Similar Disguise
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Still from Similar Disguise
CEELESIRIRR
2021
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Still from Similar Disguise
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2021
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Still from Similar Disguise
CRLEI RIBR
2021

Archival Pigment Print, mounted on museum board

WK AR TP > 4R IS B DREAR AR

A set of 6, each 30 x 45 cm (horizontal) or 45 x 30 cm (vertical)
—#H65R > TR 30 x 45cm (H&ME) B¢ 45 x 30 cm (Z21E)




Rhythm and Senses
MENZ=EBARE )
Solo Exhibition 1E/&

Edouard Malingue Gallery, Hong Kong

10.01-09.03.2019

(® Exhibition Documentation S ERE 2~



https://vimeo.com/337455741
https://vimeo.com/337455741

How we live and relate to each other in light of increased digitisation is at the core of ‘Rhythm and Senses’, the
first solo exhibition of Tao Hui (b.1987, Chongqing) at Edouard Malingue Gallery, Hong Kong. TaoHuiisa Chinese
artist born in the city of Chongging. Using the language of video and installation, Tao Hui expresses collective
experience, the focus of which is often social identity, gender status, ethnicity and cultural crisis. Running
throughout his work is a sense of misplacement, prompting the audience to face their own cultural histories,
living conditions and social identities. Exploring the pace of our present existence and our responses to such,
Tao Hui navigates through four distinct works the unstable complications we face, our shifting perceptions as
well as spiritual needs.

‘Rhythm and Senses' is a dissection of our contemporary condition in four parts, fleshing out the pulse of
contemporary being, actually and virtually, and how it has impacted society. Sliding PVC doors carve the
exhibition area into three sections, leading to individual contemplation of each piece. A sense of solitary
viewership pervades, a state that relates to our personal experience in relation to an increasingly digitised
worldinwhichwe are bubbled, yet linked. Tao Hui hints to a continued element of association, however, through
the clear blue slithers in each wall slide that permit peering between each section, an allusion to our fractured
yet existent connectivity.

Entering the first space is ‘Screen as Display Body’ (2019), which sets the exhibition’s digital tone, presenting
four screens on the floor aboard a shopping trolley, which respectively show the key tones of display pixels: red,
blue, green and white. The core components of visual dissemination, Tao Hui points to how these colours are
responsible for the way we view the world whether through our eyes in real life or digitally. The work, however,
equally addresses how the screen can be considered a work in itself, elevating its status and value. Moreover,
throughits multifaceted use, Tao Huiaddresses how it can be both a tool for entertainment and political control.

Our individual yet collective condition as influenced by digitisation is poignantly captured in ‘Pulsating Atom’
(2019), an installation composed of a tall screen that presents a commonplace, middle-aged gala singer
conveying fractions of everyday life to the rhythm of short movie clips. The work relates to the frenzy of social
networking, more specifically the Chinese phenomenon ‘Tiktok’,anapp that shares shortvideo clips that people
can view, produce, reproduce and share. The gala singer and the clips share no actual connection, muchinthe
way the people who relate to each other via these short clips, building on each other’s contributions. As such,
and as highlighted by the work's title, it addresses the atomisation of society as well as the dissonance between
greater exchange and increased solitude.

In the final room the last two works are presented concurrently and relate to truths. “White Building” (2019) is
an installation presenting a control panel of western modernist style, a display that contrasts with its content
that depicts across a series of screens the native Huanghe waist drum dance and the area’s surrounding
natural scenery. By presenting a humanist tradition and its origins in a manner that alludes to power, Tao Hui
highlights the duality of ‘the screen’ as presented by ‘Screen as Display Body’ (2019) in the first room, but also
alludes to the manipulation of what we seg, feel and do. This consideration is further emphasised by the series
of photographs hanging on the walls that present through laser holography architectural models rendered with
exacting precision. The works address our relationship with nature and question our modern ways of sensing,
through sight and touch, while pointing to truth and how we seek it amidst the virtual.

Ultimately, ‘Rhythm and Senses' is an exploration of being. Using the language of dance, song, entertainment,
nature, exchange - all the things that make humans human - Tao Hui addresses the propagation of humanity
and its reformulation in the context of the digital age. Mounting a critique rather than being critical per se, Tao
Hui prompts a sense of awareness as to ourselves, our habits and our surroundings. A prompt that points to a
state of fracturing but also highlights the strings interconnecting our contemporary society.
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Untitled (holographic building O1)
(EmE (2 2HEZR01))
2019

Hologram, glass
2EER INE
25x15¢cm



Untitled (holographic building 02)
(& (2 REZE02)
2019

Hologram, glass
2EER T
25x15¢cm



Screen as Display Body

(REERBTER)
2019

LED screens, trolley
LEDRE  FHE
Dimensions variable
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Pulsating Atom

(BkENRVR T
2019 |

Single-channel HD video, color, sound
BIEERERERBREG

14 min12 sec

®
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https://vimeo.com/309593256
https://vimeo.com/309593256
https://vimeo.com/309593256
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Installation view of Pulsating Atomin the exhibition “Rhythm and Senses”, Edouard Malingue Gallery, Hong Kong, 2019.
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Installation view of Pulsating Atomin the exhibition “Rhythm and Senses”, Edouard Malingue Gallery, Hong Kong, 2019.
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I asked myself: why am | so alone? «

Installation view of Pulsating Atomin the exhibition “Rhythm and Senses”, Edouard Malingue Gallery, Hong Kong, 2019.

