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Preface
The Non-negotiable Value

Ying Kwok

Millions of Hongkongers marched onto the streets
against the proposed Extradition Bill in June 2019,
and our city has become very different since then.
We are divided into yellow and blue factions with
polarized political views. As the division grows, it is
not only reflected through various public or private
debates but also seeped into our daily lives affecting
our shopping and dining choices. Questions are
being raised on police brutality and the gulf
between the police and the citizens of Hong Kong
keeps widening. The scenes of conflicts have given
Hongkongers many sleepless nights. As suppression
force increased, the spirit of the people grew even
stronger. The slogan is no longer ‘Hongkongers, add
oill’} it had evolved to ‘Hongkongers, fight back!.
No one seems to have any ideas to resolve the crisis
peacefully. The Art Review HK Issue 4 has been
prepared under this troubled times.

I cannot help thinking: what is the role of art in
times of social unrest? How can we respond to
the current situation? Where should our work sit
between awareness-raising, activism and art?

People who work in art perceive the world with
certain sensibility and aesthetics, stay true to
oneself and try to influence others with an artistic
manner. It is the fundamental spirit of art to
preserve memories for society and make sure our
values and beliefs can be seen.

Over the last five years, we have been using different
channels to encourage art criticism in Hong Kong.
It has been a tough journey in the scene we are
currently in. But we would like to thank Oi! for
recognising our hard work, allowing us to host our
Writer in Residency there. Apart from providing
valuable resources and a platform for discussions
and exchange, most importantly they acknowledge
the value of art writing. We are honoured to have
invited Everlyn Char, acclaimed art writer based

in Hong Kong to review the activities towards the
end of the residency. Titled ‘Wall Demolition in
Progress: On Art Writers@Oi!, the piece aims to
analyse and elaborate the limitations and dilemmas
of art criticism in Hong Kong.

Technical and academic terms in art surely turn
some people away. However, we also encourage

a certain level of basic knowledge is essential for
the reading of contemporary art. Jeff Leung Chin-
fung’s article: “Toward a Programming Paradigm of
Art Festivals in Rural Areas: A Case Study of the
Fire Dragon Dance Ceremony in Ping Che), tries

to provide such an introductory step. The article
touches upon professional terms of basic structures
and foundations of art festivals taking place in
public realms, using an actual example in Hong
Kong to illustrate the concept.

Sometimes art critics spent years following an
artist’s practice, visiting studio, exhibitions, and
have conversations whenever possible. They

then use writing as a tool to help understand the
hidden agendas and emotions in an artist’s works.
Yang Yeung’s essay, deciphers the shifting roles of
‘Children’ in Tang Kwok-hin’s works, helping us to
understand the emotions and ideas passing through
Tang’s mind, and hence his actions and response
that he had channeled through his artworks.

Vivian Ting’s essay provides an honest review and
analysis on a recent exhibition by Lee Kai-chung.
She took on further research and exploration on

the subject matter from Lee and extended to artists
working on archival materials. We have seen a lot of
artists using historical materials and archive in their
practice. How should we view these works as artists
are never the same as art historians who have spent
years focusing on one aspect of research? While
artists try to bring their artistic interpretation,
linking facts to our emotions, memory and
humanistic understandings through a creative
process, is there another point of view which is not
purely based on historical facts?

After five years, we believed we have started to gain
some recognition, but we are still far from what

we set out to do. Due to the structural deficiencies
of the art industry, which focus on the countable
output and attendance, the intangible work of art
criticisms is still under-valued. Let us work together
for a more diverse art scene!

BT o A4 B £ 0 A 5 A IR A A B 0 1
A o BT WK R R R R SR
R o LA B AR o B2 ERY (ARIREE
fil B ) B B G —DUT SRR A B > IE
PP — AT 7 i o SCH LA 0 % K RE AR
RSB BRI A U35 I B AT AT 6 1 2 A
B R - A SLEREEE I -

AR - BT ANBAE | 2 4 2008 M 2T K /9 A
TEELER > GARRST B XN TEZE - B I
HATRETHCH A > REUXTFER LA - M
i A i R SR ) RE S U o MR SO S D
SCT R o AT E A AN > TR
SR TR AT 5K A SRR B A DA R ft 7B
A it (B 4 147 ) B [

TR SCE > MR RE R R T —
R SEL A W A 2T - i — B JE R R
P R —BR T R 2 A S R AT R
[ IR S 28t B | Al A AR o ZE Al o
BF —JRALR R BT — (R P - R LU
SRR RHAN AR B A GRS AR TR o AT R% el
B LAR » BEM RS R BIEL 18
HAFE S S R RTAREE A TR
EE AL — A [DRES] KA 2

Art Appraisal Club%@ ILAERM ST > MfEL
BEER — IR (HBERERMK B
TR — BRI A o BERY Bl AT 1 1 2 IR AT
SR FE B L N BOE SRR R 2
i P A [Aae ] A EE R AL > - ERUE
Mt o BRI — 5y > Mk —WE L T
fli EE

(Bwe - BRIEDR)



Evelyn Char

Before starting on this piece, I browsed the website
of Art Writers@Oil; and reading letter after letter
in the mailbox, an image came to mind suddenly:
A grand hall inside an old building in Europe,
spectators form a circle, and in the middle are six
dancers. The dancers change positions constantly,
composing various body sculptures, while with
language they connect the multiple realities from
the ancient times to the future. I am referring

to the work by choreographer Alexandra Pirici

at Skulptur Projekte Miinster 2017. At the end of
the performance, the dancers line up in a row,
transformed into a Google search engine in human
flesh. Spectators are invited to suggest any keyword,
with which they will then conduct a search, and

pronounce aloud the search results.
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To me, the ‘Art Writers@Oi!” mailbox operates just
like that human Google search engine. Although the
nature of the mailbox implies a lack of instantaneity,
the questioning and answering on both sides of

the mailbox can be seen as another performance.
After all, in this era, with a smartphone, one can
easily obtain tens of millions of search results within
the split of 0.001 second. Most questions can be
answered immediately, there is no longer the need
to go through the entire ritual of writing a letter

and waiting for an answer. Among the incoming
letters there are a number of questions that I can
immediately convert into search keywords, such as
‘Are there any performance artists in Hong Kong’
and ‘What are the definitions of Graffiti and Street
art’ which can easily be answered by inputting ‘Hong
Kong/performance art’ and ‘graffiti/street art’ into
the internet search engine. Even so, I am surprised
how many people still preferred to send the
questions to the mailbox. My question is, why would
people want to use the mailbox, a slow, ancient

channel that is very much a test of patience?



