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TOKAS, having its main facilities of TOKAS Hongo
as a gallery venue and TOKAS Residency where art-
ists can stay and work for their creation, is an arts
center dedicated to creation and dissemination from
Tokyo of a broad range of genres of contemporary
expression, from the fine arts, music, architec-
ture and the performing arts to creation as well as
crossover and experimental artistic activities. TOKAS
was established in 2001 as Tokyo Wonder Site, and
renamed it since 2017 by merging with the Museum
of Contemporary Art Tokyo.
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HKAC is a multi-arts centre that fosters artistic
exchanges locally and internationally, bringing
the most forward creations to Hong Kong and
showcasing homegrown talents abroad. The HKAC
stimulates innovation and promotes creativity. Being
Hong Kong's only independent non-profit multi-arts
institution, the HKAC offers exhibitions, screenings
and performances, connecting the arts of Hong
Kong to the rest of the world through programmes
and collaborations.
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False Spaces as a Mirror

IP Yuk-Yiu

Being two of the world’s most populated and developed metropoli-
tan areas, Tokyo and Hong Kong shared a lot of similar challenges as
faced by global cities nowadays, particularly on the issue of space.
With population density of over 6000/kmi, both cities faced press-
ing space-related issues such as land use, overpopulation, high
property price and complex transportation planning. The problems
of space as confronted by these two mega metropolises exposed
intriguing sets of social dynamics and assumptions that are tied to
their respective historical circumstances, economic developments,
as well as cultural contexts. By extension, the solutions being
adopted to tackle these problems also reflect the attitudes and
ways of life of the inhabitants. In this sense, Tokyo and Hong Kong
are not mere names or proxies that stand in as spatial markers for
two territories or geographical space. Instead, they are inhibited
places that embody certain dispositions, identities and attitudes of
their respective citizens that are rooted in their specific cultures,
traditions and histories.

Geographical space, or more specifically, space as territory or prop-
erty, is of primary importance to the current global political and eco-
nomic order, which is highly shaped and defined by colonialism and
capitalism. Despite its importance, space is a much more extended
and complex concept that does not end with the notion of territory.
From space-time, outer-space, public space, private space, personal
space, mental space to cyberspace and more, the diverse meaning
of space and its varying associations can refer to an assortment of
things that range from “physical phenomenon, social practices and
symbolic idea.”** Space traverses the domain of the abstract and
the concrete, oscillating between the actual and the virtual. In other
words, space tells us a lot about ourselves as well as our extended
surroundings and beyond.

Space, adopted as an overarching curatorial concept, should not
be only seen as an object or concept to be investigated or under-
stood. Rather the exhibition understands space, or intends to use
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Are the Spaces We Inhabit Real?

Tokyo Arts and Space
OSHIMA Ayako

Ip Yuk-Yiu, the co-curator of this exhibi-
tion, is @ media artist and independent
curator based in Hong Kong. After the
“OPEN SITE 2017-2018" TOKAS open
call program accepted his proposal™, he
continued research in media art while
working on various projects in Japan,
including a group exhibition at NTT
Intercommunication Center [ICC]** and
TOKAS residency program. The idea for an
intercultural project with Hong Kong arose
from discussion with Ip, where we decided
to co-organize this exhibition with Hong
Kong Arts Centre (HKAC), a long-time
collaborator of Ip and a supporter of con-
temporary art practices like TOKAS. While
we developed this project, the demonstra-
tions against the Hong Kong extradition
bill began and later intensified. Under the
circumstances, it is important to note that
we were able to launch this intercultural
project in collaboration with a Hong Kong
cultural institution.

This exhibition aims to capture and
express various interpretations of “space”
as a common theme of Hong Kong and
Japan, especially within their urban areas.
Through many conversations between
TOKAS, HKAC, and Ip, we selected six art-
ists of varying mediums and ages, three
each from both Japan and Hong Kong.
As an important attempt toward intercul-
tural exchange among the two places, we
explored the possibility of the artists col-
laborating together. Finally, we decided to
show the artists’ individual work, with one
artist from both Japan and Hong Kong on
each floor. This resulted in the pairs res-
onating together.

Nagata Kosuke's Audio Guide is an inter-
active installation that considers the
informational and perceptual error asso-
ciated with how we interpret phenomena
in front of us. Using headphones, viewers
listen to audio descriptions about ready-
made objects and photographs. They are
asked what it takes to interpret and rec-
ognize objects and phenomena. Examples
include an island in Mexico whose exist-
ence went unproven for many years as
it disappeared and reappeared on maps
due to political issues and a photograph
of a black hole once thought impossible
to capture. At the same time, Nagata’'s
two photographs Postproduction and
Semantic Segmentation reveal the vague-
ness of boundaries seen in the accuracy
and inaccuracy of computer-automated
recognition. His Audio Guide differs from
those normally used in museums. Viewers
are not able to choose what they listen to
and have to follow the audio to view the
works. Although the machines are con-
stricting human movement, it is likely to
g0 unnoticed by viewers.

WARE’'s audiovisual installation
MNEMONIC is shown in the room after
Nagata's. Mnemonic is a programming
term that describes language conver-
sion systems used by humans to help
memorize machine language. In a hollow
darkroom eight flickering LED bar lights
and two vertical monitors synchronize,
highlighting footage of Hong Kong's rural
and urban landscape at a dizzying speed.
WARE's work focuses on the question
of how to retain memory of Hong Kong's
ever-shifting landscape as it is irrevers-
ibly changed due to both natural and
human factors.

