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Foreword

Undoubtedly, the arts and culture of Hong Kong flourishes in times of turmoil.

Located on the edge of China, Hong Kong had always been affected by the political circumstances in the

Mainland during the British colonial period (1842-1997).1949 in particular was a year of huge political changes
in China. Chinese culture split into different streams and brought about a very special situation in history then.
Subsequently, from the 50s to 70s, Hong Kong, governed by the British, became a peculiar political space. After the
end of the Korean War (1950-1953), capitalistic and socialistic camps around the world engaged in the Cold War.
The left, the right and the centrists in Hong Kong formed a variety of social organizations, ideologies of which
competed against each other, resulting in the 1956 rightist riots and the 1967 leftist riots. At that time, apart from
indigenous inhabitants, the Hong Kong population was composed of a large number of immigrants coming from

all over the Mainland who wished to restore their quiet lives on this small island lying on the south of China.

Arts practitioners, in such environment, strived to settle down and get on with their creative pursuits to integrate
the cultures of South China. They had to deal with the contests between tradition and modernity, the East and the
West, explicit ideological conflicts as well as the subtlest political undercurrent. The challenges to the aesthetics of

Hong Kong arts were paramount.

In “Painting Theories in Hong Kong and Reflections on Cultural Identity (1940-1980),”! Man Kit-wah Eva
illustrates the aesthetic development of Hong Kong art from late 40s to late 70s. By discussing the neo-democratic
art promoted by “ Yen Kan Painting Society,” Luis Chan (1905-1995)’s pro-western art style, Lu Shoukun (1919-
1975)’s “New Ink Movement” and Wucius Wong’s “return to traditionalism,” Man draws on the post-colonial
discourse to examine “what Hong Kong art is” and establishes a reference framework for us. It is of importance
to explore, from how artists worked in Hong Kong to how they have chosen Hong Kong as the subject matter of
their works, to how they have realized the reality and cultural values of Hong Kong, to how they have constructed
“Hong Kong art” together, so as to reflect on the cultural politics of Hong Kong and China as well as to

communicate with “the world.”

Following Man Kit-wah's framework, this essay concerns two main aspects from the cultural political perspective:
1. Citizenship and cultural identity: How does an artist regard British’s sovereignty of Hong Kong? How does he/
she position him/herself against the city? As Chinese, how does he/she regard his/her cultural identity in relation

to traditional Chinese culture and the socialist China? 2. Artistic attitude: In Hong Kong, where the East meets the
West, artists are constantly under multicultural visual influences and are required to state their artistic preference.
Should they stick to their own artistic ideas and practice what they have already mastered? Or should they
familiarize themselves with the latest artistic trends and adjust their aesthetics accordingly? This is a question to be

answered by every independent thinker in pursuit of art.

1 Man Kit-wah, “Painting Theories in Hong Kong and Reflections on Cultural Identity (1940-1980) (Xianggang Huihua
Meixue Yu Wenhua Shenfen De Fansi (1940-1980)” in Man Sze-wai and Leung Mei-yee eds., Si Xing Jiaohui Dian — Zhexue zai
Xianggang (Hong Kong: Youth Literary Book Store, 1997): 205-237.
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HOSCRE SO B (R S% 0 2014.0019) > HEEL L - HERE
Lok R R TR AR B e B el s SOR S S R A

Lu Shoukun (Lui Shou-kwan), Memento of an Outing to Tsuen
Wan, 1966, ink on paper, 120 x 59.5 cm. Collection of Art
Museum, The Chinese University of Hong Kong (2014.0019), gift
of Alice, Helen, and Anne Lui. Image provided by Art Museum,
The Chinese University of Hong Kong.
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il — Plate 2

FRER . G > 1968 AKEBRFLEAAA 5 58.5 x 835K o
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Lu Shoukun, Harbour, 1968, ink and color on paper,

58.5 x 83.5 cm. Collection of Hong Kong Museum of Art.
Image provided by Hong Kong Museum of Art.

il = Plate 3
BRI CRY) > 1970 » KEFRAHA > 180 x 97K -
Lu Shoukun, Purity, 1970, ink and color on paper, 180 x 97 cm.
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The sense of foreboding of the previous generation

The macro-cultural history of China shows that, by the mid-20th century, the Chinese nation became
geographically dispersed. Thereafter, it could no longer hold its culture in one place. At those times, artists were
concerned about what Tang Junyi (1909-1978) and his fellow New Confucians raised, namely “the dispersal
and drifting about of the flowers and fruits” of the Chinese nation? and they contemplated how to “replant one’s

spiritual roots:”

Every nation which wishes to save itself... has to first get rid of the slave mentality and take
control of its fate... Hence regardless of where one drifts to, one will replant his spiritual roots
and adapt to the new environment, with his creative ideals, will power and creative practice,
he acts with a clear conscience. ... When the opportunity arrives, we will all contribute to the

building of China again.’

