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From 2005 to 2007, Mr. Donald TSANG Yam:-
kuen was elected as the Chief Executive of the
Hong Kong Special Administrative Region, in
order to take over for TUNG Chee Hwa. In
these two years, TSANG gave many “presents”
to Hongkongers. Of course, visual artists, pay
most of their attention the gifts presented for the
cultural and art development.

* During TSANG's term in office in 2005-07,
government decided to discontinue the single
development approach of the West Kowloon
Cultural District Project, and started consultancy
all over again. The idea of “M+," a visual cultural
complex, was then launched... Although the
West Kowloon project has been just the agendas
in meetings of a small group of professionals,
the start of the Public Engagement Exercise in
September seems to provide an opportunity for
the public to have a better look of this project.

* During his term in office in 2005-07, Mr.
TSANG supported education reform, which
allows more art education elements in the liberal
studies curriculum, in order to encourage Hong
Kong students to discover that, other than Van
Gogh and Picasso, there is an artist called “the

King of Kowloon,” in this world.

* In the beginning of 2006, government changed
the land-use of an abandoned factory building
in Shek Kip Mei to be a creative art center for
at least 5 years. It seems to be a good news for

people in the visual art area, though the center
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has been delayed to open, has spent almost a
thousand million for renovation, and does not

have a clear picture for long-term development.

* On the 25th of July, 2006, Mr TSANG made an
unofficial visit to the Cattle Depot Artist Village.
On that day, 4 art organizations in the artist
village co-signed a suggestion letter about further
improvement for Cattle Depot Artist Village.
The letter was then handed in to Mr.TSANG by
Gum, who is one of the curators for the current
exhibition. Afterwards, at the beginning of 2007,
the tenants of this artist village were informed
with a moving plan, which involved turning the
current artist village to be an art space only
focused on performing art, and invited the -
tenants to move out, despite all their hard-work

in this village over the past 6 years.

In the last two years in office, it was obvious that
Cheif Executive Donald TSANG did give the
local art scene quite a lot of “support.” In the
current art exhibition, “To Tsang, C.E,” C&G
Artpartment invites five local artists to present
the tailor-made artworks for Mr TSANG with
thankfulness. Understanding that TSANG must
have a very busy schedule, we will well organize
all the related information and images, and
present our art gifts to him in person afterwards,
in the hope of providing an opportunity for Mr
TSANG to obtain a better understanding of local
art, and perhaps also to show his support of
local art by purchasing a piece of work fmmﬂ'lls '
exhibit. ot
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My name is Clara Cheung,

When | grow up,

| wanna be a traveler and an artist.
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You left for Taiwan after 1997, was it because you
were not satisfied with what s going on in the art
scene in Hong Kong at the time?

Absolutely right, Hong Kong couldn’ t satisfy me.

| feel art in Hong Kong was most active around 1997,
and the Hong Kong Government was playing various
roles at that time. As a result, in terms of art many
things that were seemingly right to do at the time
were achieved. | believed then it was possible to make
art, not as a profession, and earn a living. However,
with a shift of political focus, political topics became
less talked about. When political ideology towards art
became feeble, art became feeble too. At that time,
| felt so emptied out as if | had lost everything, and it
was very scary.

| continued to participate in exhibitions afterwards;
however, those shows were no longer about taking a

s the course of development for you in Taiwan?
g‘

sle progress was quite fun and I've gained lots of

too.

ks by Taiwanese artists were very different from the
in Hong Kong. In fact, | initially stayed in Kaohsiung
year attending exhibitions and lectures. | tried to
an audience rather than as an artist. | felt observing
i udience enabled me to see art more clearly. Within
d got to know many artist-friends including critics.
e role of an audience, | found it easier to mix into the
in Taiwan. Certainly it would almost be impossible to
ithin their group as a foreign’ artist, because they
ng sense of protecting their territory, especially in
iwan. Basically, they wouldn't let a ‘foreign invasion’
t's why | think they weren't international enough.
ong Kong is too international and lacks its own culture.
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Comparing the Art Ecology of Taiwan and Hong Kg
12th February 2009 (T hur

12:12pm = |

L8-04B, Jockey Club Creative Arts Centre (JC
30 Pak Tin Street, Shek Kip Mei, Kowloon, Hong Ks