(BtERRFINRTERANE I RERS BEASRH ’éiﬁ@c&\



Installation view of Pulsating Atomin the exhibition “Rhythm and Senses”, Edouard Malingue Gallery, Hong Kong, 2019.
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Installation view of White Buildingin the exhibition “Rhythm and Senses”, Edouard Malingue Gallery, Hong Kong, 2019.
(REERE) NTHREME I RERS BES/H &H2019°
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White Building
(BBER)
2019

Video installation, sound, wood, LED screen, speaker

RERE BE A R 5
®


https://vimeo.com/309593318
https://vimeo.com/309593318
https://vimeo.com/309593318

Installation view of White Buildingin the exhibition “Rhythm and Senses”, Edouard Malingue Gallery, Hong Kong, 2019.
(BEER) KIEERNE RERS BEAZE &48°2019°




Double Talk
2018

Two-channel HD video, colour, sound, synchronised
LpERrsRRE e 88
23 min44 sec

® Watch video R 51858



https://vimeo.com/279380825
https://vimeo.com/279380825
https://vimeo.com/279380825

In the work Double Talk (2018), Tao Hui shows an interest in K-Pop culture, using a double-screen video
installation to depict the story of a Korean singer idol who rises from death. Through a Q&A session with
a journalist living after him, the artist explores how popular culture and mass media can have an impact on
individuals.

Ontheright screenis a supernatural story in Korean TV series' language based on the star-making movement
in Korean entertainment industry. It told what happened after the unnatural death of an unsuccessful idol, how
he vaguely responded to the persistent media with his customary tactics after returning to the real world, and
revealed some crucial information before his death in a roundabout way. Switching between being himself
and being an actor, he dually played his role within a performed framework, and by switching his identities, he
purposively created an uncertain and multiple sense of identity. On the left screen is a teaching scene, where
the teacher was teaching students, whose identities are strongly indicative. The story on the right screen was
shown on the TV in the classroom, and was adopted as a teaching example. While the teacher was tirelessly
exploring and analyzing the metaphors implied in the story, and the hidden information in the idol's words, the
students just watched the video attentively, providing no response.

£ {Em{Double Talk) (2018) # > F 3R 3R th HEREL AT ALY B> RS R R A E il — (I RRE B &R
FRFETHUEE BB RABZFMAVECE 2R E KRR RIT UM AR E RN AR EAEERL E-

AERENATEMNERREEXNEEES BRENERESLRT —BABRENF EENEE
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ARG URNmAZSERABHNANERMEFNN—LARER  BGEMUST—ABNE DR
RMXFERA—ERS ERENRBIRIARER MENERS 0 2T EEL — B M EENEZE
NERR-EENRER B —EHR2NSE R RS KB RPAREERIER M S E MY 2 E BRI H
AERRNAEREICEREHEENERE L (FA—EEMEH) ZiMEE S L2 ETERIZHE
HEATEHPHSRIER URBEESEZ THERER  BEAMELEER AREENEHERA.



Stills from the left and right channel of Double Talk, 2018
{Double Talk} (2018) /=~ 2 #E5E Z B R FEIE



Stills from the left and right channel of Double Talk, 2018
{Double Talk} (2018) /=~ 2 #E5E Z B R FEIE



Installation view at “Film Screening II”, Edouard Malingue Gallery, Hong Kong, 2018.
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Installation view at “Film Screening II”, Edouard Malingue Gallery, Hong Kong, 2018.
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The History of Southern Drama, Scene A

(RTTBLBISEARD
2018

Installation with video, photographs and handwriting machine
KRE BB REFERE
Dimensions variable R ~f 7] &

® Watch video 8 51548



https://vimeo.com/371167500
https://vimeo.com/371167500
https://vimeo.com/371167500

A History of Southern Dramais a fictional book, which is primarily a record of the personal experiences of its
author and his hearsay, instead of a historiographical work in the conventional sense. The story takes place
between Taiwan and mainland China during R.O.C 20~70 (1931~1981). Leng Shuihua is the fictional author of
this book. The project of A History of Southern Drama multiple scenes, with Scene A here focusing mainly on
the portrayal of the author Leng Shuihua.

(AABEE)E—AERNS HARETERFENEAAERNERERNLH CAR—AEREE
BEmEF-HPNRFEREERBE_+EC+EMFRA L KEREERNIEE  (BHBEIL)ERER
BN REREN NRAERTHARTEEZEETNFE SKIENEE-



Tao Hui, The History of Southern Drama, Scene A, 2018. Installation view at “Noire Lumiére”, HOW Art Museum, Shanghai, 2020.
P (R A BRI SEAR) 2018 © TBEE | R EEIRIG R &R £8>2020°

Image courtesy of the artistand HOW Art Museum
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Tao Hui, The History of Southern Drama, Scene A, 2018. Installation view at “Noire Lumiere”, HOW Art Museum, Shanghai, 2020
PN > (RE 75 BRI SEAR) 2 2018 o BE Y | RE IR 5 REAMIEE » £7§°2020

Image courtesy of the artistand HOW Art Museum

&l B AT KA R MR




Tao Hui, The History of Southern Drama, Scene A, 2018. Installation view at “Noire Lumiére”, HOW Art Museum, Shanghai, 2020
FaiE > (A RIEISEAR) 2018  TBE)E ) REE IR 15 REMEE» _£i8§°2020

Image courtesy of the artistand HOW Art Museum

8] = BT KM REAMTEE



Video still from An Interview with Leng Shuihua, Writer of The History of Southern Drama, single-channel video, colour, sound, 10 min 46 sec.