Ito Ryusuke's Fossa Magna and
Naturalism present multi-layered minia-
ture dioramas from different perspectives
via small motor-operated cameras that
slowly move back and forth capturing live



video. The videos are projected on the
walls in close up creating spatial depth
within the screens. Though intentionally
run through low-resolution cameras and
projectors, the result emits a more realis-
tic sense of texture.

Stella So’s animation Very Fantastic is
shown in a small room before Ito’s work.
With two miniature windows and a small
door at the entrance, the space allows
viewers to both peep and enter like a
dollhouse. The composition of nine-grid
Chinese manuscript paper is skillfully
used to depict worlds unfolding within
Hong Kong's ornate traditional archi-
tecture. The work’'s music and ambient
sounds unexpectedly merge with Ito’s
adjacent installation, causing the space
as a whole to express an otherworldly
perspective.

Ng Tsz-Kwan's Solitude Cinema Ver.3 has
viewers experience a visual installation
while sitting on a self-driving chair. As
videos zoom in and out, the chair moves
forward, backward, and stops accordingly.
Together the chair and videos synchro-
nize creating an immersive experience
in virtual space. The videos were shot in
Hong Kong's subway at Prince Edward
Station and Yuen Long Station, which are
each said to be symbolic locations for
the city in 2019. As viewers near the vid-
eos, the chair turns at a curve along its
route just as scenes appear to transition.
Through the chair's automatic movement
the viewer is furthered from the situation
in front of them, alluding to the current
state of Hong Kong where information is
hidden and truths and inconveniences
are obscured from view.

Tsuda Michiko’s series Journey in col-
laboration with Caroline Bernard is on
display in the center of Ng's installation.
Tsuda shot video in landscape while mov-
ing through airports around the world and
converted it to 3D prints and animations.

In the process of a three-dimensional
object becoming two-dimensional video
information and then reinterpreted back
into three-dimensions, depth becomes
a warped reproduction. The 3D objects
blend the video's recorded time as part
of its substance. Through changing medi-
ums and perspectives, the work sym-
bolically embodies the airport as both a
place to connect cities as well as a space
between departures that does not belong.
Tsuda’'s work can be viewed from Ng's
chair, where the airport videos play in
parallel to the chair's movements. In this
way, the space successfully integrates
the two works. While Tsuda’'s videos are
all shot horizontally, Ng's are only shot
moving in and out, achieving a distinct
viewing experience.

This project began with this TOKAS exhi-
bition and plans to develop at HKAC next
year. We hope that the six artists who
met take advantage of the relationships
they cultivated in conversation with their
works, and explore collaborations from
the production stage in the future.

In fall 2019, as large demonstrations
came together in Hong Kong, Tokyo held
an enthronement parade to usher in a
new era. Crowds filled public spaces and
streets to share time and intentions.
The energy level was immense. Through
screens, the event turns into informa-
tion, instantaneously reaching across the
world and being recognized. Perhaps then
it is not so strange for those of us living
in overpopulated Asian areas to reach
false spaces separate from existence in
an alternate dimension, transcending dis-
tance and time.

% 1: “PLAY.GROUND: video game art from Hong
Kong,” the exhibition featured 4 artists from Hong
Kong including Ip who applied video games into
their art practices.

%2: “In a Gamescape Landscape, Reality,
Storytelling and Identity in Video Games,” 2018.
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Nagata Kosuke's photographic work Postproduction is a play
of optical illusions that toys with perceptual ambiguity, cre-
ating intriguing sights composed of multiple viewpoints. After
an extended viewing, however, it is evident that these photo-
graphs are not mere optical plays that challenge and delight
the senses but are also conceptual puzzles that confront
the mind, constructing divergent compositions that reflect
on the process and nature of image-making. Postproduction
is composed of two types of elements: physical object and
the image of the object as shown on the device, which is
made to be indistinguishable by “contents aware fill” - a tool
of the Adobe Photoshop software that is mainly used to get
rid of undesired elements in pictures. This spatial ambiguity
reminds us that the line between our direct experience and
mediated experience is often blurred in our highly media-
tized everyday.

Somewhat situated between photography and painting,
Nagata's photographic works are often staged as a sort of
contemporary still life with display of commonplace objects,
instruments and digital devices, reflecting on the image itself
and the tools and process of its own making. These images
raised questions about the nature, politics and future of
photographic representations in the age of hyper mediation
in which digital image processing, computer visions, and data
profiling have become inseparable parts of contemporary
photographic practices, as clearly foregrounded in the pho-
tographic series Semantic Segmentation.

Nagata’'s work Audio Guide seems deceptively simple on the
first glance. The title refers literally to the audio guide system
that is being used to assist audience in navigating and under-
standing the displayed artworks. However, soon after the
audience starts using the prepared system, a strange journey
will begin to be embarked. The Audio Guide creates parallel
realities for the displayed objects through its audio descrip-
tions, re-contextualizing the objects as well as the art expe-
rience itself. The work plays with the relationships between
perception, recognition and description. It forces the audience
to critically re-examine the things that were being shown,
perceived and told. The work reverses the usual role between
the work and its caption, subverting the logic of common art
exhibition practices in which the work is usually considered
to be prior (the primary) and its caption to be posterior (the
derivative). Audio Guide is a work about objects, information,
language and how the artist disrupted their relationships by
re-purposing a new discursive open space. (1.Y.)

