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Hong Kong is a cosmopolitan city at the entrance to South
China. On the one hand, the Chinese-dominated society has
inherited many cultural traditions from China, on the other
hand, it has been under continuous Western influence for one
hundred and fifty years. It is therefore not surprising that art
in Hong Kong,like so many other facets of life in the territory,
has developed along manifold lines. Some artists staunchly
uphold the ideals of traditional landscape painting, some
pursue the goals of Western art, while there are those who
work to integrate the different idioms of the Chinese and
Western art in an attempt to transgress cultural boundaries.

The beginnings of art in Hong Kong may be traced to the
1920s and 30s, when several developments were taking
place simultaneously. A number of studios, art guilds and
institutions were established; artists trained abroad returned
to live and work in Hong Kong; artists from China paid
lengthy visits to Hong Kong. These developments laid the
foundation of art in Hong Kong. In the 40s and 50s some tra-
ditional masters left China to settle in Hong Kong, swelling
the ranks of local traditional artists. Hong Kong began to feel
the impact of modern Western art in the 60s. To those
already painting in the Western idiom, modernism meant
moving from conservative to avant-garde styles. To tra-
ditional Chinese artists, modernism introduced novel
subjects and experimental techniques. In this trend was
generated the concept of a “local art”, with a voice, a
flavour, an aura peculiar to Hong Kong. The mid 70s
witnessed the disappearance from the scene of several art
associations. The newer generation of artists are keen to es-
tablish their own personal styles, so that art in Hong Kong
has become even more multifarious.

Hong Kong in transition from the 80s to the 90s is

undergoing acute social changes. How to respond to these
changes is the challenge facing Hong Kong artists.
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Paper, brush and ink are of primary importance in Chinese
painting, with pigment occupying a secondary position. In
Hong Kong there are many artists engaged in Chinese paint-
ing, some strictly adhering to the traditional path, some fol-
lowing the direction of the Lingnan School, while others are
striving for innovation and a sense of modernity.

Traditional Chinese painting puts great emphasis on the use
of the brush. In addition to capturing the physical likeness of
the subject, the brushwork has to bring out its inner essence
or convey its artistic concept. It is only through clarity of
mind and distillation of technique to its absolute essential
that the artist can capture the spirit of his subject, whether it
be nature or figure. Pang Chap-ming’s and Jao Tsung-i's
landscapes and Siu Lap-sing's Jluohan paintings are
examples of what is meant by “the integration of the brush
and mind”. On the other hand, works of Fang Chao-ling and
Ding Yan-yong are remarkable for their traditional flavour
enlivened with a sense of innocence and naivety. The
landscapes of Cheng Kar-chun and Yam Chun-hon express
the philosophical concept of the unity of nature and man.

Inits bird-and-flower paintings the Lingnan School
perpetuates the traditional “boneless™ method of colour ap-
plication, at the same time modifying it with Western
methods of life drawing, perspective, tone, verisimilitude and
colouring. Works of the Lingnan School, combining the
flavour of gongbi and yibi, are marked by lively depiction of
nature. Chao Shao-an’s birds and flowers and Yang Shen-
sum’s animals are all painted in a vivid manner that belie the
painters’ sophisticated skills.

Lui Shou-kwan, active in the 60s, was a fervent advocate, in
both theory and practice, of the “spirit of modernism™ to
widen the scope of traditional Chinese painting. This was the
emergence of a type of ink painting which laid great stress on
experimentation in fundamental aspects of Chinese painting :
subject matter, form and material. In exploring of the
possibilities of abstract form, Lui Shou-kwan and Irene Chou
are still capable of maintaining the vigour of brush and ink.
Ng Yiu-chung, Yeung Yick-chung and Cheng Wei-kwok paint
surrealistic landscapes with their different and unique brush-
work and method of colouring. Another group of artists, Chui
Tze-hung, Wucius Wong and Poon Chun-wah, are remarkably
successful in creating a lyrical atmosphere through variations
in composition and changes of perspective. Through his
ceaseless experiments with technique, Liu Kuo-sung has
greatly enriched the visual effects of ink painting. In the fan-
tastic and naive images of Luis Chan and the vividly contem-
porary figures of Chu Hing-wah, the artists have, despite the
use of Chinese materials, shaken off the constraints of tra-
ditional painting in terms of subject matter, concept and
technique to forge ahead in new directions.
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Over the centuries several categories of calligraphic scripts
have evolved in China for the writing of the language which is
composed of ideograms, commonly called characters. The
scripts are zhuanshu (Seal script), sishu (clerical script),
caoshu (CUrSiVe Script), xingshu (running script) and kaishu
(regular script). Each script has its own structure, as well as
its own set of rules in the manipulation of the brush and the
formation of characters. Outside of these constraints, how-
ever, calligraphers have the freedom to apply their own con-
cept to the style of individual characters, and to the place-
ment of characters in each column and of columns in the en-
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‘ ;;;; and resonance. It is because of these considerations that cal-
a8 ligraphy has traditionally been regarded as significant an art

