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Empty Gallery is pleased to present Belonging and Difference, New
York and Hong Kong-based artist Cici Wu's second solo exhibition with
the gallery. Reducing filmmaking to its most humble and elemental
components, Wu creates objects, videos, and installations which
extend the imaginative and structural premises of cinematic language
across a wide range of media. Often taking local microhistories or
archives as a point of departure, Wu uses the cinematic frame as a
means to negotiate and reflect on the ways in which transpersonal
narratives of social, cultural and historical belonging structure our
experiences of self. Produced between Hong Kong, Beijing and New
York—three locales fraught with both intense emotional attachment
and ideological conflict for the artist—the exhibition will present a new

body of work made over the last two years.

At the center of the show is the titular Belonging and Difference, a
new film produced in collaboration with Beijing-based collaborator
Yuan Yuan which interweaves 16mm film and DV video with textual
intertitles and fragments of voice-over narration. Merging aspects of
visionary cinema, landscape film and home movie, the film combines
footage shot in Manhattan Chinatown, Hong Kong, and Beijing into
an intimate reflection on the act of physical and spiritual passage
between a series of pressurised and rapidly shifting temporalities
governed by different myths of order. Drifting between iconic
monuments and anonymous streets, spaces imprinted with the traces
of tenderness and violence, liberation and repression, saturated with
memories both personal and collective—Belonging and Difference
revels in the unexpected flashes generated by the friction between
different modes of speaking, thinking, and feeling.

The projection-sculpture Tsaiyun (Rosy Cloud) Bridge serves in many
ways as a counterpoint to Difference, exploring similar thematics
from a position of reflective dwelling, rather than external movement.
Using re-photography and stop-motion animation, Wu considers



the disquieting familiarity and essential strangeness of a trove of
archetypal images of China. Drawn from old issues of China Pictorial—
an internationally distributed, state-sponsored periodical instituted
during the onset of Communist China—Wu endows this material

with a personal valence through shifts in tempo and scale, further
embellishing the frame with paper cut-outs and quotidian objects.
Tsaiyun explores the space existing in the interstices between memory
and propaganda, the personal and the official—pointing to the ways in
which an overdetermined history can make it complex to parse notions
of authenticity and cultural belonging. By situating these images within
the form of a traditional bridge, Wu seems to gesture towards the
liberatory potential of re-evaluating our own assumed origins.

This concern to re-trace and re-negotiate both personal and collective
history is echoed within a suite of new collages, ink drawings, and
lantern sculptures which reflect on similar sentiments through their
engagement with the psycho-social dynamics of memory, time, and
the boundaries of belonging. Continuing Wu's long-standing interest
in developing speculative recording devices, Foreign Object #2—a
hybrid lantern-camera in the shape of a dolphin—provides a means
for experimental seeing; a tool for breaking free from naturalized
perspectives. A series of new works engages with Stan Brakhage’s
experimental film Mothlight (1963). Finding in Brakhage's idea of an
organic and cameraless cinema a potential passage beyond the limits
of eurocentric technologies of vision, Wu delicately renders segments
of these filmstrips in mineral pigments. These ink drawings are at once
suffused by a quiet beauty and a sense of untimeliness, a deformation
of the expected media and reference points—from motion to stillness
and from the American avant-garde to bird & flower painting. Drawing
on sources both ancient and modern, Wu’s tracings perform an active
process of transmutation—a procedure where new memory-wet contours
and inflections emerge from the inert space of the merely historical.



