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. on many who came into confact with him and his art. Among many Hong Kong

HOW does one look for the answer to the question of an artist's life? Or fo
understand the mystery of his appearance, or his disappearance, in our world@

"Looking for Antonio Mak' is not so much an exhibition, as the unfolding of a
process of seeking. This process began with the simple question, ‘Where is the
art of Antonio Mak?’, but it since has led us to many different places — perhaps
above all o the understanding that art is a single focal point from which, if we
pay close enough attention, everything else can emanate.

Looking at his art and his life from this moment in time, Antonio Mak Hin-
yeung (1951-1994) presents a paradox. Handsome, intense and inspired, in
the 43 years that he lived on this planet Antonio made an enduring impression

artists of his generation and younger, he is almost a figure of legend. Yet — for
reasons that are complex and heretofore largely unexamined ~ his work remains
known and valued primarily within his own artistic community, and by the
collectors fortunate enough to own his pieces. Even in life, Antonio found entry
into the public and commercial arenas of Hong Kong problematic (a situation
that has begun fo improve only relatively recently for other artists here), and
usually showed his work at private spaces like the Hong Kong Arts Centre, Fringe
Club, Gallery 7, and even Club 1997 (which in the 1980s frequently helped
Hong Kong artists stage exhibitions at the restaurant). With the exception of
posthumous, refrospective exhibition staged in 1995 by his family and his many
friends in the Hong Kong art world, and a few scattered group shows in the late.
1990s, over the last 13 years, Antonio Mak's work has virtually disappeared
from the public arena in Hong Kong

Encountering Antonio’s art anew, one is struck again by the
incomprehensibility of this circumstance. Antonio’s figurative castbronze
sculptures, visually evocative and beautifully crafted, his drawings and paintings,
and his scattered poefic writings, embody not only technical mastery
but, more strikingly, a uniquely Mak-ian iconography at the
heart of which is a series of existential paradoxes: at
once surrealistic and intensely personal, humorous
and spiritual, disturbing and deeply moving. This is
demonstrated, for example, in works showing the figure
or forso of a naked man — often Mak himself — tumned in side
out (Spread, 1994), made to emerge from its own double
(Man coming out from himself, 1983, 1992), sleepwalking
on the back of a tiger (Sleepwalker Il, 1991; Good moming
I1,1993), or bisected by a ladder that both separates and
unites the realms of animal passion and human reason (Man
with ladder Il, 1982). Antonio’s interest in the re-examination,
dissection and inversion of reality in order fo reveal ifs ‘other
face’ seems to have been an integral part of his consciousness, and of the
way he interpreted the world. His brother, Mak Hin-ming, has described how,
as a young boy, Antonio loved to pull apart Chinese words into their radical
components fo create a secret language where a word was no longer the sum of
its parts but rather a fractured assemblage revealing its genesis (for example, in
talking about a tree, which in Cantonese is pronounced syuh (#), Antonio would
say muhk (&) dau (E) chyun (), creating @ nonsense term literally meaning
‘wood-bean-inch’).

As more than one of his fellow artists has observed, despite Anfonio’s overtly
Western technique, honed during his overseas sfudy at the best art schools in
England, his works are ‘very Hong Kong’ and very Chinese — not stylistically per



se, but integrally. This can be seen in his frequent use of literal and visual puns,
that touch both on Cantonese vernacular and the tradition of the rebus in Chinese
art; in the multilayered symbolism of the tiger and the horse; in the presence of
mirrors and steps leading info other dimensions that speak to Daoist as well as
Surrealist sensibilities; and in the Buddhist allusions. Even in his expressionistic,
eerily beautiful human figures and torsos, there is a sensitive use of negative
space — again a quality of Chinese aesthetics. At times there is also a political
subtext to Antonio’s work that cannot be ignored, as in some of the tiger pieces,
which allude fo the uncertainty of Hong Kong's political
future in the early 1990s.

Working out of his studio and with limited funds for
large castings, Antonio created mostly smallscale works
using the lostwax method, and in the casting process
was able to dynamically preserve the original fexture of
the wax, imprinted with the deft and sensitive movement
of his fingers, on the bronze. One could almost
describe this as Antonio’s own version of cunfa, the

fextural movement of the brush in Chinese ink painting.