5 to the point, | used that time over the course of
i observe their art, and discovered that theirs was
Hong Kong's. Taiwanese artists were much more
nal in terms of having a strong sense of involverent
ner than just achieving quality in the work. Their inner
in art was very sincere, true, and pure. Reflecting
qualities, | wondered whether art could indeed be
orward.

to go to Taiwan as such. | simply wanted tol
Hong Kong, so | asked a travel agency randomly:
air ticket was available and they told me there W
flight to Kaohsiung the next day and asked if | wa
to go. It sounds rather dramatic now, but in fac
was how | landed in Taiwan.

eak for all Hong Kong artists, but | feel | am not
nal enough myself. To say not professional is not to
the number of exhibitions one has, it is to say how
You are. Prior to going to Taiwan, | had a job as a
pher. | worked, as well as making art, but found it
) to keep both going. | thought | could only do it for
s, and might create something that | was pleased
it couldn’t last forever: So | pondered deeply over
if | wanted to carry on doing art then | shouldn’t
the condition of my living. On the other hand, if |
oncerned about earning a living, then | shouldn’ t do
ently, | started thinking about what kind of attitude
€ being a full-time artist. While | contemplated this
ied on observing how artists in Kaohsiung lived as
sts. Their works were very moving and they made
= another thing; good art can move people. Of course,

Which year did you go to Taiwan!
The year 2000.
Who did you go with?

No one. | went there on my own with two suiteas
| found Taiwan quite novel when [ first arri
never been to Kaohsiung but had been to Taip .
before. | knew some fellow artists in Taipei, BUt
very well. So | didn't intend to look them up. A
decided to leave Hong Kong because | wante
a Utopia, to rest temporarily. | even considered§
up art; because | simply wanted to have a i€
space for myself, a breathing space.

fC& G Artpartment s Exhibitions

moving people isn’t always about tragedy; it can also be about
happiness.

I've seen a lot of new things in Kaohsiung but simply can't
express them in a few words. Every time | visited an exhibition, |
would talk to the artists involved for some time. Maybe because
| was an outsider; they were relatively happy to talk to me.

After observing the art scene there for over a year, | became
restless and felt | was ready to make art again. This feeling of
being reborn was very interesting - | had seen that my art
career in Hong Kong was over, so | went to another place to
start all over again; and the whole process was brilliant. This
would be very difficult to achieve in Hong Kong unless you go
to another place and then come back. Subsequently, | wanted
to make some art. Also, | had feelings towards the place,
culture, and the society; and | wanted to express something.

However, | went to Kaohsiung alone without any tools or
a place to live. Unlike before, | had a studio and | could get
instant access to any material for my work. Yet, | had nothing
in Kaohsiung and didn’t want to spend lots of money on
accommodation or tools. Even if | wanted to start creating, |
didn’t have the opportunities to do so or have anyone there
to help. At that time, a friend e-mailed me a scheme for artists
organised by the Taiwanese Government. Because at that time,
Chen Shui-bian had just came to power and he intended to
build artist villages at each main train station along the main
railway line, a long-term plan. | thought it would be a reflection
of my own life in flux. So | plucked up my courage and applied
for the scheme.

| was in Kaohsiung at the time. On the journey from Taipei to
Kaohsiung, PIER-2 Art District in Kachsiung was the last stop, so |
thought | would apply for that space. Actually, | was quite worried
about my application. As you know; schemes like this organised
by the Government could be a bit ‘murky’ | thought, well, it
didn’ t matter; so | made up my mind to submit my proposal.

My proposal was aimed at how to use the space quite
specifically. Prior to the submission of proposals, the exhibition
space was open to artists for viewing, so that they c
decide whether or not they still wanted to go ahead !




this approach was good because it enabled artists to
find out a bit more about the space beforehand. In
fact, Kaohsiung was a bit backward compared with
Hong Kong, yét they were one step ahead in terms
of providing this ‘on-the-spot inspection’ approach,
allowing artists to view the actual site. After viewing
the place, | thought it wasn't bad at all. At that time
the site still hadn’t been fully restored. it was still a
warehouse built during the fifty years of Japanese
occupation. The warehouse was anti-seismic in
construction, roughly about 20,000 square feet, and it
was planned to be used as an exhibition space. So it
was a great challenge for me to write a proposal for a
solo show, instead of a group show.