23.



KHEE# | NAGATA Kosuke

1990F B B4 Fh, RREMAZWRENTH
BRI, 2014ERREMAL KSR
EMARBHET . ECHRERTEEAVAN S,
SESELRRBROKMEE A>TV BRAMTRHIE (S
EBULTHIERIToT L2,

Born in Aichi in 1990. Enrolled in a doctoral
course at Graduate School of Film and New
Media, Tokyo University of the Arts. Gradu-
ated with an MFA from the Tokyo University
of the Arts Graduate School of Fine Arts.
Works primarily with video and photogra-
phy, focusing on techniques and systems
that call for a diversity of experience.

topi{t~v>rF1v o5 4 F—a) Semantic Segmentation 2019

bottom left:(4+ ¥ 2 & REBRNEE)

A copy of a map of the United States of Mexico 2019 (1826)

bottom right: (=Bt~ & #5 4 —£4) Tic-tac-toe and mathematical game 2019
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MNEMONIC combined light, sound, images and architectural
structures to design a digital portrait of one of the world’s
densest metropolitans, Hong Kong. In this portrait, old and
new landscapes, natural and urban sceneries intermixed with
synthetic computer graphics, suggesting a place that is of a
complex and fluid nature. The multi-media elements of the
work extend and mirror the multiplicity of the subject being
represented, creating a kinaesthetic sensorium that engages
the audience on multi-dimensional level. Black and white
images of desolate countryside, abandoned farm house and
swaying branches of tropical trees paint a nameless land-
scape that is both particular and universal, here and else-
where. And yet the nameless scene is being interrupted and
superseded by a quick montage of urban imageries: sky-
scrapers, highways, overpass, road signs, which names the
unnamed. In the midst of this sensory chaos, the fluid gives
way to the geometrical, the unstructured to the structured,
the natural to the man-made, ultimately melting all that is
solid into air.

Perhaps MNEMONIC is not only a portrait of Hong Kong but
also a requiem or narrative about changes, changes that
take place in any cosmopolitan area in the world. These
changes are irreversible and perhaps unavoidable due to
natural causes or human activities. But the desire to resist
forgetfulness inspires WARE to find and create a sensory
way to record and to remember these changes based on its
mnemonic system. (1Y.)
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WARE - multimedia design studio based in
Hong Kong, is a collective of digital design
professionals, artists, and creative technol-
ogists. They work locally and internation-
ally with cultural sectors and commercial
brands, to design digital experiences by
fusing arts with technologies.

{=E=vZ) MNEMONIC 2019
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Stella So’'s Very Fantastic is an animation that documents as well as
expresses the artist’'s nostalgia and impressions of her home town. In the
current version being on display, the animation is developed and presented
as a site-specific installation, a little magic room that allows viewers to peep
from the tiny windows outside, or sneaking into the room to be immersed in
the fantastic imageries.

Very Fantastic is So’s first animation through which she successfully devel-
oped and established her signature visual style in breaking away with tradi-
tional perspectives. It consists of imageries that the artist gathered from her
visual impressions of the everyday life and scenes in Hong Kong, drawn on
“nine-grid paper,” a special kind of paper that is often used for learning Chi-
nese calligraphy in primary school in Hong Kong.

A playful and bizarre animated journey, Very Fantastic is part personal visual
diary and part formal experimentation with visual perspectives. It leads the
viewers into a labyrinth of strange spaces while providing glimpses of a city
that is in transit and metamorphosis. So regards animation and illustration
not only as poetic means of expression but also media of documentation.
Very Fantastic intends to preserve the cultural heritage of Hong Kong via the
artist's own personal observations and imaginations, recounting and recol-
lecting a story that is perhaps long gone. (L.Y.)
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Graduated with a BA in Arts and Design from
The Hong Kong Polytechnic University in
2002. Stella So is an award-winning graphic
artist, animator and illustrator. Known for
her unique expressive visual style and her
keen attention to the Hong Kong everyday
objects and landscapes, her creative works
have been featured extensively in books,
magazines, television advertisements as
well as art galleries.

(~1)—D75251v7) Very Fantastic 2002/2019
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Ito Ryusuke’s installations Naturalism and Fossa Magna are playful dou-
bling of reality as well as masterfully crafted tableaux vivants that toy the
margins between image and object, presentation and re-presentation, sto-
rytelling and spectacle, process and outcome as well as referentiality and
self-referentiality. Each of the installation presented the audience with a
cinematic voyage that ventures into the dark unspeakable of the everyday,
creating complex visual riddles and evocative narratives. In Naturalism, the
continuous tracking-in-and-out view of an artificial abandoned landscape
suggests a catastrophic aftermath that might be a result of either natural or
man-made cause; while in Fossa Magna the descending view through the
mysterious crack into the subterranean suggests a parallel journey into the
unknown of the underground as well as the psycho-geography of an artist.