Until the mid-70s, Lu Shoukun’s practice of “replanting one’s spiritual roots” was representative of local artists,

revealing his reflection on the two afore-mentioned aspects of cultural political awareness.

Lu graduated from Guangzhou University in 1946 and moved to Hong Kong in 1948. Genuinely devoting to

the place where he was residing, he extensively portrayed Hong Kong with ink wash paintings in the 50-60s,
among which Memento of an Outing to Tsuen Wan (1967) (Plate 1) and Harbour (1968) (Plate 2) feature not

only natural scenery but also the urban landscape. His achievement was remarkable. Lu’s mastery of traditional
techniques cohered with his affection for Hong Kong to become his art ideal: the dialectic of gen (1 root) and

shi (# adaption). Settling in Hong Kong where the East meets the West, the soil has changed for Lu. His “root”

of tradition secured his survival and growth whilst his “adaptation” nourished itself with the western art ideas. By
considering the ink wash situation in Hong Kong, Lu stressed that different painters have different roots and adopt

different ways to adapt.*

Lu’s Zen paintings in the mid-60s, embodying his dialectic of “root” and “adaption,” are possible responses to the
then social unrest. The crystallization of an inner moment to mediate the unease of the time’s uproar manifests
itself as an ink image of foreboding. Lu’s Zen paintings do not speak of Zen as a subject matter; instead, the
simple and abstract forms made by broad and untrammelled brushstrokes penetrate the viewers’ consciousness to
enlighten them. In the 60s and 70s, China was undergoing the unprecedented Cultural Revolution (1966-1976).
Mass movements lasted for years. Cultural and arts practitioners were being fiercely criticized under the demeanor
of proletarian revolution. In Hong Kong, riots involving hundreds of thousands of people also broke out in 1967.
Many bombs, real or fake, were placed in various locations in the city. Against this interpretative backdrop,

the montage of black patches and red spots in various forms repeatedly seen in Lu’s Zen paintings is somewhat

2 In 1961, Tang Junyi wrote that “the flower of the Chinese nation is drifting away” and used the “flowers and fruit to drift
away” to describe the overseas Chinese society that was suppressed by the governments of various countries in politics,
economy, culture and education, and worried about its fate: “A big tree fell in a garden, its flowers and fruits drifted away
with the wind; they barely survived under the shades of the trees on other people’s gardens.” Tang Junyi, The Dispersal and
Drifting About of the Flowers and Fruits of the Chinese Nation (Taipei: Sanmin Book Company, 1978): 2

3 Tang Junyi, “The Dispersal and Drifting About of Flowers and Fruits and the Replanting of One’s Own Spiritual Roots,”
in The Dispersal and Drifting About of the Flowers and Fruits of the Chinese Nation: 61.

4 Lu Shoukun, Ink Paintings (Hong Kong: 1972): 18-19. His remarks may have been inspired by Tang Junyi’s “flower and

fruit floating” and “planting one’s own spiritual roots.” Further investigation is recommended.
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63 x 43 x 224K ©

Van Lau, The Shadow of Leaves,
1990, brass, 63 x 43 x 224 cm.

& 7. Plate 5
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JRASRIPE > 28 FEK (F) o B
BT Tl o [ b Bl R AL o
Li Wei-han, The Closed Gate,
1989, stoneware glazed, 28 cm (H).
Collection of Hong Kong Museum
of Art. Image provided by the

artist.

i /S Plate 6
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Lee Ki-kwok, Object: You
Wouldn't Understand us!, 1991,
wood, a set of two objects:
32cm (W) / 80 cm (W). Collection
of Hong Kong Museum of Art.
Image provided by Hong Kong

Museum of Art.
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indicative of a deeper meaning: the latter never get mixed up with the former; in addition to painting with ink
washes, Lu also makes use of words to explicitly express his ideas. (Plate 3) He leaves no room for ambiguity.
Interpretation and experience are relative. The images, tangible yet abstract, give viewers plenty of room for
imagination. Notwithstanding the name “Zen,” Lu’s Zen paintings are not about “nothingness.” Instead they invite

craving out of one’s imaginative space for the transcendence beyond chaotic reality.