In the past, Wu has spoken of her persistent search for what she terms
a "human realm”. In Belonging and Difference, she searches along
manifold routes and pathways for a way to negotiate identity, not
through geography or nationality, but rather through flexible networks
of social belonging and political solidarity. She attempts to question
the seeming impasse of postcolonial and diasporic theory, proposing
an alternate notion of identity based around the ideal of movement
and the gestures of dwelling, moving, and returning—emphasizing
the virtues of passage amongst discontinuous temporalities. During a
moment in which subject positions are ever more tightly staked out,
categorized, and policed, Wu's work strives to cultivate a temporary
autonomous zone—a mobile space where the pure vulnerable
potential of undetermination can continue to exist; a fleeting glimpse
of a blush-colored hide parting the waters.
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Cici Wu lives and works in New York and Hong Kong. She received her
BA from the City University of Hong Kong, and MFA from Maryland
Institute College of Art in Baltimore. She has had solo exhibitions at
47 Canal, New York (2021, 2018); Empty Gallery, Hong Kong (2019);

a collaborative exhibition at Hordaland Kunstsenter, Norway in 2023;
and has participated in group exhibitions at the Drawing Center, New
York (2023, 2020), CAPC Musée d'art Contemporain de Bordeaux,
France (2022), Para Site Hong Kong (2021, 2018), among others. She
has participated in the 11th Seoul Mediacity Biennale (2021) and the
Yokohama Triennial 2020 Episodo 02 (2020).

Yuan Yuan (b. 1994) is a Beijing based photographer and writer who,
through a queer view on the subtle details of everyday life, reflects on
how political moods and cultural alienation permeates the ordinary.
Yuan specialises in visual communication, using their experience of
dreams and other dimensions of consciousness in their text and images.
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Exhibition Floor Plan
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1. Re:Mothlight (Wash Away), 2023
Ink, rice paper
73 x 106 x 3 cm (framed)

2. Re:Mothlight (Changing Brightness 01), 2023
Ink, rice paper
60 x 74 x 3 cm (framed)

3. Accepts Forgetting, As Well As Remembering 01, 2022
Ink, color, mineral pigment, glue, rice paper
47 x 57 cm x 3 cm (framed)

4. Blue Lantern, 2023
Bamboo wire, paper, ink
23 x23 x61cm



5. Belonging And Difference, 2023
16mm and DV Video transfer to video
24 min

In collaboration with Yuan Yuan

6. Foreign Object #2 Umbra And Penumbra (Dolphin), 2023

Bamboo wire, rice paper, Raspberry Pi 4b, USB webcam, NeoPixel Ring LED,

memory card
73x29 x99 cm

7. Dislocated Love (Flower, Bird, Bamboo And Rock), 2023
Ink, mineral pigment, rice paper
63 x 96 x 3 cm (framed)

8. Re:Mothlight (Side By Side 01), 2023
Ink, mineral pigment, glue, rice paper
72 x 56 x 3 cm (framed)

9. Tsaiyun (Rosy-Cloud) Bridge, 2023

Bamboo wire, rice paper, glue, projector and light bulb
Dimensions variable

16mm transfer to digital

10:02 Min

10. Accepts Forgetting, As Well As Remembering 04, 2022
Ink, mineral pigment, rice paper
57.5x59 cm x 3 cm (framed)

11. Accepts Forgetting, As Well As Remembering 05, 2022
Ink, mineral pigment, rice paper
86 x 51 cm x 3 cm (framed)



migratory positions:
a panel discussion on Cici Wu's Belonging and Difference

Sunday, November 12, 5-6PM

This discussion takes Cici Wu's Belonging and Difference as a point of
departure to discuss non-linear approaches to migratory and diasporic
remembrance, memory, and archives. Speakers include artist Elaine
W. Ho, art historian Dr. Yeewan Koon, and academic Dr. Linda Chiu-
han Lai. Moderated by critic and writer Jaime Chu. The panel will be
conducted in English.

Jaime Chu is a writer and critic living in Hong Kong.

Elaine W. Ho works between the realms of time-based art,
experimental publishing, urban practice and language.

Yeewan Koon is associate professor and Chair of the Department
of Art History at the University of Hong Kong. She also works in the
contemporary art field as a critic and curator.

Linda Chiu-han Lai is a transdisciplinary artist, scholar, and curator of
contemporary media arts. Her experimental video works explore Hong
Kong urbanism as material space and a laboratory for historiographic
experiments, grounded in a feminist-anthropological sensibility that
integrates Critical Theory, intermedia art practices, and ethnographic
methods. Linda is founder of the new media art group Writing Machine
Collective and the participatory art experiment, Floating Projects.