Using live video, miniatures, found objects and kinetic devices, Ito has
worked extensively with the form of moving-image installation. In creating
elaborate and often times humorous scenarios, his installations critically
and creatively comment and raise questions about modern life as well as
the history and art of cinema. Ito’s installations facilitate dialogues with
pre-cinematic traditions such as optical toys, moving panorama and magic
lantern, building fantastic alternate realities while lending itself as a possible
form that engages with media archaeology. The meticulously and beautifully
constructed miniature worlds lay bare the device, stripping away the hidden
illusions of the cinematic production process; while at the same time, func-
tioned as spatial allegories that fascinates, provokes and entertains. (L.Y.)
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Born in Hokkaido in 1963. Graduated with
an MFA from the Graduate Division of the
School of the Art Institute of Chicago in
1992. Best known for his video installations
that utilize miniature figurines, live video,
motors, and other visual devices to create
innovative and fantastical media back-
grounds.

bottom left:{(8# X&) Naturalism 2019
bottom right:{Z#v#-<%"+) Fossa Magna 2019
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top: (A&~ K1 v ) Journey: Madrid 2013-2019
bottom:{#&#2:>4 I) Journey: Chicago 2019

51.






54.

Tsuda Michicko’s Journey, in collaboration with Caroline
Bernard (Lili range le chat), is a collection of 3D printed
objects of airport terminals from around the world. These
object-landscapes were produced based on data gener-
ated from video of airport terminal spaces captured while in
motion on the transport moving walkway. These snapshots
of airport terminals as physical objects create an interesting
kind of representation that stands in-between motion and
stasis, time and space, transience and permanence as well
as materiality and immateriality.

In the words of the artists, “airport is a place which is full
and without holes where movement is partitioned and cali-
brated by procedures.” These portrayals of airport terminals
in its fleeting state evokes the idea of “non-place,” a term
coined and championed by the French Anthropologist Marc
Augé. In Augé’s view, “non-place” refers to spaces of transi-
ence (e.g. hotel rooms, shopping malls, airports etc.) where
humans traversed and yet did not develop strong affinities
and significance with. “Non-place” is a kind of spatial or
architectural manifestation of super-modernity. Seeing from
this light, Tsuda’s objects are also less depictions of individ-
ual places. They emphasize less on differences and speci-
ficity of places. Rather, viewing together, the objects paint
a panorama of a common super-structure, that is, a global
intersection where millions of anonymous individuals come
and go on a daily basis that are devoid of unique character
and cultural specificity. The distorted and warped shapes of
the 3D models created a depth of hollow-ness and spatial
ambiguity, confronting the audience with the cold reality of
modern everyday and its associated triviality. These fuzzy
object-landscapes of airport terminals are abstracted and
clinical views of modernity. They offer a unique snapshot of
modern life, frozen at the moment when it was captured/bur-
ied much like the historical site in Pompei where a sedimen-
tation force petrified the scene and preserved it in history.

(LY.
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Born in Kanagawa in 1980. Earned her PhD
from Graduate School of Film and New
Media, Tokyo University of the Arts in 2013.
Produces video, installations, and perfor-
mance pieces with distinguishing charac-
teristics of the visual media acting as the
principal foundation for production.

(HeA:ACA) Journey: Narita 2019
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Ng Tsz-Kwan's media art installation Solitude Cinema Ver. 3
is the latest edition of his ongoing series that re-examines
the cinematic form and experience, particularly focusing
on how narrative space and structure can be engineered
and experienced with the aid and intervention of physical
movement. Viewer experiences the work on a driver-less
automatic vehicle, a magic moving chair, that travels along
a pre-defined physical trajectory with synchronized sound
and video. As such, the viewers experience two levels of
movement and space: a virtual one (which is presented on
the video screen) as well as a physical one (which is driven
by the vehicle) concurrently. These two levels of movement
and space are designed carefully such that they alternate
and converge at times, creating a fascinating viewing and
spatial experience that are both disorienting and complex.
The moving chair functions as a navigation means that facil-
itates movement in the physical environment of the exhibi-
tion space; at the same time, it serves as a symbolic mirror
that stands in as the extension and externalization of the
psychological and perceptual space inside the audience’s
head.

In Solitude Cinema Ver. 3, the moving chair slowly traverses
its path in the dark exhibition space, encountering images
of empty subway stations in Hong Kong. The viewer sees
and moves while sitting still, tied to a chair, stationary and
powerless. Physical movement experienced in real-time
is countered by a series of desolate and motionless land-
scapes recorded in a different time and place without obvi-
ous cause and effect. Beneath these uneventful landscapes,
there perhaps lays an obscure tale that borders between a
dark fantasy and a bleak social reality. Solitude Cinema is
a single-person motion ride that puts the experience of a
black box in a white cube, complicating cinema as a form of
motionless voyage. It generates a dynamic viewing experi-
ence, providing a room for the audience to construct one’s
own personal story and viewing position. (L.Y.)
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Graduated with an MA from Central Saint
Martins College of Art and Design, London
in 2000. Kwan has successfully applied
interactive media design to art, commer-
cial, and exhibition sectors. He continues
exploring integrated design solutions by
using different media. Co-Founder of yuco-
lab since 2006.