Hong Kong’s visual arts in the 50s to 70s was a mixture of geographical influence and a variety of artistic
approaches. Although artists might have opened up new paths for their personal lives through innovative artistic
forms which are worth ruminating, they-did not develop conspicuous imagination and imagery to respond to the

time’s predicament or to reflect on calamity.’

Sculpting One’s Identity in the Times of Rage

The mid-70s was.the watershed in the development of Hong Kong art. On the one hand, Hong Kong culture
was taking form and a sense of localism was emerging; on the other hand, due to the drastic political changes
in surrounding regions, Hong Kong artists started to concern themselves with societal issues. Their art practice

materialized their reflection of the times.

In 1975, the Vietnamese War ended; the Communist Party subsequently unified North Vietnam and South Vietnam.
The following year, 1976, marked the end of the Chinese Cultural Revolution. Mentally afflicted and haunted

by the aftermath of the movement, many Mainlanders, legally and illegally, moved to Hong Kong, coupled with
the masses of Vietnamese refugees arriving from the sea. The influx of Vietnamese who had fled their country
testified the situation in Vietnam under Communist rule.® In the early 80s, following the negotiations between
China and Britain over the future of Hong Kong, the “1997 Question” emerged. Apart from dealing with tradition/
modernity and East/West dichotomies, Hong Kong art practitioners also had to face the history and the fate of
Hong Kong straight. The citizens’ anxiety over the “handover of Hong Kong in 97” might not have been the result
of a weak sense of national identity, nor had it been caused by their resentment against socialism. Instead, it could
be attributed to their mistrust of the Communist Party of China, given the capricious political circumstances of

the Mainland after 1949. Looking at the ten years of calamity caused by the Cultural Revolution from afar, art
practitioners in Hong Kong felt great apprehension during the historical transition and a clear sense of foreboding
brewed. Then came “Tiananmen Square” democratic movement in the early summer of 1989. Every Hong Kong
artists followed closely the events unfolding at the Square until in early June, they witnessed the erection of the

Goddess of Democracy statue through the TV screen, only to see it destroyed by tanks a few days later.

Minds were flabbergasted by the oppression. Did Hong Kong arts in the early 90s reveal such complicated

emotions and a sense of foreboding?

5 Probably due to the lack of art criticism, there has not been in-depth reading and analysis of the artistic landscape of that
period. When the opportunity arises, we should re-read how animals such as eagles and tigers have been depicted in Yang
Shanshen’s (1913-2004) Chinese paintings created in Hong Kong, as well as the imprint of restlessness and screech in the
red and green squares and circles in Fire Bath (1968) by Han Chi-fun (1922-2019), who had adopted the techniques of
Abstract Expressionism and Pop Art.

6 Movie Boat People (1982) by Ann Hui, with a record-breaking box office of more than 15 million dollars, shows Hong

Kong people’s concern for political reality.
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i+ Plate 7
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Antonio Mak, Root, 1990, bronze, 26 cm (H) x 45 c¢cm (L).
Collection of Hong Kong Museum of Art Image provided by
Hong Kong Museum of Art.
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Antonio Mak, Figuretree, 1987, watercolor, size unknown.
Image taken from Susan Fong ed., The Art of Antonio
Mak (Hong Kong: Hong Kong Arts Centre, 1995), page
225.

& JL Plate 9
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Antonio Mak, Linked roots, 1988, ink, size unknown. Image

taken from Susan Fong ed., The Art of Antonio Mak (Hong

Kong: Hong Kong Arts Centre, 1995), page 225.

&+ Plate 10
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Antonio Mak, Figure Roots,; 1988, watercolor, size unknown.

Image taken from Susan Fong ed., The Art of Antonio
Mak (Hong Kong: Hong Kong Arts Centre, 1995), page 225.
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Let us focus on sculptures here. Since the establishment of the “Hong Kong Sculptors Association” in 1982, the art
form has developed significantly in Hong Kong. In the early 90s, artists from the last generation like Cheung Yee
and Van Lau in general followed their own paths, integrating modern art with the imagery and spirit of traditional
Chinese culture. Cheung continued with his “Ancient Imagery, Modern Vision” series while Van went on employing
imageries like bamboos, toads and lotus to fuse abstract art with technology. Looking carefull, some of Van’s
bamboo works, such as Windy (1990) and The Shadow of Leaves (1990), (Plate 4) depicted bamboos bending in

roaring wind. The strong sense of determination thus conveyed is a metaphor of the apprehension of the times.

