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Hsu Che-Yu: No News from Home

FERNRERR (RERERHER)
BARERATENBARRAATIR: —%
ERMUNEREDNHRBRNENOAY,
SRR EAYSTHRARRNFER
5. tEBA , BLRMEEREE, 2L
BREREFEXNEN—RERFERESR
BTN, RETME . ARIRER, f2
AEHEEARE, ILHBABRRERIA
BISR, SR RARIE AN RING:
FEWRREIHNERRRE, Bt
BB TESETHRARERFELNBEHR
AAEZHIER.

XRABPFTRORBNE. TLX
PREFRREBRE. ERANRTE, IR
ERZEEN, URLERE=MER. B
—MER (SHFPR) BELHRIBEE
BEBEN—SBELR. BEENESER
B it 2o fE 52 4 75 O F AR B D Bt #E AR B
BUITRIARIRER . ETMER (BFH)
BLEBERAMM, MEARAMSES MK
e, E=MERRT LGRIRIR, &
BERRENBREEEE LN —EREAS,
BFM (FHFHE) o FHIE, RYUREIA

BRI T XX L ERERNAS:
RELE, EFHENRELE.
HEEFENKE, URERNETER
TREF R EREMES ER? XN HE—
HRIEFERNEE, LRI REE
EFMBARZARENEH, RXRRIEHN
REPERE, ERINMEERMIFLE
BRERHRMALERR, REBDHRAHS
REFRAAUAENEBRE . BXXHE
—Al, RL— " FE—EREEHEN:
—HEGARESEAR R ENKEIR
MBBNBN, S—HEMHBRE—FiE
BESEMRIIR Q" XS IR
BN . RS, FRAESREARERE
MES, A THOBENZRER; X
AHEBNBREMEENIPNFENS,
ERAZMERNER, BEERXRREN
—MENR. RTE=MEREXHRL
BRUNAR, HELFRERIARNER
SRREXFZBXRNER, BLEER
RN FHEN "BER", BFERKE
—ENEAER, ERE

Two distinct visual modalities are
evident in the black-and-white video No
News from Home by Hsu Che-Yu: the first
is applied to the animated figure of the
video’s protagonist whose contour de-
taches itself from the background, while
the second consists of on-site filming of
actual scenes and environments where the
protagonists’ (i.e. the real actor and actress)
actions originally took place. In the course
of the video’s unfolding, the actions and
expressions of these flattened characters,
while embedded within a background, do
not synchronize with the spatial mise-en-
scéne of the camera lens. Deprived yet
resolute, they are planktons caught up in a

182

VANGUARD GALLERY
SHANGHAI

2016.11.15—2016.12.25

lighting failure. Ornamental patte:

in place of their actual attire im
glide across their bodies. Even

filming of the background, how

direct engagement is requir

is stringent on the video’s visu
unwilling to zoom in the ¢
over to give audience more inf:

This visual strategy is ty,

works, but the video is not the on &= \

this exhibition. Moving acro:

structure of its compact space, visizoe

encounter three groups of w

10 Su Wangin, the first grou
view, is a display that places a

alongside a standard headles




Video, 10 min 10 sec

UamEIR)
2016
BB
RYIE

Left
Photo Album Clips
2016

Photo clipping
Dimensions variable

F | BOTTOM

used by photography studios for portraits.
Uncanny details gradually accumulate in
the descriptive language of the epistolary
writer, all the while intensifying the reader’s
desire to pin them down. The second work
Photo Album Clips is a series of photographs,
but most of the faces are edited out. Besides
the video mentioned earlier, the black box
where it is projected also includes a tattooed
piece of leather hanging on the dimly-lit
wall, entitled Brother’s Back. Together they
form a third group. At this point, I have
to confess that my description so far has
deliberately left out the obvious theme of
these works: the family life that everyone

endures and experiences.
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The brutality of social life, as well as
its insidious, methodical impact on indi-
vidual life, provokes Hsu into action. In
earlier works, the artist’s references were
culled mainly from atrocities in the news
and various episodes from history. These
were later joined with life tragedies both
spun from and organically growing out of
literary practices, and enduring moments
in the lives of families and friends. When
confronted with this theme, a key dilemma
undergirds Hsu’s entire practice: on the one
hand, he wants to distance himself from
the homogenization and the affect-laden
cooption that pervade media and textual
representations of social brutality; on the
other, he still wishes to retain a sense of the
impersonal typical in news reports and to
work with their manipulation of psycho-
logical projection. For me, Hsu’s version of
brutality stems from the representational
distance in media observation and is rein-
vented in the reparative distance of artistic
restoration. The balancing act taken in the
face of this apparent contradiction—and
in the face of these two distances—forms
a conceptual thread throughout his works,
in light of which their visual interest and
potency could be gauged and examined.
‘The portrait variations proposed by all three
groups of work, as well as their search for
possible relations between a language of
narrative and a conception of image that
is fractured within itself, seem in the last
instance to suggest this: these faceless or
“non-" portraits whose surface refuses to
be homogenized are a possible portrait of
brutality itself.

Huang Jingyuan (Translated by Qian Wenyi)
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