form as painting.

Calligraphy of Hong Kong may be classified into three
schools : literati calligraphy, calligrapher’s calligraphy and
painter’s calligraphy. For the literati, the daily practice of cal-
ligraphy is a discipline, a source of pleasure, and a means of
cultivating moral character. Literati calligraphers follow the
styles of old masters characterized by such qualities as, skill,
balance and elegance. Representatives of the literati school
include Qui Dian and Cen Guangyue, both of whom were
successful candidates in the highest level of public examin-
ation held in the late Qing shortly before the abolition of the
system. They lived in Hong Kong in their old age. Other
representatives of the school are contemporary scholars such
as Dong Zuobin and Jao Tsung-i.

Personal style is of special importance in calligrapher’s cal-
ligraphy as writing is considered as an artistic expression.
Representatives of the earlier generation are the four masters,
Deng Erya, Luo Shuzhong, Jian Qinzhai and Fung Hong-hou,
and a group of calligraphers, such as Ou Jiangong, Zeng
Keduan, Xie Xi and She Xue-man, who contributed much to
the teaching of calligraphy. Chan Man-kit, Jat See-yeu and
Lee Yun-woon were prominent practitioners in the 70s, and
Ou Da-wei and Chin Hoi-man in the 80s. The earlier
calligraphers of this school tended to develop their personal
styles on the basis of the brushwork of old masters, while
those of or near our time pay more attention to the structure
and formation of characters as well as the arrangement of
characters in the overall composition.

Artists such as Ding Yan-yong, Chao Shao-an, Yang Shen-
sum and Cheng Kar-chun are calligraphers in addition to be-
ing painters. Their calligraphy usually serves as complement
to their paintings, hence the versatility and untrammelled
quality of their styles. It is due to these qualities that their
work commands interest in the context of calligraphy in Hong
Kong.




smteeay
e 4 (19254 )

. BBEEA

~ Red Lump 1988
- Gaylord Chan (b.1925)
Acrylic on canvas
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Another Sphere 1989

~ Hon Chi-fun (b.1922)
_ Acrylic on canvas
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The foundation of Western painting in Hong
Kong was laid in the 1930s when a number of
artists — Li Tiefu, Yee Bon, Lee Byng and
Wong Chiu-foon — returned to Hong Kong after
they had finished their training abroad. Together
with local artists Luis Chan and Wong Siu-ling
and European members of the Hong Kong Art
Club, they contributed a great deal to the early development
of Western painting.

The 50s and 60s were a transitional period in the Western
painting of Hong Kong. In 1957 a group of people who were
deeply concerned with the development of modemn art
founded the Society of Hong Kong Artists, under whose
auspices painters exhibited their works. Among these, the
paintings of Kwong Yeu-ting and Douglas Bland stood out by
their sense of modernity. In the early 60s the Modern Litera-
ture and Art Association organized three salons known as the
“Hong Kong International Salon of Paintings™. The City Hall
Museun and Art Gallery held an exhibition called “Hong
Kong Art Today™ in an attempt to provide the public with an
overview of modern art in Hong Kong. These events acted as
stimulus in encouraging local artists to break out of the con-
servative mode and embrace the spirit of modernism.

In 1964 the Circle Art Group was formed. Its principal
members Hon Chi-fun, Cheung Yee, Van Lau, Jackson Yu,
Chui Yung-sang, King Chia-lun and Kwok Van-chi actively
introduced to Hong Kong contemporary trends current in the
West. Towards the end of this transitional period, with its
keynote of modemization, some artists began to look back to
the East for inspiration. They included certain elements of
Chinese culture into their paintings, thus creating a unique
character in the Western painting of Hong Kong.

