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Spring Workshop is honoured to present Tai Kwun Contem-
porary's inaugural exhibition Dismantling the Scaffold. The
show has grown out of an auspicious convergence of timing.
As Spring Workshop begins a planned hiatus after five years of
collaborating with non-profit organisations and artists around
the world, Tai Kwun Contemporary engages in its first collabo-
ration as a new cultural hub.

With a mission to support Hong Kong's rapidly expanding art
ecology over a five-year period, the non-profit initiative Spring
Workshop (2012—2017) hosted a multitude of residencies,
exhibitions and programmes, working with artists and organ-
isations here and abroad while experimenting with the ideas
that underpin artistic engagement, audience experience,

and partnership.

What we offer here, as a parting gesture from Spring, is a
snapshot of the strength inherent to collaboration, a picture of
what blooms from years of dialogue, exchange and communal
effort. Together with Tai Kwun Contemporary, we aim to present
the power that art has to open conversations, to make voices
heard, and to bring us closer to recognising our positions in
the collective present.

As we marvel at the mysterious layers of the world, it can be
helpful to partially dismantle them, and to then take a look at
them from new angles and in a new light. This process creates
a space that nurtures fresh tendrils of understanding. For this
show, in close collaboration with Spring's team and the partic-
ipating artists, the curator Christina Li has brought together
works that reflect the value of this endeavour and the value of
collaboration.

We would like to thank The Hong Kong Jockey Club, Tai Kwun,
and Tai Kwun Contemporary for the opportunity to present
these artworks. We hope they provide you with glimmers

of insight into the radiant diversity of perspectives in our
shared world.
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Dismantling the Scaffold, presented by Spring Workshop, is Tai
Kwun Contemporary's inaugural exhibition. It showcases works
from local and international artists and collectives, presenting

a constellation of artworks that engage with the social and civil
structures we collectively inhabit. The multitude of artistic posi-
tions opens up insights, allowing for the examination and re-im-
agination of the established conventions, often unsaid and even
unnoticed, which give shape to our everyday lives. The concept
of the exhibition grows out of the two keystones of discipline
and collaboration: the unique context and history of the
exhibition site—the former Central Police Station compound—
demands a reflection on discipline and power, while the conver-
gence of two contemporary art organisations at a key moment
in their timelines—the beginning of Tai Kwun Contemporary and
Spring Workshop's planned hiatus in December 2017 after five
years of operation and programming—considers the potential
synergy made possible through cooperation.

Dismantling the Scaffold, conceived as a response to the rich
history of the site, marks the momentous opening of this his-
toric site to the public as it assumes a new role as permanent
cultural institution and heritage site in Hong Kong. The scaf-
fold—the main conceptual motif for the exhibition—is common-
ly understood in architectural terms as a temporary support
structure for repairs and changes made to a building. In its
lesser-known application, a scaffold also refers to a structure
used to stage public punishments in the past. As such, the title
weaves these two definitions to pinpoint the site's previous func-
tion as law-enforcement compound, judicial court, and correc-
tional facility leading up to its transformation into a key cultural
and heritage site.

“(...) an architecture that is no longer built simply to be seen
(as with the ostentation of palaces), or to observe the ex-
ternal space (cf. the geometry of fortresses), but to permit
an internal, articulated and detailed control—to render
visible those who are inside it; in more general terms, an
architecture that would operate to transform individuals: to
act on those it shelters, to provide a hold on their conduct,
to carry the effects of power right to them, to make it pos-
sible to know them, to alter them.”

The Means of Correct Training, Michel Foucault



The French theorist, philosopher, and historian Michel Fou-
cault, in his formative reading and analysis of architecture's
disciplinary function in society—specifically through the case
studies of prisons, psychiatric and medical institutions—con-
siders these built structures as apparatuses where economic,
political, and technological power could be exercised. As
specific spatial configurations, he posits that they were con-
structed with the intention to order, separate, and organise the
hierarchical dynamics between individuals and the social body
through technologies of visibility and surveillance. In the chap-
ter "The Spectacle of the Scaffold” of his seminal book Dis-
cipline and Punish, the philosopher dissects the juridical and
political dynamics at play within the ritualistic performances of
public executions where law and order is maintained. Grounded
by Foucault's reflections, the exhibition's framework centres
around the metaphor of the scaffold, and is a contemplation

of the multiple nuances of architecture, power structures, and
our everyday life.

On the one hand, the individual and collective artworks in Dis-
mantling the Scaffold explore the potential of art as a means to
unpack our relationship with society at large. The exhibition at
the same time attempts to unveil and break down some of the
invisible and visible structures that order our existence as well
as our interactions with one another. Working across fictional
and historical narratives, these artistic manifestations orig-
inate from daily encounters with the inner logic around built
infrastructure, institutions of administration and order, and
related issues around collaboration, historical amnesia, identity
politics, and individual autonomy. As a whole, Dismantling the
Scaffold proffers multiple interpretations to aspects of every-
day structures that underpin our reality as human beings in
contemporary civil society.

Architecture and urban space as a site of regulation

Drawing attention to how architecture and the built environ-
ment can act as intermediary to steer our daily experience,
Leung Chi Wo's iconic Colour Series (1999—-2003) affectively
visualises our psychological relationship with the city in
photographs of skyscapes confined by highrises in Central,
Hong Kong. These resulting outlines—negative spaces, in
effect—were later appropriated in a collaborative work with
the artist Sara Wong, The Spectacle of Space Consumption
(2008; remade in 2018). Batches of baked goods fashioned
after aforementioned imprints were produced on site and dis-
tributed to audiences over the span of the exhibition, making
tangible these spatial abstractions over social exchange in situ.
Engaging with the city as a controlled environment, Yvonne
Droge Wendel's Black Ball (2000—ongoing) proposes a playful
intervention in Hong Kong's highly regulated public sphere,



shown alongside video documentation of the ball's previous
journeys in cities such as Amsterdam, Newcastle, and Istanbul.
The otherwise functionless, three-and-a-half-metre felt ball
acts as an interface between each city and its inhabitants, and
reveals the attitudes and rules of public order of the communi-
ties the ball has interacted with along its way.