Another important characteristic is the way that,
despite their relatively small size, his sculptures create

an impression of monumentality — a quality of his work also present in classical £
Chinese art, and one to which other artists respond very strongly. WY RER

In seeking to redress the almost inexplicable absence of Antonio’s art from Photo of Antonio by
public view, we have in this project created multiple layers of presence, to Chang Chaotang

explore where and how the art of Antonio Mak exists today, physically, spiritually 1984
and metaphorically, and of how our own perceptions of his work and of ourselves
might be changed by re-encountering his art and his hisfory in our own time.

The first of these layers is a core exhibition in which we have brought together
for the first time more than 120 examples of Antonio’s works, including sculptures,
paintings and drawings, and assembled them within an installation specifically
designed for his art and, in many ways, emanating from it. These works have
been gathered together from many places — from museum collections in Hong
Kong, and from private collections here and overseas. A number of these pieces
belong to Anfonio’s family, and his closest friends. In these sculptures, paintings
and drawings are transmuted the intensity of Antonio's vision, and the uniqueness
of his understanding.

In our second layer of exploration, eight artists — Fung Ming Chip, Joffa Lam,
lee Man Sang, Lo Yin Shan, Kung Chi Shing, Simon Birch and Kwan Sheung
Chi from Hong Kong, and Wu Shanzhuan from Shanghai - have created
installations reflecting their response to Anfonio Mak's art and history. These artists
work in different media, are of different generations, and initially had varying
levels of familiarity with Antonio Mak's work. The one thread linking them all is
the disfinctiveness of their artistic voices, reinforcing the possibility of dialogue
and encounter. The process has not been without its challenges: working within
the limitations of the museum environment, it was not always feasible for a
particular artist to fully realize the original concept for his or her work (no live
tigers allowed inside the gallery, for example). But in the end, each artist has
created a genuine articulation of his or her own vision, separate and unique, but

flowing info the whole.

Fung Ming Chip’s calligraphic installation, Sliver of Time, reflects the strong

~ resonance Fung experienced in looking through Antonio’s sketchbooks, in

which the arfist often recorded his thoughts, dreams and questionings. Inside @
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cavelike, darkened room, Fung uses
charcodl to inscribe and mark the walls
with a complex ‘graffiti’ comprised of
a number of artists’ thoughts on work
and life, as well as his own poems
and drawings. Portions of these fexts
and images are revealed fo us only in
the moment, by flashlight and through
chance — and only if we choose fo

: look for them.

In Jaffa Lam'’s two-part installation and live-art work, Looking for Ah Mak in

the Dream Studlio, the artist seeks to reconstruct and, in a sense, to sancfify the
spaces in which Anfonio worked and dreamed. Outside the gallery, Jaffa herself
will inhabit, actively sculpt, and engage with the audience in a space she has
constructed in a wide corridor, compromising an artist's studio and a special
‘guest room’. Here she will create small pieces of art both for Antonio and for her
visitors. Responding fo the Buddhist themes in Antonio’s work, inside the gallery
Jaffa creates another space for meditation, in which she seeks to sancfify the
encounters between artist and audience.

In his response fo Antonio’s art, sculptor Lee Man Sang has chosen o
build an ethereal environment to envelop and illuminate it. Lee’s monumental
lantern installation, Radiate, made entirely of found materials, is an almost
magical construction of found paper and tree branches, large enough to stand
inside of. At its core is a sculpture by Antonio Mak depicting a man holding
what could either be snake or a candle - radiafing energy but at the same
time revealing an existential ambiguity that lies at the core of Antonio’s art.

When ‘the spirit moves him’, Lee also will play musical instruments of his own
construction inside the installation.

As an art student in 1993, Lo Yin Shan was stunned by her encounter with
Antonio Mak’s land-art installation Heaven and Hell: a square hole dug into
the earth, with steps leading down fo a ground covered by a mirror, so that in
descending one seemed to be walking info the sky. Lo’s sculptural multi-media
insfallation, When the feet go looking for the body, both references and pays
homage to this work. On another level, her work is a reconceptualization of the
idea of an ‘exhibition catalogue’ and alludes fo one of Antonio’s key conceptual
puns — shu shen, or ‘body of a book'.