On Belonging and Difference
Michelle WT Wong
Light, Rivers, and Lakes

If | asked you what you think the most important part of the cinematic
apparatus is, | think your answer would be light. If cinema’s light
source could move, could be visible from different perspectives,
could become affective, there would be much to play and work

with. Perhaps it is no surprise that lanterns have become one of the
sculptural forms you work with, often hand-made from scratch. The
excitement with which you speak about the lantern making lessons you
had with the lantern master is not only palpable but also contagious.
Being able to manipulate and give physical form to the light sources
within your personal expanded cinema seems to be a liberating step
away from the apparatus, although you never seemed threatened by
it to begin with. But if someone asks some of us whether you value
control or not, most of us would probably smile in agreement that you
are always, graciously, in control.

Suspend [the] “Tsaiyun Bridge” made of bamboo pieces and

xuan paper. The bridge’s body is hollow, and disconnected in the
middle. A projector throws the light and shadow of moving images
from one side of the bridge across to the other.

That is how Qu Chang described Tsaiyun (Rosy-Cloud) Bridge, first
installed in Bergen's Hordaland Kunstsenter, and now at Empty Gallery.
The Hordaland Kunstsenter show was named after this, but with an
extension—Forget Each Other in the Rivers and Lakes 185 T5#A.
This part of the show’s title is a line excerpted from a text by Zhuang Zi
#+F, where he wrote of two fish stuck in drying lake. The two fish tried
to keep each other alive with the foam from their mouths, but perhaps



it is better to forget one another in rivers and lakes. Rivers and lakes
here are also a metaphor for an expanded and unknown world, large
enough to encompass difference, suffering, ecstasy, and maybe,
enlightenment.

Circumambulation

circumambulate

/ sa:kam'ambjoleit/

Verb FORMAL

walk all the way round (something)

At the black box where the Rosy-Cloud Bridge is suspended again,

| see people walk around its two disjointed parts, each around 1
meter by 1 meter. Long strands of rattan extending from the end of
the structures gently bend over under their own weight. People are
looking in, peeking through, observing the surfaces and the images
that flicker on them. The other day we did a video walkthrough of this
exhibition for a friend who is currently based outside of Hong Kong.
“Why is the bridge broken?” he asked. If | recall correctly, you said
something along the lines of never having really thought about the
bridge as broken, it is just that only the foundation of its two ends

are visible. For a while, our friend and you both sank into a pregnant
silence of contemplation, making the sound of dripping water that
accompanied the projection of art historian James Cahill’s archival
materials more audible, and perhaps more resonant with the thoughts
which were percolating in all of us. If | remember correctly, at some
point in our shared moment of contemplation, | suggested something
along the lines that our imagination and dreams fill in the gap

between the two suspended bamboo-xuan paper ends of your bridge.

Even the Chinese title of your show—% lJ—is a disjointed bridge of
sorts. One side of the word can mean separation and the other can be
seen as a knife for picking crops during autumn harvest. When it is not
disjointed, 3l can be interpreted as difference, categories, departure,
farewell, longing...



Senga and Maren

Life, the universe, the world, and the time of each day disintegrate
and get re-constituted through innumerable acts, incrementally re-
building through luminous care. Broken minutes are mended in the
afterglow of time's toxic debris. Life is a luminous autodidact. 2

| did not expect to be almost moved to tears seeing Senga Nengudi
and Maren Hassinger’s Side by Side (2006, digital, color, sound, 10
mins). Especially not in a small theatre where | always have to strain my
neck, and where | have a history of getting nauseous from intensely
kinetic camera work. | was moved by how at one point of the video
the artists transformed from young women into middle-aged women,
but even more so by the immense range of their love and lust for life.
The witty, unrelenting kisses they planted in the air around each other
and their collaborators in Kiss; the way they looked at each other as
they sat on the floor in their black leotards; the lines they drew with
their feet as they moved along the pebble-filled ground. And if you
read how Senga writes about their friendship in “Maren and Me,” it is
a present and open account of how two friends steadfastly held each
other through their youth and life changes. What comes through in
Senga’s text and Side by Side is perhaps most palpably this: a shared
desire to make sense of and give form to the world through art practice.