The 70s saw the emergence of a group of young artists —
Gaylord Chan and Kwok Mang-ho of the Visual Art Society,
and Michael Wong, Yank Wong, Choi Yan-chi and Josh
Hon — on their return from sojourns overseas. They have in
common the expression of their own creative ideas through
new visual means.

Western art in Hong Kong was characterized in the 80s by
strong individualism, the integration of East and West in sub-
ject matter and style having lost its appeal to young artists. In
the pursuit of new expressive modes, many of them simply
made use of their own codes and symbols to express their
emotions and views of the world.



Rﬁi% ‘i%jﬁ kR f% %5*1

MER-BREEM FEELH
HASHADm LHRER KD
RERRL EREAGBRTIER
Be-mRMEBEENEREYNE
EERRE RE-BRUBEEZS
B URSERXEURERF
fERR

S AARBEFEARER BRI
W99 SEAROBER FEREE- -AZ0£KRS

ﬁﬁg;”&f'r REERDANREED  BEOAHNEHER
pL BEFAFNERRR - EBOEET-EAA
NKyvongYeutmg(b1922) K#&im;ﬁiﬁﬁp/b T EBNERT TN E
T A SABEURURBNEDARERD

AC90.91

umm%%mﬁﬁﬁg RRAMMNBEERH -

CETERCBNEEERT  -BRE 83X
@WWE TLURHONEBERRREAEETE
EONER-EHA ERNAUNAR/DBRY
RERLURBEENHLAECHNEL - ERA
R AREEORE  BRHEEFRER B
EXNS  FLURBARARERBEORTT - &
MERNRERF  TERSLENER  NF
RE - -BAENARE BVPNERENEZR
HEENRDNERNAE - i RESIAH
BXNEL EEZMABAVHNBRELEE
BE -

HERREMES  RENRBEAEREBEME
%’?IE&HHML%E@LE% BIXRARBEROESR -
REEZEEMNERNE  BEHTHERMNS
THE - BEREVNERRUEDERRRESL
AERE FERAEEEHNBEENESRIRE
ANEMES AASECARANEMIRER
—HERLE NMREENHEE 2EENES
ER BRENEBEN HERTEHNE
B FEEEEANBRETAME -
;,;mms .
 BTE(1940%)
. REREBUES

‘finunmmmsu, 
~ AserBut (b.1949) ,

. Gharcoal&acryhcmpaper .
. V‘ACSS‘(E ‘ ‘ .




Print, drawing and works in mixed media
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Forms of Life Il 1981
Lui Fung-ngar (b.1947)
Mixed media on paper
ACB1.37
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The Water Carrier 1969
Luis Chan (b.1905)
Acrylic on paper

AC78.57 (1-4)
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Those Who Search for the
Truth 1988

Chung Tai-fu (b.1956)

~ Etching

AC88.64

Print-making is an indirect mode of expression.
The artist executes his idea on a certain kind of
plate and it is only through this plate that the
image can be printed on paper. Some artists
prefer print-making to painting for the textural
and colour effects which can be achieved only
on prints, and for the multiplicity of images that
can be obtained from one plate.

Wood-block printing has a long history in China. It was used
mainly in the printing of books, illustrations and New Year
pictures. During the 1930s the writer Lu Xun was instrumental
in transforming the traditional printing technique into a me-
dium of artistic expression. Hong Kong was also a centre of
wood-block printing, and works of that period are marked by
intense social consciousness. Today there are quite a num-
ber of artists engaged in producing wood-cuts. Among these
are Mui Chong-ki, who distinguishes himself in water-based
prints, and Tong Kwok-fai, who excels in oil-based prints.