The urban built environment, in addition to its characteristic

as a sphere of constant power regulation and negotiation, is
also a nexus of frenzied economic and labour flows. A cluster
of artworks comment on the reverberations that rapid develop-
ment has brought upon the quality of life in the neighbouring
city of Guangzhou in the 1990s; the works were created by a
group of artists under the collective moniker of Big Tail Ele-
phant (active as a group from 1991 to 1998). Lin Yilin's House-
hold Goods | (1992), a seven-meter-long brick installation
made of construction materials readily available in China in the
1990s, represents the artist's contemplation on the effects of
the increased standardisation and unhinged expansion of the
real estate market to the everyday citizen. Liang Juhui's two
works, meanwhile, comment on the daily realities of those in
the heart of the construction boom in One Hour Game (1996)
and the manufacturing industry in Construction of a Place and
Ants (1998), and prompts the viewer to examine the repercus-
sions of economic growth on the workers' livelihoods. Shifting
focus to a different social site—the rural environment—Xu
Tan's recent field research Keywords Laboratory: Social Botany
(2012—2015) investigates issues around land, ecology, agricul-
ture, and survival, through which the schism and interdepend-
ence between the urban and the rural could be reconsidered in
light of the region's economic growth and urban progress.

The mechanisms of administration, order and mediation

If architecture is the means by which governing powers create
order in spatial terms, then the ensemble of institutions, estab-
lished conventions, laws, and administration are the princi-

ple forms of mediation and control that provide overarching
frameworks of intended stability for its population. The artist
trio Xijing Men (Tsuyoshi Ozawa, Chen Shaoxiong and Gimhong-
sok) imagines a fictive city-state Xijing, and the instalment
Chapter 4: | Love Xijing—The Daily Life of Xijing Presidents
(2009) humorously depicts the artists presiding over such
various facets of policy-making as education, law enforcement,
urban design, and currency management, all integral to the
basis of establishing a functioning social body. In SUPERFLEX's
Number of Visitors (2005), made with Jens Haaning, visitors
are reduced to real-time statistics on an oversized digital
counter, putting pure administration on display. Zooming in on
the apparatus of law enforcement and the theatrics of our me-
diated reality, Chen Shaoxiong, also part of Big Tail Elephant,



put these definitions into question via a feedback loop of
role-play in his early video Cop and Thief (1997) where the lines
between reality and make-believe, good and bad become ob-
solete. The mechanisms of representation are further extrap-
olated in Pak Sheung Chuen's remake of Killing 3000 (2018),
made in collaboration with a newly formed five-person collec-
tive LHO2, where they attempt to reconstruct the aesthetic and
psychological space of pre-Handover Hong Kong as conjured
in Stephen Chow's 1994 spy classic From Beijing with Love.
Drawing direct reference to the film, the installation of 300
associative artworks, consisting of film dialogues, visual puns,
and objects from that era, is an attempt to collectively imagine
and inhabit the historical pre-1997 moment as captured within
Chow's cinematic space.

Extending from the architectonics of built space into the realm
of juridical power and the machinery of discipline, a number

of artists and collectives here explore the limits of legality, the
consequences of its violation and the experiences of incarcer-
ation in diverse expressions of transgressive actions and criti-
cal social commentary. As a radical response to the polemics of
German identity in post-WWII Germany, the photographer and
performance artist Ulay, in his last solo action prior to his col-
laboration with Marina Abramovi¢, entitled There is a Criminal
Touch to Art (1976), documents his theft of a symbolic German
Romantic painting from the Neue Nationalgalerie in Berlin,
which was later brought into a Turkish immigrant's private
home. After returning the painting, he handed himself over,
was brought to court, and eventually jailed after skipping bail.
The French collective Claire Fontaine provocatively toys with
the potential breach of law as well as property ownership in
their work Via Tribunali 293 (22.03.2010) (2010), a collection of
keys made from an existing set of keys that open the doors of
their gallery in Rome, thereby allowing the collector or exhibi-
tor the possibility of breaking into the gallery premises if they
so choose. Nucleus (2018), a site-specific installation by the art
and design studio PolyLester, inverts the architectonic logic of
penitentiary structures and surveillance. Conceived as a dis-
ruption to the panopticonic prison as envisioned by the eight-
eenth-century social theorist Jeremy Bentham, the installation
seeks to institute a new set of power relations as the prison
cell forms the centre stage of action within the single-storey
structure, encircled by layers of pliable PVC curtains.

Personal narratives, collective memories and spatial histories

Juxtaposed against these macro-frameworks are experienc-
es of incarceration and discipline on a personal scale. These
works shed light upon instances of resilience and hardships
within structures of oppression in the form of mythologies
and individual narratives. Animal Farm (2018), a commissioned



mural by Bing Lee, builds upon his evolving vocabulary of coded
icons and images illustrating proverbs and personal mytholo-
gies around animals and captivity, embedded within a carefully
constructed web of Braille pictographs to be deciphered. The
artist couple Kwan Sheung Chi and Wong Wai Yin's 30-odd-hour-
long video installation Everything Goes Wrong for the Poor Couple
(2010) documents their self-imposed confinement where they
perform—in slow-motion—familiar melodramatic scenes of mari-
tal strife and daily suffering from black and white Cantonese films
of the 1950s and 1960s. Reflecting upon his personal experience
of imprisonment, Jhafis Quintero's series of paintings Cemento
Series (2012) is based on his biography before becoming an artist
when he served a 10-year jail term in Costa Rica. It offers a stark
personal account of the brutal workings of the maximum security
prison system in which individuals are reduced to mere bodies
subject to absolute discipline and control.

The diverse narratives of struggle and adversity on view in the
exhibition are bolstered by a handful of commissioned projects
challenging the apparatus and authority of history and memory.
They bring forgotten histories and personal stories of the prison
site and Hong Kong communities to the fore. As part of her
ongoing research for the Hong Kong chapter of The Vietnamese
Exodus Project, Tiffany Chung's body of work addresses and re-
maps the now-erased spatial and historical narratives of the local
Vietnamese refugee community, some of whom were detained

in the cells of Victoria Prison in the compound. For Dismantling
the Scaffold, Chung presents an installation of archival materials
from her academic research and ethnographic fieldwork, as well
as existing and newly created maps, videos, and paintings that
analyse the conditions and asylum policies of displaced Vietnam-
ese refugees in Hong Kong, all the while excavating their personal
and collective histories. Informed by his longstanding research on
temporary communities, Koki Tanaka's work departs from his 2017
project at Spring Workshop where he invited eight participants
from an assortment of backgrounds and generations to collec-
tively weave their personal histories into the timeline of Hong
Kong's social history in Precarious Tasks #9: 24 hrs Gathering
(Timeline). In his latest three-channel video installation, Engaged
Gesture (2018), Tanaka enters into conversation with cultural
practitioners most of whom participated in his previous work to
discuss how their views on social engagement inform their own
cultural practice—and vice versa—expounding on methods of
co-existence and civic participation in a social reality rife with
discord.