Artists of the previous generation made sense of the reality of their times with Chinese cultural traditions. Those
who have grown up in Hong Kong in the 70s and 80s chose imageries closest to themselves to depict how angry
they are with the turbulent world. Li Wei-han Rosanna’s glazed stoneware The Closed Gate (1989) (Plate 5)
bluntly tells the story of a group of innocent and honest people being put behind bars. Li Ki-Kwok Victor’s Object:
You Wouldn’t Understand Us! (1991), (Plate 6) which shows a person in tight fists facing a horned gigantic object,
is even more symbolic. The title of the work suggests that an object is shouting, and what it says is seemingly
comparable to the remark of “No Revolution” to restrict Ah Q’s action in Lu Xun’s novella, The True Story of

Ah Q. The arc on the body of the mammoth object reminds one of the yaodong (house cave) found in the plateau
in the northwest of China. The sharp hard horn, the object which is somewhere between human and non-human,
tradition and quasi-west-cum-Loess Plateau, traditional etiquette and “protruded horn on the object,” one may say
that this sculpture demonstrates the then relationship between Hong Kong and China. Nonetheless, both artists
returned to working on their original subject matters and styles soon after and did not further explore this sense of

foreboding in their artworks.

The new generation’s sense of foreboding

Among Hong Kong artists growing up in the 1970s and 1980s, the pre-maturely deceased Mak Hin-yeung Antonio
(1951-1994) was one who conducted an ongoing and conscious exploration of his sense of foreboding, which was
vastly different from that of the artists in the 50s and 60s. For those who had settled and tried to live up to their
destiny here, their cultural identity is in transition, reflecting a more complex relationship between China and

Hong Kong.

Let us take a look of his small-size sculpture Root (1990) (Plate 7) which was created after “June Fourth.” One
associates both ends of the artwork directly to scary fingers and paws which are depicting a strong sense of
movement. The sense of foreboding here is obscure. The standing figure is stiff, hands seemingly immobile, head
turned sideways as if being slapped on the face or unable to bear the helplessness to what has been happening right

before his eyes. Under his feet are the earth, fallen trees and intertwining veins that support the body.

Mak made three drawings by the end of 80s which touched on the relationship between man and roots. Their
meanings are distinctive from that of Root. Figure - Tree (1987) (Plate 8) is a strongly-built man supporting the
luxuriant foliage of a tree: the roots as the body and the “root” (his penis) on the body; (note: one way of calling
penis in Chinese has the character “roots” in it) one reads the sculpting of Linked Roots (1988) (Plate 9) as a
large group of young men dancing and flying and jumping and tangled with the roots at all levels and positions.
These three drawings are representative of Mak’s reflection on and attitude toward China before “June Fourth.”
I propose that he was planning sculptures along the idea of “fallen leaves return to their roots” around this time,
hence his water-color painting Figure-Roots. (Plate 10) A young man stands on the trunk of a fallen tree which is

suspended in the middle of unidentified space. On one end there are branches, on the other roots. Around them
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& +— Plate 11

ZH o KBEA) > 199048 KF - 28 x 38 MK o #77 iR
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HS518 -

Antonio Mak, Man vs Roots, 1990s, watercolor, 28 x 38 cm.

Image taken from Susan Fong ed., Standart: The Collected
Drawings of Antonio Mak Hin-yeung (Hong Kong: MCCM,
2019), page 518.

&+ — Plate 12

EY - (N e M (Z) ) - 1990s > /K » 28 x 38 fEK -
RO WU AR - (BRI RS - ZREEER) (FHd 0 MCCM »
2019) » HS519 °

Antonio Mak, Figure - Roots II, 1990s, watercolor,

28 x 38 cm. Image taken from Susan Fong ed., Standart:
The Collected Drawings of Antonio Mak Hin-yeung
(Hong Kong: MCCM, 2019), page 519.
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Wu Wing-yee, Give me wings, 2008,
pastel on board, 76.2 x 101.6 cm.
Image provided by the artist.

[ Plate 14

ARk - CBE) > 2007 0 B
A > 76.2 x 101.6/ K o & 7 H
i R AR -

Wu Wing-yee, Listening, 2007,
pastel on board, 76.2 x 101.6 cm.
Image provided by the artist.
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9 WLk
10 Anthony P. Cohen, The Symbolic Construction of Community (London: Tavistock Publications, 1985): 28.
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& - #. Plate 15

BAKER > CNEE) ».1991 » FHE
61 fEK (#) x 611K (TT) -
[ Ry 0l K B A o

Wu Wing-yee, Small Town,
1991, 61 cm (H) x 61 cm (W).
Image provided by the artist.

there may have been falling leaves, yet not entirely. The man looks back with sharp eyes. The image of “standing
on a tree trunk” is a visual suggestion of “standing on a horse.” This explains why it has got legs at its front and

back. The man is determined to safeguard the root.