Looking at the emerging KOL (Key Opinion
Leaders) culture of the recent years, there is no

lack of interactive operations, such as replying to
audience’s comments in live broadcasts, or calling on
the audience to share experience on certain topics
through private messages, which are then converted
into public content on the platform. They all see

a precedent in the letter to the editor. As stars no
longer exist, KOL rises as a substitute, and the public
follow these KOLs social media accounts, yearning
for interaction with them, out of a craving for the
object of desire and psychological projection. In
Hong Kong, the KOL culture and art criticism are
two entirely separate operations. Art critics seldom
engage in strategic self-marketing; while they are
visible to the public, they are merely names without
a face or a body. The absence of ‘image’ means that
they cannot become objects of desire. Despite that,

I think that the establishment of the Art Writers@
Oi! mailbox is founded upon a desire: it may be the
desire for meaning in the midst of incomprehension,
or it may be the word ‘art’ itself, and to be closer

to it permits the accumulation of cultural capital.
Admission to art exhibitions in Hong Kong are
mostly free of charge, they are easily accessible.
However, a certain level of basic knowledge is
required for the reading of contemporary art. Simply
viewing does not bring people closer to art, but on
the contrary the frustrating feeling of rejection may
be the more common outcome. As a result, most
people would readily admit their artistic illiteracy.
Thus, for the many people who have no access to this
knowledge, the chance to talk directly to professional
art critics seems to be a precious opening for them to

approach their object of desire.
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On the other hand, in terms of the institution (Oi!)
and the independent art writers (Vivian Ting, Yang
Yeung, Jeff Leung Chin-fung, etc.), the creation
of a mechanism, i.e. the mailbox, to enable
dialogue between the public (outsiders?) and art
critics (professionals?), may very well stem from
an anxiety of the dangers of staying within the
ivory tower. While the majority of contemporary
art is still presented in the form of exhibition, in
recent years, from art museums to alternative art
spaces, there has been an emphasis on public
participation, and exhibitions are generally
accompanied by public programmes. At the

same time, the strong demand for community art
leads to the exploration of this particular area by
alternative art spaces and even public institutions
such as Oi! which is managed by the Leisure and
Cultural Services Department. Community art in
Hong Kong can be traced back to Evelyna Liang’s
Art in the Camp project, and for more than thirty
years, many art activities continue to advertise
‘Community’ and summon ‘the public, which is a
reflection that contemporary art still exists within
a certain sacred boundary, and does not coincide
with the reality of ordinary people. Thus this
emphasis of the necessity of ‘being grounded’ and
‘going into the community’. In the past few years,
prompted by Art Basel Hong Kong, the local art
scene has enjoyed a seemingly prosperous time.
However, contemporary art is like a besieged city.
If you knew anyone from without the city, you
would understand how many people still find

the city in a state of depression. In the eyes of the
public, there is no art in Hong Kong other than
the annual art fair. Compared to the production
and display of art, art criticism’s difficulty is two-
fold. Firstly, while artistic activities are thriving,
strangely the field of art criticism is shrinking.
During the so-called demise of printed media,
there is a continued decrease of art review columns
in newspapers and magazines. Although various
online publication platforms have since emerged,
these new cultural columns often lack professional
editorial planning and execution; while there may
be an increase of reviews, they do not play in role

in promoting and complicating criticism itself.



The shrinking of the field results in the even lower
visibility of the traditionally minor discipline of art
criticism. The other difficulty faced by art criticism is
illustrated in the first question of the second month:
‘Why are you (art critics) so difficult to understand?’
Interestingly, compared to other Chinese-speaking
regions, Hong Kong’s art criticism is not particularly
profound, which is to say, in general it tends not to
interpret art in theoretical and philosophical terms.
Take for example Art Appraisal Club’s discussion

at Oi! on 10 July. Art critics Vivian Ting, Jeff Leung
Chin-fung, Anthony Leung Po-shan, Yeung Yang
engaged in an in-depth discussion on Leung Chi-
wo's work in Once lost but now found (Oi!), from the
utilisation of space, how the two narratives in image
and language complement or interfere with each
other, to ethics in creativity and the artist’s creative
context, a discussion which was technical but not
exclusive. The problem here is that when readers

are too seldomly exposed to contemporary art and
have little knowledge of the language, it is inevitable
that it all sounds like Greek to them. Imagine if the
object of discussion is Marvel movies: it would be
favoured by the readers even when discussed in
technical terms. It seems to me that the gap between
contemporary art and the public is a structural issue
related to the mechanism of art production, and
cannot be solved by art criticism. Yet within the
industry there is a prevalent view that in additional
to professional analysis, criticism and questioning,
art criticism must also take up the important
responsibilities of promoting art and audience
development. When people confuse the functions
between criticism and promotional reportage, art
writing falls into an embarrassing situation, where
art critics are pressed to invent some magical device
to fulfill all these demands, in order to conform to a

Hong Kong-style utilitarianism.
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I still insist that marketing is not the responsibility
of criticism. Instead of forcing art criticism to
please the readers and attract audience, it would
be better to allow criticism to stay in the ivory
tower, and let critics produce their public meaning
through in-depth inquiries based on professional
knowledge. If the critics decide that they could
bridge the gap between the public and art,
unconventional writing such as the Art Writers@
Oi! mailbox might be a better option. This attempt
has attracted inquirers with different levels of art
knowledge: from the more informed observations
(‘How does “check-in” help to promote art
knowledge?” ‘Why are there less women artists at
Oi!’) to the more astonishing queries (‘How does
one express love through art?’). While inquirers
receive answers to their queries, art critics in

turn also gain an understanding of the audience’s
real thoughts and questions. But if we want to
continue breaking through the city walls, first of
all this cannot be a short-term project. Then we
also have to solve two problems: Firstly, how do
we continue the discussion in spite of the one-way
flow of knowledge; is it possible to develop more
organic sharing platforms? Secondly, how do we
disseminate and popularise such public-oriented
knowledge after its production? This might require
assistance from professionals familiar with social
media operations. I look forward to seeing the wall
demolition continue, until the day comes when the
audience can connect to the art criticism they once

considered incomprehensible.