Technologies of the body, subjectivity and exit strategies

In the bounds of these infrastructures of power, the question
remains, how does power shape one's notion of the self and sub-
jectivity? What kind of identity politics could emerge in response



to existing norms and to one another? Ulay/Abramovic's first
collaborative performance work Talking about Similarity (1976)—
made shortly after Ulay's aforementioned final solo work—under-
mines these distinctions and norms of selfhood and subjectivity.

The video documents Ulay's self-silencing act while Abramovi¢
takes up his identity and speaks on his behalf, thus capturing

the process of the fusing of two disparate identities into a “third”
from their symbiotic relationship. Another collaborative project
between the artists Nadim Abbas, Erkka Nissinen, and Magdalen
Wong that culminated in an exhibition No Longer Human in 2012,
probed into contemporary imaginations of the post-human sub-
ject. Conceived as a sequel to this open dialogue, a video-installa-
tion/soundscape entitled CREDIT MORT (2018) continues this joint
enquiry into the body and immortality under the hegemony of bi-
otechnology, inspired by elements of television comedy sketches.
Taking a poetic turn, Roman Ondak's performance Measuring the
Universe (2007) prompts us to consider our individual identities
as part of a collective whole. Installed within the gallery space,
visitors are invited to participate in and inhabit the work by leav-
ing unique visual markings of their height measurements, all the
while positioning themselves within a universe made during the
span of the exhibition.

As the exhibition manoeuvres through the various guises and
forms in which order and control are manifested in our society,
it appears that such structures and institutions play a ubiqui-
tous and inseparable part in our lives. This sentiment is echoed
through Luke Ching Chin Wai's installation Bird Cage (2018),
composed of comical scenes of hapless birds negotiating the
confines of gallery premises and video surveillance. Yet nearby,
Bik Van der Pol's The Disappearance Piece (1998) could be seen
to offer a strategy to regain one's own autonomy and identity
under the regime of visibility. Displayed as stacks of a facsimile of
Doug Richmond's 1995 book How to Disappear, Completely, and
Never Be Found, the publication is a guide on the mechanics of
disappearance, and offers readers practical instructions on how
to escape and exist outside of societal structures.

Dismantling the Scaffold as an exhibition could also be regarded
as a temporary support structure in itself. Produced at the inter-
section of two institutional timelines at the cusp of a new chapter
of the former Central Police Station compound, this platform gives
room to present a multitude of artistic positions that lay bare the
intricate interplay of organisations. The exhibition is a purposeful
proposition that invites audience members to reflect on and take
stock of our lived realities, and to contemplate the role we play as
human beings, and how we might actively contribute as individu-
als, or in collaboration, to an equitable social body.

—Christina Li
Curator, Spring Workshop



Christina Li is a curator working between Hong Kong and the
Netherlands. She graduated from the University of Hong Kong
with a degree in Fine Arts (Art History) and Comparative Liter-
ature, and completed de Appel Curatorial Programme in 2009.
She is the Curator-at-Large at Spring Workshop, Hong Kong
where she served as the Director between 2015 and 2017. At
Spring, she curated among other projects: A Collective Present
(2017); Wu Tsang: Duilian (2016), Wong Wai Yin: Without Try-
ing (2016), Days push off into nights (2015), and Des hotes: a
foreigner, a human, an unexpected visitor (2015). With Heman
Chong, she has launched Stationary, a collection of short sto-
ries, and co-edited the upcoming volume with writer and artist
Malak Helmy which can be found on www.stationarystories.com.

Christina previously worked as a curator at Para/Site Art Space
(Hong Kong) from 2005 to 2008, and was the Assistant Curator
of Making (Perfect) World: Harbour, Hong Kong, Alienated Cities
and Dreams, the Hong Kong Participation of the 53rd Venice Bi-
ennale. Her other projects include: The Goethe-Institut's Pyong-
yang Reading Room: Between Object and Shadow (Goethe-Insti-
tut Amsterdam, 2013); A Map of Misreading (TENT, Rotterdam,
2012); Icarus 13: Cinematic Narratives from Elsewhere (BAK,
Utrecht, 2011); Prologue — Speculations on the Cultural Organi-
sation of Civility (SKOR and various locations, Amsterdam, 2010);
Not Yesterday, Not Tomorrow (Cable Factory, Helsinki, 2009);
and Weak Signals, Wild Cards (de Appel, Amsterdam, 2009). As a
writer, she has contributed to catalogues and publications such
as Artforum, Art Review Asia, LEAP, Parkett, Spike, and Yishu
Journal of Contemporary Art.
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A large split-flap display stands in
front of Tai Kwun Contemporary,
counting visitors as they enter.
Numbers aren't what the public
ordinarily associates with art insti-
tutions, and counters (of visitors or
other quantities) appear more often
in banks, stock exchanges, gov-
ernment institutions (like prisons).
Yet what might appear absurd here
in an art centre in fact points to

how success and failure are meas-
ured by numbers, by quantitative
benchmarks, by statistics. Is it really
the case that the more visitors the
better? And might such quantitative
measures be manipulated? With a
simple move, the artists slyly unveil,
at the entrance, the inner workings
of a key performance indicator in
arts institutions—and invites partici-
pation by visitors, whose presence is
thus marked.
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Once you arrive on the first floor,
you see Animal Farm, part of an
ever-growing diary of pictographic
images, which the artist calls
Pictodiary. Consisting of over
20,000 pages and 30 years of
daily drawings, Pictodiary presents
a comprehensive visual vocabu-
lary that can be interpreted as the
artist's responses to everyday life
in all its mediatic and socio-polit-
ical density. His Pictodiary series
normally includes picture-signs
intuitively generated by the artist,

and are inspired by cartoons, car-
icatures, icons in popular culture,

as well as idiosyncratic signs and
symbols from the artist's own imagi-
nation—and may indeed refer to how
Chinese characters sometimes have
traces of a "picture” in writing. Here,
the work is commissioned specifi-
cally for the show, with reference to
the site's history as a prison.

