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Explanatory Notes

Hong Kong Visual Arts Overview (the Overview) discusses topics concerning the visual arts
which took place in, or are related to, Hong Kong between 1 January and 31 December
2020. The Overview is published as an electronic book.

The content of the Overview is presented bilingually. Contributions from scholars and

experts are collected, the views given unedited. English and Chinese texts are printed

in parallel except in the cases of:

e Chinese names of people and bodies: Hanyu pinyin is adopted unless alternative
Romanisation is taken to be official, and

e Names of activities, artworks and articles which are identified only in one language
would be translated, supplemented with pinyin of the original titles.
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Foreword

Frank Vigneron

This Overview comprises five articles by local researchers and attempts to
understand aspects of the local art scene for the year 2020. The following themes
were developed through discussions with the editorial board consisting in Professor
Paul Gladston (University of New South Wales), Professor Koon Yeewan (The
University of Hong Kong), Professor Zheng Bo and Professor Leung Chi-wo Warren
(School of Creative Media, Hong Kong City University), as well as Ting Wing-yan
Vivian (independent researcher). They also recommended the following authors for
implementing the necessary research into these issues. An account of the significant
exhibitions that took place both in brick-and-mortar spaces and online is presented
in two articles, ‘From Two Systems to One Country, Love, Sovereignty, and Ecstasy:
A Glimpse of Contemporary Art Exhibitions in Hong Kong’ written by independent
researcher and curator Leung Po-shan Anthony, and ‘COVID-19 is Accelerating the
Art World’s Adoption of Technology’ - Does More Advanced Technology Lead to
Better Art Exhibitions?’ by Assistant Professor at CUHK, Leung Hok-bun Issac. While
a sense of unease could not be avoided with the previous two articles, research
on the state-of-the-art market offered a more cheerful view of the possibilities for
art development in independent researcher Tsui Hiu-yue Enid’s article titled ‘Hong
Kong Art Market 2020 - Ebbs and Tides and Rollercoaster Rides’. To conclude this
Overview, Associate Professor Man Ching-ying Phoebe from the School of Creative
Media at City University Hong Kong offers an upbeat portrait of the possibilities
for community development in her piece titled ‘Creative Strategies for Hong Kong
Community Art in Community Building'.

Writing about the art scene of Hong Kong in 2020, it was difficult to keep a sense
of optimism in view of the difficulties created by the pandemic and Leung Po-
shan Anthony loses no time setting up the scene and paint a fairly dark portrait
of what happened. Relying on Gregory Feldman’s notions of love and sovereignty,
and Nicholas Mirzoeff’s analysis of visuality, Leung establishes an analytical
framework to analyse the local art scene that is deeply rooted in a tradition of
political activism that has had an important influence in the last two decades.
While Gregory Feldman is an academic, he is also engaged in a variety of activities



that led him, among other things, to be the editor of Today’s Totalitarianism, a
journal specialising in an understanding of the present rise of anti-democratic
forces around the world, and is the convenor of the Hannah Arendt Reading
Group in Vancouver where he conducts discussion and debates on similar issues
(Hannah Arendt, a Holocaust survivor, is of course best remembered as the
author of many books on this issue, and particularly The Origins of Totalitarianism,
published in 1951). As for Nicholas Mirzoeff, Professor at New York University and
the academic that literally put visual studies on the map, he was also a major
figure of the Occupy Wall Street movement in 2011.

For the anthropologist Gregory Feldman sovereignty needs to establish itself by
moving from the individual to the multitude and avoid a-priori principles, and
to do so must be based on love so as to generate spontaneity and adaptability.
Leung mentions Mirzoeff’s analysis of the #Black Lives Matter movement and
how it encapsulates in the present observations he made earlier in his historical
account of visuality. In my book Hong Kong Soft Power,! | also relied on Mirzoeff’s
definition of visuality and countervisuality: ‘In The Right to Look: A Counterhistory of
Visuality,* Nicholas Mirzoeff analyses how the idea of visuality defined by Thomas
Carlyle in the nineteenth century emphasises the figure of the individual hero as
the only power capable of shaping the future of society, thus creating the conditions
for the reinforcement of the most conservative forces through images that actually
take away from the majority the right to look, be seen by, and recognise one another.
For Mirzoeff, countervisuality is the moment when true democracy takes hold, the
moment when the images forced on the majority and destined to create power
where there is no legitimacy are turned around and finally reveal the emptiness
of visuality. In this counterhistory of visuality, Mirzoeff describes how the class
struggles that manifested themselves in the creation of May Day and the general
strike created new images that allowed vast groupings of individuals to recognise
themselves and therefore create their own right to look and be seen.

1 Frank Vigneron, Hong Kong Soft Power. Art Practices in the Special Administrative Region, 2005-2014,
(Hong Kong: The Chinese University Press, 2011), 305.

2 Nicholas Mirzoeff, The Right to Look: A Counterhistory of Visuality, (Durham, NC: Duke University Press,
2011).



Countervisuality and an intense sense of loss concerning love and sovereignty
are the two tropes that Leung Po-shan Anthony recognises in several of the
exhibitions that took place in Hong Kong in 2020. As fears that the right to see
and be seen was in danger of disappearing, she also recognised a number of
instances of loss and mourning in other shows revealing an unsettling sense
of vulnerability among local artists. These issues were however not all based
on the political changes experienced by the SAR or the disconcerting situation
created by the pandemic (which was at its worst in 2020 because of the absolute
uncertainties it created), and Leung Po-shan Anthony also describes exhibitions
dealing with themes related to the troubled economic situation of a place where
life is so expensive, as well as problems related to migration and the seemingly
complete loss of love it tends to provoke. And yet, all this gloom was somehow
tempered by other shows where representations of the place, in the form of the
Hong Kong landscape but also in the form of socially engaged art taking the
countryside as its setting and its subject, took centre stage. Of course, Leung
Po-shan Anthony reminds the reader in her conclusion that she did not mention
all exhibitions that took place in 2020. But she insists that this strange year in
the local art scene would be remembered as a time of ‘hope in decay’, a time of
sadness that was well reflected in these art events.

Beginning his article with a brief recap of the history of online exhibitions, Issac
Leung gives us a necessary description of what terms like ‘online’, ‘virtual’ or
interactive meant over the years and when they appeared for the first time. He
thus uncovers the fact that any understanding of this vast new domain of art needs
to be made in a widely unstable semiotic field as many of these terms will tend
to mean different things to different people. Not only are these terms unstable
in themselves, but they also often refer, intentionally or not, to practices that are
still rooted in the idea of the art exhibition as it was first explored in the context
of the European art academy in the late seventeenth century. Even though these
references might feel very remote in the context of many online exhibitions
relying on advanced technology, they may sometimes seem very conventional
as in the case of these 3D spaces, accessible on a flat screen or through virtual
reality goggles, that emulate real exhibition spaces. Isaac Leung then explores
how the pandemic forced many artists and art spaces to rely on these new ways
to make works accessible to people whose mobility was compromised by all



sorts of restrictions. He therefore emphasised how the physical interactions
inherent in the proper functioning of the art world was undermined. As such, the
actors of the artworld had to be uncommonly creative to continue their roles as
educators but also as commercial agents, a domain of activity that Isaac Leung
also surveyed in an analysis of online shopping sites. Wondering whether these
new options offer advancement in knowledge as well as the art industry at large,
Isaac Leung provide a detailed study of many sites, galleries and studios that
launched original ways to show art during that complex period. The next article
also treats partly the way art market dealt with the pandemic through the use of
online technology.

Beginning with an account of the hesitations of art fairs, galleries, collectors, and
artists towards the situation in Hong Kong in early 2020, Enid Tsui tells the story
of the ups and downs of the art market in the city over the last couple of years.
Tracing the impact of the trade war, but more importantly the social unrest on
the art market in 2019, Enid Tsui paints a bleak portrait of a field where galleries
had to close because of a lack of buyers, creating a situation that became even
worse by the time the full impact of the pandemic began to be felt and decisions
to shut down the city from the outside world were finally taken. Many galleries,
some internationally renowned, had therefore to relocate, even though they were
often in cheaper locations within Hong Kong, with some notable exceptions
who preferred to move out of the city altogether. Considering the importance
of the Hong Kong art market internationally, these decisions could have had a
measurable impact on the global art economy as a whole, especially if auction
houses had decided to withdraw from the complex local situation. And yet Enid
Tsui found out, through a detailed survey, that even though the volume of sales
quite logically dropped over these two years for these galleries, it did not really
collapse thanks to a number of palliative measures taken by these actors of the
art market. Ranging from moving to cheaper locations to exploring online sales
and hiring representatives in other countries, these measures allowed many of
these businesses to weather both the social unrest and the pandemic and, by the
second half of 2020, the art market had recovered enough for these galleries and
consultants to believe that it would be sustainable again in the near future.

10



If sales in galleries were disrupted without being profoundly undermined by
these events, similar conclusions were found about the auctions business: if the
number of auctions and the volume of sales unavoidably fell during the same
period, some important pieces still managed to change hands while the market
rebounded sufficiently to create a sense that the future could be quite rosy. Here
too, innovative methods involving online solutions were relied upon to counter
these conjunctural problems. Interestingly, the impossibility for artists to move
internationally during the pandemic meant that local galleries could finally
find the time to exhibit more local artists. This editor finds it a bit regrettable
that it took so long for these commercial institutions to finally develop into full
fledge promotional efforts an interest in their works that should have been there
years ago. | guess that is the ‘silver lining’ people often talk about. Similarly,
the 2019 protests and the imposition of the National Security Law also focused
international attention on young Hong Kong artists, a slightly morbid reason
to do so even though it is obviously welcome. All the same, there seems to
have been no talks whatsoever about older Hong Kong artists who are still in
the limbo they have inhabited for decades. In this context, younger collectors
are also playing their part in promoting slightly different forms of art, such as
street art and other forms connected to pop music and fashion for instance.
The incredibly high prices reached during some of these sales show that the
permanently skewed vision of the art world presented by the world of auctions is
alive and well and does not seem to have been affected (the word that came to
my mind was ‘corrected’) by either the social unrest or the pandemic. All in all,
the art market as a whole seems to be getting out of this crisis unscathed and
ready to go back to business as usual.

Beginning her piece with the question ‘Can community art in Hong Kong build
communities?’,Phoebe Man reminds us that the very question of what a community
is matters, and that it is not an obvious one to answer. There is a refreshing
positivity to the discourse of Phoebe Man on community and it seems quite
removed from the darker tone of philosopher Jean-Luc Nancy who, in his often-
quoted book titled The Inoperative Community,®> does not believe that mention
of the concept of community confers a higher purpose on its constituents. For

3 Jean-Luc Nancy, The Inoperative Community, trans. Peter Connor (Minneapolis, MN: University of
Minnesota Press, 1991).



him, the moment one starts mentioning the need for community is precisely the
moment when the very groups thus mentioned are in the process of disbanding,
which makes of even wanting to engage in ‘community art’ something of a
conundrum. But the doubts of the French philosopher are not relevant to Phoebe
Man’s pursuits because she is only interested in the often-wonderful attempts
made by many artists and associations to engage in the sort of art practices
generally referred to as socially engaged art today. Phoebe Man defines what
she believes is needed in the practice of ‘community art’ in very straightforward
terms and it seems that both the method and function of such activities are
designed to reinstate a sentiment of well-being at a time of upheavals. In a very
pedagogical approach, her analysis takes the shape of a list of tactics supported
by many examples of actual practices. Through many examples, she constructs
her argument by relying mostly on activities and talks conducted in Hong Kong, as
well as the references that were used during these events, and develops notions
related to participation.

Participation has been a key concept in many of the books written about socially
engaged art. It came within a variety of formulations in what now seems to be
some of the canonical texts treating these forms of practice. Nicolas Bourriaud
dubbed it ‘relational aesthetics’, in his famous 2002 text of the same name.* Grant
Kester preferred to focus on the dialogues generated within socially engaged
art and defined a framework for dialogical practices in his 2004 Conversation
Piece - Community and Communication in Modern Art.> Claire Bishop gave ample
room to the practice of collaboration, first in a 2006 article of Artforum® which
became the first chapter of her 2012 Artificial Hells - Participatory Art and the
Politics of Spectatorship.” At about the same time, in a very concise book destined

4 Nicolas Bourriaud, Relational Aesthetics, (Dijon: Les Presses Du Réel. Collection Documents Sur Lart,
2002).

5 Grant H. Kester, Conversation Pieces: Community and Communication in Modern Art (Berkeley:
University of California, 2013).

6 Claire Bishop, ‘The Social Turn: Collaboration and its Discontent, In Artforum, February 2006, 178-
183.

7 Claire Bishop, Artificial Hells - Participatory Art and the Politics of Spectatorship, (London, Brooklyn:
Verso, 2012).



to facilitate the conditions for an education of participatory art,® Pablo Helguera
even gave to three of his short chapters titles related to the idea of participation:
while ‘Conversation’ and ‘Collaboration’ emphasise the most friendly aspects
of socially engaged art, he does not forget to consider the possibility of more
rugged forms of dialogue with a chapter simply titled ‘Antagonism’. These authors
fitted a bewildering variety of practices and strategies into the theme of socially
engaged art, sometimes so profoundly different in terms of goals and tactics that
readers may be forgiven for having some difficulties seeing them as related. In
fact, the reason why nobody seems to really agree on what constitutes ‘socially
engaged art’ (this expression is often described as a placeholder used to avoid
entering into these debates) might have originated in the desire of these authors
to fit into their books such a large number of tactics and practices spanning such
a long time.

All the same, it appears that they often agree on the fact that an exhibition of
objects that one could call ‘art works’ is not essential to accept certain of these
practices as art. Although it would be difficult to generalise and affirm that it
always applies, that objects or images are not necessary for something to be
accepted as art, what many of these practices have in common is an original
way to understand how art is made and displayed. To this day, the making of
the artwork and the exhibiting of the artwork have generally been separated in
the ecology of art. The artist’s studio is still seen as the place where all things
related to making take place (from actual labour to the thinking that comes into
the conception of the work), and the main reason why this work can sometimes
be exhibited in the studio is because of a lack of funding or institutional support
(the lure of the white cube or yellow box is still extremely potent). But the
urgency of questions related to making and exhibiting have been intensifying
in the context of socially engaged art. When the work is no longer conceived by
people clearly identified as the ‘artist(s), when the object or project thus brought
into being (even notions of making are here questionable) are no longer clearly
labelled as ‘art’, the question of what is made, how and why it should be shown
(or even why it should be shown) becomes an aporia.

8 Pablo Helguera, Education for Socially Engaged Art. A Material and Techniques Handbook (New York:
Jorge Pinto Books, 2011).



In a typical Gordian knot situation, by removing some of the intermediary issues
that make this situation irresolvable, it might be interesting to look at these
practices by stating that it is participation itself that has become the exhibition.
Looking at all the cases treated by Phoebe Man in her article, it is obvious that
a full-fledged version of ‘participation as exhibition’ is not entirely possible.
Some cases of art practitioners and associations relying on dialogue, gatherings
and simple forms of improvised performances to ‘make’ art, which would be
unadulterated forms of participation as exhibition, were provided in the books
of Bourriaud, Kester and Bishop, but also in earlier researches such as Suzanne
Lacy’s,’ and more recent ones focused on China, like the survey conducted by
Zheng Bo in the late 2010s.2° But even the most extreme forms of participation
as exhibition will always rely on documentation such as photographs and videos,
and will generally advertise these activities in other contexts such as books,
conferences and group exhibitions. It is therefore only possible to observe
how close practitioners of socially engaged art come to this ‘pure’ form that is
participation as exhibition.

At the beginning of the article, Phoebe Man mentions how all these projects were
made possible by an abundance of funding in Hong Kong from official and non-
official institutions. These bottom-up tactics were initiated by art practitioners
who were adept at using these sources of funding, but also many private and
state institutions, to promote their projects, raised the necessary funding from
their own initiatives and engage in their projects without too much concern about
whether they would eventually be shown or not in cultural institutions. This type
of flexible funding, offered to the best projects but without strict restrictions on
how they must be conducted, is more likely to generate the conditions conducive
to participation as exhibition. She also concludes her piece by emphasising how
the goals of such projects must be set up with ‘enough space and freedom for art
and community to develop organically’. We can only hope that this will remain
possible in Hong Kong.

9 Suzanne Lacy, Mapping the Terrain: New Genre Public Art. Seattle (Washington: Bay Press, 1995).

10 Zheng Bo, ‘Seachina. Socially Engaged Art in Contemporary China, accessed 8 December 2021,
http://seachina.net/seachina-intro.html.
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2 Nicholas Mirzoeff, The Right to Look: A Counterhistory of Visuality, (Durham, NC: Duke University Press,
2011).
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3 Jean-Luc Nancy, The Inoperative Community, trans. Peter Connor (Minneapolis, MN: University of
Minnesota Press, 1991).
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of California, 2013).
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Verso, 2012).

8 Pablo Helguera, Education for Socially Engaged Art. A Material and Techniques Handbook (New York:
Jorge Pinto Books, 2011).
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Plate 1
Jimi Tsang expressed a love for the city through an almost scopophilic gaze and retrospection.

Photographer: Kwan Sheung-chi. Image courtesy of Hong Kong International Photo Festival.
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Plate 2
Humchuk, Sandy and Kay connect the people in distress walled in this city through ‘the

demonstration of vulnerability’. Photographed by and image courtesy of Hamchuk.
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Plate 3

If the home is the fruit of love, Leung Chi-wo’s ‘Home and Nonhome’ demonstrated the precariousness
of home. In the photo is Monuments for Solitude 11 (2020) (Materials: vintage outdoor phone

booth, petrified wood, stainless steel stand; 49 x 60 x 187cm). Image courtesy of Hong Kong Arts
Development Council.
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Plate 4
From being curious, doubtful, comfortable with to the loss of words, Lo Lai-lai demonstrated her
relationship with the ever-silent plants.

Photographer: Xin Li. Image courtesy of the artist.

w
@



From Two Systems to One Country,

Love, Sovereignty, and Ecstasy:

A Glimpse of Contemporary Art Exhibitions
in Hong Kong, 2020

Leung Po-shan Anthony

Translator: Lee Wan-ling Mary



From Two Systems to One Country, Love, Sovereignty, and Ecstasy: A Glimpse of Contemporary Art Exhibitions in Hong Kong, 2020

Introduction

At the time of writing, Hong Kong’s civil society was prospering. Art as a manifestation of
the freedom of expression is now secured by the Basic Law. In the aftermath of the Anti-
Extradition Law Amendment Bill Movement and the beginning of the era of National
Security Law, contemporary art exhibitions in Hong Kong in 2020 blossomed. While
the pandemic made gatherings difficult, it didn't deter the enthusiasm of exhibition
organisers. In the hard-won time and space, there were artists who continued to take
the direct path to record the still-experienced black violence. Some used less direct
methods, such as abstractions, fables, landscapes, and rituals, to soothe unhealed
wounds and gather up the fragmented selves. If the turbulent year of 2019 represented
Hong Kong people’s passionate identification with their country and home, 2020
probably ushered in the further integrated two-systems risen from the ashes. This essay
references Gregory Feldman’s analysis of love and sovereignty, and Nicholas Mirzoeff’s
study of visuality in social movements, in an observation of the confidence of being
one’s own master. There is no further need to listen to the domineering colonisers.!

