Contemporary
Virtual
Narratives

B3 bR EbEE 201~203 BHE

Galleries 201-203, National Center of Photography and Images, Taipei sl :

2022.12.1~ 2023.3.26






%EA Curator

T &5
WANG Pin—-Hua

TR Artists

X A
HSU Chia-Wei

SER
KAO Chung-Li

P& oo 1
TAO Ya-Lun

THS
WANG Ya-Hui

RENS
YUAN Goang-Ming



il

i
5
=

KEA | TmBE

ExREZX(CRMEAEERTETEEM Z22R/NERRE - &
RARBIRAZEZGEMN RIS BRIEA SR R0EES
URARF B REAMEAMR - BEMRNAUZERS « #M&  FREE
EFRBIR - REFBEAE  BADGEMNEHER - ERAIFMRAE
B MERERRE AEFENERSR -

A8 &R NREM ? AEREM ARG FRER - #EEY
BEMRERIRE - EAROHNECE » @IF - 15 BXFR - DHER
BIEMBRE - HEEMN TEARG HAXPIRNOEZER - BLEFGIR
MRERE - FERASEARINER  EEBBES KR - REBEEN
B BERENAS - MEMREZENNU TERL © TES) IBE
1 BEFIRBRBENER

FERON THEM) IR PIRENR 19 BB MRRG - MEBR

MBI Rl - 2 7E 1895 FIRZB WP MM Z TR T -
1920 FREZERNRIFEMPEER - MUBBEENERAARNE



MRVBR SR RERZENEMRLERIF - B2 > 1960 £
DAt HIBRRSAET HIRAVEHR EAMTRRED - DAR 1980 FAUEABAUIRAE -
BEE - MR BRIORTIRESEAMPEER -

AR HET) (FARENEE - RHBAROAENERES (EREN
F) KRB0 TRAS) DR TSRS UGBS T Ee
POTFERES AR NEE) BENRORE () WTAREZA
DR MEERGR REEZAN DIV 3 ERNER S0F
Bt -

B—ENTREME - FFRNRBLARZERIE2R - MIESRE
RIOHE TRM5) WA TRIEMRE) 852 - A NEX) 1
ity o TER)  B—EWRELIE - ANE KB B ESH BB
BROFENFNEMBE - BEMRIFRZON TRUEEM) ~ TRUERS
B 1Bz -



Introduction

Curator | WANG Pin-Hua

The National Center of Photography and Images (NCPI) is a vital hub
to present the aesthetics of Taiwanese photography and image art.
Images Creation: Contemporary Virtual Narratives explores the “creative”
implication of Taiwanese image art as the central topic, and examines
how artists have utilized photography, video, and image installation to
reflect on the nature of image and expand the local context of image art
since the invention of photography, turning artistic creation into a method
of realizing “contemporary virtual narratives.”

What is the creativity in “image creation”? In the exhibition, the curator
suggests to view “mental images” as the source of material images, such
as photography and video. Memories, remembrances, dreams, flashes of
inspiration, and even the thinking processes often surface momentarily
as “mental images” in people’s minds. These images, with their transient
appearances, also often denote the contents that people hope to capture
and intend to express through words and visual vocabularies. In this
case, artists are experts who excel at using “virtual” and “fictitious”
imagination to construct narratives for the audience.

The “materiality” of image first emerged in the nineteenth century
upon the invention of photography. Moreover, the filmic technology of
moving images was also invented in 1895, following the emergence of
photography. In the 1920s, during the stage of historical avant-garde,
Dadaism already integrated the experimentation of moving images
into its conceptual exploration of modern art. Around the same time,




the technology of animation geminated, and began developing. After
WWII and in the 1960s, video art, which emerged as a critical form of
the television culture, entered the scene; and subsequently, the 1980s
ushered in various forms of new media art, including digital image,
computer graphics, and technological image.