In making one pictograph every
night, the artist's process-driven,
improvisational approach can also
be linked to a range of artistic and
historical practices: performance
art, Zen-like meditative practices, as
well as Surrealist automatic writing
and drawing. First drawn within the
box-like grid of Asian rice paper

on which school children practice
calligraphy, many of the pictographs
have been adapted into paintings,
wood engravings, and large-scale
public art murals.
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The names "Beijing”, "Nanjing”,

and "Tokyo” refer to the northern,
southern and eastern capitals re-
spectively. Then what of the west-
ern capital? The fictitious "western
capital” of Xijing, invented by the
three artists who make up Xijing
Men, appears in their long-term
artistic project, which also imagines
an Olympic team, political pageantry
and parades, imagined histories and
backstories, and border controls for
Xijing. And then they were inspired
by real life, like watermelons which
in Chinese is the "Western melon”.
First creating works around the time
of the Beijing Olympics, the collec-
tive's absurdist approach unpacks
nationalised identities as often
presented in international sports
and even art events. This piece
sardonically plays out roles of a
fictitious Xijing presidency in agri-
culture, urban planning, education,
defence, among others—all in every-
day settings.



Jhafis Quintero
CEREL

20124
AE R K E SRR AR
100 x 90 E3K (#iESE)

(ERENN

20124
A= R KE - FRACEARR
100 x 90 EX (&iEHE)

CERAINY

20124
AE R KE S FRICEARR
100 x 90 EK (#&EHE)

(EmREIV)

20124
A= R K E S FERCE AR
100 x 90 E3K (#iESE)

(EEV)

2012%F
AR K E S FRICEARIR
100 x 90 EK (#iEH)

(E1ER)

20124
AR KE S BRICEARR
60 x 100 EXK

(EmEVI)

20124
A ERBAKEERRKEEENIAR L
124 x 112 EXK

1535 B2 E Sabrina Amrani Gallery

24



FRIFMBEBEERRKENAIRE
oS FEREMABEFELTAR
RIF BRI ERE LIFEN G
—H%e

REBTFEFERZX BWRXEBBE
ERRRNERRFEECHER K
BT PRS- Ef TRERE

BREFEXKERFERME L WRILEM
EMREEKE o1 ERHERAY
L 2REERY  thFIRVER B RS
FER W ERTRZEMBEM
BHEREE KEBKEHSFEE
FRFRTE S > BRI 5 2 5 ) I A& 2 A 1k B9
FEsE e

Jhafis Quintero> (ZEREVI) » 20124 / Jhafis Quintero, Sin titulo VI

(Untitled VI), 2012

Jhafis Quintero (19734 REEE
WERRAFIMEREM) - B EMTEI(ER
B ESHTER AR+ SRS FE o
E—RFFP MMHFEMAICERE
s RBEMBE—EERRBIH
EM o AME A SN EHaru

WellsZ £ o tih SRR B EI 24740
BRMEAILSE  BEANS AEEE
FFREME KRR FIEE - AV M
RENBCHREER  RRAKEEE
FREMAEE -

25



Jhafis Quintero

Untitled |

2012

Graphite, paint and ink on special
cement-covered wooden panels
100 x 90 cm (diptych)

Untitled Il

2012

Graphite, paint and ink on special
cement-covered wooden panels
100 x 90 cm (diptych)

Untitled 111

2012

Graphite, paint and ink on special
cement-covered wooden panels
100 x 90 cm (diptych)

Untitled IV

2012

Graphite, paint and ink on special
cement-covered wooden panels
100 x 90 cm (diptych)

Untitled V

2012

Graphite, paint and ink on special
cement-covered wooden panels
100 x 90 cm (diptych)

El Retorno (The Return)

2012

Graphite, paint and ink on special
cement-covered wooden panels
60 x 100 cm

Sin titulo VI (Untitled VI)

2012

Graphite, paint and ink on special
cement-covered wooden panels
124 x 112 cm

Courtesy of Sabrina Amrani Gallery,
Madrid

Jhafis Quintero» ([EI&) » 20125 / Jhafis Quintero, El Retorno (The Return), 2012
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Jhafis Quintero> (EEIEV) »
20124 / Jhafis Quintero,
Untitled I-V, 2012

This series of drawings on wood pan-
els, covered with special concrete, is
created with basic tools likes pencils,
markers, and sharp objects—much
like drawings made by inmates on the
walls of prison cells. Having spent ten
years in jail, the artist sought to vent
his anxieties, reflections, and fears

in these graffiti-like drawings; in the
artist's words, they are "a way to per-
petuate memories transferred as an
indissoluble tattoo on the walls of the
prison, which are a second skin that
the prisoners inhabit”. The individual
figures in the drawings appear naked
with their amputated arms and legs
slightly spread apart, perhaps allud-
ing to the lack of privacy, autonomy,
and freedom in a prisoner's life. As Tai
Kwun's site used to house the Victo-
ria Prison, this series also echoes the
historical nature of the site.

The artistic practice of Jhafis Quin-
tero (b. 1973 in Panama; lives and
works in Verona, Italy) originated in
his experiences in prison, when he
served a ten-year sentence for bank
robbery in Costa Rica. According to
one interview, Quintero talked about
art and criminality as twin brothers,
in the sense that both share the
necessity to transgress rules. Yet in
prison, he learnt from Haru Wells, a
woman determined to demonstrate
that art is an effective substitute for
crime, that art could be a natural
way to nourish and re-channel his
appetite for transgression. Much

of his artwork relates back to his
incarceration, exploring themes of
enforced solitude and survival.
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This artwork is, in essence, a trans-
parent wall, with individual bricks
suspended in the iron wiring. Made
in 1992 with readily available con-
struction materials commonly found
in Guangzhou, the work was cre-
ated in response to the increasing
standardisation in Guangzhou's real
estate development—with the line of
neatly organised black toilet pumps
adding an air of surreal nonsense.

Lin Yilin (b. 1964 in Guangzhou)
co-founded the art collective Big Tail
Elephant with Chen Shaoxiong and
Liang Juhui. One of the earliest per-
formance artists in China, Lin cre-
ated works that explored the links
between the body and the physical
surroundings—sometimes with a
degree of interference or disruption
to daily life. In 1995, Lin created his
most recognised artwork, Safely
Maneuvering Across Lin He Road,

in which he built a temporary wall
using gray bricks and then moved
the bricks and hence moved the wall
across Lin He Road, a busy Guang-
zhou street with turbulent traffic. A
keen observer of the social develop-
ments in Southern China, Lin has also
produced artworks based on Hong
Kong issues, most notably works that
included pages of the Basic Law, such
as Shark Proof Web (1997) and Twenty
(2015). Lin currently lives and works in
New York and Beijing.