Tree roots in Chinese culture is a metaphor of homeland. The saying “fallen leaves return to their roots” describes
the urge of a drifting wanderer to return to his birth place. However, when what has fed oneself and what one

had counted on while growing up proves to be one’s source of disquietedness, when the native country becomes

a strange place, such sense of foreboding turns into a self-contradictory cultural identity and the tragedy of
existence. This explains why a man jumps out of a tree trunk in Man vs Roots (circa 1990s). (Plate 11) After “June
Fourth,” Mak made another drawing Figure-Roots II. (Plate 12) The blue body and its lowered head slightly leaned

forward while taking an unfinished step is an image of indecisiveness and melancholy.

However, when it comes to the actual sculptures, Mak depicts neither melancholy nor emotion of calamity. Instead

the man depicted in the sculpture stands firm” and makes himself strong after learning the truth of the reality.

The Chinese title of Root (1R) is made up of two characters: mu (K, wood) and gen (K&, blunt). To read gen in
the context of the early 90s can be very suggestive. According to the modern Chinese version of Shuowen

jiezi, gen means disobedient. It also means looking back in anger. Gen derives its meaning from the combined

7 “Stand” is in the title of the collection of Mak’s drawings, which is edited by Susan Fong, widow of Mak. Susan Fong ed.,
StandArt — The Collected Drawings of Antonio Mak Hin-yeung (Hong Kong: MCCM, 2019).



2 B AW SL AR —— WM R S B [ B IR R

& 75 Plate 16

Bk > (RFEED) - 1993 > 4R -

SSOMEK (F) x 25.4%K (D) o [ A by 2007 KRt -
Wu Wing-yee, Protector, 1993, earthenware,

55.9 cm (H) x 25.4 cm (W). Image provided by the artist.
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ideogram bi (b, dagger) and mu (H, eye), a piercing gleam that will not shy away from the opponent’s returning
gaze. Gen is originally a verb which means turning back from the difficulties‘lying ‘ahead. Turning back is against

the order, or disobedience. Looking back in anger is a sculptural imagery of individuality.

Wu Wing-yee: paintings bearing children’s joy and sculptures expressing her sense of foreboding

Wu Wing-yee, Mak’s contemporary, has been noticed for her style of painting bearing children’s joy. However, her

sculptures can be read as representation of a/certain sense of foreboding.

Wu’s paintings (Plates 13 and 14) communicate children’s naiveté in both their subject matters and styles. A bunch
of kids looked at you happily like bees fluttering their dancing wings; a little girl staring at a turtle slowing moving
on the ground. The world of round-faced children, simple movements, bright color palette and the smiling soft

curves of the trees-is harmonious, plump, and free of agitation.

Wu’s initial steps of innocence react to the external environment. Internal exploration is the cross-referencing

of the environment and the self. Cruel reality and complicated feelings induce the infiltration of non-innocence.
Because there is too strong an association between children’s joy and Wu Wing-yee, she has to turn to another
creative media in order to express her feelings of the times. Wu’s sculptures made in the early 90’s bear deep
meanings, for example, Small Town (1991) (Plate 15) and Protector (1992). (Plate 16) The former invites
spectators to reflect on different kinds of relationship with pieces of unadorned and raw cubic and circular objects.
Together they resembled broken water pipe junctions commonly seen on the streets. Wu told me, “The material

is wires burnt in high-temperature kilns. I created this artwork soon after I returned to Hong Kong upon my
graduation in the U.S. T hoped that my surroundings would be as simple and stable as a small town.”® The latter
looks like a mother and her children under her wings. The coarse texture, dark grey color tone and uneven edges
of the artwork invite one to associate it directly with unearthed relics. Wu Wing-yee told me, “There has been a
dominating sense of unsettledness, rootlessness and helplessness in Hong Kong when I created this work. I was
searching for that feeling of being protected by the mother. I was concerned about the emotion of Hong Kong
people. It was an internal craving.” “I am in pursuit of the pristineness of my artworks, the structures of which are
intended to express, naturally and frankly, my contradictory feelings of being a Chinese alongside the strangeness
and craving for the homely feeling of Hong Kong. This is a flowing emotion.”® Later, she expressed this feeling in

another artwork, Longing (1993). Therefore, all of Wu’s sculptures made after 90s bear a sense of foreboding.