So, it meant each artist had a big space to show. How
many artists were successful in their applications?

It was a six-month scheme and there were six artists
in the artist village, which means each successful
applicant had ene month to do a show:

Doing the residency was a challenge for me. It was
a good job I'd had some experience of installation
art in Hong Kong. After viewing the space, | started
writing my proposal and application; and at the time
| felt there was a voice telling me to go ahead with it.
There was a real sense of excitement | really felt for
this project. Subseguently, | tried to focus on getting a
feeling about the place and the nearby environment,
the community, and thought about how my work
could have a relationship with the local community.

Finally, | came up with a bold idea of filling the 20,000
square feet exhibition space with water, extracted by
four water pumps, from the port of Kachsiung The
location was very close to the sea; indeed | d never
seen any building so close to the sea before. So the
idea was to use H-piles to enclose the exhibition
space which would then be filled with water to form
a giant floor-level television. Visitors would be invited
to dance in the water which was about | foot deep.
| hoped when the audience came to visit the show
they would go into the water to experience the work

C&G EWMEMREY FE

=mbers). However, it's so different in Taiwan. They had
r art system providing lots of funding, activities, and
too many to count, which was something | hadn’t
,At the time, | felt the PIER-2 Art District residency
e could help move my life to a different place and
Additionally, my feelings towards various communities
orced my understanding of public art further. Perhaps,
were moved by that, so | was fortunately enough to

first-hand, without worrying about getting wet, ane
feel the water extracted from the port of Kaj
That' s what public art is about; you need to p
any worries or conventional rules and ente
space. | thought this would be a challenge
public too. So | wrote the proposal.

The judges thought that my proposal sounded
interesting, because people in Kachsiung tends
like art that has more tangible forms rathert
something conceptual. Also, they were perplexe;
art forms that were difficult to define. There were
rounds of judging. Selecting thirty applicationsc
sixty in the first round; and | was one of the su
applicants. When it came to the second roun
assessed by three judges who were an art
museum curator, and an established artist.

elected artists included an art critic, a curator, a
g artist, and three visual artists.

uld an art critic make use of the 20,000 square feet

rite, and has organised many activities and talks in
focused mainly on culture and history. To make good
space, | think it s important to include visual arts as
Iture and history. But let me say something off-topic,
gsn t the Jockey Club Creative Arts Centre (JCCAC)
Kip Mei invite former workers of the building to talk
e place, and to share their stories of the place with the
re.This may do the artists some good and contribute
g to their creativity. Maybe even the public would also
ow what this place was like before. It's a real pity
esn't do that. Look at Fangcun in Guangzhou and
rical sites for example, so why does Hong Kong fall
din this sense? In many historic buildings on the mainland
and texts, depicting what the building was used for; can
€& found on the wall of the building.

Here | would also like to talk about whether the
funding assessment system in Hong Kong shg
also include these various roles? Those three'
in the judging system might not always be the
combination; however, having people from diffe
fields to evaluate the system would be healthier

Back to the point, it was 2001 when | had
interview with the judges. My Mandarin was a bit
even though ' d been speaking Mandarin for
year at the time. In terms of general commun
was alright, but in southern Taiwan they main
Taiwanese dialect, not Mandarin. Since my M
was so0-so, the interview took much longer than'ls l
'jwas working at Artists Commune in Cattle Depot, |
Perhaps, the judges were moved by something in gababout doing such things,
and that was the fact that | wanted to be | k
In Hong Kong, opportunities for particip
exhibitions seemed less accessible somehow
you had to go through a lot of channels, mé
of connections, and explorations before yo
get anywhere. In those days my opportuniti
about through the assistance of others lik
Shun Kit (chief person who helped establis
Artists Association in the 90s — the most al

organisation at the time — Ban Cheong was one ol

verall effect would be quite different - even if it was
of the former place. For example, my studio used
lli=screen factory and it would be so good if we could
to of it. If the photo was reproduced and displayed, |
it would be more interesting and meaningful than any
shown in JCCAC. When the public comes to JCCAC,
fiwant to feel what it was like when it was a factory.