(Translated by Mary Lee Wan-ling)



Jeft Leung Chin-fung

The Mid-Autumn Festival fire dragon dance is one
of Hong Kong’s traditional folk customs believed to
drive away disease and bring peace. [1] In 2014, a
group of Ping Yeung villagers formed a grassroots
organisation, the “Ta Kwu Ling Ping Che Protection
Alliance), and held a fire dragon dance ceremony
near the village as a peaceful means to protest
against the government’s decision to turn one of

Ta Kwu Ling’s unused farms into a live poultry
inspection centre. The centre was devised to control
the spread of bird flu at the time, but the government
failed to raise the plan for consultation with the
villagers, who were concerned about issues of noise
and hygiene. One of the villagers, Wong Chi-keung,
who used to live in Pok Fu Lam Village, is a master
of making fire dragons, and so the idea of holding a
fire dragon dance ceremony to combat disease — in
this case, the arrangement brought about by the bird
flu — was conceived. [2] In 2015, the first Ping Che
fire dragon dance ceremony was held. Since then,

it has become an annual occurrence and is part of

a wider art festival, comprising fire dragon making
workshops, music concerts, and elderly home visits,
which revitalises the village and preserves its cultural

heritage.

In Hong Kong, art festivals are often planned with
the aim of revitalising old areas. In order to promote
the values of their village and to emphasise the
importance of its existence, [3] villagers refashioned
Ping Che with murals and organised the annual
Ping Che fire dragon dance ceremony. [4] In
addition to the ceremony, the festival program

includes fire dragon making workshops, parades,
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and music concerts, creating opportunities for

the wider community to get acquainted with

the village. The fire dragon making workshops
encourage volunteers and students to learn about
the traditional craft while the parades pass through
neighboring villages and elderly homes, providing
entertainment for residents. The music concert,
taking place after the fire dragon dance ceremony,
concludes the series of events. Strictly speaking, the
newly established tradition of the fire dragon dance
ceremony was conceived as a way for villagers to
assert their demands. However, by inviting women
and people from outside the village to participate
in the festivities, the fire dragon dance ceremony
also signifies a step forward from when only male
villagers were allowed to partake in the ritual.
Over time, the festival has created a community
and friendship between villagers and visitors,

like in the cases of sound designer Sze Ka-yan

and photographer John Choy, who started out as
participants and are now two of the programme’s

core organisers.

Rural art festivals may be seen as a sort of cultural
tourism initiative aiming to improve the areas in
which they are held by attracting visitors, an example
of which is the Echigo-Tsumari Art Triennale in
Japan. Cultural programmes and communities, like
those organised in Bishan Village in Anhui province
in China, also reconfigure the social ecosystems of
villages and places. The case of Ping Yeung Village
seems to fall in the middle of the spectrum. The
murals have become attractions, generating visitor

traffic while the fire dragon dance ceremony tells



of the village’s plight and its progressiveness in
adopting a new custom. It is only natural, perhaps,
for relationships to form among villagers, visitors,
and collaborators when given the chance. From

a cultural management perspective, however, it
might be useful to analyse these relationships in the
context of programming. Can these relationships be
interpreted and facilitated under the administrative
framework of planning, programme management,
and deliverables? Using the Stakeholder Salience
Model (SSM), I assess the mutual relations of
proximity and needs among the three stakeholders
in Ping Che’s fire dragon dance ceremony, they
include residents in the village (villagers and
organisers), participants (event-goers from outside
the village and students) and collaborators (creators
and event volunteers), to arrive at a paradigm of arts

programming.

SSM identifies stakeholder relationships based on
three parameters: 1. the stakeholder’s power or
influence in the organisation and on the project
outcomes; 2. the legitimacy of the stakeholder’s
claims; and 3. the urgency of their claims. Unlike
two-dimensional grid models of stakeholder
classification, SSM attributes an equal importance to

the urgency of a claim and the power and legitimacy
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of a stakeholder. It also acknowledges the possibility
of stakeholders transitioning from one classification
to the other, which is affected by the proximity
between different stakeholder types. [5] In Ping Che’s
fire dragon dance ceremony, the urgent needs of the
villagers (core stakeholders) have nothing to do with
attracting traffic or economic gain, but to invest in
the village’s social and cultural capital through art
programmes, thus increasing the importance of the
village’s existence. Not only did the fire dragon dance
ceremony provide a platform for villagers to urgently
express their concerns, it also further legitimised

the claims of certain stakeholders and led to two

favourable results:

1) It satisfied the needs of stakeholders within
and outside of the village

The fire dragon making workshops and elderly
home visits fulfilled the expectations visitors
have for participating in cultural events and
allowed villagers to extend care to the elderly
living in the area. The festival also embodies the

cultural tradition of the village.

2) It fostered closer relationships among
stakeholders

As the fire dragon dance ceremony happens
annually, it has encouraged continual and higher
involvement among its collaborators, allowing
them to build closer relationships with the core
organisers such that their interests align over

time.



As the above analysis shows, when programming
rural art festivals in the context of cultural
management, organisers should, as a guiding
principle, align the interests and proximity of
different stakeholders. The programmes may last
over a period of time (for instance, workshops)
to increase the legitimacy, or involvement, of

the participants. Alternatively, the events may
also sustain continuous interaction between core
organisers and stakeholders, as in the cases of
residencies and regular gatherings, so that they will

share a stronger affiliation and more similar needs.

In contrast to the fire dragon dance ceremony,

Hi! Hill, organised by the Art Promotion Office in
Chuen Lung Village, is an exemplary art programme
planned in a rural setting by a cultural institute.

It effectively connected participating artists
(collaborators) with the villagers (local residents)
via a series of art events enjoyed by villagers, artists,
and visitors. With over a year of programming and
facilitation by MaD, the programme’s curatorial
partner (event collaborator), some of the featured
artists took part in residencies for artistic research
and participated in different village events, while
some artists were residents of the village itself, such
as photographer Chak Wai-leung. [6] In conclusion,
in order to strengthen stakeholder affiliation and
satisfy their respective needs, residencies and regular
gatherings should be paradigmatic programmes for

art festivals.

(Translated by Jacqueline Leung)
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Notes

[1] There are two places in Hong Kong in which the
Guangdong custom of the fire dragon dance ceremony is
still upheld. Details: www.hkmemory.org/hkfestival/text/
index.php?p=home&catld=101

[2] ‘Breaking Tradition: Ping Che’s Mid-Autumn Fire
Dragon Dance Sees Female Successor, Ming Pao,
September 22, 2018.
https://ol.mingpao.com/Idy/cultureleisure/
culture/20180922/1537554420750/4F i k K F L -4
N PR 25

[3] Village communities have enlisted photographers
and artists to organise events and exhibitions about life
in the northeast New Territories, its development, and
the co-existence of urban and rural areas. Past events
include Northeast Territories Style: All That Life Can Be
in 2013 and Dances with the Green: An Art Exhibition on
the Northeastern New Territories in 2014. Also see “Half-
Day in Ping Che”: Villagers Relate Stories of Border
Village amidst Fears of Eviction, HK01, July 5, 2019,
www.hk01.com/A i 8L//348669/ 541 H -rh i i L -
RS A AR T - A 8 A B e =

[4] KK, a villager his fifties, called for volunteers to
draw murals and make art installations for village
houses. Many from outside the village participated in
the movement, including the international voluntary

organisation VolTra.