Loving in Time and Space

Gregory Feldman, a political anthropologist whose research focuses on migration,
security, and sovereignty, points out that love and sovereignty, two seemingly unrelated
entities, both operate within space and are closely interconnected. They both originate
from mankind’s expectation for the future, for one to become oneself. Love is spatial
because it is a relationship of distance. Love connects people, so that they may live
together and anticipate the unknown future in the present. Mankind detests loneliness,
and from this human nature springs forth a desire to connect with others, and such is
the human foundation of politics. Only through contact with others who are different
from oneself can one achieve self-renewal, and only then is self-realisation meaningful.
Sovereignty in its best state does not refer to the extra-legal violence and so absolute
domination over the body politic, but the lived experience of unalienated politics. When
various humans come together, it becomes the multitude.

1 See appendix for the list of exhibitions discussed.
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Through the analysis of the erotic love of a lover and the love of children, Feldman
gives us a better understanding of this best state of sovereignty. Narcissism is the
origin of erotic love because it sees the love object as a mirror. It resists difference
in order to and keeping oneself intact. The individuals involved in erotic love are all
living beings. It is unexpected, because this relationship, ungoverned by others, often
causes the individuals involved to influence each other, thereby reinventing them. The
intimacy of erotic love does not allow distance - the other is the destination. Therefore,
unpredictable onthe one hand, it is nevertheless apolitical, even anti-political. As for the
love of children, it is even more unpredictable than erotic love. The word ‘procreation’
in English points to the finiteness of individual life and the infinity of generational
renewal. What parenting aims to achieve is not a plurality of the parents.? This kind of
love must tolerate distance; its ultimate goal is to enable the beginner to fully develop
his/her potential, become him/herself, a unique individual, with a world-creating
faculty.? Hence, the love for children must also open up new political spaces. Moving
from the individual to the multitude, Feldman believes that sovereignty based on love
must be spontaneous and variable, and not subject to any a priori principles. Any nation-
state maintained by homogeneity is only a myth. It does not conform to reality and is a
violation against love.

Spaces of Appearance

Visual culture theorist Nicholas Mirzoeff takes the visuality of #BlackLivesMatter,
both online and offline, as his research focus. Like Feldman, he references The Human
Condition by Hannah Arendt in his search for a lesson for American society today.
Mirzoeff borrows Arendt’s idea of the ‘space of appearance’ in his illustration of the
double experience revealed by police violence and subsequent protests in the same
or similar spaces. The American urban space is filled with implicit ethnic boundaries.
When these inherent boundaries are transgressed, black people often become the
target of police violence. The images of police violence that spread quickly online,
and the protest sites where protestors rapidly gather, are the protestors’ spaces of

2 Gregory Feldman, ‘Love and Sovereignty: An Exploration of the Struggle for New Beginnings,” in
Cultures, Citizenship and Human Rights, eds. Rosemarie Buikema, Antoine Buyse, Antonius C.G.M.
Robben (U.K.: Routledge, 2019), 96.

3 Ibid., 95.
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appearance. The key to appearance lies in its contrariness to representation, especially
in democratic countries whose representative democracies are being questioned. These
visual practices that take place simultaneously in physical and virtual spaces are not only
acts of mourning, but also that of witnessing together. Through reclaiming the roads,
shopping malls, transport hubs and other often neglected non-places, the neglected
ones, no longer content with being confined in slums, come forward to be seen by the
world, and connect with each other. In this kind of free space prompted by collective
appearance, albeit short-lived and hardly ever transforms the neglected into utopia,
the process of appearance is where individuals display and admit to their vulnerability,
one that is universal and that everyone can be the next victim. The performance gains
a paradoxical strength.

The more profound revelation of appearance is to tell the world the injustice it has
caused by turning a blind eye. Images from closed-circuit televisions, dashboard
cameras, and portable camcorders presented at court as evidence, from machines
performing persistent looking on deserted roads and street corners but are indifferent
to the killings, demonstrate how such violence is a result of our own indifference; what
they show are not just the brief moments of the act, but the malevolent yet omnipresent
‘spaces of non-appearance’. What is being witnessed by the record is not justice itself,
but a call to ‘persistent looking’ at these spaces where justice and victims disappear. As
such, these spaces may well be the killing zone of the next victim.

The Ecstasy of Appearance

In 2020, public activities were restricted by the pandemic and social distancing
measures. Although the streets were deserted, scenes of overflowing crowds were still
vivid and the sites were close at hand. Hence many photography exhibitions, such as
‘Temporal Boundary’, ‘A Long Way Gone: Shifting Protests in Changing Times’, ‘Road
Ahead’, ‘Wounds of Hong Kong’, especially those that happened right before the passing
of the National Security Law, were all ‘persistent lookings’ at the black violence. Among
these, the work by Tekkhean Lee in ‘A City of Glimmers’, and the journalistic sketches
by Chow Chun-fai in ‘Portraits from Behind’, not only adopted live-feed images as their
subject matters but performed a certain re-mediation of the live images through prints
and oil paints. This preservation of fleeting moments in slow and extended actions,
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instead of ‘aestheticising’ the reality, sustained awareness of the situation through
persistent looking.

In addition to prolonging the resonance of the movement, the other side of persistent
looking may be a sense of ecstasy of appearance. Both ‘ScreenSlaver’ and ‘Temporal
Boundary’ explored the relationship between photography and time. Through double
exposure, Wong Pak-hang superimposed images of the sites of conflict on live-feed
video, then painted over the moving images to simulate the freshly painted streets.
Jimi Tsang selected over a hundred ‘street snaps’ between 2014 and 2019 which he laid
across the floor of the exhibition venue, forcing remembrance of the flourishing city
through the sheer amount of it. Two photographs, taken in the same place at different
times, brought out the central theme of the work. Both exhibitions expressed a love for
the city through an almost scopophilic gaze and retrospection. They make one believe
that love will bring new hopes in this new era.

The ecstasy of appearance permeated the group exhibition ‘The Spaces Between the
Words Are Almost Infinite’, quoted from the film Her. Three artists, Ho Sin-tung, lvy
Ma and Man Mei-to, referenced the spaces and bodies of appearance, using captured
or enlarged details of images. Some works made absence into appearance, some drew
the audience into the tunnel to find out if there were light at the end. Ho Sin-tung,
in an earlier solo exhibition ‘Swampland’, led her audience to the land promised by
history. A series titled Dead Skin gathered the regional flags of places stripped of their
sovereignty - Manchuria, the Soviet Union, Hawaiian Kingdom, British Hong Kong, East
Germany, the Roman Empire, Biafra, the Ottoman Empire and Ryukyu Kingdom - into
an installation of a ‘sheet ghost’. Same Old Sweet consisted of candies left over from
failed relationships, where misplaced loves struggled for life. Both misplaced loves and
miscarried sovereignties have no future, and they serve as the metaphor of one another.
History asks not ‘what if’; still Lee Kai-chung looked for the travellers forgotten by
history in the dusty archives. Taking as its main theme the ‘Nanshitou Massacre’ during
the Japanese occupation of Hong Kong in the Pacific War, ‘The Narrow Road To The
Deep Sea’ imagined how Hong Kong refugees were shipped to a shelter in Guangzhou
for human experimentation. Secret prisons, abductions, human cruelty... The mutilation
of humanity by imperialism.
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Vulnerability and Mourning

Albeit the prohibition of public activities, the civil rights of Hong Kong people is growing
instead of diminishing. Fortunately, ritualistic art still provides a way for emotional
expression and exchange. A time to succeed, and a time to fail; a time to be jubilant,
and a time to mourn. Sham Sin-hang Iris’ ‘Time is always on our side - Remnants and
Requiem’ stretched the timeline of our seeming ‘failure’, on the one hand to mourn,
and on the other to question whether history really ended here. In addition to images,
Nicole Wong’s ‘After Nothing Happens’ responded with sound to the failure to regain
what was lost. The piano piece Etude recomposed the ‘failed’ exercises of the neighbour
into one piece, restoring’ the fragments into a performance - broken, yet precious.

Reflecting amidst the frenzy of war, of refugee and anti-refugee, Judith Butler points
out that the vulnerability shared by all humans is the real source of life, that ensures
human interdependence. The grievability of lives and the way it is distributed illustrates
exactly those that are valued and those that are deliberately forgotten under different
political situations. Whether or not a lost life is being grieved in turn indicates whether
it has been fairly recognised and valued. The cost of living in Hong Kong is among
the highest in the world. In ‘Poems, days, death’, reviewing her father’s death through
images, Ivy Ma was also gazing at the homeless ‘McRefugees’ who expired without a
trace in the 24-hour fast food restaurant, bringing this ‘non-place’ of their habitat to the
full view of those who overlooked their existence. ‘The Story of Yat Bak’ (yibaigushi)
initiated by Humchuk reminded us of the lives of others through pieces of blank slates
and connected the people in distress walled in this city through ‘the demonstration
of vulnerability’. Humchuk, Sandy and Kay interviewed 100 Hong Kongers and asked
them to reminisce about the 2019 they had experienced, from which they selected
about twenty quotes and paired them with illustrations. These were compiled into 100
illustrated books for consultation in the exhibition space where the audience could also
write down their own stories. In addition to scenes of conflict and post-traumatic stress,
they were also about life changes in family, work, and migration. The process was not so
much an interview as it was listening and companionship. One of the interviewees had
suffered a car accident. His doctor asked, ‘Why help others when you can’t even help
yourself?’ He answered, ‘We come together because we are all vulnerable beings.’ The
exhibition created a moment of encounter between 100 protagonists and innumerable
readers, where gains and losses, joys and sorrows were received through the act of
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reading. ‘Love your neighbour’: Regardless of right and wrong, it reconnected different
individuals through the demonstration of the vulnerability of life.*

Seize the Opportunity, Move Full Speed Ahead

If the black violence in 2019 was the nostalgia for colonialism, the giant slogan held by
the protestors on the 1 July marches, saying ‘We fuxking love Hong Kong’, appeared to
be a last declaration of love. If the home is the fruit of love, Leung Chi-wo’s ‘Home and
Nonhome’, held in a hotel room, demonstrated the precariousness of home. Based on a
previous work Open Home, incorporating reflections of young people of the day, Room 2
was presented in the form of video, in which an impassioned narration, supplemented by
old objects and photographs, relayed the emotional and spatial ruptures between leaving
home, remembering and sense of belonging. Leaving or staying, homesickness permeates
our city. ‘There’s no going back’, say we as we mourn the good old days. Ching Chin-wai’s
‘Glitch in the Matrix’, based on the science fiction film in which the protagonist failed
to return to the Matrix, welcomed the new order with a sense of humour, while staying
alert in the new normal. The moment the audience stepped foot into the exhibition space
they were faced with a command from the artist: ‘Take Off Your Left Shoe Upon Entry. A
‘frivolous’ artist, Ching wields the broomstick more often than the paintbrush. Yet when
he considered the abnormal situation of the prison and its strictly reqgulated daily objects,
he picked up the pencil and sketched in order to submit, with his whole body and mind,
to the correction by the great leaders. Also questioning ‘truth’ and ‘normality’ was the
media art exhibition ‘Sharp Chronicles’. The exhibition featured the video work Triple-
Chaser by Forensic Architecture, a multidisciplinary research group based at Goldsmiths,
University of London, which recreated through photographs the situations in which tear gas
canisters were deployed to illustrate the violence of suppression. Natural and man-made
disasters have turned the homeland into a haunted territory. Don’t follow the wind was
a dangerous endeavour undertaken by the curator and artists to exhibit in the restricted
area of contaminated Fukushima. Through a virtual presentation, the inhabitants and
audience are brought back to the moment of forced departure. Though vulnerable, life is
made up of truths and memories, which confer on us the hope for survival.

4 ‘Wounded Transformer collected stories of 100 Hong Kong people in an exhibition for the purpose of
healing through collective mourning’ (in Chinese), InMedia, 9 November 2020, accessed 14 October
2021, https://www.inmediahk.net/node/1078707
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A Landscape of Hope

The sentiment of Hong Kong people towards our land and our people was first suppressed
by colonialism, then alienated by real estate hegemony and developmentalism. The
pandemic has led citizens trapped in this concrete jungle to rediscover the joy of the
countryside and seek refuge in the wild. Chan Pui Pedith, guest curator of the exhibition
‘Hong Kong Impressions’, took reference to the research by herself and Ting Wing-
yan Vivian to construct how modern tourism manufactured attractions through visual
methods, catering to the cultural tastes of different markets while reflecting how
those in power defined a place. Set against the oriental backdrop of Victoria Peak, the
image featured the modern infrastructures of the colony flanked on both sides of the
Victoria Harbour. Local tourism for the Chinese followed a different route from that of
the official travel guides, where men of letters were brought to such historical sites as
Sung Wong Toi, Hau Wong Temple, Ching Shan Monastery and Kowloon City in their
exotic explorations. The exhibition featured various landscapes of Hong Kong rendered
by artists from different schools, including Wu Meihe, Zhang Hong, Huang Bore, Yam
Chun-hon, Yip Yan-chuen, Chao Shaoan, Lui Shou-kwan and Wucius Wong, contrasted
by photographs of Hong Kong landscape taken by two American military officers in the
1950s. In addition to displaying the many faces of Hong Kong from different cultures
and perspectives, it also presented, through a wide variety of exhibits, the cultural
construction by artists of their own land.

Compared with the landscapes penned by men of letters of the last century, Hong Kong
under the lens of a new generation of travellers, such as Lo Kin-man, appears more
magnificent. The photos exhibited in ‘Re-imagined Communities of Hiking Hong Kong’
by the hiking enthusiast Lo were often taken from up high, never avoiding the inferno
below. In the scenes of seas of mountains amidst clouds and of sunsets were always a
hint of the city or fellow travellers. Sometimes traces of man-made destruction were
highlighted in an attempt to arouse the viewer’s compassion for our land and people.
In addition to conquering the mountains, some artists go further: Rolling up their
sleeves, they go down to earth. Lo Lai-lai Natalie’s ‘Give no words but mum’ deepened
her observations of plants, climate, and fermentation processes through video. It was
definitely not a pastoral poetry but resembled more a farmers’ almanac. The enclosed
exhibition space worked well with projections but was not conducive to photosynthesis.
The seemingly silent and putrid fermentation process was proved to be just as vivacious
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as the sun-facing plant. Since 2010, the artist has been farming with the villagers of
Choi Yuen Village, who were forced to relocate to make way for the high-speed railway.
In the seemingly eternal darkness, plants and land constituted a landscape of hope.

Conclusion: Hope in Decay

Many claimed that 2020 did not happen, a year never lived. This collective sentiment
was fully revealed in the exhibitions of that year. Some artist friends said that seeing
all these exhibitions felt like seeing one large group exhibition. Reviewing the past
on the screen, the people, things, and events of twelve months ago seemed a world
away. What was regarded as common sense in the past is the new hegemony of the
one-country-two-systems.. Love brings us freedom and autonomy and motivates us to
rise from where we fell. Regrettably, not every memorable exhibition of this year is
listed here in this essay. The caring gaze of the artists not only brought vulnerability,
trauma, homesickness and hope to light, but also reconnected people, remaking and
elevating Hong Kong art, which has often been regarded as microscopic and niche. The
great times may be hard, yet is art not the testimony of the times?

Art critic Leung Po-shan Anthony received her PhD in Cultural Studies from the Chinese
University of Hong Kong. Her research focuses on issues such as urban space, cultural
policy, and artistic labour. She just started a new interest in island studies.
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Appendix

2020 Exhibitions Discussed

From Two Systems to One Country, Love, Sovereignty, and Ecstasy: A Glimpse of Contemporary Art Exhibitions in Hong Kong, 2020

Title Date Venue Presenter Participating artist(s)
Poems, days, | 8 January to | Lumenvisum | Lumenvisum vy Ma
death 9 February
Swampland 9 January to | Hanart TZ Hanart TZ Ho Sin-tung
29 February | Gallery Gallery
Give no 23 January Tomorrow Tomorrow Lo Lai-lai
words but to 1 March Maybe Maybe
mum
The Narrow |5 - 29 ACO Art Lee Kai-chung | Lee Kai-chung
Road To The | March Space
Deep Sea
Portraits 14 March to | Gallery Exit Gallery Exit Chow Chun-fai
from Behind | 16 May
Re-imagined | 13 April to L3 Common Hong Kong Lo Kin-man
Communities | 14 June Space, JCCAC | International
of Hiking Photo Festival
Hong Kong
Temporal 2 - 17 May | Parallel Hong Kong Jimi Tsang
Boundary Space International
Photo Festival
Time is 5 -17 May | Openground | Hong Kong Sham Sin-hang
always on International
our side - Photo Festival
Remnants
and Requiem
Screenslaver | 16 May to Lumenvisum | Lumenvisum Wong Pak-hang
28 June
A Long 30 May to AWAKE
Way Gone: 12 June
Shifting
Protests in
Changing

Times
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Title Date Venue Presenter Participating artist(s)
A City of 30 May to Form Society | Cultural Ivan Gros, Tekkhean
Glimmers 28 June Creative and Lee, Josh Chang,
Craft Yellow Catrina Cheng,
Circle Jasontommy,
Kilio Sin, Malic,
Hamchuk, Him Lo,
Hanison Lau Hok-shing,
and others.
Roads Ahead | 11 - 28 ACO Art The Initium
June Space Media
Wounds of 13 June to Openground | Ko Chung-ming | Ko Chung-ming
Hong Kong 4 July
After 13 June to Rossi & Rossi | Rossi & Rossi Nicole Wong
Nothing 25 July
Happens
The Spaces 5 September | Gallery Exit Gallery Exit vy Ma, Ho Sin-tung,
Between to Man Mei-to
the Words 10 October
Are Almost
Infinite
Hong Kong 7 September | The Art The Art
Impressions | to Museum, Museum of
29 November | Chinese The Chinese
University of | University of
Hong Kong Hong Kong,
The University
of Chicago
Francis and
Rose Yuen
Campus in

Hong Kong
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Title Date Venue Presenter Participating artist(s)

Sharp 31 October | Hong Kong Microwave Lawrence Abu

Chronicles: to City Hall International Hamdan, Tao Yalun,

Microwave 8 November New Media Shih Yishan,

International Arts Festival Chen Pinchen,

New Media Tsai Chihung, Wu

Arts Festival Poyao,
Critical Art Ensemble,
Don’t Follow The
Wind, Forensic
Architecture, Praxis
Films, Tactical Tech

The Story 6 - 22 Openground | Hamchuk Hamchuk, Sandy, Kay

of Yat Bak’ November

(yibaigushi)

Home and 20 Eaton Hotel Hong Leung Chi-wo

Nonhome November Kong Arts

to Development
11 December Council
Glitch in 5 December | Para Site Para Site Ching Chin-wai
the Matrix to

21 February
2021
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The use of telecommunication technologies for art-making and exhibitions has been
widely explored in recent decades. Vera Frenkel’s 1970s String Games: Improvisations for
Inter-City Video experimented with an early form of teleconference transmission at the Bell
Canada Teleconferencing Studios.! In the 1980s, Eduardo Kac’s Reabracadabra presented
poems on Minitel, an online service and information system used before the introduction
of the World Wide Web.? In 1986, founders of alternative art space Carl Loeffler and Ted
Truck launched the ‘Art Com Electronic Network’ - a platform that allowed artists to
access, sell and present art via the Whole Earth Lectronic Link. Thus, one of the oldest
virtual communities began as a dial-up bulletin board system. After the emergence of
the publicly accessible World Wide Web in the 1990s, ‘net art’, ‘Internet art’, ‘net-based
art’ or ‘NetArt’ and ‘net.art’ were invented to denote various forms of art presented on
the Internet environment and computer networks. Many of these projects explored new
languages, aesthetics and participants’ relationships that coexisted in the networked
environment at the time. They redefined the nature of the art object and offered a
critical lens that challenged artistic institutions, extending radical art movements such
as Fluxus of the 1960s. As the Internet became more widely accessible, many artists and
corporations began to explore the possibility of placing artworks online in the 1990s.
In 1996, artist Olia Lialina created ‘Art.teleportacia.org’, one of the first online galleries
to exhibit and sell art during the Web 1.0 era.?