((FEABEIE1ERIZKIETABOERE IR BIRER B EBEHBR 1074610

(») Watch video ¥l & 1548



https://vimeo.com/371167500
https://vimeo.com/371167500

t “Noire Lumiere”, HOW Art Museum, Shanghai, 2020
AR 2018 o lBE)t ) RE RS REMRE> £78°2020
1

Image courtesy of the artistand HOW Art Museum
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, HOW Art Museum, Shanghai, 2020
56 BRE RS REMEE > £1§°2020

ourtesy of the artistand HOW Art Museum
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A Young Leng Shuihua No.1
(L2 KTEB FEBRFA Not)
2018

Fine art inkjet print Zt7 {4
Image E2MER ~T:45.5x64.6cm



A Young Leng Shuihua No.2
(L KTEBER No.2)
2018

Fine art inkjet print Zt7 {4
Image E2ER ~T:48.4x69.6 cm



A Young Leng Shuihua No.3
(L2 KTE B ERA No.3)
2018

Fine art inkjet print Zt7 {4
Image EER ~:10x15¢cm



The Tangible Ones

(HE—RERA)
2018

Video on 3D hologram fan, sound
2REBRKRE BB

Dimensions variable

R~

® Watch video ERE1R$E



https://vimeo.com/371150868
https://vimeo.com/371150868
https://vimeo.com/371150868

In “The Tangible Ones’, two young women, French and Chinese, mumble to no one fragments of their lives and their longing for their lovers. Engaging the viewer with their silhouettes,
intricate melodies, monologues and sing-songs, these fictional characters find themselves in an ambiguous parallel nearing relegation to each other, as though two spirits in a
hyperrealistic realm constructed of shadows and media. Conceived from this ad hoc combination of monologues and humming, the open-ended narrative in "The Tangible Ones’
casts the viewer’s personal memories as the narrative backdrop to the lovers' absence.

E(ME—REERA) B, FEERIF 7 —RERBIEE: —(EZBELAM—EFELA, HEEZREEFRENEANRINEETRHEE  EAEERE, SEMNTIEERF
WAV EIFIUREME = - MBIEFERSE T AN RERERANEER A, ERNSRE—RNZFEF2RT (AR ARERBHNERERE R AYIEEREIFIEMR
HRES, BEE—ERRBIRERE, K2R LRLRNESBAHEEEHE B SEERmETe

The Tangible Ones
(ME—EE2RIAD
2018



Installation view
BREIRG

The Tangible Ones
(ME— R BRI A)
2018



Hello, Finale!
(fryF 258!
2017

HD video installation, colour, with sound
EamGEE e A8

Installation dimensions variable; total video duration: 40 min

KERTHE REGERRI0DE
(® Watch video ¥R 51558



https://vimeo.com/371179414
https://vimeo.com/371179414
https://vimeo.com/371179414

‘Hello, Finale!" is a multi-channel video work the artist has created especially for the “HUGO BOSS ASIA ART:
Award for Emerging Asian Artists” exhibition (2017). Nine videos are arranged in a specific array within the
exhibition space, emphasising the intertextuality and parallel between the video works. The arrangement also
serves as an interactive viewing experience akin to surfing TV channels at home. Written by the artist himself,
the video script eventually leads to the incomplete, one-way dialogue presented by the central character over
the phone. Shot in Kyoto, elements the popular Japanese drama genre are woven into ‘Hello, Finale!’, from
setting to performance. However, Tao's script, spoken in Japanese, relates to both social news about China
and the artist’s personal experience, evoking a sense of distance yet simultaneously pointing at familiarity.

(frir, A Efr1Fm, LESRGLURRIREREHEERES, 588 7 FmAR Z BB EXXHMFITRRE,
thE—BNEPEIEE —RNEFEERESIINER EMKXERTTRSIHNEE, THRESREFEEPE
AREEFEHNATEN BHENS G EFERSNSHEN R, {H5REREMHEZTRZ KA
MEZHNAABREFESRE, AT BB AFEIRYE B P RN SR ENEM KB AEFIL
ARAVER SR o LTS A IRRE RN I BARRV A B, HEEIFEEE M T RV 4RIk
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Stills from Hello, Finale!
(IRYF) B a308
2017
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Installation view
RERIS

Installation view at “HUGO BOSS ASIA ART: Award for Emerging Asian Artists”, Rockbund Art Museum, Shanghai, 2017.
MTHUGO BOSSEZ TR BTN AL I REIRIS > LiBINEEMEE > £i§>20170
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Installation view

J RERS

Installation view.at “HUGO BOSS ASIA ART: Award for Emerging Asian Artists”, Rockbund Art Museum, Shanghai, 2017.
FTHUGO BOSSEZ TR BT X AL | R EIRIS > LigINEEMEE > £i§>20170




Installation view at “Sigg Prize 2019”, M+ Pavilion, Hong Kong, 2019.

