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Eason Tsang Ka Wai:

Powerless
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In "Powerless," his first solo exhibition,
Eason Tsang Ka Wai reveals a tendency to
use experimental media for a very clear
purpose. For this photographer, who has
already acquired a certain public reputation,
to bring together such media and materials as
light boxes, videos, old TV sets, or sandpaper
might seem extraordinary. However, from
another point of view, the issues that Tsang
has been so relentlessly exploring in the
past by photographic means—vision and
its erroneous judgments, the wonders of
city life, or the fragmentation of everyday
life—are still resolutely reflected in this new
series of works.

The layout of the exhibition space
ensures the smooth expansion of the works
from a bi-dimensional to a tri-dimensional
state. Starting with his earlier photo series
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“New Landmarks” (2014), Tsang's lens acts
like a “third eye” enabling the spectator to
experience surprising viewing angles: as he
peers up at the city sky, the three-dimensional,
forest-like structure of Hong Kong's high-rise
buildings is turned photographically into two
dimensional shapes; the vast background of
the sky, left blank, accentuates the unsettling
visual feeling brought about by the shift in
the viewing angle. Nearby, Tsang's new work
52.404705, -1.497604 strongly references the
sky background present in “New Landmarks”.
This 7-minute fixed-shot video records the
slow movement of clouds above a certain
location, and is projected onto a gauzy piece
of cloth floating in the middle of the exhibition
space; the image is projected transparently
onto the wall behind it by the natural light,
giving the viewer a feeling of freshness and
purity, devoid of any ornamentation.

In another parallel dark space, three
other works suddenly energize the exhibition.
While characteristic of Tsang's “displaced
viewing angle,” their form is more bizarre
than usual: a mop ceaselessly washing the
surface of a granulated sheet of sand paper,
as if “laboring” on its own, beyond human
control (Housework 1); in a corner, an old TV
set playing the video of a hand forcing its
way into the set, and repeatedly cleaning its
inner components (Housework 3); and nearby,
another TV on which the channel numbers
are blown up in size as the channels are
repeatedly switched (Boring 30 Seconds). Put
together, these mind-numbing, idle moments
of daily life come to form a hallucinated form
of “bewitchment”—a sense of utter absurdity
that brings people to the end of their tether,
and which isn't devoid of malice. The entire
exhibition seems to be a nonsensical revelry.
And as its title would suggest, looking for
any sort of purpose or narrative within itis
bound to be a fruitless task, leaving one with
a feeling of utter powerlessness.

Wu Mo (Translated by Dorian Cave)