The Big Tail Elephant Working Group

The Big Tail Elephant Working Group
(or "Big Tail Elephant”) is a Guang-
zhou-based art collective co-founded
in 1990 by Liang Juhui (b. 1959 in
Guangzhou, China), Chen Shaoxiong
(b.1962 in Shantou, China), and Lin
Yilin (b. 1964 in Guangzhou, China); Xu
Tan (b. 1957 in Wuhan, China) joined

in 1993. All four members graduated

As one of the artist's earliest instal-
lation works, it marked the start of
his attempts to explore the body,
public space, and structure through
installations and performances.
Additionally, he sees the artwork as
a system of exchange between the
material, the structure, and his own
body and power, producing some-
thing unrelated to the material's
original function.

from the Guangzhou Academy of Fine
Arts. Out of the various explanations
for the name, one has the original as
“Big Rhino-Elephant”, a hybrid of two
animals; yet when they tried to write
out the name, they forgot the char-
acter for “rhino” and instead wrote
“tail’—a similar enough character in
Chinese. And so the name "Big Tail
Elephant” stuck.

In a way, the hybrid and accidental
naming epitomises the experimental
spirit at the core of Big Tail Elephant
from its beginning. With commitments
to full-time jobs and limitations in
gallery spaces in Guangzhou back
then, these artists self-organised five
exhibitions between 1991 and 1996

in unconventional temporary spac-
es—in a bar, a private home, or in the
basements of commercial buildings.
Big Tail Elephant's practice echoes the
emergence of the Pearl River Delta
as a global manufacturing hub and
the rapid transformation of Guang-
zhou's urban landscape in the 1990s
and 2000s. Influenced by Hong Kong
culture at the time, their oeuvre often
intervenes into the urban landscape,
interrupting construction work,
deploying disposed materials from
the city, or reimagining urban reno-
vation plans. Liang Juhui and Chen
Shaoxiong passed away in 2006 and
2016 respectively; the two surviving
members continue their individual
artistic practices to the present day.
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Kwan Sheung Chi,
Wong Wai Yin

Everything Goes Wrong for
the Poor Couple

2010

Installation

Dimensions variable

Day One: 5 hours 30 minutes

Day Two: 8 hours 57 minutes 11 seconds
Day Three: 6 hours 36 minutes 42 seconds
Day Four: 6 hours 44 minutes 40 seconds
Day Five: 5 hours 4 minutes 57 seconds

The artists Kwan Sheung Chi (b.
1980) and Wong Wai Yin (b. 1981)
both live and work in Hong Kong.
Kwan Sheung Chi's oeuvre has long
mixed a certain meditative strain
with a participatory engagement or
at the very least a sense of social
responsibility. In certain works,
there has also a reflection on the
connections between finance and
politics (for example, the M+ event
To Defend the Core Values Is the
Core of the Core Values by Kwan
Sheung Chi and Wong Wai Yin had
used the production budget in cast-
ing a gold coin, reflecting on as well
as intervening in the debate then on
Hong Kong's “core values”). In many
ways, Kwan Sheung Chi works in a
conceptual way—artworks that can
be described as instructions and be

The artists Kwan Sheung Chi and
Wong Wai Yin re-enact in slow
motion various tragic scenes of
romantic couples over a period of
30-odd hours. A married couple in
real life, the two artists look back
to nostalgic Hong Kong films of the
past, including a film from 1952 with
the same title as the artwork. With
violin orchestral music playing on
a scratchy record player, the am-
bience evoked is one of nostalgia,
grief, and melancholy. The films—
in a cycle of five films with one film
playing on one day, representing
one day of their performance—are
particularly poignant in their de-
piction of misfortunes that plague
romantic relationships: infidelity,
heartbreak, poverty, and iliness,
common afflictions of Hong Kong
families in the post-war period.

executed by anyone—but moreo-
ver within a practice grounded in a
particular culture and place. In 2013,
Kwan Sheung Chi won the inaugural
Hugo Boss Asia Art award.

One of the co-founders of Obser-
vation Society in Guangzhou, Wong
Wai Yin as an artist experiments
with a variety of media, ranging from
painting, sculpture, collage, instal-
lations, and photography. Her work
deals with autobiographical experi-
ence, episodic memory, and playful
interventions in art history. In recent
years, Wong's work considers the
ways that motherhood has trans-
formed her personal convictions and
philosophy on making art (as seen
in her 2016 solo exhibition at Spring
Workshop).
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In Stephen Chow's spy spoof film To
Beijing with Love, an expert inventor
Tat Man Si (which is also the Can-
tonese transliteration for da Vinci)
shows off a weapon he made called
"The Super Weapon: Product Serial
Killing 3000", an apparently lethal
combination of ten weapons into
one super weapon. As the drama
builds up, complete with dramatic

drumroll, at a critical confrontation
with the villain, Tat Man Si asks the
character played by Stephen Chow
(spoofing the main character in
the James Bond film To Russia with
Love) to step aside. And the weap-
on? A motley crew of items strung
haphazardly together on a wire—a
knife, a bicycle chain, gunpowder,
acid, drugs, gun, grenade, and a
triangle sharpener. The assailant
scoffs at Tat before shooting him
immediately, much to the Stephen
Chow character's dismay.

Killing 3000, by the five-person
collective LHO2: Pak Sheung Chuen,
Jaffe.T, Cathy Tsang, Grace Gut,
Siumou Chow, re-imagines 300
items that could be combined to
display this “super weapon”. On the
tables are knives, telephone cords,
books, electric wires—sundry ob-
jects related to film props and even
the design aesthetic of the period,
combined in an absurdist manner.
The work reconstructs the specific
historical moment as captured in
Stephen Chow's film—the aesthetic
and psychological space of 1990s
Hong Kong. Visitors can person-
ally explore these items, including
scanning the QR code for more
information about the found objects
connected to the movie and flipping
through the folder that lists the
objects presented.
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Construction of Place and Ants has
plastic ants crawling over pho-
tographs of everyday people in
Guangzhou—or are those real ants?
In this disturbing and claustropho-
bic artwork, Liang directly compares
the insects to the local people in
Guangzhou and their working condi-
tions. "How differently from ants and
cockroaches are people living real-
ly?”, the artist seems to be suggest-
ing. Like quite a few other Guang-
zhou artists of the time, Liang's work
comments on the overcrowding and
substandard conditions associated
with the rapid urban and economic
development in the Pearl River Delta
in the 1990s.
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Leung Chi Wo's Colour Series in-
volve images taken from street level,
looking up at the sky between the
soaring skyscrapers. Continuing from
his experimentation with homemade
pinhole cameras, the artist evolved
this process further with the artist
Sara Wong, where this negative space
delineated by the tops of skyscrapers
is transformed into cookies offered
out in performances.