In 430 hours: a short history of the world, sound artist Kung Chi Shing takes
as his material the historical context of Antonio's existence as an artist — the milieu
in which he worked, the memories of those who knew him — and interweaves
them with musical and verbal soundbites from the years 1951-1994, fo create
a soundscape that both intersects and unites the exhibition’s discrete spaces
of arfistic response, personal history and collective memory. Adding another
layer, Kung punctuates this ambient environment with live musical performance
— including his own and that of acoustic drummer and singer John lee — and
with randomly shown video images of his own father, underscoring an important
element of this exhibition: that art unfolds, even as we do.

The genesis of painter and video artist Simon Birch’s multi-part installation,
one hundred five zero, was the artist’s visceral response to Anfonio's sculpture
Good morning Il (1993) — one of the first of his works Simon had ever seen -
depicting a sleepwalker standing on the back of a powerful tiger. Simon’s series
of canvases, half of them painted and titled Argonautica (All That Is ] and half
blank, Hamartia (All That Will Never Be), and his video installation Soghomon



Tehlirian, address human life, a figer's nature, and the possible connections
between them. In the video installation, a single spotlight illuminates an empty
space where the artist had envisioned the presence of a live tiger or horse. In
his one-off action art piece, Huntingdon 300, Simon gives away 300 origami
paper tigers made of HKD100 bank notes, numbered and signed: a satirical
commentary on the limitations he experienced in attempting to realize his full
artistic vision within the museum context.

Hong Kong conceptual artist Kwan Sheung Chi’s installation Ask the Hong
Kong Museum of Art to borrow “lIron Horse” barriers: | want to collect all of
the “lron Horse" barriers in Hong Kong here....was inspired by a variety of
elements in Antonio’s work: his use of mirrors, his love of punning, his political
subtexts, and most specifically, his sculpture Horse with ladder (1982, not in
this show), in which the body of a horse is bisected and extended by a ladder.
Kwan uses as his main material the ubiquitous metal police barriers seen all
over Hong Kong, and known in Chinese as ‘iron horses' (tiema). Encountering
this gigantic installation in the exhibition space, reflected ad infinitum in parallel
walls of mirrors, we are impelled fo stop in our
tracks and reconsider what is that is keeping us
standing there, and apart from where we want
fo be going.

The wrifings of Wu Shanzhuan, one of
China's most notorious conceptual artists, on the
subject of ‘artwork as a physical material for the
further creation of art "*, were a key influence
on the curatorial direction of this project. Wu's
invited participation was envisioned as a
process of taking a major mainland arfist out of

his own ‘comfort zone' and into a genuine zone
of encounter with Hong Kong art(ists). While happy fo join the project, Wu inthe X &

end didn't actually ‘join in’ ~ to this day he is not exactly sure who Antonio Mak  Winged pair
is, although he likes what he has seen of his sculpture. One of Wu's two works 1987

in this exhibition, But Still Red.....How to Do Nothing, was originally created acrylic

by the artist when he was living in Iceland in 1990-91. Stored in a bam in the
Icelandic countryside, it was rediscovered there only recently. The Big Passport
also was created in Iceland during VWu's residence there. (*See ‘Arfists Whitings
01" in Wu Shanzhuan: Red Humour International, Hong Kong, 2005).

The third layer of this project is the ‘adjunct show’, a documentary exhibition *
that seeks to provide other avenues of insight into Anfonio Mak's past and
present. Both private and insfitutional collectors of Antonio’s works were invited
fo photograph his art in situ on 6 September 2008, and in their exact position
— whether on display in home or office, put away in a box, or what have you.
The resulting exhibit creates a picture of reality of precisely where and how
Antonio Mak’s works exist physically in the real world, in real time, outside the
exhibition frame. Also displayed are more personal objects from Antonio’s life,
including a painting by his father, Mak Hong, Antonio’s first mentor.

‘Llooking for Antonio Mak’ is not a static display, but an organic structure
with elements that will subtly change and extend throughout the two months at
the museum, and hopefully far beyond. The project reflects an ongoing journey
bringing together the insights, memories, and creativity of many people. It is in
every sense of the word a collaborative project, and we are grateful to all who
have contributed along the way. Most of all, we are grateful to Antonio Mak
himself, who reminds us that great art is always the genesis of a journey.
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'OMING OU
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ANTONIO is Mak Hinyeung.