Image courtesy of M+, Hong Kong, 2019. Photo by Winnie Yeung @ iIMAGE28
% 5ed22019) RE RS M+ES #2019

B/ BB ABM+R o %2 - Winnie Yeung @ IMAGE28
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Installation view at “2020+", Red Brick Art Museum, Beijing, 2020.
Image courtesy of Red Brick Art Museum. Photo by Xing Yu

2020 +1 BREIRI%  ATREEMTEE » b5 > 20200
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Installation view at “2020+", Red Brick Art Museum, Beijing, 2020.
Image courtesy of Red Brick Art Museum. Photo by Xing Yu
2020+ 1 REIRI% AT HEEMTEE » b5 > 20200
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Joint Images
(BRI RD
2016

Single-channel HD video, colour, sound
N EE WA =]

14 min 27 sec

(® Watch video ¥R E1RSE



https://vimeo.com/370809885
https://vimeo.com/370809885
https://vimeo.com/370809885

Still from Joint Images
(BMEERFER) Er5FFE
2016




Stills from Joint Images
(BMEERER) ERE5FFE
2016

Ten iconic TV clips were selected to play continuously at random in the background, including
news, TV series, entertainment and reality shows, etc. Standing before the screen, the actors
recreate the TV scene and synchronise the lines, building up a displaced sense of truth and false,
and revealing an absurd combination of reality and virtuality. Taking as a departure point collective
memory and group experience, Tao expresses his thoughts on “mass media” and “acting”.

SMREPREBRELEGE LER T HEEBARMENES B R, QFEFEAFATRER SN E ER
ENGEVESE AT RBERMRIER - EEERE A, EREEPHERM AR, SEH—BAR
IRV ER LR, AN B B E B A M - it SRS S IR X Be i BR Y A S Hh 38 R ER I "R IR M &
I IBYERET o




Excessive
(ZERAVY
2015

Video installation with HD video (colour, with sound), glass, projector, silica gel, iron, wood

BEERE SR AFEABERG BKIB KRG EB - AE

Table with projection box: 118 x 62.5 x 40 cm; video duration: 19 min 32 sec, projection size variable
BEREERTFHREFRT 118x625x40 cm; #ERER19732M RERER T A&

(® Watch video ¥R E 1848



https://vimeo.com/370811741
https://vimeo.com/370811741
https://vimeo.com/370811741

In the multi-channel video installation ‘Excessive’, Tao Hui presents a narrative of conflict. A young girl's extra
finger causes enormous grief in her family, leading her to cut it off with a kitchen knife and burn it to ashes.
Here, Tao eliminates the backdrop of each scene, leaving only the characters with a few props and a male's
narration throughout the video. This technique lends emphasis to the concept of performance within the piece.

PEHETE 2 SARIRRR B (S ERAY) o8 T BB &R o (Fmss il 7 —(UF X ZRAD B S EF ZHRI—RFIRER
ANEEFBENRE - BRERLZA—BETIIRZSERNFIEN T, ZRGEEEMRE EEMFFm T, BERE
fXE, AEERE TAYNIARENESR, E—P @R EEEFRPNERUE-



\ Installation view of Excessive, 2015

(ZERAY) (2015) S EIR15

Image courtesy of Esther Schipper. Photo by Andrea Rossetti.
& F RS2 iR o1& : Andrea Rossettic



Installation view of Excessive, 2015
(ZERM) (2015) S B IRE

Image courtesy of Esther Schipper. Photo by Andrea Rossetti.
& F Bt = B fe it o % | Andrea Rossettic



Installation detail of Excessive, 2015
(ZERHTY (2015) £ B H SR

Image courtesy of Esther Schipper. Photo by Andrea Rossetti.
& F F it 1S F = ER e {it o 3/ % - Andrea Rossettio



Installation detail of Excessive, 2015

(ZEREY) (2015) BEE /P

Image courtesy of Esther Schipper. Photo by Andrea Rossetti.
& & ArtiE = Ep e o3 %2 | Andrea Rossettic



Installation detail of Excessive, 2015
(ZERHYY (2015) £ B H SR

Image courtesy of Esther Schipper. Photo by Andrea Rossetti.
B Bt iE = Erfe (i o3 %2 | Andrea Rossettio



1Character & 7 Materials

(—EAMRLCERREM)
2015

Sound and video installation, dimensions variable

B R RRaE R O A

“1Character”: Sound installation, with microphone and headphones, various languages in various durations
“7 Materials”™: Video installation, with 7 single-channel HD videos, colour, total duration of 11 min 48 sec

—EAY BEEE BxE B 2BE= KRAE
EREM BEEE tREASBERaRG BR17481

(® Watch video ¥RE1R$E



https://vimeo.com/375624509
https://vimeo.com/375624509
https://vimeo.com/375624509

Installation view of 1 Character & 7 Materials (2015) at the exhibition "New Directions: Tao Hui", UCCA, Beijing, 2015
(—EAYERCEEMIFL TH#IER  fEiE | REIRS LEihE &40 652015

Image courtesy of UCCA, Beijing
B 5 B AL mHTE 20 A OE S




Installation view of 1 Character & 7 Materials (2015) at the exhibition "New Directions: Tao Hui", UCCA, Beijing, 2015
(—EAMERCEEMIFL TH#IER  EiE REIRS LEihE &M .0 652015

Image courtesy of UCCA, Beijing
B 5 B AT E A E2 0O RS




The sound installation “1 Character” consists of a confined box, similar to a telephone booth or a confession
room, which contains a microphone as a metonymy for the paradoxical presence of an absent character,
recognisable only by her voice. The viewers are invited to listen to her story using wireless headphones
while watching the videos. Tao Hui shows his elaborate sensitivity as a storyteller in describing the
vicissitudes of his marginalised subjects and the recurrent themes in his practice, such as cross-border
anxiety, the crisis of marriage, and the consequences of moral prejudice defining “tabooed” relationships.