:—%—} *ﬂ + == BTAXY |‘fl.

(T ET) SRR

1999-20084
BEHEN
RmBEEEXCEYEED » IS8

CHERZERZTE)

20084 (2018 EE)

BYEBRERE

RFef g

— BRI T BOER T SR AT DA B R S ?
IR A ERTIR BE SR+ DT > R B
BERAEAAHE[MEEEREEE
AR AIRARIRE - ARTIH (Wi
BFZ—) s EITE  RENBBTERX

AEZHENERZER RIET—RIE
ERERR RPTEIRERE TR
= T&T AR R  REBAR
R AR R FanZT c ERE T > g &
BEUTREMRENTRAERS D%
EBERALAREHEE—RE - M
REBNEZRREN—BOBERCH
FEMB N EM T80 > EBMTRF
BIIATEER MTEE -BEEE
B EREWHERETRBE R
FHEERHETESHNER -TER"
1 352 38 A R T M R R IR BI SRR R
B UREMRERETAZFEAM
AL Z WD PR SR B9 1 o

S

REM+EETE > CHERZERZFTE) > 20014 / Leung Chi Wo + Sara Wong, The Spectacle of

Space Consumption, 2001
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Can a city's urban landscape be
turned into biscuits? That is the
absurd-sounding premise of the
work, where gigantic skyscrapers
and public space are transformed
into something personal and edible.
The original project of the series,
City Cookie I, first involved the artist
making a series of circular pho-
tographs where parts of the city's
buildings "cut” the sky into differ-
ent shapes; later, the artist made
cookies in the shapes of the sky
from their photographs. Exhibition
visitors will be served these cookies
as a performance on site and are
therefore invited to claim ownership
of Hong Kong's built environment
through literally digesting a piece of
the city. With later projects in other
cities, the artists introduced the
vending machine, cookie packages,
video, etc., to further experiment

with the activities of communication,

exchange, and consumption hap-
pening in the given urban context.
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A set of keys hangs rather myste-
riously on the wall. They are in fact
keys to a gallery that represents
Claire Fontaine in Naples, Italy (the
name is T293, and the address is
the title of the work). Keys in the
popular imagination and parlance
of course refer to means of opening
locks or secrets; here, there is also
an element that almost advocates
or tempts theft—after all, one could
grab hold of the keys and open the
doors to the gallery, gaining access
to the valuables stored there. With
this work, she plays rather subtly
with notions of appropriation and
transgression.
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Roman Ondak

Measuring the Universe

2007

Site-specific installation, performance
Dimensions variable

Generously loaned by Pinakothek der
Moderne, Munich

Roman Ondak's works often trans-
form marginal moments in daily

life into exhibitions. Measuring the
Universe is a performance piece in
which the artist or a museum atten-
dant measures and marks the height

of museum visitors with a black pen
on the gallery wall. Each marking

is a document of the interaction
between the museum attendant

and the visitor that transforms the
white wall into a personal portrait. As
these markings accumulate, some
marks become obliterated, yet they
still contribute to a larger drawing.
Inspired by the parental habit of
measuring children's heights on
door frames, this is an interactive
work that explores the concepts of
time and space, the universe and
infinity—and a "portrait” and trace of
visitors who came and will come in
the future.

Roman Ondak (b. 1966 in Slovakia) is
a conceptual artist whose work of-
ten involves audience participation
and the public. Ondak's upbringing
in Slovakia under the Soviet rule
significantly informs his work, which
sometimes takes the form of staged
events that explore different pat-
terns of behaviour and alternative
possibilities. With a subtle wit and
touch, much of his work poetically

challenges the rules of the every-
day—in forms large and small, and
in a stunning variety of ways. Ondak
has shown extensively around the
world, including at The Museum of
Modern Art, New York, in 2009, the
Czech and Slovak Pavilion in the
Venice Biennale, also in 2009, and
Guangdong Times Museum, Guang-
zhou, in 2015.
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A policeman chases after a thief in
this video, in a parody of television
soap operas as well as many a movie
plot. But then the same plot is filmed
again, this time with the costumes
of the police and thief swapped, re-
versing the roles. Rather than aiming
at “reality”, the artist focuses his at-
tention on the codes that influence
how we judge and value images—of
clothing, behaviour, interests—which
we often indeed read more carefully
in constructed images than in lived
reality. As the artist noted, "Some-
times, our engagement in a film far
exceeds our engagement in real

life. We cannot accept the failure of
the hero, yet we would tolerate the
failure of a hero in real life. If film
models itself after reality, it is in fact
very distant from it. Yet if reality im-
itates film, then it becomes another
reality.”
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One of Liang Juhui's most significant
artworks, One Hour Game (1996),
involves a video game console
installed in a construction eleva-
tor. The artist played the game by
himself for an hour as the elevator
went up and down in the construc-
tion site, thus disturbing or upset-
ting the normal processes of urban
construction. What is noteworthy is
the verticality of movement, as well
as how the elevator is almost trans-
formed into something else other
than a means of construction—an
elevator in an amusement park, or in
a video game perhaps. Not only does
this show a bit the banal realities of
labour on construction sites, but it
also pulls the curious construction
workers a little out of their strenu-
ous rhythm of work, thus interfering
in the urgent processes of modern-
isation.
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Black Ball, a project first begun in
2000, is a performative artwork that
invites the public to move a giant
ball—an air-filled latex ball about 3.5
meters wide and covered in black
felt—across different parts of a city
or area, including buildings, streets,
and the countryside. With the ball
rolled around in public spaces,
people are encouraged to interact
with it in the way they like. While
this could be fun and entertaining
for some, it can also be disruptive
or even annoying for others. This

is part of the point: the artwork is
not just the black ball itself but the
public's interaction and reaction.