the main point, the most valuable experience | ve
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gained from my residency in PIER-2 Art District was the
opportunity to communicate with other artists. Without a
fixed a location or times, we interacted with each other quite
spontaneously, and frequently. This made me realise that art
could be exchanged or understood in this way. Unlike in Hong
Kong, | used to forge ahead to do exhibitions all the time
hoping to form a group of like-minded artists, which wasn’t
a bad thing to do after all. However, the attitudes towards
the arts in Taiwan were somewhat different from Hong Kong.
Subsequently, | started changing the embedded ‘forge-ahead’
approach ['d adopted in Hong Kong, and | quite enjoyed the
change.

Later on, | went to Chia-yi, and the sugar factory in Kaohsiung
for residency programmes. It happened that two artist-
villages (art residency programmes) accepted my applications
simuftaneously, so | had to chose which one to go to since the
time frame for both residences overlapped. In the end, | chose
Chia-yi Artist Village because it was bigger and also there were
six artists in residency.

At that time, | didn’ t need to worry about living costs because
a studio, a bicycle, internet access, water and electricity were
all provided free of charge. Besides, | also received some
living allowance as well as artist and material fees. Basically,
the cost of living wasn't a problem. So, some may say why
the Government fed these six parasites? | don’t think that's
fair. The Government supplied resource to enable artists to
develop their artistic abilities further. Though the residency was
short, half a year to one year, but the mobility was great and it
was good for the local community. To avoid artists occupying a
place without producing any work, the residency was between
half a year and one year long. If you didn't make any art
works, in a way you were killing your own creativity. | am not
saying that going to your studio everyday means you are hard
working. Your work would simply reflect your efforts. Your |
art work should be an interaction among space, people and
community.

I've never participated in any artist residency programme
in the West, However, compared with Hong Kong, ' ve truly
lived and worked in an ‘artist village' in Taiwan; and | think this
experience would enable any artist to have an impact in the
community;
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S\would be ‘Having Relations with 1001 Taiwanese' .
first work | showed in Taiwan, and it can be said
hted a small ‘bomb’ in the southern part of Taiwan.

besides, there were so many projects | wanted/t8 develop art in Hong Kong?
Not having the opportunities to realise my

felt very uneasy, and | was also missing Hong

After my residency in Chia-yi, I ve found my direction
in art, and that is public art. | am not talking about
public sculpture here. Public art is about interaction,

Taiwan has a lot of art funds, but I ve never applied for one

e 5 o S

and art is a bridge to connect everyone.

Actually, how long did you stay in Taiwan?

Five years. The last proposal | wrote while | was

there was based on a female artist in southern
Taiwan. | wanted to interact with her as a male
artist. That wasn't as simple as doing an exhibition.
The project lasted for over a year, and it involved
interviews, exhibitions, videos, and many other forms
of interactions. The borderline of the project was
about ‘you are a woman and | am a man’, and-how
we blurred this boundary. There was a blind spot in
my work which was the lack of female sensuality. My
work was very masculine, so | tried to approach it in a
slightly different way.

Was it because you felt the development of art in
Taiwan was also problematic; therefore you came back
to Hong Kong?

Yes, in the aspect of the politics.

| gradually integrated, with difficulty, into the art circle
in southern Taiwan, then | was ‘tagged' as the from
southern side, by the northerners.

Artists from the northern part seldom went to
the south, and vice versa. This boundary was clearly
marked. Of course, there were some occasional art
exchanges, but not many.

In the aspect of the politics, due to Chen Shui-bian
(the former president of Taiwan) having withdrawn
funding for the arts; my project regarding the female
artist in southern Taiwan had to be put aside. At that
time, | also missed the ‘Hsinchu Railway Art Village’

artist residency programme. Consequently, | had to .

wait for half a year before | could re-apply. During
those empty times | felt as if | had been dropped to
the ground from upon high. | couldn’t stop and wait;

C&G EHEMRE T E

weren t familiar with conceptual art, performing
art or installation, but these were the nature of my
were important steps for me to take, at the time in
ause of this work, | was known in Taiwan. My survival
as an artist was because my work was different.

the time. That's why | decided to come back to i
Kong. Coincidentally, with the emergence of lee
thought it would be a good time to give it a go,

Do you still have anything to do with Taiwan?
spent in PIER-2 Art District has given me the
of communicating with curators, art critics, and
and those weren't the areas that | was familiar with.
orbing knowledge like a sponge at that time. This has
=d me to reflect and see more clearly.