The video installation “7 Materials” presents seven clips played on shuffle. Seemingly independent, they
are interconnected in the sense that viewers are free to associate, reorganise and string together their
interpretationsofthestorieswiththeaidoftheaudioclues. Thesesevenvideosaredisplayedinasettinghintingat
thefeaturesofabusstation-ametaphorforatransientpublicspacewhereindividualsmeetdaily,linkedby their
physicalcloseness,butstillabsorbedintheirprivate,individualspaces. Thefragmentationofthevisualmaterials,
the deconstruction of space and the overlapping of temporalities thus correspond to our existential state.

1 Character & 7 Materials' consists of a video and a soundtrack. Indepedent from the visuals, the voice
recording is based on a script written by the artist. The two materials should be watched and listened
simultaneously but there are no prescribed rules as to how exactly they are to be experienced. During
the exhibition, the 7 videos are played on a loop at random, and as such viewers may experience different
combinations of sounds and videos. The way the viewer reacts emotionally to the story is therefore intimately
related to the images that are being screened as well as the accompanying audio. The online version works
similarly except the audio has been incorporated into the video, both of which are then edited into Chinese
and English versions. However, the actual exhibition offers a much wider spectrum of viewing possibilities .

r—@A%JE—ﬁ:éﬁ“*% BE—EHNAENE T, BUREEFTURIEE, ASMERE—aER, %
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Stillfrom 7 Character & 7 Materials
(—EAECEREM) G FEE
2015




Stills from 7 Character & 7 Materials
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The Dusk of Teheran
(EEFEN=ES)
2014

Single-channel HD video, colour, sound
BiREE AR, K e, 58
4mini4sec

(® Watch video ¥RE 1358



https://vimeo.com/371156668
https://vimeo.com/371156668
https://vimeo.com/371156668

Inlran, the rights of women are suppressed in the name of protecting women. Within the framework of marriage
law, women are always put in a passive position. Entertainment is forbidden for women and female singers are
not allowed to give open performances. Hong Kong is a place that traditionally champions individual freedom;
women there can freely pursue their own love interests, dreams and lifestyle. For this work, | invited an Iranian
girl who works for a theater to reenact the late Hong Kong female singer Anita Mui's speech to her fans. The
speech shows Anita Mui's freedom in pursuing love and marriage. Here | try to flesh out, within a particular
narrative frame, the differences and similarities between people from different countries and geographies.

ERER, RSLMERIEFIRIARE LRI FRPAERS, IBIRAEIR PRI AR WENATY - IRGEERERILRY,
YUERFERNELRREBR, MEEAEEEBRERIM S, LEAIUEEHNESECHRE 2
B EEAI BEEE—ETERA R IERFRL AN SEEEN R ETBERUAEESER
EEES E—REARMGEINGE, ERIEZR Tt SHERRERNEHRER IelBSHTRRE
IR~ AR ATERERERIESR T, 2IRERNER I EEF R

Stills from The Dusk of Teheran
(EEENEE) BMEFFE
2014



Still from The Dusk of Teheran
(EEENEE) BMEFFE
2014




The Acting Tutorial
CEREIE)
2014

Single-channel HD video, colour, sound
BiREE AR, K e, 58
16 min 43 sec

() Watch video ¥R 51348



https://vimeo.com/371148706
https://vimeo.com/371148706
https://vimeo.com/371148706

Ky

‘The Acting Tutorial’ is a narrative experiment featuring 13 actresses, who construct a half serious and half humourous tutorial
through a performative language that is both exaggerated and deliberately ambiguous.
LTERE T —ERE R ERER G

Stills from The Acting Tutorial
(HREHIR) srf53e

(ERHE) 2—EMFEER- 13 ERREU—EER EEMAINTRE
2014




The Acting Tutorial
CEREIE)
2014

Fine artinkjet print
EiTIE
931x120cm




Talk about Body
(KE 82D
2013

Single-channel video, colour, sound
BiREE AR, K e, B8
3min45sec

(™ Watch video ¥R E 1748



https://vimeo.com/371145213
https://vimeo.com/371145213
https://vimeo.com/371145213

Theartistaddressedinherownroom,actingasanlslamicgirl. She toke the article whichwaswrittenby aphysical
anthropologist analyzing his own body as the chief source. He analyzes the body structure, physiognomy
characteristic and blood lineage gene objectively in detail and fabricates a ceremony scene according to
the authentic materials. He attempts to abandon emotion and focus on his own body, resist the over-spiritual
confinement by traditional religion and try to make a balance between them.

REMXKE SENFRERZRE T8 CHERETT 7 —H&EHs U —ERE A NRR2EHMN SR
DX ERER, REIEEU—EEFXMENESFATENIINT B SHNSBER INZERe GER:
REENMAMET —ERIAINSR-thEBEMERRE BEE CNYES R R EFERRBEVEHE
> S ME SR MIEHE RS Z M &R

Stills from Talk about Body
(XE 88 BrIREFNE
2013



Still from Talk about Body
(XEF ) triREFNE
2013



Mongolism
(KHIE)
2010

Single-channel video, colour, sound
BipamanR, X 88
31minisec

(® Watchvideo ¥i 51848



https://vimeo.com/371159205
https://vimeo.com/371159205
https://vimeo.com/371159205

Set against the backdrop of modernisation, Mongolismis about the mental state of youngsters in the age of
cross-border ideology. Improvised cinematography, television script writing, traditional art and folklore; these
are but elements of the work which, coupled with nonsensical character relationships, create an isolated
political scene within a soap opera about self-consciousness.