Antonio lies inside the folds of his big hospital
gown, calling out: ‘Save mel Save mel’ Yes,” |
answer. | push the button marked G, and the lift
slowly descends to the ground floor. An ambulance

ONE summer evening, Anfonio came over to my place to share some talk and ' :
some beer. All night long we talked only of sculpture and painfing. After he had
put away a few drinks, Antonio suddenly leaned over and whispered: ‘I'm going
to tell you a secret — I'm a god.’ And then he started laughing. -
| believe Anfonio must feel that the people of this world always underestimate
him. | don't think of him as a god, but | don't underestimate him either. He is is waiting, ready fo bring Antonio home.
Antonio made a figurative plaster sculpture
that he called Down fo earth (1978). Between
the shoulder blades, where the head should be,

he stuck an extra foot, so that from either end this

man who sculpts, and he looks af the world, at the relationships between subject
and objects, from the perspective of a man. In his work, Antonio loves to use the
tendons and muscles of the physical body, whether human or animal, fo express
life force. His has carried his obsession with this idea to the point that, summer or

winter, he always left his shirts unbuttoned, so that his chest was exposed fo the plaster figure could be considered as a man ‘with
his feet on the ground.’ But in fact, this ‘down fo -
earth’ fellow is lying prone, so that none of his three feet is actually touching the ~ RE 825 (—)

ground at all. Who would play this kind of a joke on a man2 Antonio, of course.  Identity and difference |

world: it was his way of expressing pride in his own body. Today, cancer has
tormented and withered him info a skeleton. But even in his hospital gown, he still
leaves his chest exposed, so that | can see the neatly symmetrical curve of his ribs.

If the old Antonio was a Michelangelo, a Rodin, a Claudel, now he has O maybe | should say, the thing inside Antonio that he called a ‘god". 1975 1 1993
become a Giacometti. The rippled muscles of his body are simplified, but in his In the ambulance, the medic settles Antonio in, and asks: ‘Is the situation bronze
passion for art he is unchanged, still talking in his intense, low voice, his hands stabilized?' This was his polite way of saying, ‘Is it nearing the end now?” 8.5¢cm (H)

and legs dancing in excitement and agifation, as he speaks of his ideals in Once cancer has progressed to this stage, if there were any possibility of ‘
curing it would they ever let you go home? Finally, Antonio himself answers, ‘It's
stabilized.’ As the ambulance jiggles over the bumpy road, | look at Antonio and
it seems that every moment he grows thinner and lighter.

Antonio has a work called Tree on the moon — a tree growing on the surface

creating art.
On the bedside table there is a book called How to Win the Battle over :
Cancer, but Antonio says he is too tired to read it. Does it really take such a thick
book to talk about human willpower2 Cancer is a human battlefield, and am |
thinking that | should remind Antonio about the secret’ he shared with me that'
summer night. | hope, even more than he does, that he really is a ‘god’. |

of a bronze halfmoon — and when you put it on a table it rocks back and forth,
like Antonio now, rocking back and forth in the ambulance strefcher. Even if
you were fo run all the way to the moon, you sfill couldn't escape this kind of

~ excerpted from For a Friend Who is gravity — a shapeless, invisible force. In Man falling down from sky (1984), is ‘

[Gei bingzhong youren
June 1994

the hapless figure an lcarus who has lost his borrowed wings of wax@ The upper

half of his body is flattened into a hunk of bronze from the impact of hitling the

ground, while his bottom half, still intact, is waving in the air as though accusing

someone, as though asking what kind of force could cause a man to crash like *
thise Heaven, earth and man — none can do without the other. Antonio bisected '
a person info two halves: the rational upper half, and the animal lower half. Or,

one could say, the body (always under restraint} and the mind (always preparing

to flee), the two forever contradicting each other and yet unable to part from one

ANTONIO will never recover.
like he said, ‘this game is no fun at all.’ On the way home from the hospital
he kept murmuring, “You will never know how much it hurts, none of you will ever
know." | couldn't tell who he was talking to. Inside the ambulance, | waiched
his painfully thin body bouncing with the movement of the car over the broken ~ another. When ‘concept’ outweighs existence, when ‘expression’ outweighs
road. looking at my close friend who was dying, knowing there was nothing | state of being, then things come fo such a pass.
could do even as we bounced up and down inferminably over that long road, The upper half of a bronze figure climbs to the top of a completely
all the time | just kept thinking that | wanted to eat a plate of egg-ried rice as perpendicular ladder, leaving the lower half clutching the ladder’s bottom. This
';work, Man with ladder Il (1982), is unable to stand on its own, because its