[5] Mitchell, Ronald K., et al. Toward a Theory of
Stakeholder Identification and Salience: Defining the
Principle of Who and What Really Counts. The Academy
of Management Review, vol.22, no.4 (1997): 853-886.

[6] Hi! Hill Public Art Project in Tsuen Wan Traces
Life in Chuen Lung Village, HK01, April 16, 2018.
www.hk01.com/#f4:1%/169926/lcsd s 4 - 355- 111 -)1] - N -5
)1 B 1 1 2t
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The Child in Tang Kwok-hin’s

Recent Works

Yang Yeung

In the artist statement of the project Offhand-
over (2016), Tang Kwok-hin says, ‘To count every
single belonging during a journey; to count what
remains of values and magnanimity during the
decline of an era.’ In Tang’s practice, words that
accompany works often capture a state of heart
and mind that he is in during the process of
making. They do not necessarily illustrate the
works, but stand alone as textual compositions in
their own right. This particular artist statement
is not the only time in his practice when he
expresses how the present is out of grasp, his
being challenged by it and his need to make sense
of the purpose of life in face of circumstances
not up to him. The push and pull of demands
from within - seeking belonging, and the demand
from outer social realities - seeking connection
with the times, have been underscoring his recent

practice.

In this essay, I propose that the figure of the
child in Tang’s recent works has become his
method of access to the present. These works
are not about children or childhood. Instead,
the child, in her varying states of being, is a key
with which the artist maintains an indeterminacy
in the changing present, particularly in the
relation between himself and the world. The
incongruences in how the child appears address
the complexity of the question. In face of
indeterminacy, one might drown in fear and

despair, or react with apathy, cynicism, or

antagonism. Tang, instead, produces hope. This
kind of hope is not the hope frequently circulated
in commercial practices like advertising, where
images of jolly children configure an optimism
packaged in established and past values for
adults’ consumption. Tang’s kind of hope is open
as produced by the child, for no one, however
hard one tries, could foreclose how a child’s life
would unfold. Without suggesting what is hoped
for, or a particular object of hope, Tang’s hope
is produced in time, co-extensive of life in its
constant transformation, directed to the future.

[1]

1. Child - the child becoming social

Child (2018) is a mixed media installation using
found objects, photographs and sound. [2] On the
walls are ten mirror plates inscribed with select
phrases from the Hong Kong Chief Executives’
Policy Addresses since the 1997 sovereignty
changeover. The plates are common objects in
local commercial culture - given as gifts to a
newly opened restaurant or a doctor’s clinic to
congratulate their inauguration. The epigraphs
are often idioms that carry wishes of success.

In Tang’s installation, some phrases are rallying
cries articulated as imperatives, like “Welcome
New Challenges’ [3] and ‘Collectively Strategise
to Invent New Skies’. [4] Other phrases could be
read as both descriptive and prescriptive, eg.

‘Observe the rule of law; Grasp opportunities and
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encounters; Make a choice’.[5] All of the plates
share a line, ‘For the safe-keeping of the people
of Hong Kong’. [6]

An altar is in front of the mirrors. A bench faces
the altar and the mirrors behind it. They evoke
the intimacy and solemnity of spaces of worship.
At the opposite end of the installation, on the
upper corner of the wall, are three black and
white photographs of three boys. They are found
photographs on the internet of the three men who
had been the Chief Executive of HKSAR since
1997. 171 The way they are placed is analogous

to the way ancestors of a Hong Kong family are
commemorated at home. One could imagine the
men voicing out the phrases in the formality of
rhythm and tone, while visually they are present
as children. Sight and sound are out-of-sync, and
is interjected by the voice of a seven-year-old
girl in conversation with the artist, played back

as an audio recording from the altar.

I find the voice of the girl giving definition to
the space by way of what she says and how she
says it. The content of the conversation itself
begins from the girl’s school life. It then moves
into her experience of crossing the border into
China, and learning Putonghua. Tang would ask
a question, eg. ‘How do you say “going to school”
in Putonghua?” or ‘How do you say “father” and
“mother” in Putonghua?’ The girl would respond
with a tone of lightness, a manner of spontaneity,
and between giggles, with her attention moving

in and out of the line of conversation that

the artist carves out. In relation to the other
elements in the installation, the conversation
makes the process of the girl’s socialisation by
schooling apparent. And yet, the carefree attitude
in the way she speaks keeps the conversation
open-ended - her responses are unpredictable and
can therefore rupture its contours at any moment.
Her voice, by moving in the gallery space while
also partly sheltered by the altar and its intimacy,
weaves together the grand narratives of deliberate
policies in the context of historical change and
the miniature and the individual narrative from
the child self. The voice, with less inhibition and
pretension compared to the adults’, suspends the
ideological content of the epigraphs and the well-
oiled politicians’ speeches, equalising them, in

an idealised world of the children that belongs to

the girl and the politicians as children.

2. The Spine Passerby — child selves shared

Tang’s interest in the child’s process of learning
could be discerned in the earlier work The Spine
Passerby (2011). The project makes it possible
for multiple child selves in both children and
adults to learn from each other. The project was
first conceived when Tang was invited to make
public art in Shatin Park (known as ‘Spine Park’
in ‘ancient times” according to the artist). In
response, he sought help from artist Stephanie
Sin to put on the costume of an ape and play
the role of one in the park to interact with the
park users. Tang was the videographer. The

ape spent four hours a day, five days a week
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The Spine Passerby (2011)

for ten weeks in the park. The edited summary
documentation of the project shows the ape
learning from her interaction with strangers in
the park, eg. children giving her such objects as
an umbrella to play with, the ape covering herself
up with newspaper after observing others making
shelters out of cardboards, the ape learning to
sing, eventually speaking about her identity

with the ‘T’, telling a child she is an ‘ape’ and

not a ‘gorilla’, etc. In the eighth week, she began
drawing. She also read the newspaper and sat

on a wheelchair to be pushed around the park.
Adults activated their capacity to ‘make-believe’

that children are best at to interact with the ape.

On the last day, the ape had a chat with an

uncle who had been in the park to see her every
day, and who brought her small bananas. ‘I

am 80 years old, but I am like an eight-year-

old,” the uncle said. ‘I will take you to the
restaurant one day.’ It is a moment of recognition
and friendship, to endure in time. Tang also
interviewed a father and daughter about how
many times they saw the ape in the park and if
they might miss her after the day. ‘Yes,” the father
said. The problems Tang has been grappling with

emerge: When does the artist become the ape,

and when does the ape become an artist? How
does she/he affect others? What is it that affects

others?