Yes. | am invited to give talks and do exhibitj
sometimes, but nothing long-term as such.

Going to Taiwan isn't the same as travelling bety
Kowloon and Hong Kong, so it' s impractical to g
Taiwan for two weeks to do an exhibition. It's s
unfeasible. Even though | manage to do an exhi'
the work won't be able to touch the audience,

QoA your experiences in Taiwan, can you give any
Blons to the alternative art spaces in Hong Kong?

> the size of the space, the space itself, and the attitudes
anisers are the key. For example, the Dogpig Art Cafe
ative art space located in Kaohsiung) has retained
layout and style. Two-thirds of the space is used to
wral events such as exhibitions, and one-third of the
converted to a café, after refurbishment. It's highly
e as it accommodates both well known artists as well
its. [t treats every artist equally; an artist fee is two
8Sof homemade wine by the owner of the cafe. That place
t character, and breadth of vision is admirable too.

Have you ever felt rejected in Taiwan?

Yes. [t mainly happened in talks. | didn’t feel g

when it happened. \

My work was very political in a sense. Some
work was provocative and offensive. For examy
made a piece of work called ‘Having Relations
1001 Taiwanese’; the title alone was shocking§
could easily upset some people.
ver, Dogpig Art Cafe is located in an area where the flow
le Is comparatively low compared with C & G. C & G
d in an area with high density of people, which is an
e because it s good for promoting art. Though Dogpig
d in a reasonably busy area, in terms of the flow of
it can perhaps be compared with Happy Valley in Hong
Place with character as well as a steady flow of people
Uit C & G well, so | find it appropriate that you are
N Prince Edward.

This provocative and offensiveness may bel
existing problems in our society, but no one
to confront them. So | wanted to explore these
through my work. In fact, every artist has thel
directions and tendencies, and these aspe
become more visible in time. The role an art
plays is therefore vital. As art critics can help int uld
the essence of the artist' s works. Without so
to play this role, the public will find it very difficul
understand the work. BBl the Legislative Council has discussed the Arts
pPment Fund to be set up by the Home Affairs
the Hong Kong Arts Development Council and the
sector. According to your knowledge of art funding
an, how should the art fund be operated to help

You were in Taiwan for five years, in your opif
which of your work is most influential?

0f C & G Artpartment s Exhibitions

because only native Taiwanese are eligible to apply, which
is fair enough. As far as | know, it is in great demand. Some
full-time artists are able to do several exhibitions a year
because of the funding, Additionally, they even receive artist
fees and materials fees,

Taiwan has done good things for art — their art fund has clear
classifications. That is, different levels of artists apply for funds
that correlate with their status, and it won't cross a certain
boundary. For example, for students there are specific funds
available for them; or for experimental art, there are relevant
funds for that as well. Each category is clearly defined. it would
be good if Hong Kong could follow suit, Clearly defining each
category enables applicants to see what funding is available to
them. This can also be seen as a relationship between artist and
the community that develops together:

If C & G wants to open a branch, where would you suggest? |s
JCCAC possible?

Yes. But | would suggest that you come in as a curator: which
would be best.You' ve been known as the good guy at Cattle
Deport, and this good guy is also a good curator. So if you
come in to JCCAC as a curator; you can get a macro view
of which artists have potential. Subsequently, you may curate
very different shows, and this would be useful to the artists at
JCCAC. | don't think we' ve got enough curators at |CCAC; at
most there is Movana Chen. But of course she is mainly dealing
with the commercial art, so you should come in as a curator:
Also, you would need a bigger space to hold exhibitions. You
have a persuasive CV because you' ve curated many shows at
Cattle Depot. | think you need to be rid of the role you play
in art education, Otherwise, people would wonder why you
came to JCCAC if you are doing so well in Prince Edward. Or
you could set up a shop to sell art works made by the artists
in JCCAC, if so that would be great.

Translated by Chris Cook
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