(REE)ssat 7R CER RIS R SRS TR FE ARV AR5, A BN B 1 2 B 75 TU SRl
8, BREFVERRIEHEE, GREMMREALR T ZEERNEERR, EREENAYRFRIBE
T—EMINBCEER, —8RIK B BEHBAIRIEER

Production stills from Mongolism
(KhiE) BIRR
2010
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Stills from Mongolism
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2010




Kiang | Malingue | Tao Hui

BEZE 10 Sik On Street, Wanchai,HongKong | Office N°| &% +852 2810 0317
BEEHEH 105 | BF &F
Open: Tuesday-Saturday 12-6PM
kiangmalingue.com and by appointment.

Bornin 1987 in Yunyang, Chongging, China
Currently works and lives in Beijing, China

Education

2010 BFAin Oil Painting, Sichuan Fine Art Institute, China

Awards

2021 Nomination of the 7th edition of Jimei x Arles International Photo Festival ‘Discovery Award’

2019 Shortlisted for the inaugural Sigg Prize

2018 ART POWER 100 Award-winning Artist

2017 Shortlisted for HUGO BOSS ASIA ART AWARD for Emerging Asian Artists

2015 The Grand Prize at 19th Contemporary Art Festival Sesc_Videobrasil ‘Southern Panoramas’, Sdo Paulo, Brazil
Art Sanya & Huayu Youth Award, Sanya, China

2008 Grand Award of Contemporary Art Archive from Sichuan Fine Arts Institute China

Solo Exhibitions

2024
“Tao Hui: In the Land Beyond Living”, Tai Kwun Contemporary, Hong Kong

2023
“We, Entertainment”, Esther Schipper, Berlin, Germany
“Tao Hui: Being Wild”, CAC Malaga, Malaga, Spain

2022
“Searing Pain”, Aranya Art Center, Qinhuangdao, China
“Speakersin The Square”, The Chapel of Sound, Aranya Jinshanling, Qinhuangdao, China

2019
“Rhythm and Senses”, Edouard Malingue Gallery, Hong Kong

2018
“The History of Southern Drama, Scene A”, Chi-wen Gallery, Taipei, Taiwan
“TAO HUI”, The Breeder Gallery, Athens, Greece

2017
“Notatall”, OCAT Xian, Xi'an, China

2016
“Now & Then”, Galeria UNTILTHEN, Paris, France

2015
“New Directions: Tao Hui”, UCCA, Beijing, China
“1Character & 7 Materials”, AIKE-DELLARCO, Shanghai, China

2013
“Sightseers”, Space Space, Chengdu, China

Selected Group Exhibitions

2024

“I Never Dream Otherwise than Awake: Journeys in Sound”, West Bund Museum, Shanghai, China

“Poetry by the Barbarian”, ASE Foundation, Shanghai, China

“Launching a New Era: Body and Language as Manifesto”, Yuan Art Museum, Beijing, China

“Follow the Feeling”, Times Museum, Guangdong, China

Listening Paths: Contemporary Sound Art Practices in China, Shanghai Duolun Museum of Modern Art, Shanghai, China

2023

NGV Triennial 2023, National Gallery of Victoria, Melbourne, Australia

14th Shanghai Biennale “Cosmos Cinema”, Power Station of Art, Shanghai, China

“Motionis Action”, By Art Matters, Hang Zhou, China

“Making Reality”, Xie Zilong Photography Museum, Chengdu, China

“Boardercrossing: Possibilities and Interactions”, Yuz Museum, Shanghai, China

“Between Performance and Documentation: Contemporary Photography and Video from China”, Herbert F. Johnson
Museum of Art, Cornell University, New York, U.S.A.

“The Exhibition of Annual of Contemporary Art of China Shanghai 2022, Shanghai Doland Museum of Modern Art,
Shanghai, China

“Droning On”, Wind H Art Center, Beijing

“More Than Human”, Blanc Art Space, Beijing, China

“Projection”, Sifang Art Museum, Nanjing, China

“Bon moment”, Red Brick Art Museum, Beijing, China

“Upstairs Cities”, ASE Foundation, Shanghai, China

“Long Distance”, Nassima Landau Foundation, Tel-Aviv Yafo, Israel

“Tao Hui, Tromarama, Wang Zhibo”, Stevenson, Amsterdam, Netherlands

2022

“Living in the New Century: Chinese Media Arts since 1989” (Screening), Ulsan Art Museum, Ulsan, Korea

2022 Golden Panda Photography Awards Exhibition, Chengdu Contemporary Image Museum, Chengdu, China
“I have not loved (enough or worked)”, The Art Gallery of Western Australia, Perth, Australia
“LOVELOVELOVE”, U2 by UCCA, Beijing, China

“Tongue in Cheek”, Dangxia Art Space, Beijing, China



“Mirror Image: A Transformation of Chinese Identity”, Asia Society, New York, U.S.A.
“ON | OFF 2021: Carousel of Progress”, He Art Museum, Shunde, China
“The Elephant Escaped”, Macalline Art Center, Beijing, China

2021

“9 Latent Episodes Behind the Bund”, Rock Bund, Shanghai, China

The 7th edition of Jimei x Arles International Photo Festival, Jimei Citizen Square Exhibition Hall, Xiamen, China
“A Place for Concealment”, Korean Cultural Center, Shanghai, China

“The Circulation of Images: A Study on Medium Identity”, Voyage UCCA Lab, Shanghai, China
“Durational”, Vanguard Gallery, Shanghai, China

“Refrigerator lllusion”, Asia Culture Center, Gwangju, South Korea

“The 4th Today’s Documents: A Stitch in Time”, Chongging Contemporary Art Museum, Chongging, China
“The Circular Impact: Video Art 21", OCAT Shanghai, Shanghai, China