“While the author follows a coherent line of thought, each reader obtains what his own emotions dispose him to
find,” said Wang Fuzhi (1619-1692). It is comparable to the “Reader-response Theory” in contemporary literary
studies. Artists’ consciousness and sub-consciousness express themselves as implication and abstraction. The
spectators perceive and interpret according to the cultural environment and times they are in. In the early 90s,
Chinese all over the world witnessed China’s turmoil. I find Small Town and Protector thought-provoking. The
former is loitering behavior organized into a three-by-three matrix but it breaks conventions and limitations. Its
palpable association connects with my visual and audio faculties, its screeches audible. The latter artwork, in

flaking color and appearance, tells of a buried object from the feudal times re-appearing in contemporary times.

8 Personal email, May 13, 2019.
9 Ibid.
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Wu Wing-yee, Root series (No.1), 1989, Wu Wing-yee, Root series (No.2), 1989,
earthenware, 25.4 cm (H) x 20.3 cm (W). earthenware, 25.4 cm (H) x 20.3 cm (W).
Image provided by the artist. Image provided by the artist.
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Anthony P. Cohen, a British socio-anthropologist, stressed at the beginning of Symbolic Construction of
Community that “the theoretical emphasis in this essay is, then, on the ways‘in which people contrive community
and, in particular, on the resourcefulness with which they use symbols in this regard to re-assert community and
its boundaries when the processes and consequences of change threaten its integrity.”!® Community defines itself
by the commonality of its members. While group acceptance is its critical content, the strength of the sense of
relatedness is indispensable. From the end of the 80s to early 90s, Mak created a series of works concerning man
and roots. Wu also selected roots as her subject matter. (Plates 17 and 18) It is worth comparing how the two

of them handled this subject matter. The two sculptors were scrutinizing their obscure cultural identities which
laid somewhere between the self and the other; the individual and the group, the fused and the relieved. After
“June Fourth,” how had Mak and Wu experienced the shock of communal integrity? The symbolic reference of
their creation is complicated and has been derived from their sense of foreboding. Their artworks are aesthetics
of emotion and reason combined. Their art practice demonstrates that the sense of foreboding of new generation
artists go beyond that of straight-forward sorrow, lamentation or affliction. It is a reflection of cultural life. Their
contemplation of cultural identity is also more than a simplistic binary of black or white. It transcends China and
Hong Kong until it reaches universal values and self-accomplishment. Between the two, Mak’s reflection on and

repréesentation of sense of foreboding is philosophical.

Antonio’s transcendence

Mak learnt his craft in the 60s, studied abroad and returned in the 70s, and passed away in the mid-90s. He has
had a focused selection of subject matters over his twenty-odd years of artistic creation. There are those closer

to him and some further away: male body, chair, ladder, mirror, book, and tree. When he chose animals as the
subject, he focused on two, namely horse and tiger, over a period of close to three decades. Mak created a series of
artworks on horses and another one on tigers after “June Fourth.” A sense of foreboding infiltrates these artworks,

and to reflect on it became the significant motif for Mak in the 90s.

Probably due to his residence near the Happy Valley Racecourse, the sketches Mak made in the early 60s were of
running horses. While they might have been taken as presentation of a young man’s technique and talent on brief
looks, a study of their details will show Mak’s ambition. Gallop Iis an unbridled horse, unwilling to be controlled
and is determined to trod its own path. Gallop Il is a horse carrying a good man, galloping determinedly to

the afar in big strides, holding its head up. Gallop III from the early 70s is an uneven composition of black and
white. The flying mane and tail of a dashing strong horse drawn in ink reminds one of Xu Beihong’s (1895-1953)
galloping horses.

Mak’s bronze sculptures along the subject matter of horse created in the 90s, on the contrary, are mostly standing
statically. Some of their titles describe that: Standing Horse (1990), (Plate 19) Bound to Win (1991), Bible from
Happy Valley (1991), Horse lover I (1991), (Plate 20) Horse lover IT (1991), Still Horse (1991), Horse - Crossing
II (1994).

It is worth looking into the transition from trotting in the drawings of the 60s to the static positions of the bronze
sculptures of the 90s. First and foremost it is not a question of creative medium or artistic form. The bronze
sculpture Bronze Galloping Horse Treading on a Flying Swallow had been made back in the Eastern Han Dynasty.
It is unthinkable that Mak, who was dedicated to the making of bronze sculpture, did not know of this piece of

10 Anthony P. Cohen, The Symbolic Construction of Community (London: Tavistock Publications, 1985): 28.
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Antonio Mak, Standing horse, 1990, bronze, 52 cm (H). Collection of Hong Kong Museum of Art. Image

provided by Hong Kong-Museum of Art.
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Antonio Mak, Horse lover I, 1991, bronze, 19.5 cm (H).
Image taken from Susan Fong ed., The Art of Antonio