Themed on “Images Creation,” this exhibition traces how artists utilize
“virtual narratives” to bring about their “creation of images,” as well
as how such creation substantiates the practice of individual existence.
What the exhibition aims to investigate is the possibility of the “latent
image” or “mental image” formed prior to the action of “seeing” and the
production of “material image”

Denoting an aesthetic domain of discourse posited among art history, art
criticism, and the study of the history of vision, what is concerned in this
aesthetic domain of discourse is the process of “creative changes” that
occurs before “images” are formed. This is the central topic of Images
Creation. In fact, the creation of images refers to a complicated process
involving memory, perception, feeling, inspiration, the subconscious,
intuition, and affective activity. It points to the innermost process of the
“formation of sensibility” and the “configuration of sensibility” in artistic
creation, both of which the exploration relies on a foundation informed by
the research of art psychology and neural science.
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2017 | MUSREEHGELE - 19O B BEIER | 37407 - 8'407 | BffiR1gMH

2017 | 4—channel video installation, 19 clips in random | 3'40°" — 8’40 | Courtesy of the artist
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Drones, Frosted Bats and the Testimony of the Deceased is filmed at the
abandoned site of Hsinchu Branch of the Sixth Japanese Naval Fuel Plant.
During World War I, the fuel plant was used to produce aviation fuel with
butyl alcohol developed by the Department of Industrial Fermentation
at the Industrial Research Institute. As a victim of the war, the deserted
buildings reveal the stories of the past with the bullet holes on the walls
as the eyewitness. The bullet holes on these deserted buildings reveal
atrocities of war — scars evident of their pasts. Hsu utilises the unique
mobile perspectives of a drone, using it as exposed photographic
equipment and casting it as an actor anthropomorphically in the video.
Aside from the shots taken by the drone, this video also includes several
different shots, for instance, a scene of frosted bats in a big chimney.
Frosted bats are mostly found in the high latitudes of Japan, Korea, and
North China. Yet, for unknown reasons, this northern species of frosted
bats resides in the chimney of the military plant from May to July in recent
years. The plant is the only place where the frosted bats can be found in
Taiwan. Moreover, the video contains footages of bombers from World
War Il when the United States allied with China to bomb Taiwan. However,
this incident slowly faded as authorities shifted in the Asia—Pacific region.
Hsu uses imageries of flying objects as essential elements of this video,
including the original function of the fuel plant as an aviation fuel producer,
drones, bats, and bombers.

The video narration originated from memoirs of factory employees at the
time. Nineteen oral accounts dubbed by four voice actors in Japanese
and the video archive manipulated by a computer program are arranged
randomly on the playlist to continually shift the structure of the video.
As the narrator recounts: “After the War, most of the documents were
incinerated. Quantity, date, people, accidents, sequence, cause and effects,
shreds of evidence were all lost. Now, only the abstract and unreliable
images remain.” Through the random calculations of the program, Hsu
presents in this video the uncertainty of these memories and his response
to the scattered historical text. (Excerpted from the artist statement.)
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2017 | PUSBIESHRELE - 19RB SREMIE | 37407 - 8407 | BRI
2017 | 4—channel video installation, 19 clips in random | 3’40” — 840" | Courtesy of the artist
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Object Book Series:
Les Carabiniers, Taipei Main Station

MEE 2= (FRBRF) ESHEMEMNIEREME - G140
BERKIBI N - AFENENSERZNEXBRAE - SIEANED
JRHT > GIGIFFEEA ~ LS - MREEARMIRENEIRY - fIEE
Z2.... o (RERF) MUEMEGEENEMIER  B—EERK—UEY

(real thing) 1BIEAIMH - 12K ~ FBIR (presence) HB BN

BHIEE (work) = -

WgEY 277 (B8  B—HEERLISImEIENYEY)
B - BRZ T—UESBERNET—RME2A2Y - 81 (88)
REF B LN REBATFR - BREAREXRM - ZABRNTR—
B EREAMEG - BT RERBACBERREUETH FEERNIAL
M—BEMIEBEARY - (WEE) 273 (BitE) 2REA
M~ UM% - YIRITES (the presence) » RRULEAFIRR T AT MG B R B
IRM=ER  UFREEMRIEEBHEEBMNEGYE  BREFHN
o MERENEMEERCNIER - (SERAEEDM)

Object Book Series #2: Les Carabiniers takes an object equipped with
industrial time, such as Untitled’s glass plate photography, including
the edit of an ultra—short film clip of the same name, or the trace of a
person’s movement, such as anti—toxin masks, flags of conquest, and
represented objects that can reflect reality, such as an image postcard....
Les Carabiniers is like other objects in the Object Book Series; it can turn



a real thing into something you can hold like a document and sdiscussio,
presencing the work format of its own content.