“Jiang Han Stars Plan 2021: Affect”, Wuhan Art Museum, Wuhan, China

“Tracing the Fragments”, K11 Art & Cultural Centre, Hong Kong

2020

“Side A/ Side B”, Edouard Malingue Gallery, Hong Kong

“Hasty Falling Time” (online), The Centre d’Art Contemporain Genéve, Geneva, Switzerland

“The Curation Workshop Il: Story and Structure”, Co-hosted by OCAT Shenzhenand OCT Art & Design Gallery, Shenzhen,
China

“Noire Lumiére”, HOW Art Museum, Shanghai, China

“The 2020 Taiwan International Video Art Exhibition - ANIMA”, Hong-gah Museum, Taipei, Taiwan

“When Speed Become Form - Live In Your Screen”, Wind H Art Center, Beijing, China

“2020+”, Red Brick Art Museum, Beijing, China

“Embodied Mirror: Performances in Chinese Video Art”, New Century Art Foundation, Beijing, China

“Wake Up Crying”, Online screening exhibition, Centre for Experimental Film, China

“Daisuke Miyatsu 25 Years of Video Art: A Point of Transit Signals from East and South East Asia”, Alien Art Centre,
Kaohsiung City, Taiwan

“OCAT x KADIST Emerging Artist Exhibition 2020”, OCAT Shanghai, Shanghai, China

“Methods of Connection”, Kyoto Art Center, Kyoto, Japan

2019

“The Sigg Prize 2019, M+ Pavilion, Hong Kong

Asia Culture Center(ACC) group exhibition, Gwangju, South Korea

“New Start: The 3rd Shenzhen Biennale of Contemporary Art (BCA) - Concept, Form and Daily Life”, Shenzhen, China
“Lunar Phases”, UCCA, Beijing, China

“D.E.E.P.| NOWNESS Experiments: The Mesh”, chi K11 art museum, Shanghai, China

“Long March Project: The Deficit Faction”, Long March Project, Beijing, China

“ASSEMBLAGE - A project on migration in relation to China”, Goethe-Institut China/ de Art Center, Beijing, China
“re-IMAGE-n”, the 4th Vancouver Biennale, Vancouver, Canada

“Christoph Keller, Hito Steyerl, Tao Hui”, Esther Schipper, Berlin, Germany

“Daisuke Miyatsu Collection x Kasama Museum Blending the quintessence of modern and contemporary art”, Kasama
Nichido Museum of Art, Tokyo, Japan

“Collezione Videobrasil”, Opere Vincintrici Del Contemporary Art Festival Sesc_Videobrasil, MACRO ASILO, Rome, Italy
“Remapping Reality: Selected Video Collection from Wang Bing”, OCAT Shanghai, Shanghai, China

“An Opera for Animals”, Rockbund Art Museum, Shanghai, China

“An Opera for Animals”, Para Site, Hong Kong

“Body Search 17, Museum of Contemporary Art Leipzig (GfZK), Leipzig, Germany

“Airport Biennale 2019, Guangzhou Baiyun International Airport Cultural Town, Guangzhou, China

“In My Room”, Antenna Space, Shanghai, China

2018

“Force as Fulcrum”, New Century Art Foundation, Beijing, China

“Well-Wish”, Gallery Vacancy, Shanghai, China

“Saudade: Unmemorable Place in Time”, Belem Cultural Center, Lisbon, Portugal
“Bangkok Art Biennale 2018”, Bangkok, Thailand

“Heterotopia On the Route”, The Galaxy Museum of Contemporary Art, Chongqging, China
“One Star, One travel”, Zhi Art Space, Chongging, China

“Play & Loop”, Blindspot Gallery, Hong Kong

“Flim Screening II”, Edouard Malingue Gallery, Hong Kong

“STATO STAZIONARIO CRAC”, Puglia, Taranto, Italy

“Dominus Vobiscum”, ooojh, Seoul, South Korea

“New Video In China: New Attitude since 2010”, Anren, Chengdu, China

“Pseudo-& Hetero”, Lithium Gallery, Chicago, USA

“How Little You Know About Me”, MMCA, Seoul, South Korea

“Frontier: Re-assessmentt of Post-Globalisational Politics”, OCAT, Beijing, China
“Heterotopia On the Route”, The Galaxy Museum of Contemporary Art, Chongging, China

2017

“Frontier: Re-assessment of Post-Globalisational Politics”, OCAT Shanghai, Shanghai, China

“Simultaneous Eidos: Guangzhou Image Triennial 2017”, Guangdong Museum of Art, Guangzhou, China

“Cities Grow in Difference: Bi-city Biennale of Urbanism/Architecture”, Nantou Old-town, Shenzhen, China

“Exhibition of Nominated Artists of HUGO BOSS ASIA ART Award for Emerging Asian Artists 2017”, Rockbund Art
Museum, Shanghai, China

“Performing Dramas: Screening of Short Films by Contemporary Artists”, chi K11 Art Museum, Shanghai, China

“Culture City of East Asia 2017 Kyoto: Asia Corridor Contemporary Art Exhibition”, Nijo Castle, Kyoto Art Center, Kyoto,
Japan

“Spectrosynthesis”’, MOCA Taipei, Taipei, Taiwan

“Prospectif Cinéma programme”, Centre Pompidou, Paris, France

The 2nd “Dao Jiao New Art Festival”, XI Contemporary Art Center, Dongguan, China

“The exhibition of Annual of Contemporary Art of China”, Beijing Minsheng Art Museum, Beijing, China