_ centre of gravity is foo far removed from the ground. But in Man with ladder Ill

soon as possible. Maybe if's because only such a small wish was within my:
control. Compared fo the wish of having Antonio recover, compared to many,

many other wishes, an order of egg-fried rice seemed humble, manageable. - [1982), the bronze figure climbs up the incline of a leaning ladder fowards the

And in the end, | got my wish (it fasted ferrible). Three hours ago, M comp}e'te&’ lower half of his own body: this time the ladder is both the tool of the will and
 the centre of balance for the whole unit, so that the work can stand on its own.
- In Identity and difference | (1975 r 1993) the figure’s inverted upper half looks

~ towards ifs upright lower half: everything is topsy-urvy. Because the erect lower

this most detestable of games. Yesterday, | was thinking of how | could,possib?y

write about this. Originally, | wanted to write that ‘Cancer didn't defeat Antonio.
Antonio didn’t beat the cancer. Now lef's just bring him home. In medicine is
. ~ body‘can't see, there is no reference point for ‘right way up' or ‘wrong way
down'. Between the shoulders/between the legs/between front and back/up
and down, all these metaphors for inversion and contradiction, it was necessary

there such as thing as an “even draw”2 | hope so...."

excerpted from Departing [ '7
June 199.

to place a blank bronze base, without special form or meaning, in order to
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connect the components together and allow the figure to stand. In Identify and
difference II, the bronze figure's two arms hold onto the waist of the forward-
moving body — you can look at this as the hesitation of the thinking mind or the
unconscious impulse of the physical body: either way, because the centre of
gravity is oriented towards the back Antonio had no choice but to place a small,
square piece of bronze under one of the figure’s heels in order fo stabilize it.
Even the part of yourself that you use for thinking sfill belongs fo the physical
body — that's the rub. The only way fo divest yourself of it is simply o cease to exist.
In Tool (1984), Antonio cast a hand connected fo a standing leg. The hand
is clutching a longhandled hammer, the head of which rests on the ground at an

_angle. But which is the real tool2 From the point of view of mechanical theory,

the tool and the bronze figure are each the tool of the other, together forming a
fulcrum, neither able to stand alone.
There is nothing wrong with Antonio’s thinking; it's only his body that has died.
There is nothing wrong with Anfonio; it's just that he is dead.

THERE is a sculpture by Antonio called Buddha coming out of his cave. It is not
important whether the face of the figure really is the Buddha's face. For Antonio,
all the sculptures that came out from his molds were buddhas. Now that Antonio
has come out from his own mold, perhaps in some other world, in some other

life, he too is a buddha. (2008)

B4 1L R & R
Buddha coming out of his cave
1982

bronze

Yank Wong is a Hong Kong-based painter, filmmaker and writer. He is also a

very good blues guitarist.

*Nofe: excerpted fexts are from the essay collection Wind flying (Fangfeng), by Yank Wong:
(Wong Yan Kwai), Su Yeh Publishers, Hong Kong, 2003. pp. 158, 169, respectively.
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ANTONI

ANTONIO MAK and | were not close friends, but in the highly conservative
political and art worlds of 1980's Hong Kong, we were naturally thrown \
together, along with the handful of other young artists who had recently come
back to Hong Kong after studying at art school overseas. As contemporary
artists, we found ourselves rejected and marginalized by the art establishment
here. All of us being outcasts together, we met up with each other sooner or later
and all got to know each other to some degree. The 1987, ‘Out of Context',
group exhibition held at an old house on Kennedy Road was a natural outcome
of our shared inferests and situation. ‘
Another thing we had in common as a generation is that all of us were
extremely individualistic — we had neither the clannishness of traditional art:
societies formed by the older generation of artists, nor the ability to band fogether
to push for our own benefit typical of the current generation of younger arists 7
Those of us who managed fo get along with each other would meet up often;
otherwise, it was just an occasional drink and hello. That's pretty much the kind -
of social interaction | had with Anfonio — we'd meet occasionally, have a few
beers and talk about art. At that time, it was very difficult for a contemporary
artist to find a chance to exhibit, and there was virtually no market for our works.
We made art because we had to, because we were pushed fo do so by an
inexplicable and irrational inner drive.
One of the things that impressed me most deeply about Antonio was his
infense commitment o quality in both material and technique. Casting bronze
sculpture is a very expensive process, but he never compromised: rather than
cast his works in a place like Guangdong, where costs were low but quality
medidcre, he took on the much greater expense of casting them in Taiwan,
where both technique and materials were far superior. Even when money was
very tight, his passion and commitment fo quality were never compromised ~ he
was willing to put everything he had info his art. This attitude may not be easily
understood by artists today who allow the amount of Arts Development Council
funding they receive to determine the level of art they create. ‘
When | became exhibifion director at the Hong Kong Arts Centre in 1988,
| had even less opportunity to meet up with Antonio socially. On the other hand,’
| organized two smallscale solo exhibitions for him at the Arts Centre. For me,
this was a very sfrong statement of belief in his talent as an arfist: | rarely curate