In a specific video named Gossip taken in the
course of the project, which the artist posted on
Facebook, a girl rocks on a bouncy metallic rider
in the park. The ape rocks on another one about
ten feet away from her. The video was labelled
‘10th week: Leisure accrues?’ The two-minute
video records a chat between them. It is the girl
doing the talking mostly. The audio is not very
clear but she could be heard talking about getting
a plane ticket to go somewhere. The ape mostly
responds by nodding and making an ‘hmm’ sound
that signifies agreement or acknowledgement.

It is not clear if the ape is learning from the

girl or vice versa. The artist has left a message
on Facebook that says he finds the child not

so different from the animal in this incident.

For me, it is more interesting how both are

in control and not in control of the situation,
affecting and are affected by each other. It is this
performativity that conjures an indeterminacy
for the moment. There is no certainty as to what
will come up next in the conversation, but the
ape empathises with the girl, as if she, too, were
a child.
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3. Belly - the child between sleep and activity

Tang’s reflection on how much societal values
impose themselves on the human acquires a level
of sophistication in the artistic language in the
project Belly (2018), a mixed-media installation
at an old and unused school at Chuen Lung
Village. [8] The installation spans over two
rooms. In the inner room is a video of a child
sleeping. The projection takes up the entire
wall. A piece of glass the size of the child’s belly
is placed on the wall - it gives texture to the
image. The child is present in her breath. Follow
the rhythm, and one is in her calm, one’s calm.
In front of the projection, on the ground, is a
bed mattress embedded in an elevated wooden
floor. It is not clear if it is a zone of comfort

or a challenge, for sitting or lying there could
be a way to rest, but also to be immersed in the
tension between choosing the baby or the adult,
presented as seven videos of villagers of Chuen
Lung speaking about their lives on the opposite
wall. It is also a choice between future-present
and the past. In the outer room opening up to
the entrance of the gallery is a roughly one-
foot-by-one-foot installation of a fish tank with
a brick inside. The artist picked up this brick
that fell from a wall of his home. His intention
was to create a mountain and a river through the
projection of light upon the water, as a response
to the impressions Chuen Lung village made on
him:

‘reflections, light, wave, water, green, etc.’ (9] The
layer of green moss growing on the brick was not
the plan, he said, but he loved that. [10] The wall
near the fish tank is lined up with wall-to-ceiling
wardrobes full of hanging clothes and closed

drawers.

The pre-linguistic child here, her breathing, gives
ambiguous and multiple meanings to the space.
In relation to the interviews of the adults, the
sleeping child is apathetic: her world inaccessible
to them, their worlds at a distance from her. In
relation to the brick in the fish tank, the child
becomes a presence on the line of life the artist

is drawing in the space: the presence of nature
generating life that precedes the human. Both
suggest rupture - the child may suddenly wake up
and cry, which is a more abrupt and violent kind
of rupture compared to that of the speaking girl
in Child. The force of nature breaking out from
the brick on an infinitesimal scale may also be
read as a kind of rupture. Without the baby, the
installation would have easily become nostalgia
for a past. It is the child’s breath that allows the
artist to access the village as it is now, and as it

may be in the future.

I find this iteration of the child more powerful
and enduring than that in previous works for
several reasons. First, it is less dependent

on language, but more on involuntary body
movements, with the potential to communicate
more than what can be put into words. Second, it
is less polemical and contextualised in specific
political topics - where contentions limit, nature
cracks open. Third, the child becomes a vehicle
through which the questioning of history and
the humanly-devised could be asked - and it

is through questioning that the artist seeks

his place in relation to the world, keeping it

unresolved.
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4.1 Call You Nancy - the absentee child

I would like to end with I Call You Nancy (2012)
and Nancy (2012-17), in which an absentee child
is configured. This project consists of a video
work that builds a fictive narrative about the
artist’s unborn younger sister, whom he calls

by the name of ‘Nancy’. The video is silent. It
frames his mother’s hand flipping over a photo
album made of images of women by the name

of Nancy that Tang found on the internet. The
artist statement reveals that an abortion causes
the loss. Through his mother, Tang reaches out
to his sister; and through his imagined sister, he
reaches out to his mother. The piece is personal:
it gives the artist a way to access the present as
not only emotional loss, but a future without

his sister. The piece is also social: it produces a
world that connects his life with strangers in the
world - strange made familiar. Death determines
absolutely, but memory is immortalised, retained
and perpetuated to be infinitely open - anyone
could be a Nancy; there would always be more

Nancy’s.

(HRMRER R (2012)
I Call You Nancy (2012)

(haE)  (2012-17
Nancy (2012-17)

When it comes to hope, there tends to be an
emphasis on what is hoped for. In Tang’s figuring
of the child, it is more the indeterminacy

in the structure of hope that is maintained.

Hope becomes possible precisely because
disappointment or failure is possible. In the way
the child appears in his work, consistently but
unevenly, hope is distributed in such a way that
activates each and every individual’s capacity

to perceive and preserve indeterminacy as the

structure of hope itself. [11]

Tang’s artistic language does not seek dialectical
deliberation, but rather, shows where moments
of aliveness are. In this latency, his art lives; art

lives.
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ChE)  (2012-17)
Nancy (2012-17)
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Notes

[1]T am inspired by anthropologist Hikokazu Miyazaki’s
analysis of the idea of hope as method in Fijians’ negotia-
tion with their government in The Method of Hope: Anthro-
pology, Philosophy, and Fijian Knowledge (2004). While the
goal of the Fijians is to achieve indeterminacy by producing
hope in their interaction with government officials, in Tang,

the indeterminacy is achieved by configuring the child.

[2] The first iteration of Child was in 2016, as a solo show,
in 100ft Park. The 2018 iteration was a part of the group

show Kotodama presented at Parasite Art Space.

[3]In Cantonese, this phrase is pronounced ‘jing4 zip3 sanl

tiul zin3’ (0587 Pk ).

[4]In Cantonese, this phrase is pronounced ‘kwan4 caak3

sanl tinl dei6” (T 5 KHb)

[5]In Cantonese, this phrase is pronounced ‘zungé faat3 ci4,

zoeng2 geil jyu6, zok3 kyut3 zaak6’ (HEEih, ¥, EHE)

[6]In Cantonese, this phrase is pronounced ‘hoengl gong2

si5 man4 wai6 cyund’ (Fisii )

[7] The first Chief Executive Officer of Hong Kong Special
Administrative Region was Tung Chee-hwa (1997-2005). The
second one was Donald Tsang Yam-kuen (2005-2012). The
third one was Leung Chun-ying (2012-2017).

