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Lost in Export (film still), 2015, single-channel video, 33 min 43 sec
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For Lost in Export, the video that anchors this exhibition
of the same title, White Space has placed a comfortable sofa
in the sweet spot of the gallery at the center of specialized
sound-absorbing baffling lining the walls around a cinema-
style projection screen. The film is around 30 minutes long
and comprises a series of narrative threads: the setting switch-
es between the ocean, plains, mountains, space, and a hotel,
and the plot concerns the partings and loves of four characters
and their journeys on a road to self-discovery—the elements
of romantic movies. But Liu Shiyuan does not resign herself
to conventional drama. With four pairs of strikingly similar-
looking actors to play the four roles (Sophie, Benjie, John, and
an unnamed girl), she selects scenes from classic romances (In
the Mood for Love, The Beach, Lost in Translation), alters the origi-

nal scripts slightly, shoots their scenes, and rearranges them

in a different order to create a smooth and coherent, if slightly
detached, narrative. Viewers spend their time distinguishing
between faces and picking out which films are quoted, their
appetites for popcorn largely spoiled.

Liu’s structural approach owes more to art than film. She
treats film as a model for her cinematography, depicting ob-
jects according to her own perception as if drawing from life.
Film is the material with which her work is built: we find meth-
ods common to contemporary art, including deconstructing
and reediting base material, alongside postmodern emotions
of satire, ridicule, and parody. Liu chooses particular scenes
that appear in so many art house movies: couples hit bumps in
the road and need to find a little island sanctuary; lonely and
sad girls and boys meet on the beach; an aquarium (particu-
larly jellyfish) mysteriously appears.

Her knowledge of film deepens Liu’s understanding of
the narrative cliché. Through her study of contemporary film
theory and the documentary The Story of Film: An Odyssey, Liu
discovers that film produces technical tricks and structures
that ultimately determine our views and concepts of reality.
As images invade our lives on every type of screen, they could
begin to enslave human actions. We can trace Liu’s work to
a desire to escape from controlled spectatorship, a desire to
practice a politics of watching. She keeps production of new
content to a minimum in her work, and forces viewers to look
anew at a combination of scenes from other famous films to
evoke a sense of déja vu and awaken us to the dangers of cliché.
But her intention is not strong or overbearing; she refuses to
expose the structures of the original films, holding the audi-
ence’s emotion within an uncertain limit.

Lost in Export creates a special effect: we are unable to
identify what is grabbing the field of vision. It seems hard to
swallow. In her exhibition “The Edge of Vision, or the Edge of
the Earth,” Liu’s work A4 Conversation with Photography oftered
a visual example of the same feeling with highly saturated
flower petals halfway between high art and vulgar imagery.
Lost in Export inherits this noncommittal nature, guarding
against a clear direction for the work. But, this time, Liu
brings out this idea on several levels beyond the visual. The
viewer cannot be sure whether he or she is watching a movie
or a video, an old story or a new one. Of course, the ambiguity
here does not end with these two things, precisely because it
leaves scant space for exposition. All that can be clearly stated
is this: Liu invokes contradictions without revealing her true
feelings, then calms them down before they become full-blown

conflicts. Yang Zi (Translated by Vanessa Nolan)
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