Mak (Hong Kong: Hong Kong Arts Centre, 1995), page 137.
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Antonio Mak, Rocking-horse; 1992, bronze, 24 cm (L). Image
taken from Susan Fonged., The Art of Antonio Mak (Hong
Kong: Hong Kong Arts Centre, 1995), page 147.
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Antonio Mak, Horse lover goes West, 1992, bronze,

25.6 cm (H). Image taken from Susan Fong ed., The Art of

Antonio Mak (Hong Kong: Hong Kong Ai&r(;f '&!ﬁ}ﬂ .

page 148.
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Antonio Mak, Sleepwalker I, 1991, bronze, 28 cm (H).
Image taken from Susan Fong ed., The Art of Antonio Mak

(Hong Kong: Hong Kong Arts Centre, 1995), page 130.
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Antonio Mak, Craft (Vehicle), 1992, bronze, 36 cm (L). Image taken from Susan Fong
ed., The Art of Antonio Mak (Hong Kong: Hong Kong Arts Centre, 1995), page 149.
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national treasure. Representing a galloping horse is by no means challenging to him. The question is therefore, why

do horses run? What is the meaning of running horses?

One can further interpret this point in the context of the historical framework of Hong Kong. China’s then leader

&

Deng Xiaoping (1904-1997) advocated “one country two systems,” “the current situation will remain in effect

for 50 years,” and pacified the people by asking them to “keep on racing, keep on dancing!” However, horses do
not run in Mak’s sculptures of which horse is the subject matter. Let us look at two pieces on horses created in
1992: Rocking-horse (Plate 21) and Horse Lover Goes West. (Plate 22) They are respectively a half-man-half-
horse rocking satisfactorily on the spoty-and a“horse’s sudden stop almost throwing the man off its back. Neither
of the horse trots. “Goes West” is curious. It is not the same as the classical Chinese fiction Journey to the West.
(Note: the Chinese of “Goes West” and Journey to the West are written in exactly the same way) It is a horse made
to abruptly stop while dashing; its tail flying still and the man on its back flung forward. He wrapped his arms
tightly around the horse’s belly to avoid falling off its back. “Goes West” probably means “back to the west”

(meaning to die).

In the 90s, another subject matter of Mak was tiger, or more specifically, the relationship of man and tiger. On
close look, Mak represents how people in calamity make choices by depicting them being on top of or adjacent to

tigers.

A chronological survey of his works reveals how his contemplation of the sense of foreboding has a temporal
dimension.!" From a man standing on the bump of a tiger which has just woken up, holding his arms straight in
the position of a sleep-walker in order to maintain his balance (Sleepwalker I), (Plate 23) to human- and horse-
shape sculptures who cover their heads or bury oneself in a book or being contented, then come to realize that
“keep on racing” is but a lie, hence Craft (Vehicle) (1992). (Plate 24) A strong male body without a penis is a
determined body without roots. One could imagine this image as finding a way to co-exist with the tiger. A number
of artworks under the “tiger” subject matter seem to be going in this direction. “Keep on dancing” as rhetoric
transforms into the artist’s dance of life. Many sculptures showing body movements have been created in one short
year. They go as far as Woman torso (1993). When facing a tiger, man must be fearless, he must look into himself,
strengthen and imagine the self, connect with other lives nearby, so that he no longer fears the tiger and will dance
with it, (Plate 25) be at ease standing on its back. After Easy Rider II, (Plate 26) Mak continued to explore the
body. Maybe he is getting ready to deal with the agitated tiger Waiting II (1994). (Plate 27) Unfortunately, he

passed away.

Mak was diagnosed cancer by mid-1994. He died two months after being hospitalized. During the year before this
he has created many bronze sculptures with body as their subject matter. However, Roots I, (Plate 28) his last work

made shortly before being hospitalized, looks like grappling fingers coming out of nowhere.

From Root to Root I, Mak shows how he came to the realization, through calamity, of the ever-bestial truth.
Because of his illness, he could not have created images of meta-truth or surreal landscapes when he was alive.

However, there exist many directions for his sense of foreboding to be explored.

11 There is a good-quality discussion of the tiger sculptures of Mak in the 90s by Lai Mei-lin. See her essay “Visual-Verbal
Play in Antonio Mak’s Art” in Susan Fong ed., StandArt: 618-629.
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Antonio Mak, Last tango with tiger, 1993, bronze, 21.9 cm (H).

