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One-Eye-Ball and Siao-Pai are two works from my 1999 project Eyeball Displacement.
The ubiquity of the small, hidden spy cameras at the time piqued my interest and
| chose to use one in my work. The cameras can conveniently be placed anywhere,
even places where the body cannot go. They changed people’s handheld viewing
perspective, and created a new ethics about ways of seeing.

——Excerpt from Peng Hung-Chih’s artist statement

This concise statement clearly places Peng’s One-Eye-Ball within a broader context of his
artwork by describing its time and place—the end of the 1990s when the popularity of the
hidden spy cameras attracted his interest and prompted him to adopt this low-tech device
for use in his work. It also points to the artist’s consistent concerns in his artwork: multiple
perspectives, possible viewing angles, and the interrogation of relationships between seeing
and being seen. Peng believes the hidden spy camera “can conveniently be placed anywhere,
even places where the body cannot go.” With this, he generated new ways of deconstructing the
anthropocentric paradigm.

One-Eye-Ball consists of a helmet combining the shapes of a dog’s head and an elephant’s
trunk, and a ceramic human form mounted on the wall. From a distance, the work appears to
be a static sculpture but is actually interactive as the helmet can be worn, thus making the
audience experience an integral part of the complete work. The elephant trunk form attached
to the helmet is equipped with an LCD monitor the size of an eyeglass lens, and the end of the
trunk is outfitted with a small camera. After donning the helmet, the audience member can
move the trunk to film the surrounding scenery, which then appears on the LCD monitor. The
weight of the trunk and position of images inside the helmet create a feeling of instability and
have a possible short-term sensory impact on the wearer. About this experience, Manray Hsu
wrote in his curatorial statement for Peng’s 1999 solo exhibition Eyeball Displacement,“The
artist’s intent in this work is to harmonize new perceptual angles for audience members as they
engage with its entertaining, game-like qualities.” He continued, “After new devices are added
to the body, we must use all of our senses, even our rational thinking to a certain degree, and
not just make adjustments to our sense of vision.”

Peng received his master’s degree from the San Francisco Art Institute in 1997, and then
returned to Taiwan in 1999. One-Eye-Ball is an important experimental work from this period of
plentiful creative energy. His dog-themed series is the most well known of his works,' and as a
part of this series, One-Eye-Ball is relatively experimental, raising important questions about
the essence of relationships between animals (or more accurately, non-humans) and humans.
In his next work, titled Face to Face and completed in 2001, Peng invited audience members to
imitate dog gestures and interact with dogs. In this way, Peng presented the creative concept
from One-Eye-Ball more clearly in Face to Face by manifesting displacement through more
extensive interactions between audience members and the work. He furthermore emphasized
that watching does not really exist independently, but rather works in concert with other
perceptual systems of the body and forms indivisible experiences.

At the end of the 1990s, installation and video became mainstream art forms in Taiwan, and
Peng had already started experimenting with these two timely forms to create interactive,
participatory art. One-Eye-Ball was included in Rewind: Video Art in Taiwan 1983-1999 at the
Kuandu Museum of Fine Arts in 2015, an exhibition that tracked the developmental trajectory of
Taiwanese video art. (Chang Fang-Wei)

1 See the introduction to Peng Hung-Chih’s Face to Face in the TFAM Collection Catalogue 2019, p. 63.
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A BIRH One-Eye-Ball

1999-2015
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Video installation (color, sound): FRP, LCD monitor, pinhole camera, and battery
RH&ISH#ME Dimensions variable
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