[8] Hi Hill! is an Art Promotion Office of the HKSAR pro-
ject. Site-specific works were made in the village of Chuen
Lung to last for five months. Tang’s is one among thirteen
groups of artists who presented their works there.

[9] Author’s interview with the artist, September 23, 2019.

[10] As Note 9.

[11] As Note 1.
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Melancholy and Wishfulness

in Historical Records:

Lee Kai-chungs solo exhibition

I Could Not Recall How I Got Here

Vivian Ting

‘Beauty does not last long. Before you realise,

it is gone’ [1]

Hong Kong is a city of amnesia. People would let
historical monuments be pushed away by urban
development because what they care most about

is making a living, resulting in the destruction of
relationships and communities built over time.

Due to the lack of an archives law, the Hong

Kong government has destroyed documents that
would have been more than 130,000 metres long

if they were lined up. Departments responsible for
preserving memories, like the Government Records
Service, always show a reluctant attitude towards any
requests for archival records because of the official
order, trying to draw a veil over their work. If all
documents regarding Hong Kong vanish bit by bit,
will we be able to recognise ourselves and remember
what made Hong Kong the way it is today? What

historic events can the archival records tell us about?

The word ‘archive’ connotes all kinds of ‘historic
evidence, including commercial contracts, legal
papers, maps, building plans, oral historical records,
news videos, three-dimensional architectural models
and many more. In archival studies, ‘data’ of various
materials and different kinds are sorted, organised
and catagorised to preserve the memories frozen in
time. The collection, cataloguing and documentation
of data must comply with the regulations on work of
the institutions they belong to and follow the logic
of their academic fields. The attempt to get hold of
the past in a disorderly myriad of things could show
us the direction that we seem to understand and feel

comfortable to move in.
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However, a number of archivists point out that
during the process of collecting documents,
organising and cataloguing information and
preserving records, it is not possible for the
participants to take an objective stand, and therefore
the records that are kept are definitely not conclusive
‘historical facts’ or simply ‘facts In recent years,
there has been increasing concern about how the
general public use the records in archival studies
and about how archives have evolved into places
dedicated to the production of knowledge and
meanings. At the end of the day, if we just store
materials and leave them in archives, what we

keep is nothing more than meaningless disjointed
information and all we have are merely superficially

unrelated memories that we cannot probe into.

Lee Kai-chung thrust his head into piles of
documents and studied them in an attempt to
connect people and stories of different eras and to
find out what the past means to us in the present.
Sharing a similar aspiration as the historians; the
artist aims to understand the linkage between the
past and the present through his study and reshape
the narrative around a certain historical event.
Nonetheless, he does not follow the practice of
historians, who try to get close to the ‘historical
truth’ to comprehend the context of things that

have changed and of those that have remained the
same. The artist is in pursuit of the feeble glimmer
of time — the sounds of life, hidden in the gap of
time, flowing around the edge between memory and
oblivion, unclear and puzzling, and yet implicitly
expressing emotions and desires. After all has been
said and done, he tries to capture fragments of the
old times, recounting in his own artistic language the
stories of ordinary people who struggled to survive
through times of distress. His solo exhibition I Could
Not Recall How I Got Here recollects the vicissitudes
of life in wartime Hong Kong by comparing and
contrasting the different fates of the Japanese War
Memorial and the bronze statues of Queen Victoria
in the 1940s, sharing his reflections on how to deal
with the times and the collapse and malfunctioning

of the system.



‘Eventually we learn to forget.

Being evil doesn’t need a reason’

When the audience set foot in the gallery, what they
see is a projector creaking, and slides of grunge

and damaged images pop up: A house stands at the
peak. The room is crowded with beautifully dressed
people, who are joking with each other. Bricks and
tiles crumble to the ground, sending a plume of
smoke and ash into the air. On the right side of the
projection, the four black-and-white photographs
capture the key moments of the video — under a grey
sky a crowd is watching the tower fall...... The white
space left behind creates nothing but emptiness (Fig.
1),

The artwork The Retrieval, Restoration and
Predicament (Japanese War Memorial) presents a
history of post-war Hong Kong — a painful memory
of blood and sweat. In 1941, when the Japanese
troops occupied Hong Kong, they intended to erect
a tall tower representing the fallen soldiers. With
its prominent location at the hilltop, the Hong
Kong people would succumb to their ferocity and
would be unable to lift up their heads again. To
match the mightiness of the Japanese, the tower
made of granite was 80 metres tall and weighed 900
tonnes according to the design plan. The Japanese
army threatened the local people into supporting
the building financially and used forced labour to
transport and dig out stones in order to expedite
the grand project. Apart from commemorating the

loyal soldiers who died for the country, the tower
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Fig.1:

Lee Kai-chung shows a video clip of the
demolition of the Japanese War Memorial
with stop-motion photography, question-
ing whether wiping out the wartime
memories was helpful in rebuilding a
new order in Hong Kong after the Second
Sino-Japanese War.*
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was a manifestation of imperial glory built up by
killing and forced labour. In February 1947, the
Japanese War Memorial fell as a result of a British
decision. This means that the British Administration
destroyed the invader’s authority and wiped out

the trauma of domination and oppression. Can
Hong Kong step out from the shadows of the war

by erasing its memory? Who can decide what to

remember and what to forget?

The account of the above event is recorded on a roll
of film known to very few and kept in an archival
repository, but the video can no longer be played
somehow. Presenting to the audience the past event
with stop-motion photography, Lee seems to want
to preserve this Hong Kong memory. The video

clip shown in his work, however, is blurry and has
coarse grain, as if it were trapped in the gap between
memory and oblivion, as causal relationships of the
past have always been confusing and fragmentary.
The artist is not so much calling up historical
memories as showing the audience the quiescence
resulting when a piece of the past is lost. People who
have experienced the past are destined to make way
for those who do not understand history, but should

we just let everything vanish from our lives?



‘He is my every-present. But what is my past?’

The demolition of the Japanese War Memorial
happened to take place when the bronze statues of
Queen Victoria returned to Hong Kong. The former
praised and glorified death while the latter sang
praises to the colonial ruler. Although the two things
seem to have no connection with each other, Lee
reveals that they are both — in essence monuments,
based on their intertwined fates. Was the glory

of the Queen not built on killing, forced labour,
state-tolerated violence and rapaciousness? Were
the British people not thinking about the ‘relative
merits of their civilisation’ when they forced their
beliefs, language, lifestyle and cultural values on

Hong Kong?