(V1) Fa—F-vx~ Ver. 3) Solitude Cinema Ver. 3 2019
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Open Discussion

Participants: IP Yuk-Yiu, Connie LAM,

NG Tsz-Kwan, Stella SO, WARE,

ITO Ryusuke, NAGATA Kosuke

Moderator: HATANAKA Minoru (Chief curator,
NTT InterCommunication Center [ICC])

Date and Time: 15:00-16:30, Monday
(holiday), November 4, 2019

Venue: Lounge at 3331 Arts Chiyoda

Hatanaka Minoru: This exhibition focuses
on how artists perceive, create, and think
about space, but another important point
may be that it introduces three pairs of
Japanese and Hong Kong artists across
three floors of TOKAS Hongo.

Ip Yuk-Yiu: The only criterion that TOKAS
provided for this project was to introduce
Japanese and Hong Kong artists. So |
started brainstorming about the geo-
graphical notion of “place” as a common
theme between Japan and Hong Kong,
which developed into “space” rather
than a specific place. This widened to a
breadth of ideas ranging from the psy-
chological to the philosophical and led
me to the title “FALSE SPACES.” Since this
exhibition also has the goal to promote
intercultural exchange as you mentioned,
| intentionally placed Japanese and Hong
Kong artists on each floor.

Hatanaka: Sometimes the exhibition
theme or viewers’ takeaways emerge ret-
roactively beyond curator's intension. By
showing two artists per floor the project
unexpectedly brought the spaces of the
venue's characteristics to the surface.
Also, | became interested in how the art-
ists responded to the curator’s question.

Ip: I'm a curator and an artist so | curated
the show by emphasizing the rhythm and
balance of the exhibition to the artists
in approaching their work. The first-floor
works (Nagata Kosuke, WARE) are both
highly conceptual, and WARE strongly
expresses its audiovisual elements. They

compete with each other. Ito Ryusuke’s
and Stella So’s works feel as if they
extend through each other, like you can
discover their differences within their
many commonalities. The exhibits on
the third floor (Tsuda Michiko, Ng Tsz-
Kwan) represent travel, transportation,
and transformation. It was especially
difficult to curate this floor as two artists’
works are entwined within one space.
Fortunately, through detailed meetings
with the artists, we were able to propose
two separate works as ane experience.
Their works have a unique sense of unity
and established a mirror-like reflexive
relationship with each other. It also
strengthened the viewer’s experience.

Hatanaka: | would like to ask each artist
how they approached their works and
responded to this exhibition under the
theme of “FALSE SPACES.”

Nagata Kosuke: In our first meeting, Ip
suggested that | exhibit the photographic
work that served as the main visual for
this exhibition. However, | was concerned
with a different aspect other than my
work, rather that the viewing experience
would feel split by wall partitions and
floor divisions at TOKAS Hongo, which
requires viewers to climb up and down-
stairs. | also felt that overall there were a
lot of visual works with photography and
video, which led me to create this Audio
Guide because | wanted to connect my
work to the exhibition theme and concept
of space.

Through the Audio Guide, viewers listen
to stories about readymade objects, the
concepts involved in my work, and expe-
rience them as if they are all connected. |
chose this format because my work is in
the first room of the exhibition route and
| thought it would be interesting if this
prompted the viewers to relate my work
with the rest of the exhibition as they
continue onto WARE and the other floors.
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WARE: We first created MNEMONIC for
a larger scale outdoor exhibit, so we
thought about how we could change the
work for exhibiting at TOKAS, an indoor
facility, while maintaining its original
intent. At first we planned to create a
black box to separate the sound, but
during installation we tried just lowering
the volume and found it more suitable
for this exhibit. The concept behind this
work is about how to remember places.
It centers on memories of Hong Kong's
disappearing places. We had a strong
impression of both cities as quite vertical
and filled with high-rises, which led us to
exhibit with two vertical lined-up screens.
We ended up sharing space with Nagata,
whose work contrasts ours and we found
this very interesting.

Hatanaka: Nagata’'s work deals with
spaces and things that humans cannot
perceive. This precisely represents
“FALSE SPACES.” Imaginary spaces, per-
ceived things including misunderstand-
ings, and things that are not artwork like
the article of a magazine supplement
Nagata's expression in the exhibition. |
felt that WARE's work represents how to
translate the urban spaces of Tokyo and
Hong Kong, especially through the flick-
ering lights. It is important in art to make
the invisible visible and to deal with the
question of how to visualize real or imag-
inary spaces. In this case, the different
reference points create intriguing com-
binations such as real and unreal space,
and what is imperceptible to humans.
| also felt that the differences emerge
when we visually compare real and virtual
space, and Hong Kong and Tokyo.

Ito Ryusuke: In my work, video cameras
move around miniature sets like dollies
and the footage is enlarged and pro-
jected to be approximately life-sized. The
work | presented at HKAC in 2011 had a
similar mechanism with moving motifs,
but this time the scale and perspective

is larger because the camera moves to
create a video space within the screen.
As Hatanaka mentioned earlier, in a way
similar to how the theme or intent of the
show emerges while exhibiting, we artists
start to notice many things while creating
works with some kind of strategy. The
process of creating a work is a journey to
understand yourself and the world that
surrounds you.

Given my background in film production,
| view static space when the camera
doesn't move as photographic space. But
in film, space is created by the movement
of the camera. So for this show | exhibited
a work in which the camera subjectively
moves.