It makes me wonder what it was like for you to be Maren'’s student,
and how Maren was as a teacher. At times, the spaces Senga and
Maren created for each other seem to resemble the ones you try to
create for your own friends. You did say Senga and Maren’s Studio

Z reminded you of PRACTICE, a collective which you started with

two friends in Manhattan Chinatown. | did not get to experience
PRACTICE, but have had the good fortune of being in various different
studios, spaces, and conversations that we claim to not only make it
our own, but also make space for others. A dimension where images



and narratives by people other than oneself can find a light source to
be projected, or a conch to resonate and amplify the sounds of their
stories to those who pick it up and hold it close to their ears. The other
night | did finally ask you what it was like to be Maren’s student, as we
walked towards the waterfront. She likes to talk about daily life and
ordinary moments, you replied. A radical rejection of pedagogical
frameworks and tradition, that a teacher is here to impart knowledge.
As a teacher, Maren was interested in how you live life. The people
she brought in for lectures were sometimes figures that would be
conventionally regarded as wayward and marginalized. Some of them
became incredibly recognized and important figures in the field a few
years later, you said.

Permutations and Proxies

Friendship has its strengths and its limitations—

How do we be critical of each other?

How do we stay gentle with one another?

How do we begin to perceive differences and possibilities?

You often talk about dreams—and revolutions. The idea that dreams
could perhaps be carriers of revolution. That was what Theresa Hak
Kyung Cha believed and wrote a lot about. In her film Permutations,
Cha inserted one, and only one, shot of her own face, amongst a
sequence composed of her sister’s visage. In the flickering between
total blackness and brightness, the face of Cha's sister became an
imprint that was both definite and questionable. Did | really see a
different face? An afterimage began lingering in front of my eyes,

in between the darkness and the bright white flashes marking the
10-minute long work. The complete silence of the film unsettled me
at first, but my restlessness settled as | started counting its frames.
That was when | started seeing her afterimage. The film’s rhythmic
flashes, and the unpredictability of what would appear in the next



frame (Would it be her face? Would it be the back of her head? Would
her hair fall the same way? Is this the same shot? Would the moment
after be black, or white?) made me wonder if Cha was your proxy

to experience a life other than your own. Or maybe Yuan Yuan, who
collaborated with you to film Belonging and Difference is your proxy of
sorts. Through their eyes we see a Beijing that we probably can never
enter, or never thought we could enter, a city that you know and also
do not know. A Hong Kong whose university campuses were once
battlegrounds, its pedestrian bridges now shrouded in wire. And yet a
figure stands on another bridge overlooking a coil of highways, images
are still made, stories still told, revolutions of various sorts always
imminent. Overlaid with a New York that was shutting down because
of COVID, a Chinatown interlaced with many kinds of spoken Chinese,
and even more unspoken glances.

Since the 2019 protests, it became a necessity for some to seek ways
to better our selves, in search of the solace, courage, and strength

to be prepared for what is to come, when it arrives. | went back to
school, swam regularly again, started running an art space with two
friends. You returned to the city for months at a time, and folded
yourself into a community of documentary filmmakers. We resort to
teaching ourselves different skills and crafts, in search of forms of self-
organization that can still yield affective and meaningful images, texts,
and experiences. The type of lantern making craft you picked up this
time around is called “Foshan Autumn Color” LA, which refers
to the kind of lanterns made for the celebratory parade for autumn
harvest. The first wave of these folk artists arrived in Hong Kong during
the 1940s, when they fled civil war in Mainland China. More of them
arrived in the 1960s during the Cultural Revolution. | close my eyes,
and let an imagined celebratory parade leave an afterimage on the
back of my eyelids. The atmosphere when you and your friends were
at Hordaland Kunstsenter was jovial and celebratory too. Instead of
parading, | imagined you and your friends surrounded by fjords and



the joy of reunions, unbothered by the rain and rare sun in Bergen.
Everyone who works at Hordaland Kunstsenter has a practice, from
the founder to the staff at the café, you said with excitement. Singular
bodies, collective bodies, collaborative bodies.

| think this time that comes after political rupture must account for
my fascination with Maitreya, the Buddha of the future, in waiting,
whose time on earth is yet to come. The time of a future yet to come
is represented in figurative form. Perhaps this appears to me also as
a proxy of sorts, a means to imagine a radical future that has not yet
arrived. The Sanskrit word from which the name Maitreya is derived is
maitri, which means friendship.