The popularity of the term ‘virtual’ began to grow in the early 1990s in line as the
production of many computer-based simulated environments, ranging from bookstores
to galleries, proliferated.* In 1992, Apple presented ‘The Virtual Museum’ in the format
of a CD-ROM; three-dimensional (3D) objects were presented in a space that mimicked
a museum’s typical room setting.’ In 1999, architecture firm Asymptote produced the
‘Guggenheim Virtual Museum’, a web-based environment produced by interactive 3D

1 SpencerJordan, Postdigital storytelling: Poetics, Praxis, Research (London, UK: Routledge, 2021), 42; Dot
Tuer, ‘Threads of Memory and Exile: Vera Frenkel’s Art of Artifice, in Mining the Media Archive: Essays
on Art, Technology, and Cultural Resistance, ed. Dot Tuer (Toronto, Canada: YYZ Books, 2006), 35.

2 Eduardo Kac, Media Poetry: An International Anthology (Chicago, IL: Intellect Books, 2007), 276.

3 #mm net art—Internet art in the virtual and physical space of its presentation, ed. Marie Meixnerova
(Czech Republic: Link Editions, 2019), 41, 44, 118.

4 Helen Margetts, (2009). ‘Virtual Organizations, in The Oxford Handbook of Public Management, eds.
Ewan Ferlie, Laurence E. Lynn Jr., Christopher Pollitt (Oxford, UK: Oxford University Press), 306.

5 Erkki Huhtamo, ‘On the Origins of the Virtual Museum,” in Museums in a Digital Age, ed. Ross Parry
(London, UK: Routledge, 2010), 122.
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vector graphics.® Alongside the development of mass-market video players for personal
computers, Asia Society New York presented a virtual gallery through QuickTime in 1998.
An interactive tour of John D. Rockefeller’s third collection in the ‘More Than Meets the
Eye’ exhibition incorporated Flash animation, allowing users to move through a simulated
gallery from multiple angles.

From online galleries to online shops to the 3D simulation of physical galleries, the use
of technology in the arts is not new. The practices and technologies incorporated in the
previously discussed examples varied in their continued prevalence in artistic practice,
but the human-technology relationships explored by artists and institutions in the past
offer insights that remain relevant today. This phenomenon is perhaps best described in
Alexander Galloway’s famous quotation, ‘Traces of the past come to appear in an ever-
expanding present’.’

In 2020, Hong Kong experienced unprecedented challenges. There was a significant shift
in the functioning of the art world, and the importance of telecommunication networks in
mediating the industry was revealed. Physical galleries’ online presence, once a popular
experiment that began in the 1990s, continued to develop and was reimagined using new
technologies and artistic discourse. Such spaces were reinterpreted due to new practical
needs. The art world as an ecosystem is highly dependent on a collective network of social
interaction. The physical co-presence of artworks and artworld actors in perpetual art
exhibitions around the calendar called for deeper investigation into the ever-expanding
mechanism of artistic presentation and distribution on a variety of levels.

During the lockdowns implemented in response to the COVID-19 pandemic, physical
white cube spaces were reproduced in online galleries. Social media was not only used
as a promotional tool but also as a place for education, transaction, and interaction.
Different players, from brick-and-mortar museums to alternative art spaces, were forced
to innovate. In 2020, there were a number of online exhibitions that reconsidered
perceptions of art and how it created impact through online initiatives in the context
of restrictions on physical exchanges. The present work sketches the emerging

6 Serdar Aydin, Marc Aurel Schnabel, ‘The Museum of Gamers: Unmediated Cultural Heritage
Through Gaming, in Cultural Heritage in a Changing World, eds. Karol Jan Borowiecki, Neil Forbes,
Antonella Fresa (Cham, Switzerland: Springer, 2016), 125-141.

7 Alexander R. Galloway, The Interface Effect (Cambridge, UK: Polity, 2012), 6.
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phenomenon of artists’ and art institutions’ use of various online strategies in Hong
Kong. By presenting examples from several online projects from 2020, this essay seeks
to analyse how different technologies have been adopted in the art world and explores
the broader implications on art and technology.

Online Viewing Rooms - What can we Learn from Online Shopping Sites?

Since the start of the COVID-19 pandemic in 2019, galleries and institutions have continued
to exhibit and sell art online. Amid social distancing measures, ‘Art Basel’ launched an
online viewing room in March 2020. Online galleries have existed since the invention of
the World Wide Web. Despite its new name, Art Basel’s online viewing room is functionally
similar to many online galleries. The art fair ‘Art Central’ and commercial galleries, such as
Lehmann Maupin and Pace Gallery, also initiated similar virtual experiences for audiences
during the pandemic. Some websites facilitate online transactions, which is similar to
Loeffler and Truck’s 1980s electronic exhibition space.

In art fairs and commercial galleries, online exhibitions are primarily designed to sell
art. Many online viewing rooms cater for short-term exhibitions and are presented in
the most cost-effective two-dimensional (2D) user interface design rather than using
3D or augmented-reality technologies. Indeed, many of these online viewing rooms
are structurally similar to online shopping sites. In online viewing rooms, artworks are
categorised according to parameters, such as exhibitors, artists, size and medium; this
is similar to online shops that arrange images based on a product’s properties, such as
brand, size and style. Digitised artworks are displayed in vertical and horizontal scroll
bars and can be enlarged. The coordination of displays in 2D user interface design
allows customers to conveniently browse product images while viewing information
on the product specifications, features, and price. Online viewing rooms are like a new
shopping channel comparable to regular brick-and-mortar shops with an online outlet.
Similar to luxury online retailers, which allow VIP clients to access exclusive private
sales online, many gallery sites, including Art Basel’s online viewing room, offer VIPs
exclusive access. The feeling of prestige and exclusivity that occurs in physical fairs is
maintained, and the tailored services offered to high-value customers in art fairs and
commercial galleries are mimicked online.
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Online viewing rooms may represent a solution for art fairs without walls; they create
an exclusive space for customers to buy art even when ‘catered-to-destination’ events
are not possible.® However, one may wonder whether exclusive preview, party and
dinner can really be bypassed. Both the cultural and monetary value of art is highly
mediated by spatial imaginaries that are co-constructed by various agents and cultural
intermediaries. Collectors choose to buy art through online viewing rooms not based
on how nice an artwork looks or how high resolution an image on a website may be.
Rather, they make purchase decisions according to particular artwork’s visible aura,
which is mostly shaped by physical social activities that take place long before an online
viewing room is launched. Can online viewing rooms create the same aura generated by
glamorous events and the fantastic settings of physical art fairs and galleries? Unlike
other industries in which online shoppers are highly influenced by the digital ecosystem,
fluid online communications and interactions in e-commerce - from consumer reviews
to integration of intermediaries, such as search engines, media sites and devices - have
emerged as a decentralised network.’ The art world’s ecosystem is largely non-digital and
depends highly on a value chain system constructed by experts and physical activities.
Online viewing rooms are far from able to generate an auratic quality for artworks or
democratise users to access transparent market information, data, and content. Like any
ecosystem, taking one element away changes everything. Can online viewing rooms
sustain themselves merely by serving as online retail outlets without making systemic
changes to the long-standing art market ecology?

In contrast to online viewing rooms, recent developments in the Non-Fungible Token
(NFT) online marketplace, which also serves as an online gallery with a payment function,
makes considerably more sense than attempts by art fairs and commercial galleries to
digitise their products. In virtual environments, artists, collectors, and critics are digitally
inclined to begin. The value of art is mediated by production, consumption and interactions
enacted digitally by a web of intermediaries. As a relatively nascent phenomenon, how
NFTs will influence the existing art market ecology remains to be seen.

8 Dorothy Barenscott, ‘Learning from Las Vegas Redux: Steve Wynn and the New Business of Art, in The
Politics of Spatial Transgressions in the Arts, eds. Gregory Blair and Noa Bronstein (Cham, Switzerland:
Palgrave Macmillan, 2021), 165.

9 Meelis Kitsing, The Political Economy of Digital Ecosystems: Scenario Planning for Alternative Futures
(Abingdon, Oxon: Routledge, 2022).
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3D Virtual Tours: Do Improved Technologies Bring Advancements in Knowledge?

In recent years, many industries, from real estate to fashion, have attempted to visualise
physical space and reproduce it in digital form. For example, hotel business Grand Hyatt
Hong Kong created a 3D virtual tour on its official site that allows users to experience
the hotel’s rooms online. Realistic floor plans, furniture, walls, and windows help users
understand the specifications of their hotel rooms. Fashion house Prada used the same
technology to visualise the event ‘Prada Mode Hong Kong’ at Tai Kwun; here, users
could explore the interior architecture of a restaurant infused with art. In recent years,
sophisticated 3D cameras and virtual tour software have been used to accurately capture
and share 3D models. Both Grand Hyatt and Prada’s 3D virtual tours were created by
Matterport - an indoor mapping system that facilitates accurate simulations of physical
spaces. By tapping white circles (signal points) superimposed on different locations,
users can make spatial references from a physical world. Virtual tours created by such
technology are effectively like an online treasure hunt game - users find a clue in one
location while another clue is waiting at a different spot; one signal point leads to the
next spot and so on.

Several exhibitions launched in 2020 adopted reality-capture technology and presented
interactive 3D images that transformed physical exhibitions into immersive virtual
galleries. One notable exhibition was ‘Disruptive Matter’ - a Matterport version of a
physical exhibition that originally took place at K11 Atelier King’s Road (K11 Art
Foundation). The exhibition explored the notion of sustainable living by presenting
designers across the world, including independent fashion designer Zhang Na and
product designer Huang Qiang. In the physical exhibition, diverse design objects were
allocated in several wooden and steel frame structures. Erected in different directions
and heights, these structures allowed for a sensory experience of the material nature of
the exhibited objects, including their forms and substance, as constructed in the design-
thinking process when the objects were produced. Although the online version accurately
captured the visual and spatial data of the physical exhibition, such as the architectural
design and dimensions of the exhibition space, the 3D virtual tour failed to evoke a sense
of connection between the material and contextual nature of the objects, which is crucial
when elaborating the notion of sustainable design. For example, the designer Neuni
Group used recycled coffee grounds and other renewable resources to make products
such as a mug, stool, and lamp. On a computer screen, the materiality of the object
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and design process was not readily or visibly demonstrated on the 3D images. Without
proper textual and audiovisual communications, such as exhibition texts and videos,
which offered additional information on objects’ context and production process during
virtual tours, these 3D images merely represented the objects’ utilitarian function and
intrinsic property. For an exhibition that primarily showcases material-driven design, a
method that explores how materiality elicits deeper cultural experiences, using only 3D
models for the viewing experience appears inadequate.

Matterport also created the 20/20 Hong Kong Print Art Exhibition’ online virtual
tour, which was jointly presented by the Leisure and Cultural Services Department
and the Hong Kong Open Printshop. The exhibition originally took place at the Hong
Kong Heritage Museum and was subsequently reproduced as a 3D virtual tour. Unlike
Disruptive Matter, which adopted a mixed-display method in which objects were not
conceptualised in a hierarchical system of ordering, prints in 20/20 were classified
according to twenty research questions ranging from the definition of a print to how the
artist responds to digital technology. Visitors were invited to navigate the exhibition
through a linear path of chronological content, progressing from one question to
another. They were immersed in a linear storytelling strategy that shaped how various
prints were intended to be shared.

In the physical exhibition, prints were grouped around partition walls. Visitors were
intuitively fully aware of their bodies’ position and movements as they moved through
the exhibition design. They could also decide when and what to turn their heads to and
set their own walking pace. In the virtual tour, the users navigated the exhibition by
pressing their computer’s arrow keys or clicking signal points. Clarity of the exhibition
route was greatly reduced when multiple signal points appeared one next to another.
Users were easily confused about what room they were entering when multiple choices
of signal points were available. In terms of the user interface, when users tried to turn
around and go from one room to another, they often needed to make more than ten
clicks (or taps on a touchscreen). The location-signalling system on the exhibition’s 3D
virtual tour was redundant and ineffective. Conceptually, for an exhibition that aims
to guide visitors in navigating a flow of content from one room to the next in a linear
manner, offering multiple routes also appears to contradict the narrative structure
embedded in the original curatorial design.
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Matterport aims to create accurate 3D representations of architectural spaces and
objects online. This interface is ideal for hotel and fashion brands, as customers in
these industries may wish to grasp the size and atmosphere of a physical space. Though
art exhibitions centre on meaning making and knowledge production, online shows
should reveal contextually-relevant details and be cognisant of the feel and experience
generated by the interface between users and machines. Taking 20/20 as an example,
despite its low-tech reputation, a PowerPoint presentation containing twenty slides
with relevant information displayed sequentially could be significantly more effective
than a 3D virtual tour. Allowing users to navigate in a realistic 3D virtual environment
is not a precondition of an effective online exhibition. What makes a tour meaningful
is how it is able to create an engaging experience and enhance visitors’ perception of a
curatorial idea.

The Virtual Docent Tour, Virtual Studio Visit and Webinars - Does Large Content Bring
Us Together?

In 2019, 3.2 billion people used social platforms, including Facebook, Twitter, Instagram,
and Snapchat, on a daily basis, which constitutes approximately 42% of the world’s
population.’® In recent years, art practitioners across the globe have acknowledged
social media as a key tool for engaging audiences. A decade ago, many museums could
not predict the ways in which social media could be used. For example, the Solomon
R. Guggenheim Museum, together with YouTube and Hewlett-Packard, launched
‘YouTube Play 2010, a project that aimed to select twenty-five out of 23,000 videos
submitted by amateur video makers. To date, the project has attracted approximately
60,000 subscribers. Compared with the level of traffic many amateur video makers
attract on the YouTube platform, the influence of the project to date has been relatively
minimal. Perhaps one of the most significant problems associated with the project
is that Guggenheim has yet to acknowledge the participatory nature of the YouTube
ecology. Institutions within the art world, including most museums, select artworks
using a top-down approach, while YouTube embraces vernacular creativity without a
filtering system enacted by so-called expert knowledge. Content is ubiquitous online.

10 Alessandro Lovari & Chiara Valentini, ‘Public Sector Communication and Social Media: Opportunities
and Limits,” in Handbook of Public Sector Communication, (Malde, M.A: Wiley Blackwell, 2019), 316.
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Using social media simply because one can and considering online content a direct
reproduction of what museums and galleries typically do in the physical world has been
shown to be a risky strategy.

During the COVID-19 pandemic, the temporary closure of museums led to some surprises
in content curation. For example, the ‘National Cowboy and Western Heritage Museum’
in Oklahoma City showed that content curation requires out-of-the-box thinking. In
2020, the museum was closed due to the pandemic. Tim Tiller, the museum’s Head of
Security, took over the museum’s official Twitter account and created a campaign called
#HashtagTheCowboy.!! His authentic and friendly approach, which included comments
on the museum’s collection and innocent jokes, led the museum’s follower count to
increase from 9,789 to 285,900 in one month.}? Portraying stories that reflect the view
of an employee who has no role in curating the museum’s collection yet who closely
takes care of the artefacts on a daily basis can bridge the communication gap between
expert and ordinary audiences.

In Hong Kong in 2020, many art exhibitions were transformed into social content. A
notable example is the Virtual Docent Tour produced by the Asia Society Hong Kong
Center and the Hong Kong Art Gallery Association, which featured the ‘ASHK x HKAGA
Sculpture Exhibition’. The twenty-three-minute video was an impressive attempt to
keep art connected to the community and maintain visitors’ interest when the Asia
Society Hong Kong was closed between 27 March and 7 May. In an online docent tour,
the audience’s understanding of an exhibition is primarily shaped by the narration of
objects and the environment around them. Forms of communication, including language,
storytelling, facial expressions, and body language, play an important role in how an
exhibition is perceived. Given social media is a particular genre of communication,
the Virtual Docent Tour is yet to achieve what a virtual docent tour could do. Taking
Carsten Holler’s Giant Triple Mushroom as an example, the portrayal of the artwork is
too esoteric for users to understand. The narrator says, ‘The artist’s interest in fly-agaric

11 Catherine Whelan, ‘Meet The Security Chief Making A Cowboy Museum’s Social Media
Feeds Extra Delightful, 23 April 2020, https://www.npr.org/sections/coronavirus-live-
updates/2020/04/23/839551073/meet-the-security-chief-making-a-cowboy-museums-social-media-
feeds-extra-delight

12 Alicia Cohn, ‘National Cowboy Museum Goes Viral During Coronavirus Closure Thanks To Security
Guard’, The Hill, 8 April 2020, https://thehill.com/blogs/blog-briefing-room/news/491730-national-
cowboy-museum-goes-viral-during-coronavirus-closure
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mushrooms is based on their phenomenological and psychoactive properties... uses
mathematical solutions to divide and re-divide spaces and objects’.** Street Corner No. 2
by Siah Armajani is narrated in a similar manner: ‘The bridge is the thing that connects.
The sky, the earth and the two sides together. Similar to what German philosopher
Martin Heidegger was thinking about’. ** One may wonder how the exhibition could be
rendered intelligible by ordinary people. The function of producing social content for art
is to engage. The lack of reasonably easy-to-understand narration about this exhibition
not only fails to engage but, worse, risks eliciting negative reactions and beliefs that
art has nothing to do with the public. ASHK x HKAGA Sculpture Exhibition is a public
art project. Therefore, the presenters should have embraced the spirit of public art as
‘open to everyone to use and enjoy’; however, seeing and touching the artworks were
not permitted.’> The art world should not assume that social media content is merely
a temporary alternative for a physical exhibition during times of crisis. Exploring the
power of social media and how technology can reconfigure publicness is key.

Similar to Asia Society Hong Kong, Para Site launched ‘PS Paid Studio Visits’, an online
programme that covers sixty Hong Kong artists, in May 2020. The ambitious project
accumulated over eighty hours of artist interviews and attracted a total of 1,532 views.
Despite what the title of the project suggests, the actual programme presented little
about the artists’ studios and gave little insight into how the artists lived during the
pandemic. For friends of the artists, as well as Para Site, the programme offered a
chance to understand more deeply why certain artworks were meaningful to them. For
ordinary online users, the interviews appeared rather irrelevant. During the pandemic,
many artists struggled to sustain themselves in trying to make a living. Perhaps, stories
of resilience and how artists used creativity to survive were what many people, be
they art lovers or not, would like to hear. Conversations could be transformative if they
explored stories of pain, joy, and other compelling narratives. After all, to let feelings
show through conversation is likely a better strategy than asking artists to present their
work using PowerPoint during unprecedented times.