Object Book Series #6: Taipei Main Station is an object, a portrait and
a film object that responds to the location of its exhibition. Under the
sunlight, the existence within all time — we call these objects. When
the light that objects (bodies) reflect or emit combine into a flat shape,
at this time, we see its mirror image vertically and horizontally — then
let’s define it as a portrait. Object Book Series #6: Taipei Main Station
is divided into video, object portraits, and the presence of the object. In
this, aside from being able to point out the three forms visible to the eye,
we can sense anew how to differentiate the light that is visible to the
eye, it seems we can newly sense and differentiate the light that raised
ten thousand beings, show the light over all, and the world that became
Westernized because of optics. (Mandarin text provided by the artist.)

MgEY 2= (E&®RF) Object Book Series #2: Les Carabiniers
2018 | FHRFETES  IRAAD | 55.5 x 43.5 x 15 A% | EifixRigft
2018 | Ipad, ready-made objects | 55.5 x 43.5 x 15 cm | Courtesy of the artist
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Self-imaging Device
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Self-imaging Device invites audiences to walk close to a box-like space
reminiscent of a vintage camera. Images of their faces will be refracted
through the lens and projected onto the external wall. The visage is a self-
image which audiences cannot directly see. Once they attempt to walk out
of the devise to observe their own image, it disappears into thin air.

Everything inside the box is a reflection, and the image is projected onto
the outside world. The lens concentrates the reflected light in the light—
collecting box and allows a “real” image to form on the wall. The self-
image, through reflection of light, appears in an elusive, subtle way
in the space, slightly out of focus and incomplete, eliciting existential
contemplation posited between real and unreal images. The work reveals
the fact that the formation of one’s self-image is the projection and
reflection of the inner, subjective world and simply an ephemeral “illusion”
that does not last. (Excerpted from the artist statement.)



2013 | 32596 ~ 5 ~ # ~ AN | ROKIRISME | B S/EEirie 8

2013 | Spotlight, lens, iron, stainless steel | Dimensions variable

| Collection of the National Taiwan Museum of Fine Arts
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Psychologists compare the working of human consciousness to a
projector — we project our self-consciousness onto the screen of
what we consider to be the external world; meanwhile, all our thoughts,
emotions and sensory perception are shown on the screen of the inner
world through the reflection enabled by the external world.

As the aura appears suddenly, is it an “appearance” or an “illusion” that
we see? Through the disappearance or disintegration of the self and
the “subject,” everything in this world, including oneself, can “appear”
naturally. Using projection light, the installation projects light onto an
object directly. As light bounces and reflects from the object, refracting
and concentrating through the lens, the image of the object appears in
the space. This sculptural, screen-like installation looks empty from a
distance, but when audiences come closer, images of their bodies then
implicitly show up on the wall surface. The artist makes use of transient



2013 | 3%59)E ~ B8E ~ # | RIMKIRISTE | SEMIIEMERE (2RE0)

2013 | Spotlight, lens, iron | Dimensions variable

| Collection of the Kaohsiung Museum of Fine Arts (contribution by the artist)

and changing interplay of light and shadow to consistently suspend the
subjective and cognitive systems, offering audiences an opportunity to
reflect on their self-consciousness through interacting with the work to
contemplate on the emptiness of simulacra. The work enables audiences to
reconstruct bodily experience and to perceive the moment of an awakening
consciousness, through which one re—evaluates the relationship between
oneself and the external environment. (Provided by the artist)
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A Slant of Light, Questions to Shadow,
Cast Me with a Shadow
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GREZNFEM) A Slant of Light
2015-16 | EAiiIE » #358H% | 100.5 x 100.5 x 4 A% x 3 f# | EfFtR T

2015-16 | Giclée prints on fine art paper and mounted on dibond
[ 100.5 x 100.5 x 4 cm x 3 pics | Collection of the Art Bank Taiwan



In the artist’s video works, she finds particular interest in the intersection,
transformation, and state of flow present in an “image”. Facing the
limitations and qualities of filming a video, as well as the “representation”
and medium of videography, she return to the basics of “space” itself, as
the subject she explore.