Considering contrasts and similarities
with So’s work, Ip suggested adding
another layer or idea. When | presented
this work before | felt during the produc-
tion process that the theme had room for
exploration, so | modified it for this show.
Finally viewing my work alongside So’s, |
felt like | noticed things | wasn't able to
before.

Hatanaka: In Ito’s work, the camera
goes inside of the painting where space
emerges. Painting, now that is a virtual
world. The development of (something
like) real spaces appearing inside of vir-
tual spaces is quite interesting.

The dioramas are also made to look real-
istic through the camera by changing the
distance, space, and background sizes.
In other words, this miniature is not that
of real space but space created to show
through video.

Similarly, So’s work allows for viewers to
peep the video through small windows,
which designate the camera’s role (as
of Ito’s work) to the eye. When viewing
something in this way you cannot get up
close to it like a camera, but in terms of
perception it felt like a camera piercing
through to the other side of the wall. That
kind of parallel was also very interesting.

Stella So: At the time when | created this
work, Hong Kong's land and rent prices
were soaring and old buildings were
being rebuilt left and right. | felt tor-
mented by the things and memories that
| grew up with disappearing and wanted
to preserve them. In making this piece,
| focused on a dramatic and mysterious
building, where the old and modern inter-
sect in and out.

The building depicted is from before the
war with toilets that do not flush. The
protagonist woman working as a cleaner
empties them out. It's a beautiful building
but the inside remains very old-fash-
ioned. | wanted to provide an opportunity
to think about how to pass on this kind of
traditional Hong Kong culture.

Chinese manuscript paper, which | used
as substrate, works well with both sumi
and regular ink. The grids also appear
like windows, mail boxes, and doorways,
which helped to express my two-dimen-
sional drawing in three and four dimen-
sions.

Ng Tsz-Kwan: As someone who started
as a painter, | thought of painting as a
representation or an object, or in other
words, as an object that occupies space.
I'm also interested in ways of expressing
and telling stories. | have created works
using large mobile monitors for com-
mercial jobs. But while you can move the
monitors you cannot move the viewers,
so from that curiosity | wanted to create
a chair that would move them.

Tsuda's work deals with transitions, of
moving between space from one place to
another in airports. In my work | use foot-
age of Hong Kong subway stations where
recently things are drastically changing at
an unimaginable speed.

We talk about space-based on some kind
of shared memory but when the funda-
mental landscape keeps changing and
nothing remains the same, it is important
to consider how we find these common-

alities and stories.

In this work, I'm also experimenting with
a physical approach. | focused on what
kind of distance to maintain when filming
and designing the space by estimating
monitor sizes and the distance from the
viewers. | adjusted the viewing point from
the chair accordingly and considered
many possibilities to finalize the piece.

Hatanaka: The monitors are placed where
the chair curves at the corner, so you get
this sense that something might happen,
but then the chair keeps moving and you
can no longer view the screens.

Ng: That's exactly the intended effect. It
shows how you cannot easily view infor-
mation because the way you are facing
the information is controlled.

Hatanaka: | think what all the pieces in this
exhibition share is “the act of seeing.”
Space is created when you sense that
you are seeing something. By delving into
how you are seeing that space, you can
also describe physically invisible space.
Nagata’s black hole piece concisely rep-
resents how something that we cannot
see have been visualized.

Ip: The FALSE within the exhibition title
relates to a fundamental idea of the
show. The word FALSE contains many
meanings such as being wrong, a copy,
artificial, fake, a duplicate, and more. By
combining FALSE and SPACES, | wanted
to express how this exhibition deals with
alternative realities, or realities that exist
under reality, or realities that supersede
reality. In this current society where lies
are spread in the name of truth, | felt it
would be more honest to begin with the
word “false” rather than to say lies pre-
tending to be truth. So it also contains a
kind of ethical sensibility. The meaning
of the word FALSE contains margins sug-
gesting that something may be wrong or
that something could be mediated. | also
consider this to be an important aspect.

.



72,

R X b

KHEEH

(A=F1A 51 )

2ch A—F1F. TAVLZAY K742
179 24%

2019

(YA AREMRDEE)
PV ET TN

490 X 630mm

2019(1826)

QEADZTF=7714)

RMLTA >

80 x 80 x 280mm, 100 x 100 x 250mm
2015, 2016

(eeoF1vowoA0F7—var)
1299z Tk

%490 x 380mm (55%)

2019

(F7—t74—5L13%45)
270 x 270mn
1974

(FEzxp-TOEIYa)
1209y )b

600 x 900mm, 600 x 600mm,
800 x 1,000mm

2018

QRN TS5y 7R—ILOER)
199z b TY b
£200 x 300mn (25)

2014, 2019

(ZRMt~REHKFT—L)

i0S 771)4r—a>. iPhone 6s Plus
YA XAZE

2019

275~

(N =T7UBRTA9 )
MRA R 2L—Ya
PEECE

2002/2019

FREEEN

(BRER)

EFANA5. BAR. BRA.
RIS A. 52—

A XAL

2019

(FAvH-=TF)
EFAHA7. BA&. BTRA.
BRERZRE . E—4—

H4 XAE

2019

WARE

(=E=v?)