Image taken from Susan Fong ed., The Art of Antonio Mak
(Hong Kong:"Hong Kong Arts Centre, 1995), page 183.
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Antonio Mak, Easy rider, 1993, bronze, 42 cm (H). Image taken from

Susan Fong ed., The Art of Antonio Mak (Hong Kong: Hong Kong

Arts Centre, 1995), page 184.
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Antonio Mak, Waiting II, 1994, bronze, 25 cm (L).
Collection of Hong Kong Museum of Art. Image provided
by Hong Kong Museum of Art.
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Antonio Mak, Roots I, 1994, bronze, 36 cm (L). Image
taken from Susan Fong ed., The Art of Antonio Mak (Hong
Kong: Hong Kong Arts Centre, 1995), page 216.
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Antonio Mak, Musical torso, 1994, bronze, 11 cm (H).
Image taken from Susan Fong ed., The Art of Antonio
Mak (Hong Kong: Hong Kong Arts Centre, 1995), page
209.
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Mak’s sense of foreboding did not confine itself to distress. There is a process from feeling to understanding. He
strived for self-renewal through creation and action. His sculptures of body subject matter made in 1993 and
1994, from Sleeping walker (1993), Getting out of my trunk (1993), Branch out (1993) to Unfurl (1994), Waiting
1(1994), Perseverance (1994), show the sublimation of his attitude, followed by Musical Torso (1994) (Plate 29)
which dances to the wind with muscles revealing a fearless tempo. By virtue of incessant creation for more than
two decades, the life-saving stairs from the early 70s has been deeply embedded in his body — Music Scale (1994).
(Plate 30) Mak shows an imagery of torso-ripping will of life escaping and transforming into destiny-making, such

bewitching music.'?

In 1958, Mou Zongsan, Xu Fuguan, Zhang Junmai and Tang Junyi together published “A Manifesto on the
Reappraisal of Chinese Culture: Our Joint Understanding of the Sinological Study Relating to World Cultural
Outlook.” Its preamble reads as “We thus believe that genuine wisdom is born off suffering. Only through
afflictions may our spirit be set free from fixed life patterns to produce an exalted and broad mind which may

tackle any and all problems in a philosophic way.”*3

All of Mak’s torso works show flaky surface and unbalanced layers crossing from the left to the right and vice
versa. They are mostly hollow in the center with foreign objects attached, sometimes wings, other times branches
and leaves. They illustrate that Mak, even though living in a state of calamity, dismantles himself to make room
to take in his foreboding. His comely imagination travels from this end to the opposite, resulting in the movement
of muscles as if they are flying upward. Mak’s art practice is in line with what the New Confucius masters

advocated.'*

Sense of foreboding is the mainline of Mak’s creation in his mature stage. Personal actualization is the way,
rising up to challenges is a virtue. Transforming formal beauty to the community’s life force is transcendence. By
experiencing and transcending calamity, Mak creates cultural pride and life force for Hong Kong’s art with his

sculptural images.

Editor’s note: On June 21, 2018, Para Site named its art education space as “Antonio Mak Hin-yeung Education Room”

to commemorate the artist’s contribution to Hong Kong art.

12 It is worth comparing Mak’s body sculptures to those of Tong King-sum (1940-2008), who grew up in the 70s and 80s and
was slightly older than Mak. Tong’s material was timber while Mak’s was bronze. Tong was interested in female bodies,
Mak male’s. It seems to me that Tong sculpted his ideals and enriched his objects while Mak sculpted his life by emptying

himself. Tong suffered from pediatric paralysis, hence his small-built and poor movement ability. But he was very interested

in the human form, which has been the main subject matter of his sculptures. With knives, Tong craved round and plumpish

@ =1 Plate 30 shapes as if they were bodies from an ideal world. By showing the distance between his body born with physical deficiency

Y CGERE) > 1994 FHH > 218K (&) o F s ZTfE and his sculptures, Tong manifested his belief that man must possess the will and freedom to pursue a perfect body.

e o R A R A A R A o 13 The manifesto was later reprinted as “Chinese Culture and the World,” in Tang Junyi, The Dispersal and Drifting About of
Antonio Mak, Music scale, 1994, bronze, 21 cm (H). the Flowers and Fruits of the Chinese Nation. The quotation is on page 127.

Collection of Hong Kong Museum of Art. Image provided by 14 Valerie C. Doran has brilliant and insightful opinions on the body discourse of Mak Hin-yeung Antonio’s art creation. See
Hong Kong Museum of Art. Valerie C. Doran, “The Mak-ian Theory of Evolution: (A Personal Reconstruction)” in Susan Fong ed., StandArt: 32-36.
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