13 ASHK x HKAGA Sculpture Exhibition, “Virtual Docent Tour | 26 March 2020 - 27 September 2020,
Youtube, 1 April 2020, 13:16-13:34, https://youtu.be/cz5L7WRzTaE.’

14 ASHK x HKAGA Sculpture Exhibition, ‘Virtual Docent Tour | 26 March 2020 - 27 September 2020,
Youtube, 1 April 2020, 11:17-11:25, https://youtu.be/cz5L7WRzZTaE.’

15 Cher Krause Knight, Public Art: Theory, Practice and Populism (Malden, MA: Wiley-Blackwell, 2011), viii.
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Among the long hours of typical artists interviews, one may find Mak Ying-tung’s (2020)
interview a joy to watch. (Plate 1) In the video, Mak impersonated a rich lady who was
raised in a wealthy family. She created a persona that no one would possibly believe. The
stories portrayed by her became a parody of the ultra-wealthy art world compared with
the reality of being an artist, most of whom struggled to make a living. Ironically, Mak’s
interview brought audiences back to what was really at stake. Through her portrayal of
a fictional character, she sought to convey that artists’ lives matter.

A collection of art enthusiasts launched a campaign called ‘Art Power HK’ between
March 2020 and June 2021. According to public relations specialist Rosanna Herries,
one of the initiators of the campaign, the project aimed to ‘extend the reach of all
partner programming from across the arts ecosystem’.!® During the year-long project,
the campaign attracted more than seventy partners, ranging from blue-chip commercial
galleries, such as White Cube, to non-profit organisations, such as Asia Art Archive. The
project’s aim of bringing artists, collectors, and curators together during the pandemic
is unquestionably commendable. One of the key sub-projects, the weekly webinars,
covered topics ranging from the sustainability of the art world to a photography
collection in Hong Kong. They offered content on a diverse range of issues to nurture
relationships between different art practitioners. Though similar to PS Paid Studio
Visits, the conversations in these webinars remained linear, making it challenging to
determine how this project differed from the already webinar-saturated art world.

Both PS Paid Studio Visits and Art Power HK recall Grayson Perry’s words in Grayson’s
Art Club during England’s third national lockdown. He said, ‘| believe that art can help
get us through this crisis. It can help us explore our creativity, inspire and console us,
and tell us some truths about who we really are’” The programme invited the public to
submit art. Once picked by Perry, the work was included in a physical exhibition curated
by him. The beauty of this programme lay in the conversations between Perry and many
other artists, ranging from celebrity artists to ordinary people across the country. One
of my favourite episodes was about a disabled student from Dundee who used eye-
tracking technology to create art. It was simply touching. No one would expect the local

16 Sam Gaskin, ‘Art Power HK Launches Campaign to Revive Hong Kong Art Scene, Ocula, 16 March 2020,
https://ocula.com/magazine/art-news/art-power-hk-launches-campaign-to-revive-hong-kong

17 Nuala Rooney, ‘Grayson’s Art Club: the Art, the Stories the People, Anyone At Home, 26 August 2021,
https://www.anyoneathome.com/graysons-art-club-the-art-the-stories-the-people
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art scene to produce something equivalent to what television broadcasters in the U.K.
are able to do. Yet, | have craved hearing about and watching more of Hong Kong’s art
stories, which differ from the repeated panel discussions that have become a standard
format in events in the art world.

Google Arts and Culture - Can Data and Algorithms Accelerate Knowledge Production?

In 2020, the Hong Kong Museum of Art (HKMoA) launched ‘virtually@HKMoA', an online
initiative enabling public access to the museum’s collection. Concurrently, the Museum
also joined Google Arts & Culture, an online platform featuring images and video, in
collaboration with over a hundred other cultural organisations across the world. On
Google Arts & Culture, visual content is presented in the form of an online database,
which mirrors the character and collecting strategy of various institutions.

On the front page of HKMoA’s page on Google Arts & Culture, there is a grid-like
presentation of images, as is commonly used in databases as a retrieval interface. (Plate
2) The way HKMoA presents its collection is similar to many other museums, such as
the Museum of Modern Art and the Solomon R. Guggenheim Museum. To perform a
search function, images are allocated into different categories, as determined by each
art institution’s classification methodology. Clicking the ‘view all’ button on the HKMoA
page takes the user to the museum’s complete online collection, where artworks are
categorised according to different criteria, including medium, location, period, artist,
and artwork depiction.

The categorisation function allows users to establish connections and create nodes of
meaning for HKMoA’s collection. However, the way certain artworks are categorised
is random, if not logically confusing. For example, of the many artists featured on
the site, only four are singled out as individual categories. Similarly, the artwork
depictions, including birds, mammals and mountains, are distinguished as specific
categories. However, flowers, humans, and buildings, which are also widely depicted in
the collection, do not have their own categories. The parameters adopted by HKMoA
make it difficult for users to make sense of the correlations between the artworks and
their corresponding labels. Apart from the schema adopted in organising categories, the
completeness and accuracy of the content within the individual categories also create
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confusion. For example, there are three artworks in the ‘China’ category. However, many
other paintings that also depict landscapes and buildings located in China, such as
Former Residence of Qiu Jin by Wu Guanzhong, are absent from this category. In the
‘Rock’ category, the majority of the images are ceramic works, including the Stem-cup
with Lotus Design in doucai Technique produced in the Ming Dynasty. Among the many
categories presented on HKMoA page, the rationale behind the classification is not
made clear.

The HKMoA page provides an overview of the institution’s collection. However, it does
not reveal patterns, themes, critical issues, and problems that users consider. In the
long run, how does HKMoA make sense of the large number of materials collected
over a long period of time through an online database? Although the page does not yet
include the full HKMoA collection, a more multi-dimensional and relational structure
for indexing that allows users to explore various correlations between artworks across
times would make the site more structurally and thematically dynamic and promote
knowledge production.

Along with showcasing different institutions’ collections, Google Arts & Culture also
launched the ‘explore connection’ function in 2019. Equipped with machine learning
technologies, the function provides recommendations for similar images for any given
target image. For example, if viewing Xu Bing’s A Book From the Sky on the HKMoA page,
a tile of Tsang Tsou-choi’s images uploaded by another institution, the Art Research
Institute, is displayed. In this case, the function offers a comparison of seemingly
unrelated works that encourages exploration of the potential commonalities between
works produced in different contexts. Xu's glyphs, which are designed to resemble
traditional Chinese characters, serve as an interesting juxtaposition with Tsang’s
calligraphy, visually and methodologically. The link between Xu and Tsang’s works is
based on their visual similarities and is an interesting experiment. However, similarity-
based image recognition has its limitations. Some works recommended by Google make
sense, while others do not. Indeed, Google’s algorithm is a blackbox. It is unclear how
and why certain images are included and excluded, making it difficult to evaluate how
the project facilitates the process of meaning-making. In light of this, an algorithm that
offers enhanced democratic accountability or public participation is needed.
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Conclusion

In 2020, diverse technologies were applied to increase the visibility of art programmes
amid the pandemic. When summarising the various examples discussed in this paper,
the following three key points should be considered:

1. Thinking from digital platforms to the digital ecosystem
Creating online projects is not merely an exercise of digitising a work and making it
available online. When presenting art in an online environment, one should consider
projects from a systemic approach by considering how activities that take place in the
physical world can co-evolve with the digital ecosystem. The allegedly neutral surface
of online interfaces demands attention to how and in what way artistic content can be
displayed and disseminated within a broader landscape or ecosystem.

2. More advanced technology does not always translate to better outcomes
Advanced technology does not necessarily improve the way artwork is perceived.
Higher-resolution images and more realistic representations of physical space should
not be mistakenly perceived as creating a better viewing experience. Online exhibitions
are neither duplicates nor replacements for physical exhibitions. It shall be configured
particularly for the digital space in alignment with the curatorial vision.

3. Content must be curated and should promote sociability
Presenting digital content on specific subject matter, whether for a docent tour
or webinar, should be thoughtfully curated to ensure relevance and establish
sociability. Content curation should not be just for the sake of creating content. As
Perry suggested, art should ‘inspire and console us, and tell us some truths about

who we really are’.8

At the beginning of this article, | highlighted the use of older forms of technology by
artists and institutions. Although some of the technologies adopted no longer exist,
the practices surrounding older forms of technologies have existed for a long period
and have been carried forwards to the here and now. One thing we can learn from the
past is that many artists and institutions rejected purely instrumental understandings
of technology. They can help us rethink the complex artistic, technological, and social

18 Ibid.
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networks embedded in the use of technology in the arts. In 2020, Forbes published an
article entitled, ‘COVID-19 is accelerating the art world’s adoption of technology’.*®
Perhaps, when celebrating the growing popularity of online projects in tandem with
more advanced technology, we should think more about how technologies shape the
way we live and behave. The main issue at stake is, perhaps, not how much, but how the

art world is adopting technology.

Leung Hok-bun lIssac is a practicing artist, curator, and scholar in art and culture.
He is currently Assistant Professor in the Faculty of Arts of the Chinese University

of Hong Kong.

19 Sol Rogers, ‘COVID-19 Is Accelerating the Art World’s Adoption Of Technology, Forbes, 27 April
2020, https://www.forbes.com/sites/solrogers/2020/04/27/covid-19-is-accelerating-the-art-worlds-
adoption-of-technology/?sh=79b1f3395900
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Plate 1
PS Paid Studio Visits: Mak Ying Tung 2. Video capture.
Courtesy of Para Site, Hong Kong.
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Plate 2
Categorisation of HKMoA’s page on Google Arts & Culture.
Screen capture.
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Tuer, ‘Threads of Memory and Exile: Vera Frenkel’s Art of Artifice, in Mining the Media Archive: Essays
on Art, Technology, and Cultural Resistance, ed. Dot Tuer (Toronto, Canada: YYZ Books, 2006), 35

2 Eduardo Kac, Media Poetry: An International Anthology (Chicago, IL: Intellect Books, 2007), 276.

3 #mm net art—Internet art in the virtual and physical space of its presentation, ed. Marie Meixnerova
(Czech Republic: Link Editions, 2019), 41, 44, 118.

4 Helen Margetts, (2009). ‘Virtual Organizations, in The Oxford Handbook of Public Management, eds.
Ewan Ferlie, Laurence E. Lynn Jr., Christopher Pollitt (Oxford, UK: Oxford University Press), 306.

5 Erkki Huhtamo, ‘On the Origins of the Virtual Museum, in Museums in a Digital Age, ed. Ross Parry
(London, UK: Routledge, 2010), 122.

6 Serdar Aydin, Marc Aurel Schnabel, ‘The Museum of Gamers: Unmediated Cultural Heritage
Through Gaming, in Cultural Heritage in a Changing World, eds. Karol Jan Borowiecki, Neil Forbes,
Antonella Fresa (Cham, Switzerland: Springer, 2016), 125-141.
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SiENEMAREASNYERE FEEREHESBETHERZMZFE D MOV F
ETERARENREA -

FECOVID-19 A RITMEMN N HIE AR FTHNYIEEBAER L EMEWE R B R -+ T H AR
FMERBEERIR  BERABFHE - XENEEFNM S - K ERBYEISEEMER > 6
WEMSRELRBEN 20205 FZELEREVEFEBHEMONE L URERGEY
RANBRTNOREE LEREEFE - FEE TN IFEIPLEBEEMRXNEMILE
FRAZSEELRENMERR AXBEBRET 2020F UREEHE LBEENEM > STEOITENM
FUOEHRBARBRE TR HBMONENEREZZE -

MEREE — RATURBYHILREHE?

H20194COVID-19ARMITRBLUNR  EMAKBRHETHA L ERRANHELEM D o EH B
Bt EEFEME (Art Basel) 722020F38# H 48 B E = | (Online Viewing Rooms) ©
BEMEZRUR B LERMEREE EEFEMBENELREEREE T MLHB Ik
T Z4E EE AL e EMTIEE & [Art Centraly F0E 2 Z B 0Lehmann MaupinZE EF A0 1/
HER HEARTHBEABEREHREUNERER SR ERAEXZEBEF Bl
LoefflerfITruck 1980 FHNEFREREZMH °

7 Alexander R. Galloway, The Interface Effect (Cambridge, UK: Polity, 2012), 6. [R3Z : ‘Traces of the past
come to appear in an ever-expanding present’.
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HERENEEEGAZE WEREERERLEEERELMaF T AZREZMHY
SNEREL EEGNBRERERZS B MR RBEEEEMa ROCRMFEBERE
B BRI EHPE LREERE A RAMEENERL XTI LS - B LEREERS
AELHEARSINNIHRERZMEESNEMNERIRIEAMELNBRICIR ? Hif
FNRLBEYE SABBLEERASERE  (HEETRIERSZ - RRMAENRES
PAHNES EFEHFPRAGHNE LA EHSKERS —EEPOCEIELE o ° 24T » 214
RONERRARABRE L2IFHBEN BERBERNERTHMEBNEERER K WL
EREEERREAEMBELEELERVER UFEEARTS  ZHMEBNHHAR
FIBEMNAS - GEAERRE—H K —ETRGRE Y -BLREZEEZSIUEFLE
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B O M A

Bl FREFEBL A FIFEELALE (Non-FungibleToken fFENFT) f LB AR ERE
OEAEAEXNENE LERER SLEENMBEENEEEREAREERBBLEAR
FoAEERRED Z2MEWERVTRREQUBELSARL - 2WNEEEBEFTN BB

8 Dorothy Barenscott, ‘Learning from Las Vegas Redux: Steve Wynn and the New Business of Art,
in The Politics of Spatial Transgressions in the Arts, eds. Gregory Blair and Noa Bronstein (Cham,
Switzerland: Palgrave Macmillan, 2021), 165.

9 Meelis Kitsing, The Political Economy of Digital Ecosystems: Scenario Planning for Alternative Futures
(Abingdon, Oxon: Routledge, 2022).
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2000FE#HHBZERERE T IREBEEF L (reality-capture technology) * W ER 7 BB 1L
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I ¥2)IE e B8 1B B SR E B9 PowerPoint XX ol SELL U RE B B B FE B M o B PEB AN 3DER
REPHELAZENAEA LRENITDAGY - F2HEEEENECUIEMNEIE—=ES|IA AR
BYAS B I I i R SR RIR QB0 RNAD ©

EREE - ERIFESHINERAIET —AEATEEREMARET—E?
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+&FR SFEEYEEE AR R ERNERE - FI%0 > FrZEPT - R - HIRZIEYEE (Solomon

10 Vincente E. Caballo, ‘Consumer Protections and Harm Minimization to Promote Safe. In International
Handbook Of Cognitive And Behavioural Treatments For Psychological Disorders (p. 20). New York, NY:
Pergamon.
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11 Catherine Whelan, ‘Meet The Security Chief Making A Cowboy Museum’s Social Media
Feeds Extra Delightful, 23 April 2020, https://www.npr.org/sections/coronavirus-live-
updates/2020/04/23/839551073/meet-the-security-chief-making-a-cowboy-museums-social-media-
feeds-extra-delight

12 Alicia Cohn, ‘National Cowboy Museum Goes Viral During Coronavirus Closure Thanks To Security
Guard’, The Hill, 8 April 2020, https://thehill.com/blogs/blog-briefing-room/news/491730-national-
cowboy-museum-goes-viral-during-coronavirus-closure
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KNWRELZEBNHEL B2 THABEENAYRAHBREREMABNE 7 o @RS
BOERRKNRIFBERFLTEENER BEMHEBAYNHEE tABEEEM R0
b=

13 ASHK x HKAGA Sculpture Exhibition, “Virtual Docent Tour | 26 March 2020 - 27 September 2020,
Youtube, 1 April 2020, 13:16-13:34, https://youtu.be/cz5L7WRZTaE. JRX : ‘The artist’s interest in
fly-agaric mushrooms is based on their phenomenological and psychoactive properties... uses
mathematical solutions to divide and re-divide spaces and objects.’

14 ASHK x HKAGA Sculpture Exhibition, ‘Virtual Docent Tour | 26 March 2020 - 27 September 2020,
Youtube, 1 April 2020, 11:17-11:25, https://youtu.be/cz5L7WRzTaE. [R3Z : ‘The bridge is the thing that
connects. The sky, the earth and the two sides together. Similar to what German philosopher Martin
Heidegger was thinking about.’

15 Cher Krause Knight, Public Art: Theory, Practice and Populism (Malden, MA: Wiley-Blackwell, 2011), viii.
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16 Sam Gaskin, ‘Art Power HK Launches Campaign to Revive Hong Kong Art Scene, Ocula, 16 March 2020,
https://ocula.com/magazine/art-news/art-power-hk-launches-campaign-to-revive-hong-kong

17 Nuala Rooney, ‘Grayson’s Art Club: the Art, the Stories the People, Anyone At Home, 26 August 2021,
https://www.anyoneathome.com/graysons-art-club-the-art-the-stories-the-people. JR XX : ‘| believe that
art can help get us through this crisis. It can help us explore our creativity, inspire and console us, and
tell us some truths about who we really are’
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18 @ EiFe
19 Sol Rogers, ‘COVID-19 Is Accelerating the Art World’s Adoption Of Technology, Forbes, 27 April
2020, https://www.forbes.com/sites/solrogers/2020/04/27/covid-19-is-accelerating-the-art-worlds-

adoption-of-technology/?sh=79b1f3395900. R : ‘inspire and console us, and tell us some truths
about who we really are’
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In late January 2020, Western gallery owners were writing to the organisers of Art Basel
Hong Kong and imploring them to pull the plug on the annual international art fair.
Those letters seemed to have crystalised the bleak mood that permeated the Hong
Kong market at the beginning of last year.

One missive with twenty-four signatures said that many international artists were
unwilling to show at the fair amid calls to boycott the Hong Kong fair after the police
used heavy-handed methods to suppress the anti-government protests of 2019.t Others
also pointed to a new threat to the fair that was quickly gathering momentum at the
time: the COVID-19 pandemic.

‘Having taken soundings and we can tell you, not one of our foreign clients will be
attending and they are surprised the fair is still on. [...] There is absolutely no doubt
in our minds that this art fair is now commercially on artificial life support’, wrote the
London gallerist Richard Nagy.?

Some Hong Kong dealers took issue with what they felt was an unfairly harsh assessment
of the situation in the city and were keen for the fair to go ahead. Willem Molesworth,
co-vice-president of the Hong Kong Art Gallery Association, said: ‘If these galleries
have an issue exhibiting in Hong Kong given the political situation, they can take any
number of steps to contribute in a meaningful way. They could donate to organisations
that support freedom of speech, they could choose to work with and represent a Hong
Kong-based artist whose artwork tackles the issues they so passionately care about.’