LEDZ 7. E=%—. arEa—%—
A XA ZE

2019

RBETF

(i =)
3DT b B

152 x 56 x 50mm. 54%
2019

(g A E)

3DTU b MK

157 x 137 x 52mn. 328
2019

(HRAZ: 7 K1 v 1)
3DT U b, BE

170 x 72 x 48mm. 28%
2013 - 2019

(hRF2:7 oA b)Y
3T b B

225 x 104 x 50mm. 28#
2013 - 2019

3DF7=A—var: LKA
3D > b F =% FHFEAMN
Courtesy of TARO NASU

==

(VFa—F-vxv Ver. 3)
B#EGRE. A 18—, E=4—
CREGES

2019

List of works

NAGATA Kosuke

Audio Guide

2ch audio, wireless headphones
17°24”

2019

A copy of a map of

the United States of Mexico
Inkjet print on paper

490 x 630mm

2019(1826)

Two bottles of Macedonian wine
Bottled wine

80 x 80 x 280mm, 100 x 100 x 250mm
2015, 2016

Semantic Segmentation
Inkjet print on paper

490 x 380mm each (5 pieces)
2019

Artforum Vol.13 No.4
Magazine

270 x 270mm

1974

Postproduction

Inkjet print on paper

600 % 900mm, 600 % 600mm
800 x 1,000mm

2018

Two images of a black hole
Inkjet print

200 x 300mm each (2 pieces)
2014, 2019

Tic-tac-toe and mathematical game
i0S App, iPhone 6s Plus

Dimension variable

2019

WARE

MNEMONIC

LED, monitors, computer
Dimension variable
2019

Stella SO

Very Fantastic
Video installation
Dimension variable
2002/2019

ITO Ryusuke

Naturalism

Video camera, daily objects,
plinth, lighting, motor
Dimension variable

2019

Fossa Magna

Video camera, daily objects,
plinth, lighting, motor
Dimension variable

2019

TSUDA Michiko

Journey: Chicago

3D printing object, video
152 x 56 x 50mm, 54"
2019

Journey: Narita

3D printing object, video
157 x 137 x 52mm, 32"
2019

Journey: Madrid

3D printing object, video
170 x 72 X 48mm, 28"
2013 - 2019

Journey: Detroit

3D printing object, video
225 x 104 x 50mm, 28"
2013 - 2019

3D animation: YAMAUCHI Shota
3D print data editing: IDA Daisuke
Courtesy of TARO NASU

NG Tsz-Kwan

Solitude Cinema Ver. 3

Auto-running vehicle, computer, monitors

Dimension variable
2019
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NAGATA Kosuke

Born in Aichi in 1990.

Enrolled in a doctoral course at Graduate
School of Film and New Media, Tokyo
University of the Arts. Graduated with an
MFA at the Tokyo University of the Arts
Graduate School of Fine Arts.

Major exhibitions:

2019
“Aichi Triennale 2019: Taming Y/Our
Passion,” Aichi Prefectural Museum of Art

2018

“Open Space 2018: In Transition,”

NTT InterCommunication Center [ICC], Tokyo
“Beyond Materializing,”

Art Theque, Tama Art University, Tokyo

“Art Basel Hong Kong 2018,"

Hong Kong Convention and Exhibition Centre
“Yebisu International Festival for Art &
Alternative Visions 2018:

Mapping the Invisible,”

Tokyo Photographic Art Museum

2017

“Out of Instruments,”
Yamamoto Gendai, Tokyo
“Malformed Objects,”
Yamamoto Gendai, Tokyo

2016

“OPEN SITE 2016-2017

‘Therapist’ [solo exhibition],”

Tokyo Wonder Site Hongo, Tokyo

“Seeing Things,” Tokyo Arts Gallery

2015

“Materializing Ill,” Kyoto City University of
Arts Art Gallery @KCUA, Kyoto
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2015

[PMQ detour 2015] (PMQ. &%)
[Touchwood] (K11 Art Space. &%)

2011

[Kernel Festival]

(Villa Tittoni Traversi. 25/, 121)7)

WARE

Multimedia design studio based in Hong
Kong since 2014, co-founded by Samuel Yip
& Thomas Ip.

Major exhibitions:

2018

“Jockey Club ifva Everywhere Carnival,”
Edinburgh Place, Hong Kong

2017

“Nuit Blanche Taipei 2017,” Taiwan
2015

“PMQ detour 2015,” PMQ, Hong Kong
“Touchwood,” K11 Art Space, Hong Kong
2011

“Kernel Festival,” Villa Tittoni Traversi,
Milano, Italy
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Stella SO

Graduated with a BA in
Arts and Design from The Hong Kong
Polytechnic University in 2002.