“I SEE” International Video Art Festival, Berlinische Galerie, Berlin, Germany

“Texture of the Era, Selected works of Sichuan Fine Arts Institute”, National Art Museum of China, Beijing, China

“One Second Ago”, Edouard Malingue Gallery, Hong Kong

“Open field of vision”, Ink Not Ink Contemporary Art Space, Qingdao, China

“Reciprocal Enlightenment”, CAFA Art Museum, Beijing, China

“Talk, Talk”, Surplus Space, Wuhan, China

“The mulberry forest becoming ocean”, Esther Schipper, Berlin, Germany

2016

“| SEE” International Video Art Festival, Goethe-Institut China (Beijing), Sichuan Fine Arts Institute (Chongging), New
Media Art, Department for Culture and Education of the German Consulate General in Shanghai (Shanghai), China
“Performance in Mirror”, New Century Art Foundation, Shanghai, China

“Hack Space”, chi K11Art Space, Shanghai, China

“Act”, OCAT Shenzhen, China

“Why Not Ask Again”, 11th Shanghai Biennale, Power Station of Art, Shanghai, China

“New Order: Alter Mondi Alismf”, Just Space, Sanya Edition, China

“The Image Expressionin The Art Practice of New Generation”, Xi'an Art Museum, Xi'an, China

“Turning Point: Contemporary Art in China since 2000”, Minsheng Art Museum, Shanghai, China

“IN SILENCE”, Pearl Lam Galleries, Singapore

“This Future of Ours”, Red Brick Art Museum, Beijing, China

“Annual Exhibition of Contemporary Art in China 2015”, Minsheng Art Museum, Beijing, China

“Trust me if You Cant”, Sabsay, Copenhagen, Denmark

‘Journey”, AM Art Space, Shanghai, China

“New Capital: Huang Yu Collection Exhibition”, Chengdu Contemporary Art Museum, Chengdu, Sichuan, China
“Tutorials-Moving Images and A Users Guide from China”, Pino Pacali Museum Foundation, Polignano a Mare (BA), Italy
“Art Basel 2016: Film Sector, agnés b. CINEMA”, Hong Kong Art Centre, Hong Kong

“Hack Space”, K11 Foundation Pop-up Space, Hong Kong

“M + Screening: Fourty Years”, Broadway Cinematheque, Hong Kong

“Action Image”, Blue Roof Museum, Chengdu, China

“The Exhibition, Bentu, Chinese artists at a time of turbulence and transformation”, Fondation Louis Vuitton, Paris, France
“The Collection, A selection of Chinese works”, Fondation Louis Vuitton, Paris, France

2015

Huayu Youth Award shortlists exhibition, Sanya, China
“Asia Arts Festival”, Quanzhou, China

“Talk about Body”, AIKE-DELLARCO, Shanghai, China
“Winter Discovery”, 1000 Plateaus, Chengdu, China
“Shanghai Deal”, Radical Space, Shanghai, China



“2015 Europa Tour: Contemporary Art from China, Faith/ Freedom/ Future-proof”, Okreg Warszawski Zwigzku Polskich
Artystow Plastykow, Warsaw, Poland

19th Contemporary Art Festival Sesc Videobrasil: Southern Panoramas, Sao Paulo, Brazil

“Essential Matters - Moving Images from China”, Borusan Contemporary, Istanbul, Turkey

“Perched in the Eye of a Tornado”, Ying Space, Beijing, China

“Sunlight - between Teheran and Chongqing”, LP Art Space, Chongging, China

2014

“Winter Group Show”, AIKE-DELLARCO, Shanghai, China

“Ouvas-tu?”, Espace des Arts Sans Frontiéres, Paris, France

“Positive Space”, Times Museum, Guangzhou, China

“UP-YOUTH?”, China Young Artists Exhibition, Times Art Museum, Beijing, China
“How Do We Become A Part of This World”, DAC, Chongging, China

“Iran to China”, Darbast Platform, Mohsen Gallery, Teheran, Iran

2013

“Be Conscious Of Yourself”, Suzhou Museum, Suzhou, China

“Art Basel Leap Video Project”, Hong Kong

18th Contemporary Art Festival Sesc_Videobrasil ‘Southern Panoramas’, Sdo Paulo, Brazil

2012
“The Worst Show”, Gland, Beijing, China Listen, Beijing, China
“54 International Youth Art Festival”, Beijing, China

201

“Look at the Future”, Chengdu Biennale Special Invitational Exhibition, Winshare Art Museum, Chengdu, China
“Workshop”, Organhaus Art Space, Chongqging, China

“Chongging Independent Film & Video Festival”’, Chongging, China

2010

“Everywhere”, Organhaus Art Space, Chongqing, China

“Xun Ji”, CAEA Art Space, Chongging, China

“Location: Dragon Fountain Bathhouse”, Forget Art, Beijing, China

“Theme Exhibition The 70th Anniversary of Birth of Sichuan Fine Arts Institute”, Chongging Art Museum, Chongqing,
China

2008
“Annual Exhibition of the Qil Painting Department”, Sichuan Fine Arts Institute, Chongqging, China

Collections

Tank Shanghai, Shanghai, China

National Gallery of Victoria, Melbourne, Australia

Sigg Collection, Switzerland

M+ Museum, Hong Kong

KADIST, Paris, France / San Francisco, U.S.A.

Louis Vuitton foundation, Paris, France

K11 Art Foundation, Hong Kong

New Century Art Foundation, Beijing, China

Sunpride Foundation, Hong Kong

National Museum of Modern and Contemporary Art, Seoul, South Korea
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