As an event, it assembles people to
carry out a task, with the sheer size
of the ball in particular making the
rules and regulation of public order
very obvious, and highlights how
risky or risk-averse particular areas
or institutions may be. Since 2000,
Black Ball has taken place in various
cities, including Odense, Denmark;
Bolzano, Italy; Istanbul, Turkey;

and Johannesburg, South Africa.
While the performance was not

held in Hong Kong, the video does
include an artistic proposal for it to
take place here—which also raises
guestions about how much it is an
unrealisable project in Hong Kong
due to the regulations and density
presentin the city.
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The disappearance of a person al-
ways has an air of intrigue; an inward
version of this question, for those
who want to disappear for pleasure,
would be "How could | disappear?”
The work here consists of fascimiles
of Doug Richmond's 1995 book How
to Disappear, Completely, and Never
Be Found; the book guides readers
on how to disappear without leaving
any tracks—and indeed faking death
and taking on a new identity. Placed
in the exhibition space, the visitor
will sit and perhaps read the text,
perhaps engaging in various Kinds
of “disappearances”. Like some of
their other works, there is a "1:1
scale” to this work, in the sense that
it is both conceptual and “the thing
itself”.
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Luke Ching Chin Wai

Bird Cage

2018
Mixed media
Dimensions variable

Luke Ching Chin Wai (b. 1972) is one
of the most active conceptually ori-
ented and socially engaged artists
in Hong Kong. With droll humour, his
artwork responds to and questions
social and political issues in inven-
tive ways. In a more social sphere,
Ching has also advocated for work-

Two videos appear in the space:
one of a missing airplane, another
of a taped-up bird as seen by CCTV
within the exhibition space. There

is a poster, too, with a stuffed bird
crashing through. For the artist,
“scaffolding” is very similar to a bird
cage—and indeed, he notes the
Edward Youde Aviary in Hong Kong
Park takes up an area twice the

size of the art galleries in Tai Kwun
Contemporary. Whereas architec-
ture constricts the space of human
action, such a bird cage becomes
like the limitless sky. By fusing the
bird hitting the wall and images of a
missing airplane, the site-specific
work attempts to seek the edges of
the bird cage, exploring visibility and
surveillance.

ers'rights, including a campaign

to make sure cashiers and attend-
ants have a place to sit (instead of
standing the whole day). Over the
years, the artist has taken partin
exhibitions and residencies around
the world, including at PS1 Contem-
porary Arts Center in New York.
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(k) PolyLester» {Aura Utrecht) » 20164 / (Above) PolyLester> Aura Utrecht, 2016
("F) Gabriel Lester» {The Electrified Line (Cross-track Observation-deck)) » 20144 /
(Below) Gabriel Lester, The Electrified Line (Cross-track Observation-deck), 2014
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A steel structure clad with colourful
transparent curtains make for a for-
mal yet playful-looking stage. Visi-
tors can enter from different angles,
and stand on the platform to formal-
ise solemn events. Yet the struc-
ture below also reminds visitors of
jigsaw puzzles, construction games,
labyrinths, or even prison cells. One
could travel on the ground level,
through the curtains, all the way to
the central chamber or cell. From
above, one could observe those
below, while from the outside, those

inside appear as ghostly figures.
Indeed, this structure plays with the
architectural logic of penitentiaries
and that of surveillance. PolyLester
conceived of this particular work

as a disruption to the all-seeing
“panopticonic” prison, imagined by
the eighteenth-century philosopher
Jeremy Bentham. The “prison cell”
below thus forms the centre stage
of action within this single-storey
structure, all the while being isolated
and thus marginal.
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Tanaka's artistic practice investi-
gates social relationships through
the process of collaborative inter-
action. The artist creates platforms
where members of different com-
munities can discuss, research, and
gather. With people carrying their
own community history, a gathering
in an artificial closed setting can
bring about temporary, transitory
collectivities.

Tanaka's latest three-channel video
installation, Engaged Gesture,
brings various cultural practition-
ers together to talk about social
engagement and cultural practice,
with the artist and the curator
being the main interviewers. With
the structure and panels built
from the old installation at Spring
Workshop, this work follows from
his 2017 project, Precarious Tasks
#9: 24 hrs Gathering (Timeline), a
24-hour retreat where he invited
eight cultural practitioners (in the
fields of art, music, and film) en-
gaged in political action and social

movements to engage in discus-
sions about social participation and
community creation. Participants
were deliberately taken away from
the city into Spring Workshop where
they were only able to interact with
each other. Exploring collaboration,
the formation of consent, temporary
communities and the relationship
between documentation and action,
the artwork also included a timeline
where the participants wove their
personal histories collectively into
the broader timeline of Hong Kong's
social history.

In the new video installation,
Engaged Gesture, there are both
simple interview sessions as well as
simple actions at relevant locations
like one's workplace, home, or a
historical site. Tanaka continues to
explore the potentials of temporary
assemblies, while various art work-
ers in Hong Kong reflect on their
engagement in social and political
movements.



BLEER A5 T BATRUIayR 19764
B —REATTE) > E F R T Carl
Spitzweghy B (BHA) (REAR

B4 T{EHMarina Abramovicil—
BEAABE) - REMABERENE
(Neue Nationalgalerie) BEUEIRE

EREBREKEEIZREIFER  WUlayEE

—BBURITE - BB GEEMHEE—

ELtEEBRRENETEE B TRM

HEEMERER SHMER —15N

ETH BARRBBMOKEL H

RE2HINE T AR o | HAHBEM

B (reappropriation) AR

HHTBENEREENRE BHA

TREEERE - UlaylW FiH0M@ 2 7

HEESFR tMREZEELHKES ;M

RELE ERZLESHEBTAMEE

HARYERZR o




These photographs document a
political action performed by the
artist Ulay in 1976 when he stole Carl
Spitzweg's painting The Poor Poet
(Marina Abramovi¢ along with a film-
maker took on the camera work and
visual documentation). As a political
action, Ulay stole this symbol of
German romantic nationalism from
the Neue Nationalgalerie in Berlin,
Germany, and he re-installed it in

a Turkish immigrant family's living
room. He then called the director of
the institution and told him what he
did was "a protest action, first of all

against the institutionalisation of art,

and secondarily about discrimina-
tion against foreign workers.” This
reappropriation of public icons of
art created awareness for migra-
tion and immigration issues, and
moreover appropriates symbols of
nationalism. And what happened to
Ulay? After returning the painting,
he handed himself over, and was
brought to court; he skipped his trial
but was eventually jailed for about
two weeks.
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Ulay /
Marina Abramovic¢