Amanda Hon, of Ben Brown Fine Arts, also blamed ‘fearmongering and sensationalism’
for overseas gallerists’ perception that Hong Kong, which had just begun to report a
number of imported cases of COVID-19 at the end of January 2020, should be avoided by

1 ‘Art Basel: Hong Kong galleries back organiser amid calls to cancel fair over protests, coronavirus
emergency’, SCMP.com, 1 February 2020. https://www.scmp.com/lifestyle/arts-culture/
article/3048469/art-basel-hong-kong-galleries-back-organiser-amid-calls

2 ‘Dealers call on Art Basel to cancel Hong Kong show on virus fear’, Bloomberg.com, 29 January 2021.
https://www.bloomberg.com/news/articles/2020-01-30/dealers-call-on-art-basel-to-cancel-hong-
kong-show-on-virus-fear
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international visitors because of its proximity to mainland China, where the virus was
first detected.?

In the end, the situation was overtaken by events.

The art fair did get cancelled, as did the Basel and Miami editions scheduled for later
in the year as much of the world’s public gatherings were scrapped on health grounds.
By the time the World Health Organisation declared the novel coronavirus (COVID-19)
outbreak a global pandemic on 11 March 2020, the devastation caused by the deadly
virus had spread to 120 countries outside of China.*

Here in Hong Kong, the financial impact of the pandemic piled extra pressure on an
economy already in recession because of the Sino-US trade war that began when
the then US President Donald Trump imposed new tariffs on Chinese products at the
beginning of 2018.° And, on top of the trade war, there were the protests cited in the
letters to Art Basel.

Initially, they were against an extradition law amendment put forward in early 2019 but
they snowballed into mass street rallies, with one attended by as many as two million
people by some estimates.® Widespread road blockages, damage to public and private
properties and the increasingly forceful tactics used by the police to clear the streets,
such as the frequent use of batons, tear gas, water-canons and rubber bullets, led to the
obstruction of normal commercial activities. While art fairs and auctions continued to
be held in 2019 - unlike in 2020 when COVID-19 forced many events to be cancelled -
total sales through public auctions in Hong Kong fell 25% to US$2.3 billion that year,

3 Both Molesworth and Hon were quoted in ‘Art Basel: Hong Kong galleries back organiser amid calls to
cancel fair over protests, coronavirus emergency’, SCMP.com, 1 February 2020.

4 ‘DH to further extend and adjust health quarantine arrangements on inbound travellers from
overseas’, Hong Kong Government press release, 13 March 2020. https://www.info.gov.hk/gia/
general/202003/13/P2020031300832.htm

5 ‘Hong Kong slips into recession as economy shrinks 3.2 per cent in the third quarter’, SCMP.com,
31 October 2019. https://www.scmp.com/news/hong-kong/politics/article/3035747/hong-kong-
economy-shrinks-32-cent-third-quarter-city-slips

6 ‘Hong Kong protest: ‘Nearly two million’ join demonstration’, BBC.com, 17 June 2019.
https://www.bbc.com/news/world-asia-china-48656471
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according to the Art Market 2020 report published by Art Basel and UBS.” The author
of that report blamed the combined effects of the trade war and fewer visitors flying to
the city because of political unrest.

Galleries

Galleries, too, had been battered by the events of 2019. Those in Central, especially,
had often been forced to close despite paying some of the highest rents in the world
because of the proximity of violent skirmishes between protestors and riot police. For
example, the high-end international gallery Lévy Gorvy had only just opened its first
permanent space in Hong Kong, in spring 2019, when it had to shutter its street-level
gallery in St. George’s Building, which faced Connaught Road Central, for weeks.?

As a result, when the virus arrived in early 2020, things were not looking rosy and had
not done so for a while. Li Danqing, senior Asia director of Lévy Gorvy, said that by
Chinese New Year, nobody was in a mood to buy art as they witnessed the lockdown in
Wuhan and the escalating death toll.’

The Hong Kong government began to close its borders in February and subjected those
allowed to enter to strict quarantine. This did not bode well for business. This city of
7.5 million people became one of the world’s top three art markets by turnover because
it is an international hub, and so when physical travel becomes impossible, galleries
promptly suffered a huge drop in traffic and a number them decided early in 2020 not
to renew their leases, or moved to less expensive districts than Central.

7 Clare McAndrew. The Art Market 2020 (Basel and Zurich: Art Basel and UBS, 2020). https://
d2u3kfwd92fzu7.cloudfront.net/The_Art_Market_2020-1.pdf

8 ‘As Police Tear-Gassed Protesters Outside Its Doors, the Hong Kong Museum of Art Was Forced to
Shut Down Its Grand Reopening’, Artnet.com, 2 December 2019. https://news.artnet.com/art-world/
museum-art-hong-kong-protests-1719210

9 ‘Is this the end of physical art galleries in Hong Kong, not only deserted but plagued by high
rents?’, SCMP.com, 3 March 2020. https://www.scmp.com/magazines/post-magazine/arts-music/
article/3052448/end-physical-art-galleries-hong-kong-not-only
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Galleries that closed in Central included three out of the eight in H Queen’s, a building
completed in 2018 that was designed for contemporary art galleries. Galleries were
purported to be paying around HK$100 per square foot in rent per month, which came
to about half a million Hong Kong dollars per floor. The three that did not renew in
2020 were Galerie Ora-Ora, Pearl Lam and Seoul Auction. Nearby Pedder Building lost
three long-term tenants in 2020: Ben Brown Fine Arts (which moved to a new, bigger
space in cheaper Wong Chuk Hang), Lehmann Maupin (which has no Hong Kong space
as of September 2021 and has been operating out of Taipei temporarily), and Hanart
TZ Gallery (which now holds exhibitions in its Kwai Chung warehouse space), owned by
veteran local dealer Johnson Chang.

After an unpromising start, 2020 would turn out to be a mixed bag in terms of sales
for both private dealers and in public auctions. Data for private sales, either through
commercial galleries, individual dealers or auction houses, are difficult to come by
because transactions tend to be discreet and the identities of buyers and sellers are
closely guarded trade secrets. A survey conducted for the purpose of this paper among
local galleries yielded nine responses.® Asked to compare sales with the previous year,
responses ranged from a decline of 20% to an increase of 100% in 2019 compared with
2018, and a decline of 60% to an increase of 100% in 2020 compared with 2019 (see
table below).

10 Survey conducted on Surveymonkey.com, 13 August - 7 September 2021.
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How did sales compare with the previous year?

YEAR 2019 (%) 2020 (%) H1 2021 (%)
Respondent 1 10 100 100
Respondent 2 20 0 0
Respondent 3 100 -50 20
Respondent 4 4 80 10
Respondent 5 -20 -10 20
Respondent 6 40 -60 50
Respondent 7 15 40 N.A.
Respondent 8 20 No change 5

Source: Survey conducted on SurveyMonkey from 13 August - 7 September 2021.

* Nine galleries responded to the survey but only eight replied to this particular question.

Most respondents remained open during 2020 despite the pandemic, with seven

respondents saying that they had no period of closure and two saying there were only

short periods of closure. But they have had to adjust their operations in a number of ways.

All respondents would normally attend at least one art fair outside of Hong Kong per

year, with two respondents saying they would participate in ten or eleven different fairs

outside of Hong Kong a year. However, cancellations of most fairs meant that in 2020, half

of the galleries did not participate in any international art fair, and some participated in

online fairs for the first time. Most of the respondents saw an increase in the proportion

of sales to collectors based in Hong Kong compared to 2019 (see table below).

Percentage of gallery sales to Hong Kong-based collectors

YEAR 2019 (%) 2020 (%)
Respondent 1 60 70
Respondent 2 50 70
Respondent 3 40 70
Respondent 4 90 90
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YEAR 2019 (%) 2020 (%)
Respondent 5 60 85
Respondent 6 60 50
Respondent 7 90 85
Respondent 8 50 55

Source: Survey conducted on SurveyMonkey from 13 August - 7 September 2021.

* Nine galleries responded to the survey but only eight replied to this particular question.

One gallerist whose recent experience personalises the dramatic ups and downs of the
market in 2019-2020 is Catherin Kwai, who founded Kwai Fung Hin Art Gallery in 1991.
In Spring 2020, she closed the gallery’s 16-year-old home in Icehouse Street and turned
an existing storage facility in a Chai Wan factory building into a gallery. The costs of
maintaining the Central space had become too high, she said, and business in 2019 had
been poorer than usual because of the political unrest. ‘Sales grew by just ten per cent
in 2019, which was the lowest | had seen in a while When the pandemic started, she
wasn’t sure her upmarket gallery, which focused on modern Chinese and contemporary
Asian art selling upwards from HK$500,000, would be able to weather the storm.

‘The 2019 social unrest was hard for the industry. Things were so unpredictable. Even
when art fairs were taking place in the (Hong Kong) Convention (and Exhibition) Centre,
we often had to escape in the middle of the day because of what was happening on the
streets outside. And because there were more protests at the weekend, we often had to
close the gallery on Saturdays. Then, COVID hit. By then, | had already dealt with a lot.
| said to myself, | could either close down the business, or I'd better try and get through
the crisis, she could recall.

Apart from retreating to Chai Wan, she made other major changes to her operations to
adjust to the travel restrictions. Before COVID, 60% of her clients were outside of Hong
Kong, and she would make regular trips overseas to see them and to source paintings.
‘In 2019, | went to Europe and hired freelance representatives there because | was
seriously thinking of setting up a gallery in France. | thought that the situation in Hong

11 ALl of Kwai’s comments cited in this paper were made during an interview with the author on 7
September 2021.
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Kong being what it was, | had to consider all options, including the possibility of giving
up on a permanent Hong Kong space and just collaborate with other galleries when |
have exhibitions here. France is cheaper, so | was going to buy land, set up a gallery just
outside of Paris, which is where | want to retire anyway,’ she said.

But business in Hong Kong recovered in the second half of 2020, to the extent that in
the summer of 2021, she signed a new lease in Central and Kwai Fung Hin now has a
permanent gallery in Tai Kwun on Hollywood Road. 2020 sales ended up being double
that of 2019, and the first half of 2021 matched full-year sales from 2020, she said. ‘My
Europe hires turned out to be a great help in sourcing art because | haven’'t been able
to travel. And there has been more pieces coming onto the market in Europe because
of the financial constraints that a lot of museums are facing after extensive periods of
shutdown during the pandemic, she added.

Auctions

Meanwhile, according to the widely cited Art Basel and UBS global art market reports,
aggregate sales from public auctions of fine and decorative art and antiques in Hong
Kong fell 25% year-on-year in 2019 to US$2.3 billion, down over 40% from their historic
peak in 2017, and a further 21% in 2020, to US$1.8 billion.*?

Unlike many cities worse-hit by the pandemic, Hong Kong never went into full lock-down,
but the 2020 auctions calendar was seriously disrupted because of social-distancing
rules and the shutting down of international borders. The spring auctions clustered
around Sotheby’s March or April sales week and Christie’s, usually held around May,
were postponed to July. China Guardian decided to consolidate their spring and autumn
auctions while Poly Auction only held a much-reduced series of sales in July that yielded
HK$130 million (compared with HK$939 million for the 2019 Spring sales). Of the three
main auction houses that went ahead with large-scale auctions in July, Sotheby’s total
sales fell 13.5% from Spring 2019, Christie’s fell 28% and Phillips’ fell 4.9% (these are

12 Clare McAndrew, The Art Market 2020 and The Art Market 2021 (Basel and Zurich: Art Basel and UBS,
2020, 2021).
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based on sales across all categories, including wine, jewellery, and luxuries).!* Despite
the generally subdued market, a number of paintings in the modern and contemporary art
categories were sold in Hong Kong for record or near record-prices.

Sanyu’s 1950s painting Quatre Nus sold for HK$258 million (all sale prices cited in this
paper include commissions) on 8 July at Sotheby’s evening sale, the second highest price
paid for a work by the French-Chinese artist. The following day, the contemporary art
evening sale saw British artist David Hockney’s 30 Sunflowers sold for HK$114.8 million,
making it one of the highest sums paid for a Western work sold at auction in Asia.

Christie’s auctions in July 2020 only had around half the number of lots compared to its
sales in May 2019 but it responded to the new reality of restricted travel by introducing
an innovative sales format: using video streaming technology to relay consecutive sales
on 10 July in Hong Kong, Paris, London, and New York. The ‘ONE’ global live auction
realised HK$3.2 billion in total, with an impressive sell-through rate of ninety-four
per cent. Among the highlights were George Condo’s Force Field (2010), which sold in
Hong Kong for HK$53.2 million, a new record for the artist at auction. Also on 10 July,
Christie’s evening sale in Hong Kong saw Sanyu’s White Chrysanthemum in a Blue and
White Jardiniére sell for HK$191.6 million.

By autumn, some of the main auction houses had returned to their regular schedules in
October and November. These were among the first live sales to be conducted in the
world since other major markets were mostly in strict lockdown. Despite Hong Kong
having had four waves of surges in COVID cases during the year and continuing travel
restrictions, sales volumes recovered. Sotheby’s and Christie’s both saw an increase in
online transactions. According to Sotheby’s press release on 11 December 2020, its Asia
online sales increased by 440% compared to 2019 (across all categories), with 55% of
lots going to online buyers. It has not disclosed the exact amount that it has sold online.

Christie’s Hong Kong-led online sales rose 250% in the year to HK$151.6 million,
compared to 2019 (Christie’s data), accounting for just 3% of its Asian sales compared

13 Based on public data provided by the auction houses. Compared to Christie’s, Sotheby’s had the
advantage of having earlier spring auctions typically, and so had started taking consignments before
the full impact of the pandemic could be felt, which partly explains why it suffered less of a decline
in sales.
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to 1% in 2019. That would suggest that buyers of the higher-priced pieces were still
preparing to bid in person or by phone. For the year, Christie’s had seen lots above
HK$10 million account for the highest percentage of total turnover (53%). Sotheby’s
has not been able to provide a similar breakdown, but for its Autumn sales, the two top
lots alone accounted for 16% of total sales. One was Gerhard Richter’s 1987 painting
titled Abstraktes Bild (649-2), which was sold to Japan’s Pola Museum of Art for HK$214.6
million, breaking the record for Western art sold in auction in Asia.*

The other was Ren Renfa’s Five Drunken Princes Returning on Horseback, a two-metre long
scroll painted around 700 years ago during the Yuan dynasty that was sold for HK$306.6
million in the 8 Oct Fine Classical Chinese Paintings auction. It was the most expensive
painting to be sold in Hong Kong that year, thanks to a prestigious provenance that goes
back to the Ming Dynasty and later, the Qing court.

The latter was a rare bright spot for Chinese works of art and Chinese paintings
categories that were overshadowed by the demand for Asian and Western modern and
contemporary art last year. According to Christie’s, post-war, modern and contemporary
accounted for 55% of its fine arts sales. The share of Chinese works of art fell from 15%
in 2019 to 9%, and that of Chinese paintings fell from 15% to 11%.

One reason is that collectors of antiquities and old paintings - categories plagued by far
more fakeries than contemporary art - are often unwilling to make a purchase without
seeing the object first-hand. Lawrence Chan, co-owner with his wife of the Dawentang
collection of Chinese ceramics, said he has been buying less since 2020 because he
normally travels around the world to auctions so that he can physically handle the
objects he is interested in. ‘That, to me, is what connoisseurship is about. | need to hold
something in my hand to see if something looks and feels authentic,” he said.*

That could explain why modern and contemporary art outperformed other categories in
auctions. Phillips, which only sells 20t"-century and contemporary art and design, saw a

14 The number of Western art pieces offered by Christie’s in Hong Kong grew from 34 to 83 lots
from 2019 to 2020. A growing demand for Western art is also reflected by the growing number of
Western dealers at the high-end of the market landing in Hong Kong recently, such as Lévy Gorvy
and Villepin Art.

15 All of Chan’s comments cited in this paper were taken from an interview conducted by the author on
13 Sept 2021.
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32% year-on-year increase in 2019 and a 53% increase in 2020 in total sales from Hong
Kong live auctions.

In 2020, Christie’s combined sales of Western post-war and contemporary art and Asian
modern and contemporary art in its Hong Kong salerooms (live and Hong Kong-led
online-only sales) were up 9.7% from 2019, while overall sales across all fine arts
categories were down 8% to HK$4.98 billion.*®

Focus On Hong Kong Artists

Anecdotally, galleries have said that the near-impossibility of bringing in overseas
artists during the pandemic and the higher cost of shipping meant that they put on
more exhibitions in 2020 for local artists than usual. This was also prompted by a
growing interest in local art in recent years.

Pascal de Sarthe, who moved his Paris gallery to Hong Kong in 2010 and used to deal
with mostly European and Chinese art, began to work with young, local artists after
setting up a large space big enough for residencies in Wong Chuk Hang at the end of
2016. By then, Hong Kong artists had already become better known abroad because
of the international art fairs held here and the preparation work for the M+, which has
been acquiring a large collection of local art ahead of its 2021 opening. Interest in Hong
Kong culture surged again after the 2019 social movement, he said.

‘The protests brought a lot of attention to Hong Kong and everybody from all over the
world started talking to us. Collectors in France, the U.S., the U.K., Australia, and Canada
are asking, what is happening? How are people in Hong Kong reacting to all this? And
we began to place works by young Hong Kong artists in very good collections abroad,’
he said.'’

16 Both sets of data from Phillips and Christie’s were provided directly by the auction houses in
September 2021 at the author’s request.

17 All of de Sarthe’s comments cited in this paper were taken from an interview conducted by the author
on 10 Sept 2021.
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This continued in 2020, a year that also saw a lot more local people visit the gallery
because they couldn’t travel and had more free time. ‘The good thing about 2020 was
that people realised there are local art communities and that we need to take care of
them, he added.

Examples of Hong Kong artists who saw notable sales recently included Andrew Luk,
who made a large installation called Haunted, Salvaged (2020) at de Sarthe Gallery that
was eventually sold to the K11 Art Foundation. A 2019 work by Firenze Lai called The
Colleagues was sold during Sotheby’s 6 October 2020 evening sale for HK$3 million,
compared to a pre-sale estimate of HK$900,000 - 1.2 million, a new auction record
for the artist. And in 2020, the newly transformed Asian Art Museum in San Francisco
announced that it had bought Lam Tung-pang’s A Day of Two Suns (2019) as part of its
pivot to contemporary art.

Another trend in recent years is the fast-growing segment dominated by a new
generation of collectors who are eagerly investing in visual art associated with street
culture (street art, urban wear, hip hop music, skateboard culture, etc.), often promoted
by celebrities in the fashion or music industries.

Yuki Terase, who until July 2021 was the head of contemporary art at Sotheby’s and
instrumental in launching a series of sales in that category, said she started to tap
into this segment in 2016 when she organised a contemporary art auction of works
selected by the K-pop star known as T.0.P. “The singer was around twenty-eight years
old, very young. | said at the time that we didn’t work with him because he was famous
but because he was representative of what was coming: A generation that collects
passionately, not according to textbooks but just by personal taste. And that is exactly
what has happened in Asia since,’ she said.

In 2019, the Japanese fashion designer known as NIGO sold his art collection through
Sotheby’s and it was memorable for both being a white-glove sale and one which
saw the sale of a 2005 painting by street artist Brian Connelly, better known as Kaws,
called The Kaws Album, for a staggering HK$116 million. In 2020, the British artist Sam
Cox, known as Mr. Doodle, began to attract attention when his Spring (2019) - a large
painting densely covered in cartoonish doodles, was sold for around US$1 million in an
auction in Tokyo. Since then, Hong Kong-based gallery Pearl Lam - better known for
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representing established artists, has signed a deal with Cox to represent him exclusively
around the world.