Recently from her forays into Chinese poetry and brushwork, she
connects to her thoughts regarding the possibilities of space. The triple
series A Slant of Light, Question to Shadow, and Cast Me with a Shadow
were produced in this process consecutively, and is a collection of her
different methods of work.

(R3%7 #2) Questions to Shadow #2
2017 | BMTHRIE > #3BIR | 120.5 x 120.5 A% | B47RITEE
2017 | Giclée prints on fine art paper and mounted on dibond | 120.5 x 120.5 cm

| Collection of the Art Bank Taiwan



Is there potential to bring together the virtual and real, transformation,
and flow found in the spatiality of ink and water, with a modern spatial
sensation of light and shadow, and further to present it in “video”? Under
this examination, she chose to initate out of the space of the ink color
and the lines, and then reroute back to photography. In this in and out,
she traverses the middle ground between these two spaces, and in this
series of implementations, sees another potential space of expression for
video. (Mandarin text redacted by Wang Pin—Hua. Refer to the artist statement.)

(&82) Cast Me with a Shadow
2018 | BT30S - BREEHR | 120 x 93 AP x 2 4 | 8RB

2018 | Giclée prints on fine art paper and mounted on dibond

[ 120 x 93 cm x 2 pics | Courtesy of the artist
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The artist filmed Zhongli Station on a weekend. He believes that what
one hears, sees, and feels, will make one feel as if they are on a platform
somewhere in Southeast Asia. This signifies that the migrant worker
population in Taiwan has surpassed the total number of Indigenous
people in Taiwan. These migrant workers who leave their homes to
come here, only “migrate” for better economic or life opportunities. This
explores how people of the contemporary can truly find a place to call
“home”, which is a longtime concern of the artist’s.

For The Strangers, Yuan uses a high—speed camera and a high—lumen
spotlight to shoot from the passenger car through the window. As the train
approaches the platform, the artist turns on the spotlight, and the high—
speed camera begins filming the passengers waiting on the platform at a
speed of 1,200 frames per second. The eight seconds of filming become
eight minutes when played at a normal speed. As the camera captures
each foreign face in high speed, these strangers turn into sculptures,
frozen in time, on a platform that morphs into a spotlighted stage where
one by one they appear to be in a somber portrait that looks us in the
face. (Mandarin text redacted by Wang Pin—-Hua. Refer to the artist statement.)

2018 | EBSEIENRE | 6247 | BT RIR(M

2018 | Single—channel video | 6’24 | Courtesy of the artist
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Landscape of Energy,
Landscape of Energy — Pause

(BEEMES) Landscape of Energy
2014 | E85RIEERG | 77307 | BRI
2014 | Single-channel video | 730" | Courtesy of the artist
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Beginning in a forest at night, Landscape of Energy employs “scanning,”
gliding linearly into a group of abandoned residential properties in Taichung,
an Orchid Island elementary school, the ocean, a nuclear waste storage
facility, the crowded South Bay of Pingtung which neighbors a nuclear
power plant, the simulated control room inside the nuclear power plant, and
Encore Garden, the so—called largest amusement park then in Asia. The
camera returns to the deserted residential properties, panning over forsaken
homes and unexpectedly comes upon an expanse of water, while Tokyo
Bay gradually appears and disappears in the distance. Although the video
documents the reality before our eyes, it exudes a cold sense of desolation
that forebodes — like in a dream — the ruins of tomorrow.

On March 11, 2011, when the Fukushima Daiichi Nuclear Power Plant’s
radiation leak took place, the brother—in—law of Yuan's Japanese wife was
stranded, and the news left his family extremely anxious: Suddenly, nuclear
power became a real issue in their home. After some research, he realized
that the closest power plant from his residence is only 19 kilometers away,
while the Presidential Office Building is a mere 30 kilometers away from its
closest power plant. The whole island and its power plants are enveloped in
an alarming uncanniness. (Excerpted from the artist statement.)
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