Major Exhibitions:

2019

“Lunar New Year Thematic Lantern Display
2019 - Glittering Peacocks in Full Bloom,”
Hong Kong Cultural Centre Piazza

2018

“The Oral Legacies Series II:

The Representative List of the Intangible
Cultural Heritage of Hong Kong,”

Sam Tung Uk Museum, Hong Kong

2008

“Hong Kong. Arts. Centre:

HKAC 30th Anniversary Exhibition,”
Hong Kong Arts Centre

2007

“Arrivals and Departures:

New Art Perspectives of Hong Kong,”
Urbis, Manchester, UK

2005

“The 3rd Asiana International
Short Film Festival,” Seoul

2003

“The 19th Berlin International Film Festival,”
Germany

“The 27th Hong Kong International

Film Festival 2003,” Hong Kong

Awards:

2010

“The 20th Hong Kong Printing Awards,”

The Best Publishing Concept: City of Powder
2002

“The 8th ifva Award 2002, Golden prize in
animation category: Very Fantastic
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2018

[Was vom Kino (brig bleibt (The Remains of
Cinema) ] (Kunstlerhaus, Halle Fur Kunst &
Medien. 75—y, #—=2x M) 7)

2017

[#L 1% E PR =152 2017 ]

(ETLBAE. fLiR)

2016

[RrafBEps (EE) ]
(ZFFRT7ILT 47 4. 18[)
[BarFoRI—=F7—7=27)vol.05
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2015

['All Things Considered (fA) J

(REEER. =&, 5

2014

[RERBEN 7~ va—All Things
Considered] (tLIRE D 7R3 ALIR)
2013
[Re:Quest—1970F A LIE D BARAEME]
(VIR REME. BE.
FEEBRZAES Y IILKER)

2012

[SB4EIEEFBRERBED 71 V7L How
Physical] GER#E & X1iT4E)

2011

[Cinema 2.0: Ryusuke Ito's Cinematic
Machine (The 16th ifva Festival) (EE) ]
(EBT7—vEE2—)

ITO Ryusuke

Born in Hokkaido in 1963.

Completed an MFA in the Graduate Division
from the School of the Art Institute

of Chicago in 1992.

Major exhibitions:

2019

“Bishojo: Young Pretty Girls in Art History,”
Museum of National Taipei University of
Education, Taipei

2018

“Was vom Kino Ubrig bleibt (The Remains of
Cinema),"Kunstlerhaus, Halle Flr Kunst &
Medien, Graz, Austria

2017
“Sapporo International Art Festival 2017,"
Moerenuma Park, Sapporo

2016

“Cinema PalaceTenjin (solo exhibition),”
Art Gallery Artium, Fukuoka

“Takamatsu Contemporary Art Annual
vol.05: Visible Scenery, Invisible Scenery,”
Takamatsu Art Museum, Kagawa

2015
“All Things Considered (solo exhibition),”
Kodama Gallery, Kyoto, Tokyo

2014

“All Things Considered (solo exhibition),”
Miyanomaori International Museum of Art,
Sapporo

2013

“Re: Quest -Japanese Contemporary Art
since the 1970s,”

Museum of Art, Seoul National University,
Seoul

2012

“Yebisu International Festival for Art &
Alternative Visions 2012: How Physical,”
Tokyo Metropolitan Museum of Photography
2011

“Cinema 2.0: Ryusuke Ito's Cinematic
Machine (The 16th ifva Festival)

(solo exhibition),”

Hong Kong Arts Centre

EHEF

1980F#R/I|BEE N,
2013FERRBMAFZ A MG RRHE LR
HERAET.

FHRER

2019

[HLb M) ITF—L2019:EDREA
(FExRES. BA)

[RAKRIOYY 520190 VT4S ]
(FREfTEE. ®mR)

2017

[Observing Forest ({AE) |
(WUFRREME 22— D7V, AY7)

[Landscapes: New vision through multiple
windows |
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2016
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BR)

2015

[The Day After Yesterday ({BE) ]
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TSUDA Michiko

Born in Kanagawa in 1980.

Earned her PhD from Graduate School of
Film and New Media, Tokyo University of the
Arts in 2013.

Major exhibitions:

2019

“Aichi Triennale 2019: Taming Y/Our
Passion,” Ito Residence, Aichi
“Roppongi Crossing 2019: Connexions,”
Mori Art Museum, Tokyo

2017

“Observing Forest(solo exhibition) ”

zarya contemporary art center,
Vladivostok, Russia

“Landscapes: New vision through multiple
windows,” Japan Creative Centre, Singapore
2016

“OPEN SPACE 2016: Media Conscious,”

NTT InterCommunication Center [ICC], Tokyo
2015

“The Day After Yesterday (solo exhibition),”
TARO NASU, Tokyo

“Ars Electronica Campus Exhibition,”
Linz, Austrila

(Collaboration with Caroline Bernard)
2013

“MEDIA/ART KITCHEN,”

Bangkok Art and Culture Center

Grants and Awards

2018

New York Fellowship Program 2018, Asian
Cultural Council (ACC)

2017

New Face Award, The 20th Japan Media Arts
Festival, Art Division
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2019

[Breathe in-Breathe out)

(BBREZME 52— BH)

2018

[Algorithmic Art: Shuffling Space and Time ]
(BBARSEBTRE—IL. &H)

[(G) Local Empathy System]

(BB OBRA—IL. TH)

NG Tsz-Kwan

Graduated with an MA from Central Saint
Martin College of Art and Design, London in
2000.

Major exhibitions:

2019

“Breathe in-Breathe out,”

Hong Kong Visual Arts Centre, Hong Kong
2018

“Algorithmic Art: Shuffling Space and Time,”
Exhibition Hall of Hong Kong City Hall,
Hong Kong

“(G) Local Empathy System,” Exhibition Hall,
Sheung Wan Civic Centre, Hong Kong
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