artist's work before it has matured to a level that can bear that kind of scrutiny. But
when it came to Antonio, | had no problem doing one show dfter the other.

and Technology called ‘Art and Space: from Sculpture to Installation’. The work
Antonio created for this show, Heaven and Hell, impressed me deeply. For this
outdoor installation, Antonio dug a big square hole in the ground, and installed ¢
large mirror at the botiom that reflected the blue sky. Reality and illusion, solidity.
and emptiness, the contrasting realms of heaven and earth fused together as one

RAGME

solo exhibitions, since one of the worst things a curator can do is to showcase an

In 1993, | curated a group exhibition at the Hong Kong University of Science

> OF

MA |<O b

— all are themes that run throughout Antonio’s art, and all were captured and
expressed eloquently in this work.

At the beginning of 1994 Antonio fold me that he wanted to publish a book
about his work and asked me to write an article for it. Later, when | went fo his
house to do some research, | was completely amazed to see the huge number
of sculptures literally filling his house — it was only then that | realized the sheer
volume of his creative work. In such a difficult creative environment, to be able to
work with so much consistency and dedication — how could one not respect him?
A few months later | found out that Antonio was ill with cancer. It suddenly seemed
that the book he had been planning would become the summation of his whole
life's work. From that moment on, writing that article became very difficult for me
— it felt like writing an epitaph in advance. | struggled to finish it, but it still wasn't
ready when Antonio passed away, and later was published in the catalogue of
his refrospective exhibifion. | have always felt a deep regret about that.

In the months following Antonio’s death, many people in the cultural world
here hurried to organize his retrospective exhibition [at the Hong Kong City Hall
Exhibifion Hall, in1995], not only fo remember him as a friend but to honour his
achievements as an artist. Soon after the show opened, art dealers and buyers
rushed in fo acquire his works. Much of his work disappeared into the invisible
world of the market, and it seemed it would be difficult if not impossible fo frace it
again. One has to see the totality of Antonio Mak's work in order fo understand the
thinking behind it. ‘Looking for Anfonio Mak’ gives us an important starting point.

EBGRARERNEAEN TN
Antonio Mak with Almond Chu at
Hong Kong Arts Centre

1993

Oscar Ho is @ Hong Kong-based curator and critic active internationally. He
is also the Programme Director of the Depariment of Religious and Cultural
Studies, The Chinese University of Hong Kong.
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REMEMBERIN

‘THANKING VALERIE DOR/

IN an.appreciation writien for the catalogue The At of Anfonio Mak, which
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ERD AR REARBARKENETE - —ANZEE-AA-FHR
EABERIE EHR—AERRER  RERBZEFIA -

TONIO MAK-~

knew absolutely that the omission of Antonio’s work required resolution. This
exhibifion, almost 10 years on, brings the art of Antonio Mak fo the Hong Kong
~ Museum of Art and gives younger Hong Kong artists the opportunity fo make

~ work in response to Anfonio's life and work. In a sense, Valerie has done this
remarkable thing because she, too, is a citizen of the honourable world of the
insider/outsider, in which Antonio and his work shone and shines brightly. He
was and is a nafional treasure of this world, and now of another.