In the gallery, the artist did not reproduce a familiar
sculpture in classical European style, instead he cast
nine pieces of fragments of the bronze statues (Fig.
2). The replica of the bronze lion appears to be so
tiny and tame without the elaborate decorations.
The crown, once above all others, is now placed
below eye level and has lost its royal solemnity. As
the Queen is not in sight, there is no way to see the
charm of such a political leader with what is left

of the statue — a bronze arm that has been badly
scratched. Apparently, Lee has no intention of
restoring the authority of the Queen’s statue when

it was standing in the City of Victoria. Despite the
many years that have passed, the artist cares more
about the damages and repairs the statue has gone
through so as to examine the rise and fall of colonial
power. The first colonial ruler left Hong Kong during
the Japanese occupation and another colonial ruler
took over. In response to the copper collection
campaign in Japan, the bronze statues of the Queen
were seized, waiting to be recast for military use.
After the Japanese surrender, the allied army found
the fragmentary pieces of the statues in an arsenal
known to very few people and shipped them back to
Hong Kong.
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Fig.2:

Lee Kai-chung ‘restored’ the fragments

of the bronze statues to remind people of
the wretched experience of life in Hong
Kong during the Japanese occupation,
contemplating the relationship between Hong
Kong and the colonial rulers.*
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After having studied the statues’ list of repairs and
maintenance work, Lee combined 3D sculpting and
the traditional craft of bronze casting to repair the
missing parts of the statues, while also attempting to
preserve the story of the recovery of the statues after
the war. Once a colonial ruler, Queen Victoria has
always occupied a spot in Hong Kong’s public spaces.
What influence did the Queen, who had never set
foot on this soil, have on us? How much do we know
about the colonial government in terms of exercising
its power and distributing resources? The artist’s
restoration project does not focus on rectifying the
fragmentary statues to their original appearance but
on presenting how much history fails to mention —
the absence of certain archival records, our limited
knowledge of the colonial rule in the past, the
reshaping of local history and identity by the current
government, and the obliteration of historical stories
that are already few and far between. And so, looking
back today, how should Hong Kong tell its own
stories while finding a balance between the past and
the future, between development and conservation,

and between global and local dimensions?



‘If we stay too long with corpses and deadly
spirits, we will gradually lose the ability to
tell stories. Now that the reading fills up our

imaginations, and perhaps solace to our future’

Who do Hong Kong archival records belong to?
They certainly do not belong solely to experts,
academics or researchers, but to anyone who wants
to learn about Hong Kong. Some of these people
were born and bred here, some are enthusiastic
about the past and the present of this former British
colony, and others probe into the intricate history
out of astonishment at this city’s strong vitality. Lee’s
creation reclaims control over the interpretation of
archival documents with his own artistic language,
capturing a wider imagination of documents and the

history of Hong Kong. He says,

“The “people” from history have disappeared, but
the traces they have left behind on the “things”
can feed the creative process, because they are
the best evidence we have for the existence,

speech, and behaviour of the “people”

Perhaps stories of ordinary people do not matter
enough to be written down in history, but the artist
believes that everyone’s experience can reflect
different aspects of the times and debunks the myths
that we have about the past, shaping the established
narratives of history. By sorting out documents like
historical photos, military papers and posters, he
made a three-channel video to look back on how
people overcame turmoil and how they understood
the times they lived in, through the eyes of a
military general from the British garrison in Hong
Kong, a Japanese soldier’s wife and a tomb keeper

of the Japanese War Memorial (Fig. 3). His artwork,
developed on the basis of negligible personal feelings
and expanding to collective emotions of society,
walks the fine line between fiction and reality as

it provides alternative ‘historical text’ to discuss

the dark age of Hong Kong, which is gradually

disappearing into oblivion yet we dare not forget.
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Fig.3:

Lee Kai-chung’s three-channel
video projection pieces together
the seemingly unrelated wartime
memories by drawing from
ordinary people’s experiences,
expressing the sorrow of them
floating up and down on the
tempestuous ocean of time.*
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The artwork starts with a private letter written by

a British army officer. The letter tells of how the
secret information of the loss of the Queen’s statues
in Japan did not match the local news report.

The general had urged the military to open an
investigation into the missing statues again and
again, but yielded no results and had to let the

truth descend into nothing. Indeed, only very few
people can call the shots when facing the currents
of time. A Japanese soldier’s wife who came to
Hong Kong to visit her husband, just had to watch
apathetically as her people were gripped by the
fever of militarism while surmising the visible and
yet unattainable distance to her husband. Left all by
herself, she gradually learned to enjoy the cruelty of
her surroundings. She would rather be ‘engulfed by
the charcoal darkness, and it brought along a sense
of intimacy with the fear. The keeper of the Japanese
War Memorial, who was also living in the darkness,
tried to convince himself that time is something
that needs to be rapidly depleted. There is nothing
wrong with being caught by the Japanese army and
forced to perform hard labour; his labour served as
proof of his usefulness. Nevertheless, he had no clue
about what was worth safeguarding in the tower and
could not understand the point of this violence and

destruction.



In the past when we read about Hong Kong under
Japanese occupation, almost only generalised
descriptions like ‘devastation’ and ‘people were
living in misery” were used in the books to describe
this dark gloomy period lasting three years

and eight months. We still remember Japanese
troops slaughtering thousands of civilians, people
eating corpses and practising cannibalism due

to severe famine. Forests were also cut down and
copperware at home was seized as a result of the
lack of supplies...... And yet the artist chose to depict
thoroughly unimportant people who were unable
to defy time, contemplating how a single person
could find a place in this abnormal world and live

a ‘normal’ life despite the collapse of the system.
The protagonists in their stories want to seek the

truth, or yearn for a loving intimate relationship, or

merely get hold of evidence to prove their usefulness.

These humble wishes are just normal desires that
make humans human, but in tough times they
seem impossible and unrealistic. The three stories
show the considerable impact society has on an
individual’s experience, and it is hard to define
what each individual experiences — loss of balance,
helplessness, oppression, coldness, confusion

and unease — all these cannot be explained by
rationality and yet express the individual’s and even

community’s emotions of life.

After all, works of art are different from historical
accounts. Lee Kai-chung’s work can be taken as

a modern-day fable, apart from being seen as an
alternative kind of document. Scenes of a stopped
clock, of the vast and boundless ocean and of
overlapping shadows of flowers flash by in the video
and imply that the perception of time varies wildly
between individuals (Fig. 4). During the passage of
time, how are we supposed to make sense of our

times?