In the 60s and 70s screen printing became popular in Hong
Kong. Both Kwong Yeu-ting and Hon Chi-fun employ colour-
ful screen prints for images with strong Chinese flavour,
while Ming Fay and Poon Man-lock make use of the crisp
lines and well-defined areas of such prints to highlight the
contrast between void and solid or changes in colour
“pads”.
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Untitled

Liu Siu-jane (b.1952)
Lithograph
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Fading into the Past Il 1979
Law Wai-hin (b.1939)
Watercolour on paper

AC79.43

EE1976
B - & (19444 )
WEHK

Untitled 1976

Martha Lesser (b.1944)
Pencil on paper
AC77.14

Printing by stone plates and copper plates are less favoured
techniques because the processes are more complex and re-
quire more costly materials. Nevertheless, there are some
outstanding works in these categories. The copper
engravings of John Li and Chung Tai-fu, and the lithographs
of Liu Siu-jane amply demonstrate the artists’ skill and orig-
inality. More experimental approaches of print-making may
be seen in Cheung Yee's innovative use of oracle-bone script
in paper casting, and Ha Bik-chuen’s inclusion of natural
materials in his prints.

Contrast to print-making, drawing is an art that calls for
simple materials and a more direct mode of expression.
None the less it lends itself to a variety of styles as the flu-
ency of Kong Kai-ming, the liveliness and lucidity of Martha
Lesser, and the rich textures of Leung Kui-ting testify.
Materials are but the means by which artists execute their
concepts. In order to achieve certain visual effects or build
up a personal style, artists may combine certain materials or
techniques in unorthodox or novel ways. The collages of Luis
Chan and the layered painting of Lui Fung-ngar, and the
installations  of Kwok Mang-ho have successfully
transgressed the restrictions and limitations of their respect-
ive medium and enabled the artists to enjoy a greater degree
of artistic freedom.
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The art of sculpture began to develop in Hong Kong in the
60s. Among the members of the Circle Art Group, founded in
1964 with the aim of promoting Hong Kong art, were Cheung
Yee and Van Lau who chose to concentrate on sculpture.
Cheung Yee used bronze, stone and wood as materials while
Van Lau worked mainly with metal. Both of them utilized
modern sculpture to give form to the spirit of Chinese cul-
ture. In their sculptures, ancient Chinese scripts, images and
totems are employed to express a kind of primordial force.

A new generation of sculptors came to the fore in the 70s.
Tong King-sum, Ha Bik-chuen and Poon Sui-wah favoured
wood as the medium of their expression, but Samuel 0 and
Kwok Mang-ho made use of non-traditional materials for their
creation. Two sculptors who returned from overseas were
Aries Lee and Mak Hin-yeung; both worked with metal to ar-
ticulate a modern idiom, using respectively abstract and lat-
ter concrete forms. In the early 80s Chu Hon-sun, newly
returned from Italy, embarked on an exploration in marble of
the relationship between solid and void. To sum up, we may
say that sculptors of the new generation have become much
more diversified in both their ideas and use of materials.

Since its founding in 1982, the Hong Kong Sculptors Associ-
ation has served as the meeting point of professional and
amateur sculptors. Members such as Norman Ko, Lai Yat-
fong, Wu Man-wai and Lau Yau-kuen are distinguished by
their solid technique.
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Soul of Warrior 1989
Leung Cho-wai (b. 1963)
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In the 1930s, 40s and 50s, a number of potters
of some renown were hired from Jiangxi, Fujian
and Guangdong to supervise the production of
ceramics in Hong Kong factories. These factor-
ies had been set up after the closure of the kilns
at Wun Yiu, Taipo, which in their heyday
produced large quantities of folk wares typical
of South China. Among these potters were
Shiwan potters Ho Ping-chung and Lai Chiu,
and they contributed significantly to the pro-
motion of Shiwan pottery in Hong Kong.

During the 60s and 70s pottery making of studio
type as distinct from kiln production gained a place in the
curriculum of some educational institutions. Those who were
interested in ceramics had many opportunities in the 80s to
receive and further their training from the numbers of pottery
courses and workshops held. The Hong Kong Polytechnic
offered a certificate course on ceramics organized by pro-
fessional potters Katherine Mahoney and Laurence Tsang.
Other potters, Mak Yee-fun, Christopher Chau, Lee Tze-leung
and Wong May-lee among them, ran workshops after their
return to Hong Kong on completion of studies abroad. Lau
Wai-ki, Wong Ping-kwong, Li Wei-han and Joe Leung are
among the potters who received their training in Hong Kong
in the 80s; they have worked hard to develop their own styles
with a degree of success.