‘You see the line between fashion and art blurring, with art considered something
incorporated into these collectors’ lives rather than something that you see on museum
walls. In Asia, people in their 30s or 40s are at the height of their careers and haven’t got
time to travel for art and haven’t got the luxury of seeing art in museums. But they are
tech-savvy and are making decisions about buying based on their virtual experiences,
Terase said. ‘This trend has been expedited by COVID-19, when everyone’s stuck at home.
De Sarthe said he feared that Instagram was replacing art critics as a guiding force, and
that people were buying without paying any attention to art history. ‘It’'s not good. We
have a group of people that have a lot of money and art gives them validation of who they
are. All of a sudden, they are joining committees of museums and asked to give opinions
about art. It is a club that all these young people want to belong to, he said. But the
pandemic also brought some level-headed thinking back into the market, he added.

‘The amount of peer pressure and ego in this business is enormous. When galleries
became quieter in 2019 and early 2020, people could rethink their programmes and
return to the original reasons for why they got into the art market first, he said.

There was another development in 2020 that would have huge reverberations in every
sector of business and society in Hong Kong: the introduction of the sweeping National
Security Law in June. The direct impact of the law on the arts would only begin to be
revealed in 2021 - for example, for example, when the Film Censorship Ordinance was
modified to ban films based on national security grounds.

The art market has thrived on Hong Kong’s freedom of expression and has also seen
its local galleries increasingly catering to international demand for art that reflects the
city’s socio-political reality. (One example of that is Gallery Exit’s March-June 2020 solo
exhibition ‘Portraits from Behind’. It features paintings capturing scenes from Hong
Kong’s 2019 anti-extradition law protests by the artist Chow Chun-fai. Most works were
sold out shortly after the opening.)

De Sarthe said he was hopeful that artists would continue to comment on the place
they live in but in subtle ways. ‘There are different ways in expressing politics in art and
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sometimes, less direct expressions are more interesting, he said.

Another fear is that Hong Kong’s art market will lose its competitive edge because the
city, historically one of the most open cities in Asia, now has one of the world’s most
strict quarantine rules that have kept COVID-19 cases low but have also delayed a
return to normal international travel when many other parts of the world have become
accessible destinations.

‘We have been selling a lot of paintings remotely since 2020 but there’s a limit. Selling
and buying art is personal. | fear that Hong Kong will lose its core advantages as a
business centre because people cannot come in, Terase said.

Yet, despite COVID, despite the strictures of the security law, some businesses remain
convinced that Hong Kong’s role as an international arts hub will only become more
important in the future despite new challenges. In 2020, Christie’s began talks with
Henderson Land to become the anchor tenant of a new building designed by Zaha Hadid
Architects in Central in 2024. Speaking in July 2021 of the decision to sign a 10-year-
lease for a new Asia Pacific headquarters, Francis Belin, Christie’s Asia president, said
he did not fear that growing censorship would affect Christie’s auctions business in the
city. ‘Nothing has dented our confidence here. We haven’t seen much change in our
business in Hong Kong,’ he said.*®

Tsui Hiu-yue Enid is the South China Morning Post's Arts Editor and oversees the
newspaper’s coverage of the visual and performing arts. She has also written extensively
about cultural policies, the art market and the West Kowloon Cultural District. In 2020,
she obtained a Master’s degree in art history. Her paper on the Thai artist Tang Chang
was recently published in World Art.

18 ‘Christie’s Asia to hold year-round sales at new headquarters in Hong Kong from 2024’, SCMP.com,
27 July 2021. https://www.scmp.com/lifestyle/arts-culture/article/3142706/christies-asia-hold-year-
round-sales-new-headquarters-hong
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F20005—A T8 ZNBEALEMREEEINEMN BXREEFESEEEREME -ME
EE4 UF2RTEFVNE BT HZMENEEEE -

HP—HNEHHEBETOABE  EPRT09FEFFTABRNFRETIRBTES K8
BREMRMAESTERG ! HZ/N TAGHEL EELEREFAEREENRE —

A 35 o

@ ERERichard NagyBY AR : MBS AR ZE AT USHIR RABINEETE
EERE MY EREs 8 WHHET KRET [ EERE BREMBRERMER &
BELG R RERBETER )2

BNBEEEBUNRR INAHEENELZBNTZ ZFERGUBET SRERHIEER
Willem Molesworthsi : TMIREBEEEMARBERE HEARTRERISH I ES
BZARENAFHER AU BRTFXE SR EENER TUETEEMRE D
Ne—UREMMARRNZENA BSIENRRM -

0]

Ben Brown Fine ArtsHER R~ BINEBM IR AT BRI EABIRRTENPEAE ME
BE2020F1BERBZRIRSZHEMRB AR WEEEEEZE R F B ihiss
A THERMANE ANER o3

R BEREBET-

1 ‘Art Basel: Hong Kong galleries back organiser amid calls to cancel fair over protests, coronavirus
emergency’, SCMP.com, 1 February 2020. https://www.scmp.com/lifestyle/arts-culture/
article/3048469/art-basel-hong-kong-galleries-back-organiser-amid-calls

2 ‘Dealers call on Art Basel to cancel Hong Kong show on virus fear’, Bloomberg.com, 29 January 2021.
https://www.bloomberg.com/news/articles/2020-01-30/dealers-call-on-art-basel-to-cancel-hong-
kong-show-on-virus-fear

3 Willem MolesworthE288 53 ¥589= 538 8 ‘Art Basel: Hong Kong galleries back organiser amid calls to
cancel fair over protests, coronavirus emergency’, SCMP.com, 1 February 2020.
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SMERSEON HRZMN AR EHTALAHBES W KULEEBNEIZNRGERKE
EMECH 2202038118 tRABHEABEN MU ERKRBFIRESERARRT > BFILN G
RH SRR KESIERPEININI1201EEIZK - 4

i

MESH BEHCENTE  SAMBARBROEEHBREBINES - PEEZFEE2018F )
B REXEERFHESNPEERREMEAR  RTEZERZN EEOEEWMEMEHS
EHEAHPRRTEIEE

TEVEHHERIRE2019FPRENSEFRAIES] ARERMAREHEES  BREP—
BEEEFZE_OBAZE S EREIRIEE - RAMMYBIRE UEERHBESFEE
et KECRER ERE KEHNERETFE MERTEENHETE - BH202060 K2
EERBIBEREBICH  AEMESNBERT2019FWERT BERECEEREMENIRIRE
EEMH2020F 2MHHHREG ZFEB A HOENEHEER TR T25% EZ+=Fx% -’
ZREVFERILRESNEZE URBUSEEERIZ R VNGRS TE -

Ik

B

EMEERZE09FNEFTE LEHRUETIRNER M€ Lt FRSHEES
BHREANBZENHEERZENENEREFS  EERBGERN - HI10 - BRS1ESH
BREVFEERIEEEREE EENERUNEEAEM T EAPRFHEE P
AeE A BB EGREPIHE

4 (BEBE—SPEARARBIMEBALELERB R » SBFFITHEBUMNME AR 202063813
H > https://www.info.gov.hk/gia/general/202003/13/P2020031300832.htm

5 ‘Hong Kong slips into recession as economy shrinks 3.2 per cent in the third quarter’, SCMP.com, 31
Oct 2019. https://www.scmp.com/news/hong-kong/politics/article/3035747/hong-kong-economy-
shrinks-32-cent-third-quarter-city-slips

6 ‘Hong Kong protest: ‘Nearly two million’ join demonstration’, BBC.com, 17 June 2019. https://www.bbc.
com/news/world-asia-china-48656471

7 Clare McAndrew. The Art Market 2020 (Basel and Zurich: Art Basel and UBS, 2020).
https://d2u3kfwd92fzu7.cloudfront.net/The_Art_Market_2020-1.pdf

8 ‘As Police Tear-Gassed Protesters Outside Its Doors, the Hong Kong Museum of Art Was Forced to Shut
Down lts Grand Reopening’, Artnet.com, 2 Dec 2019. https://news.artnet.com/art-world/museum-art-
hong-kong-protests-1719210
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RE BRBE200FERE AIRRFERETHPA BRENENEREEFTHERE &
mRENER BRIEEHE TCAB LT REABERRBEEMm-°

BEEHFE_AREHB UTHARALTERBRERREBR REHEEXEAT Y -BEL
BETEAFTFENHEG  BEBREBANMOAD XKBFESEEREMHHA =% W B
BERRITSE EMARKEK BMEBMA2020F T REFABEZHLN AIWETRPERE
& o

EHIREAFINERE T » BFE{UEEH Queen's/\[EE AV E ST = o H Queen'sit2018F B & A
EREMERMZ BREMABESFEFARN—EBT IEBANETEBIT -T20205%%K
BONHEP DR EFHBHEM BWMERAERVE ; MHENEITITRIE2020FX5ET =16
£ HATH P : Ben Brown Fine Arts (I EIU NS EEE BEEANEMIUHMZER”) ~ Lehmann
Maupin (8020215 N B EEABRERTE GRNREILERE) URAMEBEREMERECT
FENEEST RENEZRRETHRNES)

MAFPNRARBETEABR T EN2020FEE2 Y ERECEHESH ERPNIIVEITE
RPN BEER  BRENRE AARZBEREATNET EEMANSHEHEEERE
ZHBRRE —MAEIXMERMEBEETHRALT HREAMPOE - B R EF—FH
HERENER  SRBR019F 0N EEBE2018FER TB20%EIEE100% % » 20204
%2019 > B FEE60% I R100% 1% (BTFK) o

HEFRBLE R FERIBW 2

Fin 2019 (%) 2020 (%) H1 2021 (%)
2sh&El 10 100 100

ZEhE2 20 0 0

RHE3 100 -50 20

TihE4 4 80 10

9 ‘Is this the end of physical art galleries in Hong Kong, not only deserted but plagued by high rents?’,
SCMP.com, 3 Mar 2020. https://www.scmp.com/magazines/post-magazine/arts-music/article/3052448/
end-physical-art-galleries-hong-kong-not-only

10 FAEH2021F8H13HEIF 7HTESurveymonkey.com#& (T ©
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Fin 2019 (%) 2020 (%) H1 2021 (%)
ZEh&ES -20 -10 20

%5h&E6 40 -60 50

TEh&ET 15 40 R
XihE8 20 87 o 5

B AR2021F88138E9878HARIF SurveyMonkey#1TBIAE
*EAEERZ2ARTAT BRE/N\BLOSLILE

HHAEF KEZARFHER2020FNUEEE tXRRPTERTABEEFEEE MBERAER
TREHGEEE AMNALTEEZ T EABEERA - B MARHEEFELES
NM—EEEUNNEFG HPMBEERTEFELN TR+ —HEEEIINEFEZ A
M EBERERZHEBEEENIE EREE —FEBME2020FRELNEAEREES
BHAERZ2EFLEBG - RZBAXTHE R H2019F 8L SHEFEF B R KOV ELAHIE N0
(RTF&) -

EMPETEERRNVEDLL

Fin 2019 (%) 2020 (%)
ZihE 1 60 70
2hE2 50 70
ZEHE3 40 70
RHE4 90 90
SEE= 60 85
Zsh&E6 60 50
RSB 90 85
25h#E8 50 55

B R 202188138 E98 7B SurveyMonkey# TR
*hEERLDEERASLS  BRAE/N\BESILE
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HP— (IR FEER2019F2020F M AR EEANER T > SLEEIIIIFEIMFTSH E Y
FERFo

2020555 WHMAEREEMEREETNENETE ULREFRE IR AERA B
BERBESER MR TEFPREBMHINABS > M0IIFHNHERFRBUEARTE !
MOIFHERIER—N BRAARAOFRM ) MHNEBETNHEBEEEL+EU LR
RPERERENE2Me BREVH A EEECHSIEENES R EBHEA -1

MXER: N2019FNHEFHERTEFERE KREOREA EERNEE (B8 gFE
BPLORET RPCEERAIEBETREENST EEREGTRARSF - N ETRBEHES
FRREL RANEBFEZTERBFIKRE A% MEMXRE ERNERENEE
KEZ REECH BAAMAS BN EalalE B )

BRTHERE W SRERS SHERNEEEL N - MEMXA A NNEZREETE
> Mt 7R E BRI B SN REn 9 > B R REEEAF > th3RR 1 TIAE2019F A EBUN > BS5F B H
SERAK DEZREFERIEM -BEREFEENBER REFIAEZEBIARE
BREMESENERTR WREEBEMEE  SLEEMERSIF AN ZBINM AR
REFEEBEM FERINNTIEER > R ERDETRERRK

A 2020 F NV N EFBNEBERE  BEME2021FEFTNPIRE NHEN T2 EM
REEPAEEENKRE 2020FVHEHFRBR2019FIER — &> M2021F EFFHIHE
£ > EEFN0FNEFHT R THREEZLHE HEBNERNRERARRMER
THREEBEZMWMa MERB T REEWERMEERIC FEREREZE  EREZLEMaRA
BT I% ©

N AXSIBEEENANS  HREBAXFELREE2021F9878 25/ -
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HILEIE REEAS I BNEEREMEAIREEEN 2 KM T IFRSE 2019EF AN E
M EMBEMAGE AR ENBIHERELLEAFE TH25% E -+ =187 > MmMBLL2017F8
e SlE B TNE40% M2020FE B E—FTIB A FTE21%E+/\EET 2

RNOEHARZRIBHLE SBANRARBTTE I 8BGO0 I > 11 32 55 B #5 it K B IR 78 15

B B R EEEL2020F NV IHESTE - BN ETHEREE AN MWBNHERRIT ME
SEHAELRALGRT MELLEELR PRHRTRAESHEMNBE > MAENBDE 4B

BMEtRIBENRERE W A1.3EET BH2019FE5FIHEWRTEIZVRBIT) - TLAENT

AREBEN AT BHETT SRSV IEEER2019FEEFTER13.5% FXF TEk28%

EEMAITH®KT49% (BB SMEENNHEERSE  SF8E B HKENERZR) - B #ATIS
ERX® EZREAREREWE(F ST BLURCERI R ARCERNVEREL

FEIBOFANEF (REFROARYL) FLA/\BHHESLEBREBE  LI2.58EBTHI (K
NEIBPEMRHEEEHEE)  AEBREALMRXEFOBENE _sHXB - MEZENER
SRR E > HEEMTZKDavid Hockneyy (=+JcmBE2E) MU1.148@ B nEH > AT MNE
BEgrReMXEBNAAIERZ—

HEETR20200F CAETHIHES L HeMEMBL2019F 1 ANRE—F¥ AL EESIAE
MEES I EERESRNVNEE  MAXRBREN & H - ER - fHAMBOEE
708 TONE:IRERE B ESKID) MRBE=ZT_RE/BT MRXEXSEI4% Ex—
George Condo®y (7733) (2010) > (ERETALUSI20E B THEREL  RIMBMREHBREST L
Nictko bSh TEATHNELTBSEARBP EEN (FIEAPERBNEIE) AIU1.916E#E

REME BHEEZBETETER+—AMEEEDRE  BREMEZHHIERFHHKE
ERHEgEENAEREAETHNIRGHE - AT EZFEH KB BUKRKERES > B
EHFEHFLA HRELRETIBEAEGZEHE LRZER - REKSLE2020F1251188Y

12 Clare McAndrew, The Art Market 2020 and The Art Market 2021 (Basel and Zurich: Art Basel and UBS,
2020, 2021).

13 EREERETHN A ARMBE BEHSLENEBRETEERRT NLGEER MERBENERT
FER2ERE RELERECHGESTE ERETHHEBERBEE/)NNE SRR -
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53% e

14 ELBESBNEHEMBGEE2019E0M =110 E2020FEMN\+=H - B HEM T KL
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2020 FEEBEBHEFL (BERSNEATENEEHE) B HRENEREMUK
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MEEMNBAZEUTMHEENARER BREFENAMBEMRSE - BR SBEMR
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HMRBETTERNNRER RN AELATEENEEFE SR EELEEENIBE
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BR85S RN IEEH X E 2 20205F » i E R E M e R - £ o T BRIt 7E (World Art)
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18 ‘Christie’s Asia to hold year-round sales at new headquarters in Hong Kong from 2024’, SCMP.com,
27 July 2021. https://www.scmp.com/lifestyle/arts-culture/article/3142706/christies-asia-hold-year-
round-sales-new-headquarters-hong
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1 5l#tElan Alden Russell 2018F 3B 17THREAP XX EXIERFH N ERAXECEIEE THRE AL
RO ERHE T BB TRmIE2018 A BMERT) TR HEBFSE AREEBETEYEL
BEEH) BEHE

2 Scott Marsden, Naming a Practice: Curatorial Strategies for the Future, ed. Peter White (Banff: Walter
Phillips Gallery and Banff Centre Press, 1996), 195.

3 (EREBMmERNTERBNAEMSITR SHBMRFEN - FERR) » (BILERE) »2020F
11814H - 1% Z HH7 : 2021598288 » http://www.inmediahk.net/node/1078832
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5 Sl#tBE%EM2020F48 7855 BMaDEI FERIEN KRB N RZEHNRE -

6 SIMBEZEEN2021FIH0HEREENAS

7 EEEBYSEGREEMABFHEEE  https://www.facebook.com/YmcArtsinEducationProject/

8 SIMBEZEEN2019F12823H7MAIE SR EEMY B EE ABRXENAS

9 SIMBEEEWTIBZET PN 2019F7828HFEIWeFEE BIRFETEAFTIRNAES ©

10 Nicolas Bourriaud, ‘Relational Aesthetics, Participation (2006): 160-171.

NEAER > (BIBNET HEZEMSK) » (E8,) »2007FE 48168 BE=HE 1 2021F9528
B> http://www.artscritics.hk/?a=doc&id=370
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Plate 1

Conceptual artist Mak Ying-tung was a participating artist

in ‘One Day Exhibition in Your Community: From Home to
Neighbourhood’. She encouraged her father, who enjoyed
practising calligraphy, to enter into a competition by writing
Heart Sutra. To show her filial piety, Mak wrote a not-so-tidy
piece to set off the beauty of her father’s. At the end, both were
awarded prizes.

Image courtesy of From Home to Neighbourhood.
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Plate 2

Anna Kalwajtys performing on 16 April 2016 in ‘Embodied
Action, Enacted Bodies — Hong Kong International Performance
Art Festival.

Image courtesy of Green Wave Art.
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Plate 3
An introduction of the exhibitions in Blue House.