A > B AF A TR R R R S o AR R A
G T A 5 DU A0 R PR 9 A 5 SO -t m] A R T
BT o 5N AN IR BB 15 A R T R
HEvE > XREERBNALAY - BRERET AN
AL (o ARG B S h o A 7 HE A S
T B 5 AR 2

REMEF A
Beauty does not kast long

Ed

o

\ SRR G A > JERALEE IR AR A I P
B fME BT Ee > EREE
FTO R o *
Fig.4:
The images of flower branches flash past
erratically in the three-channel video, together
with the quiet monologue, filling the air with
the lamentations of the transience of life.*
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The war made the Japanese soldier’s wife adapt to
difficulties and disrupted the tender moments she
had with her husband. She asked a mirror maker to
engrave her husband's likeness on a mirror so that
she could always see his face. However, the soldier
had become estranged from her, and she could only
wipe her mirror again and again, trying desperately
to find the warmth that she used to feel when they
were physically close to each other. As the reflection
in the mirror replaced reality, what she saw was just
an illusion. She no longer had the strength to return
to reality and recognise the real situation. It seems
that she had walked to the end of her small world
even before it began. Just as she said, T thought that
flowers wilt slowly. And now I realise, they can die

in an instant’

The intriguing thing is that the tomb keeper read
out aloud the newspapers that were still in print to
pass his time, coldly watching the violent conflicts
between countries. He had been confronted with
dead people, seen the brutality and violence
happening before him, and suddenly figured out
that ‘when a system collapses, there will not be any
difference between the good and the bad” Once the
distinction between right and wrong is eliminated,
the immanent order of a civilisation will become
meaningless. Perhaps what he could not stand was
neither the war nor the loneliness, but the long bleak

life in which nothing was worth fighting for.

From the helplessness of the British military

officer to the numbness of the tomb keeper and

the desolation of the Japanese soldier’s wife, Lee’s
video work collects fragments of autocratic violence
during the Japanese occupation and of the perplexity
of displaced people from his personal disjointed
perspective. The monologues of the characters
appear to be a chaotic mess, but they reflect the
tedious monotone of the historical narratives

on Hong Kong under Japanese rule with simple

individual voices that penetrate grand narratives of



national interests or the global politics. With the use
of artistic imagination, the video recollects memories
from the past with today’s experiences. So long as
the story plots and recurrent scenes can be regarded
as allegorical fables, the audience are free to assign
contemporary meanings to the work based on how
they understand the times and how they use archival
materials. Perhaps this is the comfort the artist gives
us. Time will pass, whether it is good or bad, but can
we stand up for the values we believe in and respond
to the challenges of our times? Although the war has
been over for a long time, the tangle it created - how
to deal with authoritarian oppression and how to
comprehend the despair and resistance triggered by

violence - is yet to be untied.

‘It just meant to justify one’s existential self’

To meet the challenges of postmodernism, archival
studies gradually shifted from work focusing on
searching information to contemplating how to turn
archives into sites for producing knowledge and
meaning. What is the future for archival studies?

Canadian archivist and scholar Terry Cook states:

‘Postmodernism requires a new openness, a
new visibility, a willingness to question and be
questioned, a commitment to self-reflection
and accountability. Postmodernism requires
archivists to accept their own historicity, to
recognise their own role in the process of
creating archives, and to reveal their own biases.
Postmodernism sees value in stories more than
structures, the margins as much as the centres,
the diverse and ambiguous as much as the

certain and universal’ [2]

The academic profession of archivists has
emphasised the systematic collection and
organisation of knowledge. In the postmodern era,
special attention has been given to reflecting on the
logic of the system, different narratives formed based
on the data, and even dialogues with communities

from different times.
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[2]Terry Cook and Joan M. Schwartz. Archives, Records,
and Power: From (Postmodern) Theory to (Archival)

Performance. Archival Science 2 (2002): 182.

Nevertheless, archival studies belong to
communities. The ‘imagination’ that comes with
archival records is not just about whether the
building of archives involves different participants.
Whether the building process can shed light on

our thoughts depends more on how the contents

of archival records assist readers in discovering the
sense and sensibility of civilisations, and on the new
interpretations added over time. Lee Kai-chung’s
approach of using archival records does not only
record stories of Japanese occupation, but also
makes known his wishes for the future: searching for
diverse voices of historical documents and stretching
the imagination of Hong Kong and ourselves in

the past. We look for information from the past,
most likely because we want to find ourselves and
recognition of what we have done. Thrown into

a reign of terror, how should Hong Kong people
recollect the past? How do we interpret our past to

seek motivation to change the present?

(Translated by Caddie Lau)

*Photo courtesy: Lee Kai-chung

Notes

[1] In this exhibition, Lee Kai-chung presented to the
audience Hong Kong’s life under Japanese occupation
from the perspectives of different people with the
projection of a three-channel video, which featured
personal experiences of ordinary people and provided
an insight into his views on the past, the way of reading
history, and the interactions between archival records
and wider society. Borrowing from the narration of

the how artist created his artwork, as rendered in

the subtitles, this article aims to further interpret the
imagination inspired by his work while at the same time
discussing it and dealing briefly with topics such as the

application of history and archives.

[2] Terry Cook and Joan M. Schwartz. Archives,
Records, and Power: From (Postmodern) Theory to
(Archival) Performance. Archival Science 2 (2002): 182.
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Evelyn CHAR, graduated from University College London
with a Bachelor degree in History and a Master degree in
History of Art, is currently an art critic and independent
researcher based in Hong Kong. Char is the co-author of
Farmers’ Horizon; her writings are published in major local
and regional platforms, including Mingpao, Initium, Fleurs des
Lettres and Art Asia Pacific.

Jeff LEUNG Chin-fung (member of Art Appraisal
Club), who has worked for various local institutions as
curator and art administrator, is currently an independent
curator and part-time lecturer of local universities. Leung
promotes the arts in Hong Kong through the means of art

writing and guided tours.

Vivian TING (member of Art Appraisal Club),
an independent curator and researcher, works with universities
and art organisations to develop curatorial projects that
encourage multiple narratives of local history, articulated

through creative means.

Yang YEUNG (member of Art Appraisal Club),
an art writer and independent curator, founded the non-profits
‘soundpocket’ (2008) and ‘A Walk with A3’ (2015). Yeung is

a researcher of the Institute for Public Art and a member of
the International Art Critics Association (HK). She currently

teaches classics at The Chinese University of Hong Kong.
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Facebook: Art Appraisal Club

Website: www.artappraisalclub.com

In view of the lack of art discussions and critical writing
in Hong Kong, which limits the development of artists
and local art scene, Art Appraisal Club was founded

in 2014 by a group of art professionals, namely CHAN
Sai-lok, Anthony LEUNG Po-shan, Jeff LEUNG Chin-
fung, Yang YEUNG and Ying KWOK, to promote the
development of arts. In the past five years, the group
has been publishing exhibition hot picks and monthly
reviews, printed journals Art Review Hong Kong,

hosting and facilitating live discussion sessions.
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