Tracings

4 minutes of 16mm film is approximately 144 feet, which is almost 44
meters long. Mothlight (1963), when projected, lasts 4 minutes.

The width of the vertical sections of a piece of xuan paper is identical
to the width of a 16mm film strip.

Stan Brakhage laid out fragments of insects and flower petals on strips
of 16mm film over the luminance of an editing table to make Mothlight.

You copied the images on a print of Mothlight on to xuan paper over
the luminance of a lightbox.

The names of the female painters whose works you emulated and
made variations of are Liu Rushi #1202 and Guan Daosheng E1&#.



Cici's Notes

The cinematic apparatus is traditionally defined as a system of
cinematic technologies and practices comprising film, the author of
the film, and the effects produced on the spectator during viewing.
| am now particularly interested in the device of filming or related
media, which is the birthplace that creates the illusion of reality.
Oftentimes this device and its relationship with its environment are
forgotten or hidden in the process of spectatorship.

In my practice, | have been making different devices that address the
process of capturing and documenting alternative ways to see, not
only making viewers aware of their positions in the apparatus, but also
imagining a different past underlying the processes of “filming” and
“viewing" by abstracting the idea of cinema to a foundational unit of light.

Let's acknowledge fear, weakness, and the calling of silence for a
longer time.

It's a time that many voices are hidden because of fear in this city.

Tracing became an action to continue exploring something when
nothing seemingly offered an answer or a path to the past, to history—
that had no traces to picture a sad heart, some broken bodies, and
complete erasure.

The traceable and the non-traceable, both are here in this space,
hanging, suspending, and fluctuating, available for the viewer to rest
their eyes on. How far do you want to go? Will you still be able to
come back after you land on the shore of no home, no memory, no
heart, no feeling...

And should | still wait for you?



Endnotes

" Qu Chang, “Critics’ Picks: Tsaiyun (Rosy-Cloud) Bridge,”
Artforum, https://www.artforum.com.cn/picks/14512.

2 Rags Media Collective, “Sharing Our Sources,” in Afterglow
Yokohama Triennale 2020 Sourcebook, Yokohama: Organizing Com-

mittee for Yokohama Triennale & Yokohama Museum of Art, 2019, p.14.

*See University of North Carolina at Chapel Hill, The African American
Performance Art Archive, https://aapaa.org/artists/senga-nengudi/

maren-and-me.
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Michelle Wun Ting Wong is a PhD candidate in Art History at the
University of Hong Kong, exploring the modernity emerging from
Post WWII Hong Kong. Her writing has been published in Ambitious
Alignments: New Histories of Southeast Asian Art, 1945-1990 (2018),
the journal Southeast of Now (2019) amongst others. From 2012-20
she was a researcher at Asia Art Archive (AAA), focusing on Hong
Kong art history and histories of exchange and circulation through
exhibitions and periodicals. Curatorial projects include Portals, Stories,
and Other Journeys at Tai Kwun Contemporary (2021), Afterglow,
Yokohama Triennale 2020, and 11th Edition of Gwangju Biennale
(2016). She runs the independent space New Park with artists South
Ho Siu Nam and Billy HC Kwok.
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Wing Chan is a cultural worker based in London and Hong Kong.

She edits and makes books and moonlights as a translator. Wing’s

day job is an assistant editor of Afterall’s Exhibition Histories book
series. Her research interests have focused on how labour is registered
in the context of artist cooperatives and exhibitions. Her personal
writing explores how the body becomes a weather forecasting lake,
why the walls resist and what banana boxes tell us about power and
restoration.
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