Photographer: Phoebe Man.
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Plate 4

By repeatedly holding community events in the sitting out area
between Nam Cheong Street and Ki Lung Street, V-artivist and
other organisations created a space for exchange with the locals.
Photographer: Sunny Cheng.
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The Parable of the Good Shepherd.
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In recent years, with a lot of official and semi-official fundings, Hong Kong’s community
art events have seen considerable growth. In addition to funding over the years from
the Hong Kong Arts Development Council, Hong Kong Jockey Club, Urban Renewal
Authority, Leisure and Cultural Services Department, and the District Councils, recently
the Environmental Protection Department, Intangible Cultural Heritage Office, and
Tourism Commission have also been sponsoring or organising community art events,
while many commercial corporations, propelled by the West Kowloon Cultural District
effect, have also provided more fundings. With the catchword ‘community’, art events
seem ever closer and dearer to the people. Many of the community art initiated from the
bottom up, since 1997, due to the drastic changes in the political environment and the
increase of social movements have promoted civic awareness in the local communities:
After the Umbrella Movement we have the appeal for ‘Umbrella in the Community’, while
the spontaneous protest art ‘Lennon Wall’ of 2019 could be found in all the eighteen
districts, demonstrating the rise and accumulation of civil power. Can community art
in Hong Kong build communities? This research focuses on community art projects
commenced after 1997, with the help of literature and interviews with organisers
and audiences, and participant observation methodology, to see how community art
practitioners formed relationships with the community. Adopting as framework are the
five major orientations in community building, namely People, Culture, Place, Landscape,
and Production, proposed by Kiyoshi Miyazaki, to examine how community art in Hong
Kong built communities; while Yu Kwok-Llit Louis’ ‘BEAM theory’ and Joshua Guetzkow’s
‘Mechanisms of Arts Impact’ are applied to the evaluation of the comparatively successful
examples of community building. The essay attempts to find out the criteria for art to
effectively build communities, analyse the difficulties and challenges, and explore the
possibilities of sustainable development.

What is Community Art?

The diverse community art in Hong Kong is not divided geographically. lan Russell
defines ‘community’ as a group of people who share common values, languages,
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behaviours, beliefs, or cultures.! In Hong Kong, community art has a broader definition
not limited to traditional art media; it is more a practice, as expounded by Scott Marsden,
‘Community art is a practice that believes the production of arts is a social activity that
expresses people’s lived experiences. Community art, by its very nature has no common
aesthetic standard. The aesthetics of this art are fundamentally grounded in its content
and culture’.?

How Does Art Build Relationships With the Community?

Art connects communities in myriad forms. It is a simpler process when the culture of
a community is used solely as material for purely individual creation without involving
interaction with others, though connection with the community will be limited. On the
other hand, working with members of the community requires mutual understanding
and consensus. Community art from the top down may lead to problems. For example, in
2020, artists from the Cattle Depot Artist Village protested against the ‘'unseemly’ mural
outside the complex commissioned by the Hong Kong Sheng Kung Hui Welfare Council,
such that it had to be redesigned.> At about the same time, ‘Heart of Cyberpunk’, held at
Tung Chau Street Temporary Market in Sham Shui Po, collaborated with small businesses
in the community. However, the fact that the exhibition caused the displacement of
homeless people also created conflicts between art and the community.* Communities
involve various interests and complicated relationships. How can community art
practitioners intervene?

1 From the keynote speech, ‘On Making Things with People, Or How | learn to Stop Objectifying and
Love Art’ by lan Alden Russell at ‘Forum on Community Arts 2018: Community Arts Keywords’, co-
organised by M.A. in Cultural Management and Centre for Cultural Studies and the Department of
Cultural and Religious Studies, the Chinese University of Hong Kong, 17 March 2018.

2 Scott Marsden, Naming a Practice: Curatorial Strategies for the Future, ed. Peter White (Banff: Walter
Phillips Gallery and Banff Centre Press, 1996), 195.

3 ‘Hong Kong Sheng Kung Hui received 80 million dollars from the Urban Redevelopment Authority
to build Kowloon City Walking Trail: Cattle Depot Artists criticise as irrelevant and indecent’ (in
Chinese), InMmedia, 14 November 2020, accessed on 28 September 2021, http:/www.inmediahk.net/
node/1078832.

4 hkmalls, ‘The double-edged sword of artistic revitalisation and social issues: Heart of Cyberpunk at
Tung Chau Street Temporary Market, Sham Shui Po’ (in Chinese), Medium, 20 October 2020, accessed
on September 28, 2021, https://medium.com/mall/---heart-of-cyberpunk-1b47ca8eé6bef.
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Emotional relationships are established over time. According to the community art
practitioners interviewed, in the beginning it is necessary to gradually inform oneself
of the community, develop interpersonal networks, get acquainted with members
of the community, and attain mutual trust. This will happen naturally if the art and
cultural practitioners are themselves community stakeholders. Otherwise, many non-
stakeholders collaborate with organisations in the community. MaD ambassadors would
go from door to door, meeting members of the community. Curator and project manager,
Stephanie Cheung, explained that in Chinese culture, when one assumed the role of
guest, things would somehow work out with the hosts, and new things achieved.’

Now with an identity, what role should practitioners play in the art events? Ching Chin-
wai Luke thought that they could act as ‘indicators’ and ‘catalysts’: “To manifest the
hidden relationship of things in an easily comprehensible form, one needs empathy,
observation, and also an appropriate form of expression, which can be traditional fine
arts or quotidien... A catalyst creates a new common, connecting people and things
normally unrelated to form relationships, close or remote.” Sandy Chan, former curator
of YMCArts,” described art as a ‘companion’® for the villagers of Ma Shi Po. Faced with
land resumption, the artists working in the village gave the villagers support and
courage to face adversity, and creativity to find solutions. Chau Hei-suen Suki of Viva
Blue House proposed that the ‘advocate’ should also be a ‘coordinator’, bringing different
stakeholders to a consensus.’

How about connecting with minority groups? It is essential to be aware of the power
relations between artists, institutions, and the community. Nicolas Bourriaud’s theory of
relational aesthetics proposes that the artist is a facilitator rather than a producer; he
hands over the power to the community and provides assistance to build a community
of its desire.l® Senior curator Ho Hing-kay Oscar pointed out the need to believe in the
potentials of the community; artists should only play the role of animator, to support and

From an interview with Stephanie Cheung, curator and project manager of MaD, on 7 April 2020.
From an interview with Ching Chin-wai Luke on 30 September 2021.
Restpiration-The Feast, https://www.facebook.com/YmcArtsinEducationProject/.

From an interview with Sandy Chan on 23 December 20109.

O 0 N o WU

From an interview with Chau Hei-suen Suki of Viva Blue House on 28 July 2019, conducted by research
assistant Sunny Cheng.

10 Nicolas Bourriaud, ‘Relational Aesthetics,’ Participation (2006), 160-171.
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mediate.’ Organised by Community Museum, ‘One Day Exhibition in Your Community:
From Home to Neighbourhood’ (2020-2021) was an exhibition project led by artists and
executed by the community. (Plate 1) Exhibition of works by members of the community
was accompanied by interesting programmes designed by Community Museum, such
as free vegetable seedlings to promote local agriculture, sharing by experts, sketching
workshops, and improvised creation. As they appreciated the exhibits, members of the
community exchanged experiences, forged connections and accumulated aesthetic
experience. Popular and fun, the exhibition was nevertheless professional.

Does the Community Need Art?

Art practitioners may choose to play different roles, but does the community really
need art?

1. Personal needs

Art fulfills the needs for self-realisation, creative expression, and the pursuit of
aesthetic skills. Community service has always incorporated a wide range of art events
and courses for members of the community.

2. Lending a voice to the minorities

Impressive community art projects often empower the minorities through art, such
as V-artivist (2007-) for the residents of urban redevelopment; St. James’ Settlement
for the victims of displacement, the conservation of Blue House (2010-); YMCArts
preserved a village and resisted the bulldozers with education, promoting the idea of
urban-rural coexistence (2010-2019); MaD supported Tin Shau Bazaar (2014), which
provided employment opportunities for minority groups. It is a common practice of
community art to speak out for and raise awareness of the minorities.

3. Empowerment

Chau Hei-suen Suki evaluated, ‘If we only emphasise on community issues, it may

11 Ho Hing-kay Oscar, ‘Difficult Art: On Community Art’ (in Chinese), Hong Kong Economic Journal, 16
April 2007, accessed on 28 September 2021, http://www.artscritics.hk/?a=doc&id=370.
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feel irrelevant to the other citizens. Art can expand our scope of inquiry.’*? Take
redevelopment as an example. We can ask, does society need communities? Should
community networks and neighbourliness be cherished? Art promotes the sense of
pride, belonging and identity in the community, creates a collective consciousness and
brings the community together, thereby increasing community capital and preserving
valuable cultural heritage. For instance, the idea of ‘preservation’ of both the house
and the residents in Blue House prevents the erasure of history by property developers
and ensures the passing on of heritage. Sometimes art is more readily accepted than
criticism and direct action as it triggers imagination and produces new meanings.

4. Connecting with people

While art can help raise awareness of issues, what does it do when there are no major
stakes? Sanmu Chan, curator of Green Wave Art (2016-2019) reflected on the fact that
when many Yau Ma Tei residents were living in subdivided flats and working long hours,
they did not ‘give a shit’ to the notion of community or art.'* Brother Keung from To
Kwa Wan liked the way art bridged people. Passing by Chingchun Warehouse, he saw
the television showing the World Cup, and learnt about this platform. Appreciating
how different people gathered there and shared equally, he participated in the art
events. Art also connects generations, families and ethnic groups, promotes interracial
communication and harmony, and the diversity of community culture.

5. Providing comfort

While community art often emphasises the need to make change in the community,
instead of immediate and substantial change, most of the time it only raises awareness
of a certain issue. Scholar Mo Kar-him said that art could ‘connect different people,
stimulate ideas and discussions at a lower cost, and is an ideal platform for inspiring
ideas.’> Lam Yuk-fai believed that the community art he made could make people

12 See note 9.

13 Tsang Hiu-ling, ‘Ways of Seeing: The Green Wave Art-Places of Public Entertainment Licence Scandal:
What is at Stake in Community Art other than Money and Space?’ (in Chinese), Ming Pao, 9 December
2018. Last accessed on 28 September 2021, https://today.line.me/hk/v2/article/OXEVpE.

14 From an interview with Brother Keung from 13 Streets, To Kwa Wan on 15 December 2018, conducted

by research assistant Sunny Cheng.

15 Allen Ng, ‘Imagining Space in North Point: Interviewing Rina Ko and Mo Kar-him of Urban Design
Lab’ (in Chinese), Via North Point, vol.3, 2020, accessed on 28 September 2021, https://www.via-
northpoint.hk/-3/.
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happy, let go of negativity and live an active life.!® Scholar Siu King-chung suggested,
‘Community design in Hong Kong is probably a project of nostalgia. It may be out of
good intentions on the part of the funding bodies to support projects that allow people
to be nostalgic and deal with loss.’”” Community art may provide the means to relieve
stress and bring comfort to the people, stablising the society with temporary relief. Mo
Kar-him remarked that, when opinions accumulated they would get attention, leading to
possible investment by the government on resources for feasible solutions.!®

6. Promoting community economy

Begun in 2014, ‘Sustainable Lai Chi Wo’ combined history, ecological conservation, art,
and rural development. Participating indigenous resident David hoped that with more
people knowing about Lai Chi Wo, the village would see more opportunities and the
return of departed villagers and be revitalised.?

Once There Is A Way In,
How Do We Unite The People And Establish Emotional Relationships?

Knowing the community, field research, understanding the thoughts and needs of the
locals, finding out what is at stake in the community, discovering the community’s
potential and beauty, connecting with the locals, etc., are common approaches of
community art. Simon Go, Project Director of Hulu Culture, found that among the
villages they had engaged with, Yim Tin Tsai was more receptive to art. Since 1998
the island had been abandoned. The village head Chan Chung-yin, together with some
fellow villagers, were dedicated to revitalising the community in the hope that the
residents would return. The chapel was restored in 2004, followed by the salt pans, the
setting up of a history museum and showroom of cultural relics. Over the years, they

16 Qin Tao, ‘Priscilla Leung hopes to help grassroots children realize self-improvement,” Wen Wei Po, 11
September 2021, accessed 28 September 2021,
https://www.wenweipo.com/s/202109/11/AP613c8207e4b08d3407d9b0db.html.

17 Siu King-chung, ‘North Point Style, Via North Point’ (in Chinese), Via North Point, vol.3, 2020, pp.16-17,
accessed on 28 September 2021: https://www.via-northpoint.hk/-3/.

18 See note 15.

19 Directed by Lai Yik Ho, 2016 RTHK Hong Kong Geographic - A Forgotten Country (Lai Chi Wo)’ (in
Chinese), Radio Hong Kong, 2016. Uploaded to YouTube on 8 June 2021, accessed 28 September 2021,
https://youtu.be/HeMv64CeVok.



Creative Strategies for Hong Kong Community Art in Community Building

have established relationships with numerous social organisations and attracted many
visitors. To the existing rich historical, cultural, religious, and ecological characteristics,
the inclusion of art became logical, and aligned with the villagers’ vision to create a
cultural village and an open museum out of Yim Tin Tsai. Yim Tin Tsai Arts Festival was
selected by the Tourism Commission as a pilot project.?°

When people click, then all is well. What if the community knows nothing about art?
There can be many approaches, and some of the below have been adopted by community
art practitioners:

1. Art as life
Community art events are mostly closely related to everyday life, and communicated
through humorous, simple, and direct language. Food and tourism are always popular.

2. Gifts as incentives

‘Bread and circuses’: the trick is old, but it works. Art organisations seek meaning in what
they do. For example, Oi! shared herbal tea to encourage a redefining of perception on
‘perfection’ and ‘imperfection’ through exchange and engagement.

3. Guided tours

Many community organisations, such as Mapopo Community Farm, V-artivist, Woofer Ten,
Chingchun Warehouse and Blue House, organise community guided tours, introducing
community issues to the public. Many join these paid tours, which are sometimes
organised and led by members of the community.

4. Sharing

Sharing, instead of monetary exchange, also brings people closer together. The open
space of Blue House is enjoyed and managed by the community. Oi! houses a shared
kitchen. Woofer Ten (2009-2015) was a community salon where everyone was welcome.
Chingchun Warehouse is a shared workshop. With ‘Our Brooms’ (2021), Ching Chin-wai
Luke swept the fallen leaves in the park together with members of the community,
sculpting verses as they alleviated the cleaners’ workload. There are also community

20 From an interview with Simon Go on 18 September 2021.
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bookshelves and community refrigerators. These events connect members of the
community, enable sharing of resources, and make interesting things happen.

5. Education and co-learning

Another common approach is co-learning. Organising courses can gather people with
mutual interests, improve skills, conserve community culture, and increase community
human capital. Almost all community art events involve talks and training courses.
‘Project C’ in Fotan sustains the art community through apprenticeship. YMCArts is a
creative art education project. Chingchun Warehouse’s highlight is the woodworking
course by Master Lung. V-artivist developed the “3A Video Technique Laboratory’, sharing
techniques for expression and creation through video. ‘3A’ is ‘Affordable’, ‘Accessible’, and
‘Applicable’ technical knowledge.?* Members of V-artivist believed that when members
of the community mastered technology, they could speak out more confidently and
autonomously.

6. Communication, appreciation, commendation

Promotion and communication through social media are indispensable. The community
paper is a common way to unite the community: Wooferpost by Woofer Ten, Stone
Nullah Post by Blue House, Via Community Zine by Via North Point (2020). Wooferpost
reported interesting happenings in the community, commended good people and deeds,
conserved community culture, and included contributions by members of the community.

7. Together in adversity

V-artivist intervenes into the community with a humble learning attitude, engaging with
the community without an obvious agenda. Whenever they meet interested individuals
at the social screenings, they will engage them at the next event. Some they have met
in the mutual struggle against redevelopment, with whom they have established trust
in the process, and can easily find collaborators in them.

8. Creative use of public space

It is also a common practice to organise small events in public spaces and bring people
together. Him Lo, together with several designers, opened a small stall ‘The Upcycling
Bird’ (2016-2017) in Hau Tei Square Hawker Bazaar in Tsuen Wan, selling upcycled

21 V-artivist, ‘About 3A Video Technique Laboratory, WordPress, accessed on 28 September 2021,
https://3alab.wordpress.com/about/.
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textile products. Every Wednesday, designers weaved strips of old cloth opposite the
stall in Fuk Loi Estate as they chatted with the neighbours and collected stories of
textile from them, to compile an oral history of the local textile industry.??

9. Construction of memory through repetition

V-artivist and The Upcycling Bird create creative public spaces by holding events in the
same place repeatedly. Him Lo said, ‘Without “The Upcycling Bird”, we would have only
one-off events. Community art is an accumulated effort. Only through repetition can
members of the community eventually grasp the meaning of the seemingly insignificant
events.’””®> At Green Wave Art, there were weekly, monthly, and annual events. Recurring
programmes accumulate an audience, establishing an image within the community.

10. Shock

With funding from the Hong Kong Arts Development Council, Green Wave Art’s approach
to community art, different from those of social service organisations and official
institutions, is more art-oriented. Often when promoting contemporary art in the
community, critical aesthetics, and shock of the new, commonly used in contemporary art
practices, are employed. Though not as friendly as the other methods, it also succeeded
in gathering folks. In 2016, a Polish performance artist they invited knelt and crawled
outside the art space, alarming the neighbours who reported the mad woman to the
police. (Plate 2) Sanmu Chan and the others took the opportunity to explain to the
neighbours and the police what performance art was.** As a performance art festival
took place every year, the neighbours were accustomed to the shocking sights. Some
even stopped to watch.? This may not be a popular approach, yet Green Wave Art still
managed to bring together an interested audience and community.

22 Gi, ‘The Upcycling Bird: A Weaving Experiment inspired by the Market’ (in Chinese), Little Post, 28 April
2017, accessed on 28 September 2021, https://littlepost.hk/2017/04/28/theupcyclingbird/.

23 Ibid.

24 Poon Ho-yan, "Green Wave Art” in Yau Ma Tei: Speaking with the Community in Art’ (in Chinese),
HKO01, 18 August 2016, accessed on 28 September 2021, https://www.hk01.com/%E8%97%9D%E6%96
%87/43496/%ET7 %A4%BE%ES5%8D %80%E8%97 %9D %E8%A1%93-%E6%B2%BI%ES%BA%BB%ES%9C%B
0%E6%9C%89%ES5%80%8B-%E7%A2%A7 %E6%B3%A2%E6%BA%BC-%ET %94%A8%EB%O7 %IDWES%AL
%93%E8%88%87 %EBWBAL%I7 HES5%ID%BA%ES5%B0%BD%EBWAI%B1

25 From an interview with Au-yeung Tung of Green Wave Art on 20 March 2019.
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Community Building

Above are some methods with which to connect members of a community. Now how do we
build a community? Community building expert Professor Kiyoshi Miyazaki proposed the five
major aspects of community building and development: People, Culture, Place, Landscape,
and Production.?¢ With this structure, | shall discuss some examples in Hong Kong.

1. People

‘People’ refers to how one might meet the common needs of the community and develop
different levels of interpersonal relationships.?” In this respect, Blue House has a more
organised structure, with three groups of target audience: The public, members of the
Wan Chai community, and the residents and business owners of Blue House.?® Different
events are designed for a different group, with clear goals. (Plate 3)

In terms of collaboration between community art practitioners and the community,
referencing the ‘New Urban Arts Creative Practice Rubric’,?® the five levels put forth
in the theory are converted hereby into five categories, distinguished by the degree of
public participation.

In the first category ‘Initiated by artists and collaborated by the community’, artists
plan and carry out community art creation, while the local residents and shop owners
provide resources such as venue support, but do not participate in the creative process.
One example is ‘Few Few Prize, Many Many Praise’ by Woofer Ten. The artists made
trophies and put them in the awarded shops to where the audience were directed,
thereby transforming the community into one exhibition space.