Talking about Similarity
Performance

45 minutes

(at Singel 64, Amsterdam, November 30,
1976)

Courtesy Marina Abramovi¢ Archives and
Ulay Foundation

Ulay and Marina Abramovi¢ are the
most renowned performance artists
in the world today. Since her major
retrospective at MOMA in New York
in 2010, Marina Abramovi¢ has be-
come a household name, while Ulay
has self-deprecatingly described
himself as the world's "most famous
unknown artist”. In the 1970s and
1980s, the two were partners in life
and in art, performing many pio-
neering pieces of performance art,
and in many ways pushing the limits
of performance art. As Ulay noted,
“Those were the most exhilarating
years of my professional life. We had

The video documents a performance
with Ulay and Marina Abramovi¢ that
took place in Amsterdam in 1976;

it was their first joint work ever. We
hear the fictitious sound of saliva
being sucked out of Ulay's open
mouth. When the sound stops, Ulay
sews his own mouth together with
string before he disappears from
the camera. Abramovic then takes
Ulay's place and answers questions
on behalf of his action—and her
replacement of Ulay's presence is
deliberately inept, often confusing
pronouns and answering on behalf
of herself instead. The video shows
how Ulay silenced himself and how
Abramovic takes up his identity; it

is thus about self-effacement as a
subtle form of everyday masochism,
and about undermining the distinc-
tions of selfhood and subjectivity.

nothing in the world but each other
and our work. We lived like gypsies,
with no steady home. We completed
each other, were neither man nor
woman, but thought of our union as
a kind of hermaphrodite being.”

Later in the 1980s, the couple had
originally planned to walk from
either end of the Great Wall of China
and to get married in the middle;

by the time they began their walk

in 1988, their relationship had
crumbled. When they met up in the
middle, they broke up and went their
separate ways.
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Loosely inspired by cult sci-fi
movies and stand-up comedy, this
collaborative video takes on the
shopworn theme of immortality—
and inverts it. Whereas most stories
concern the desire for immortality,
in the video there is a world where
people would not age and death
becomes the most desired thing—
death pills and death pods make an
appearance, for instance. Instead
of a sombre, downcast work, here
there is a great deal of tomfoolery,
pastiche, and taste for the absurd.
The work involves cut-up connec-
tions of comedic and musical skits—
somewhat in a Monty Python Kind
of mode—which tackles somewhat

similar themes as their first collab-
oration back in 2012 in No Longer
Human.

All accomplished artists in their own
right, Nadim Abbas (Hong Kong),
Magdalen Wong (Hong Kong), and
Erkka Nissinen (Finland) first col-
laborated back in 2012, where in an
exhibition titled No Longer Human,
the three artists explored utopian
communities, alien landscapes, and
the post-human. In response to the
curator's theme of collaboration, the
three artists developed for this exhi-
bition something between a "group”
and a "group show”.
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Keywords Laboratory is part of

a long-term Keywords project,
anchored around face-to-face con-
versations taking place in different
social conditions—an attempt by the
artist to reveal the pulse of contem-
porary Chinese society. The “key-
words” become a basic interactive
material for communication, aiming
at the hidden motivations and inten-
tions of individuals while addressing
the conceptual and legal construc-
tion of the social landscape. In the
videos presented in Keywords Labo-
ratory: Social Botany, about “seeds,
bloodline and anxiety about filial
piety” and "about endurance and an-
imalistic freedom”, for instance, the
artist weaves different connotations
and implications of "seeds” and
elicits different responses about
various keywords from farmers

in the countryside as well as people
from different walks of life. The
different notions of survival and
ecology among the urban versus
rural set are thus touchingly
revealed.
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Tiffany Chung

reconstructing an exodus
history: flight routes from

camps and of ODP cases

2017
Embroidery on fabric
140 x 350 cm

km 0 — Son's story

2017—-2018
HD, audio, colour
33 minutes 19 seconds

water dreamscape scroll—
the gangster named Jacky,

the sleepers and the exodus

20172018

Watercolor on paper

113.56 x 924.5 cm

This painting is part of the Vietnam Exodus
History Learning Project, carried out in
collaboration with H6 Hung and Huynh Quéc
Bao.

permanent transitory homes:
HK correctional institutions,
detention centers and
refugee camps from archival

records and Google mapping

2015
Ink and oil on vellum and paper
75 x 92 cm

The Vietnam Exodus Project:
response from the UNHCR
and worldwide countries in
the immediate years

2015—ongoing

Reproduction of archival records

21.6 x 28 cm (each document)

Courtesy Archives of The United Nations
High Commissioner for Refugees and
others
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the unwanted population: a
pilgrimage to the off-shore
islands

2014—-ongoing

Found footage, the Associated Press and
UNHCR archival films, monitors

Durations variable

Courtesy Video Unit of The United Nations

High Commissioner for Refugees and
others



The various works shown are all
studies on migration—tracing the
history of the Vietnamese "boat
people” who landed on the shores
of Hong Kong from 1975 all the way
t0 1999. Drawing in part upon her
personal history, Chung creates
intricate map drawings that reveal
devastated environments as well
as forgotten historical and cultural
memories. The use of embroidery
in the maps deliberately evokes the
occupation of patching up soldier's
clothing during times of war.
Chung's work is largely influenced
by the environment she works in

as she investigates the historical
migration of a particular environ-
ment or country, offering alternative
histories through her research on
archival records, academic studies,
as well as first-hand testimonies.

The Vietnam Exodus History Learn-
ing Project, in particular, started off
by looking at the archival material
—photographs, video recordings,
newspaper clippings, reports and
so on—charting the arrivals and

departures of Vietnamese refugees
in Hong Kong. Meanwhile, her maps
examine conflict, border crossings,
and migration, in particular the
refugee crisis in Hong Kong with a
map of detention centres (perma-
nent transitory homes: HK correc-
tional institutions, detention centers
and refugee camps from archival
records and Google mapping, 2015),
as well as one of the flight routes

of the refugees. Finally the water-
colour paintings (water dreams-
cape scroll—the gangster named
Jacky, the sleepers and the exodus,
2017—-2018), presented here, fea-
tures a collage of various shelters,
detention centers, and shacks that
housed Jacky and other refugees,
painted by young artists in Vietnam,
a part of history still very much
repressed in the country. By linking
personal narratives (for example in
the case of Son and Jacky, shown in
works presented here) with archival
material, Chung does much to revisit
this oft-forgotten and neglected
part of Hong Kong's history.
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