In the second category ‘Proposed by artists and participated by the community’, artists
propose some actions or set up situations to be participated by the community. One
example is ‘Stories by The Field’ (tianbian gushiguan) (2011) by YMCArts in which used

26 Zeng Xuzheng, Taiwan’s Community Building (New Edition): New Society, New Culture, New People
(Taiwan: Walkers Cultural Enterprise Ltd., 2013), 16-19.

27 Ibid.

28 Dora Cheng, ‘St. James’ Settlement Community Development Services’ (in Chinese), St. James’
Settlement, 8 May 2017, accessed on 16 July 2019, https://www.ciif.gov.hk/download/tc/promotion-
and-education-event/ev00121/partl.pdf.

29 See note 1.
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daily objects of the villagers were collected and exhibited, alongside the villagers’
stories that enriched the event.

The third category is ‘Proposed by artists, participated and modified by the community’.
One example is ‘Home Where the Yellow Banners Fly’, a documentary made by V-artivist
in 2006. It was a collective creation involving various shots taken by members of the
community,to expresstheinjusticesincurred by urbanredevelopmentand theiraspirations.

The fourth category is ‘Initiated by the community and assisted by artists’. For example,
Living in Harmony®® in the Yim Tin Tsai Arts Festival, a work conceived by the villagers
and created with the initial assistance of artists, was a transparent space that merged
with the natural environment. The artwork situated at the salt pans was equipped with

indoor salt evaporation function.

The fifth category ‘New art projects by the community in collaboration with professionals’
can be illustrated by ‘Dialogue!” (2013, 2015, 2017) at Oi! which promoted mutual
understanding and collaboration between different creative units. In another example
we have Vangi Fong and Uncle Mui sharing their farming experience with the community
at Woofer Ten (2013), developing hanging potted plants and organising workshops,*
cultivating in the gaps of the city.

Therearealsointra/inter-communityandinternationalcollaborationsbetweencommunity
organisations. With common goals and different strengths, these collaborations create

greater force, networks, and connections, inspiring the communities.

2. Culture

‘Culture’ refers to the inheritance and continuation of a common history and culture.??
Many community art centres conserve traditional crafts, applying their understanding
of the historical and cultural background and folk wisdom to the everyday. Community-
initiated cultural guided tours are another example.

30 The creators of ‘Living in Harmony’ are ‘The Rural Committee of Yim Tin Tsai’ and ‘The Salt and Light
Preservation Centre’. Artist Homan Ho helped drafting the design at the initial stage.

31 Bao, ‘Rooftop Party’ (in Chinese), U Magazine, 7 September 2012, L0O08-015.
32 See note 26.
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3. Place

‘Place’ refers to the preservation and promotion of a community’s geographical
characteristics, with an emphasis on localisation.** A bench was placed outside Woofer
Ten for the pedestrians and to encourage dialogue between members of the community.
Taking over the space, Green Wave Art installed the bench under the road sign, adding
onto it the words ‘goodwill’ and ‘conscience’, for the law enforcers’ consideration. The
bench stayed there for a while before being removed. Most works in the Yim Tin Tsai
Arts Festival responded to the natural environment to shape a landscape for green
tourism, such as Coming Home and Flowing wave-Walking cloud.

4. Production

‘Production’ refers to the creation, production, and marketing of unique local products
to promote the local economy.** Woofer Ten sold ‘revolutionary mooncakes’ during the
Mid-Autumn Festival to protest against rent increase, and ‘Occupy Supports Small Shops’
during the Umbrella Movement. ‘Wooferhui’ was about resource sharing, bartering,
free pricing and free gift. Blue House held a similar activity ‘Bargain Stalls’. Creative
economic events as such attach importance to social issues and human exchanges,
mostly to promote exchanges within the community and community building.

5. Landscape

‘Landscape’refersto howacommunity creates aunique landscape, whetheritis sustainable,
and whether members of the community are involved and assist in the creation of a unique
landscape.® V-artivist believes that citizens have the right to express themselves in public
places. Over a long period, it has engaged itself in the mutual understanding with the
management as members use the public space between Ki Lung Street and Nam Cheong
Street every month for community screenings,* creating a space for community exchange
from scratch. (Plate 4) Another prominent example is Blue House, a characteristic cultural
landmark and a living museum, serving as both residence and museum, jointly managed
by the residents with sustainable development in view.

33 Ibid.
34 Ibid.
35 Ibid.

36 From an interview with Lee Wai-yi, director of V-artivist on 16 January 2020, conducted by research
assistant Sunny Cheng.

140



Creative Strategies for Hong Kong Community Art in Community Building

Difficulties and Challenges

Above are the categories of community art. Apart from form, motivation is also crucial.
How do we inspire motivation?

1. Sources of motivation

i. Self-motivation

Before one can move oneself and others, self-motivation is needed. Abandoning the
inflexible funding model, ‘Window and Alley’ (2021-) and ‘halfcup squat’ (2021-) are
self-sustainable endeavours that slowly explore the needs of the community and its
people as events are organised. This proves to be livelier. Him Lo, one of the organisers
of Window and Alley, and Lee Wai-yi, person-in-charge of halfcup squat, concurred that
when funding and resources are lacking, participants are more willing to contribute
to the art activity.”-* However this model requires a committed person or team to
maintain, as continuous resources do not come by easily. Suki Chau also emphasises the
importance of commitment; while many just talk and want their ideas to be adopted,
the proposer should consider how much he or she could commit.?® Lee Wai-yi and Sandy
Chan are very committed. They have been working in community art for over a decade.
What motivates them? Unanimously, they said that work was a life practice.®#

ii. Ownership brings dedication

It is difficult to survive without sponsorship. Most community art in Hong Kong is
sponsored by the government or government-related organisations. It is rare to have
community art organised by the government that is carried out with passion instead

37 V-artivist, ‘Take to the heather with art: an exchange among community arts workers: The Pros and
Cons of Community Art/Participation (transcript)’ (in Chinese), InMedia, 19 January 2018, accessed 20
July 2018, https://www.inmediahk.net/%E5%8B%9E%ES5%B7 %A5/%E3%80%90%E8%90%BD %E8%8D %
89%E7%82%BA%ES%I7%IDBE2%80%94%E7 %A4%BEBES%ED%B0BEF%BC%EF%ET7%A4%BE%ET %BE
K%BA4%BEBK%IT7 %IDWBEBHBAL%IZ%EA4%BA%BA4%ECKBS %81 %EZ%80%91%EF%BCHIABET %A4%BE%ES %D
%80%E8%97%9D%BE8%AL%IZWBEF%BC%8FBEB8%AL%IT7 BES5%ID %E8A%ES%BF%83%E8%88%87 %E4%B9
%8B%E6%ADBAIBEB%B2%A0BE6%AS%B5%EF%BC%BBHEE%I6%87 BES5%AD %97 %E7%B4%80%ES %8
C%84%EF%BC%89

38 See note 36.

39 From an interview with Chau Hei-suen Suki of Viva Blue House on 28 July 2019, conducted by research
assistant Sunny Cheng.

40 See note 38.
41 From an interview with Sandy Chan of YMCArts on 23 December 2019.
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of a bureaucratic mindset. Funding and minimal intervention are preferable. Culture
andart require flexibility and space for exploration. There will be more motivation when
organisers have ownership.

iii. External threat

Pearls form when a microscopic intruder or parasite enters a mollusk. Watercress that
has been trampled on becomes stronger. Usually, when external forces threaten their
lives, members of a community will unite to express their demands, and the community
will become unified and motivated, sometimes gaining more attention through art. But
when the threat is gone, so will the motivation, then a new focus is needed.

iv. Sense of cultural identity

‘Cultural identity is a generator and will push you to do many things, said Chan Tze-
leung Nicholas, chairman of the Salt and Light Preservation Centre.*? No one lives in
Yim Tin Tsai anymore, but the conserved St. Joseph’s Chapel and salt pans on the island
received the Award of Merit from UNESCO Asia-Pacific Awards for Cultural Heritage
Conservation. The harmonious coexistence of Hakka culture, Western religion and
ecological environment makes it unique and encourages the villagers to continue
working on the revitalisation and promotion of the community.

v. Respect for the stakeholders

Many community art events have partners in or are organised by social service
organisations. Social workers have a long history in the community: The ‘Neighbourhood
Level Community Development Project’ began in 1978. The social service organisations
generally hold a more moderate political stance, while activists who initiate solutions to
problems in the community tend to be more politically active. When the two collaborate,
there is generally a mutual respect for the respective focus. For example, YMCArts
in general does not intervene in political actions but focuses on art education, while
Mapopo Community Farm takes care of the political issues. This division of labour has
allowed the project to run for almost a decade.

vi. Belief, memories, art, everyday life
Regarding motivation in community art, we may refer to the ‘BEAM’ cultural construction

42 Lau Tung-yan, ‘Refusing the Sham Tseng Roasted Goose: Yim Tin Tsai Arts Festival is a Romance of
Salt’ (in Chinese), Ming Pao, 6 December 2019, D08.
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theory by veteran arts administrator Yu Kwok-lit Louis. ‘BEAM’ stands for Believe and
Value, Everyday life, Arts and Creation, and Memories.** With the four together, there
may be more dynamics and sustainability, like some of the works in Yim Tin Tsai Arts
Festival are retained by the community after the three-year festival is over, unlike in
most cases where the community art is taken down after the event. Some of these works
are initiated by local stakeholders, such as The Parable of the Good Shepherd (2021) in
front of the chapel. (Plate 5) The creators of the work** are a local village priest and
an architect who conserved the chapel. The image references Psalm 23, The Lord is my
Shepherd, a classic hymn known to many believers (Memories). In line with the Christian
message of love (Belief), the work is a clever take on the metaphor of the stairway to
heaven. The patterns of the stone steps become the fleece of the sheep, together with
the mosaics, it becomes a unique artistic style (Art). Made of durable stone, it serves for
everyday teaching (Everyday life). The work remains after the festival.

2. How do we deal with differences in the community?

There are different stakeholders in the community with different opinions. How to
work together? Mo Kar-him stated that participants should be able to ‘magnify and
minimise’: to ‘magnify’ participation of community building and ‘minimise’ conflicts.
There should be sufficient time to break in and for a consensus to be reached.® In
Stephanie Cheung’s experience, participants have to understand the thought processes
and languages of different sectors, find the common ground, and use expressions that
can be understood by other sectors, such as combining the concept of ‘education’ with
art and culture, so that people in other sectors can more easily comprehend the value

of community art.*¢

3. How to deepen sustainable development?
Sanmu Chan admitted that the development and execution of community art required a
long time during which artists got to know the community and established relationships

43 From the talk ‘ACC Alumni Conversations: Shaping Our City with Culture’ organised by Asian Cultural
Council Hong Kong on 16 January 2021.

44 The Parable of the Shepherd, by Rev. Chan Chi-ming Dominic, Fr. Pierangelo Pagani, Albano Poli,
Kwong Sum-yee Anna.

45 See note 15.

46 From an interview with Stephanie Cheung, curator and project manager of MaD on 7 April 2020.
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and trust with members of the community, especially for inexperienced artists.*
According to Stephanie Cheung, MaD makes application for new projects in the same
community so that a programme would continue to develop.*®

4. How to avoid gentrification?

When a community becomes a sight, the prices and rent of the area may increase, as
with the living costs of the inhabitants, whose daily lives may be disturbed by the
influx of tourists. Of this many arts and cultural organisations are aware and have
corresponding strategies. The ‘Heritage Interpretation Area’ of Blue House can only
be visited on a guided tour.** When designing guided tours, YMCArts and MaD would
avoid the homes of villagers who do not wish to be disturbed.*®>! ‘Inter-Island Festival’
(2020) informed the islanders of the events beforehand so that they might participate
in them.>? More interaction between members of the community and the public also
promotes communication, and many tours are guided by locals. While Woofer Ten
remained grassroot,’® its renown did not bring about gentrification of the area. Chan
Chung-yin, village head of Yim Tin Tsai, hoped to preserve the peaceful life on the
island. However, in the 2021 Festival, there were as many as 2,900 visitors to the island
in a day, forming long queues at the pier and overwhelmed the island. It was hoped that
the pier would be improved and more sights in Sai Kung would divert the crowds in the
future.®* Due to the epidemic, local tourism experiences a boom, and art organisations
have to deal with and balance the needs of residents and tourists.

47 From an interview with Sanmu Chan and Au-yeung Tung of Green Wave Art on 20 March 2019.
48 See note 46.

49 From an interview with Chau Hei-suen Suki of Viva Blue House on 28 July 2019, conducted by research
assistant Sunny Cheng.

50 See note 46.
51 See note 41.

52 Surman Woo, ‘Island Festival, San Po Kong Walking: Local Art Tours Connect the Communities’ (in
Chinese), Ming Pao, 26 March 2021, DO1.

53 From an interview with Lee Chun-fung, core member of Woofer Ten, on 18 March 2019.

54 From an interview with Simon Go on 18 September 2021.
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Mechanisms of Arts Impact

How do we evaluate the effectiveness of community building? Every individual, activity,
and organisation is different and needs to be evaluated according to its goal and vision.
Referencing Joshua Guetzkow’s ‘Mechanisms of Arts Impact’,> divided into Individual
and Community, under the former are Material/Health, Cognitive/Psychological, and
Interpersonal, while under the latter there are Economic, Cultural, and Social. On the
other side, Individual and Community are divided into Direct Involvement, Audience
Participation, Presence of Artists and Arts Organisation & Institutions, as shown in the
following table.

Direct Involvement Audience Presence of Artists and Arts
Participation Organization & Institutions
T:s; g Builds interpersonal Increases Increase individual
© | 3 | ties and promotes opportunities for | opportunity and
% E volunteering, which enjoyment propensity to be involved
= | ® | improves health in the arts
o Relieves Stress
'z" Increases opportunities
for self-expression and
enjoyment
Reduces delinquency in
high-risk youth
Z § Increases sense of Increase cultural
S | '® | individual efficacy and capital
E 2 | self-esteem
S '§ Enhances visuo
& | Improves individuals’ spatial reasoning
o | sense of belonging (Mozart effect)
= | or attachment to a
€ | community Improves school
5 performance
Improves human capital:
skills and creative abilities

55 Joshua Guetzkow, ‘How the Arts Impact Communities’ (paper presented at the Taking the Measure of
the Culture Conference, Center for Arts and Cultural Policy Studies, Princeton University, 7 June 2002),
accessed 20 July 2018, www.princeton.edu/culturalpolicy/workpap/WP20%20-%20Guetzkow.pdf
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Presence of Artists and Arts
Organization & Institutions

Audience
Participation

Direct Involvement

Interpersonal

Builds individual social
networks

Enhances ability to
work with others and
communicate ideas

Increases
tolerance of
others

Leads to positive
community
norms, such

as diversity,
tolerance and
free expression

.2 | Wages to paid employees People (esp. Increases propensity of
§ tourists/visitors) | community members to
S spend money participate in the arts
L on attending
the arts and on Increases attractiveness
local business. of area to tourists,
Further, local businesses, people (esp.
spending by high skill workers) and
these arts investments
venues and
patronised Fosters a ‘creative milieu’
business that spurs economic
has indirect growth in creative
multiplier industries
effects
Greater likelihood of
revitalization
T.E Increases sense of Builds Improves community
2 | collective identity and community image and status
o | efficacy identity and
pride
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Direct Involvement Audience Presence of Artists and Arts
Participation Organization & Institutions
® | Builds social capital by People come Promotes neighborhood
é getting people involved, by | together who cultural diversity
connecting organizations might not
to each other and by otherwise come | Reduces neighborhood
giving participants into contact crime and delinquency
experience and working with each other
with local government and
nonprofits

Table 1: Mechanisms of Arts Impact by Joshua Guetzkow, 2002.

Based on the above Mechanism, objectives of the organisations, actual participation,
observation and interview of participants, some outstanding community building skills
can be discerned. In the case of Blue House, a bottom-up community conservation
project involving stakeholders from different sectors and residents in management
nurtures self-sufficient and creative members, the likes of Sis May and Master Lung.
The neighbourhood relations advocated by Blue House has won approval, and the ‘Good
Neighbour Scheme’ receives many applications despite the high rent. Another example,
the Hong Kong Arts Development Council initiated and supported Shanghai Street
Artspace for more than two decades. They gave managing organisations a high degree
of freedom. ADC plays the role of funder, and artists assume sole responsibility for the
project. With the progressive efforts of Woofer Ten and Green Wave Art and those who
came before them, some expressed that the previous rough image of the neighbourhood
had improved,*® and more people were willing to visit. Various interesting arts and
cultural organisations have also inhabited the area, such as 18 Pitt Street, So Boring, Kai
Fong Pai Dong, among others. Sometimes collaborating, their interactions are organic.

In the rural areas, Lai Chi Wo and Yim Tin Tsai demonstrate respective strengths in
their community building. The rural sustainability project of Lai Chi Wo has successfully
brought back old and new villagers, such as Lai Ka-yi, an environmental artist who
likes connecting with the land, and returning villager Wong Kwan-ying, who enjoys

56 See note 53.
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farming and teaching Cha Kwo making. The latter said jokingly that she ‘fell into the
trap while having fun.”” Yim Tin Tsai Arts Festival emphasised the five senses. The
participatory art incorporated nature, history, religion, and Hakka culture, successfully
shaping the local characteristics, attracting many tourists. Curator Simon Go said that
through the Festival, the villagers enjoyed an enhanced sense of value and unity, which
had a positive effect on the future revitalisation plan.’® The seeds of art sowed by ‘Hi!
Hill' (2018) in Chuen Lung Village seem to have taken root, as the abandoned Koon Man
School will be repurposed into the ‘Koon Man Space’, funded by the government and run
by the Hong Kong International Photography Festival.

Due to the epidemic, virtual community exhibitions also performed outstandingly in
2020, when many community art exhibitions were held online. Virtual exhibitions and
guided tours have no time or geographical constraints and can accommodate more
participants. The easy browsing of information and videos is conducive to in-depth
understanding of culture. However, virtual exhibitions do not do justice to sense-
oriented exhibits, and the audience cannot experience nature through them. Virtual and
physical exhibitions have different advantages. Virtual communities communicate and
connect through social media, complementing the physical communities. Believably,
virtual communities and events will become the future trend.

Conclusion

In recent years, various community art experiments have been conducted in the
community, some independent, some subsidised, with the community as the mainstay
through long-term cultivation, as emphasised by many community art practitioners.
Collaboration between people from different sectors improves effectiveness. Familiar
with the local culture, members of the community tend to be more dedicated to its
heritage and sustainable development. Social service workers have the knowledge and
network to connect the community, while arts and cultural practitioners are more creative
in bringing out and activating community culture and imagining the community. They
build consensus, cultivate a sense of belonging and pride in the community. Community
building needs time, and it is commendable that the Hong Kong Arts Development
Council extended the funding of Shanghai Street Artspace from two years to three years

57 Centre for Civil Society and Governance, ‘Bond for Vitality 2013-2019’, 2020, accessed on 28
September 2021, https://www.youtube.com/watch?v=t13NMruRpHw.

58 See note 54.
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in 2020.°° As motivation is stronger in the community, it is best for events to be organised
from the bottom up, with goals set up by the people, and supported by funding bodies,
with enough space and freedom for art and community to develop organically.
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