Antonio made work of breathtaking beauty, mystery and surreal properties.
As with his works, hie was tiger/man/party animal. Cire perdue, his preferred
method of casting, says it all: in order fo create the externdl, the internal must

Antonio’s widow, the writer and franslater Susan Fong, edited, | wrote tha
through the medium of such exhibitions: 3
"We know or can come to know [Antonio’s] gentleness; his love of life;

qualities as a human being and his powerful presence as an arfist.’
The reference fo ‘such exhibitions’ was not only fo that 1995 refrospecﬁve
but to ‘Out of Context', a collective exhibition in October 1987, at 15
Road, Hong Kong, an historic house where Antonio had had his studio
home for some years, where noteable movies such as Jim Shum’s ‘Sand
been filmed and — much, much earlier — families had lived their lives looki
over the Hong Kong harbour. dissolve.
~ In "Looking for Antonio Mak’, we find him i his works and the responses of
arfists. Let us live our lives, which we have, inspired by a human being and arist

who was so alive, and now lives on in us. We have found Anfonio Mak; let us

Antonio was instrumental in giving the exhibition its ‘Out of Context’
Ngoi Wai titles, the latter the suggestion of copywriter/songwriter Thoma
Chow. Antonio loved the way the Chinese fitle offered up the coded pun
of context/offcourse racetrack bet. Many artists were involved in the proj
each producing a work; Antonio's was a gigantic, suspended book entifled
Flying Elephant ('It looks heavy, but it isn't’ Antonio told the TVB film crew.
pun delivered.)

Incredibly, all these years on from his death in 1994, Antonio is still -
considered by some to be something of an offcourse bet.

not lose him again.

Edinburgh, October 2008

Lianne Hackett is a writer based in her native Edinburgh, Scotland. From
1985 to 1992 she lived and worked in Hong Kong as a writer and edifor,
~ exhibifion organizer and art critic.

. For critic and curator Valerie Doran, the gestation of this exhibition beg
gj 1999, when, in a review of Gao Minglu's ‘Inside Out: New Chinese Art
posed the question: ‘Where is the art of Antonio Makg’ Others agreed
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ANTONIO MAK HIN-YEUNG

BB AT BAG - BARKABESA - ANEREERRFERMN
Bio RXBRME > EATE - Nt FE-NEEFRERAREIALE L HRB
LMAEGRE B BERARBE G REAAREAS L ERBMERR
o HEHE PRAXRAEREMERLTHRSE - \THERAM > ZBHEA
% Bl 4 %1 Johnson Foundry#t B R & £ Y HEBMREE T % - —NEEFZE-AA
WEMAEAREBRITEARMER  DYSRARE  +H - 6B REBBONY
B tERARMBEIMABXREDERE -

“AABEFERFRH « —MNEFERFARBARERACEREREGE
BEHEER - (BREEH) REBGEEERABNEERY -

ANTONIO MAK was born in the Philippines and moved to Hong Kong with
his family at one month old. Mentored by his father, Mak Hong, a painfer and
graphic designer, Mak began drawing and painfing at an early age. from
1971 10 1975, he studied painting at Goldsmith's College, University of london
and graduated with 1st Class Honours. He was the winner of The Delegacy
Prize, UK. He undertook studies in sculpture af The Slade School of Art, University.
of london, and worked under supervision af the Bronze Foundry of The Royal
College of Art, London, UK. In the late 1980s, Antonio travelled fo the United
States for intensive training in the latest technical methodologies of bronze casting
and patina processes at the Johnson Foundry in New York. From 1975 to 1994,
he held seven solo exhibitions in Hong Kong and the UK and participated in
group exhibitions in the UK, China, Taiwan and Hong Kong. His works are in
private and museum collections in Hong Kong and internationally.

A retrospective exhibition of Anfonio Mak’s work was held posthumously at
the Hong Kong City Hall Exhibition Hall in 1995, following the artist's untimely
death in 1994. ‘Looking for Anfonio Mak’ is the artist’s first major museum

exhibition.

Photography by Almond Chu 1990




FHmEHE > \EERY » BAKK
Antonio Mak skefchbook, early 1980s, ink on printed paper

HEH  Wings 1 — U\ $HEHAR
Back page: Wings 1, 1988, pencil on paper
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EEHEHE —N—F > BAER
Antonio Mak skefchbook, 1981, ink on printed paper

HE : Wings 2> — L\NF - SHERAK
Back page: Wings 2, 1988, pencil on paper



AR (Z)
Identity and difference I
1975193

bronze

13cm (H)

(=)
Easy rider
1993
bronze

42cm (H)
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collage on paper

BAREAX
ink-and colour on paper |
1983 |
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Horse with bike shadow
1988
pencil on paper

SHEMA

RATE W W HAA
Man with geometric cut
1988

bronze

46cm (H)
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COMMISSIONED ARTISTS

B
Fung Ming Chip

R

Jaffa lam

FXAE
lee Man Sang

JE 3 3
Lo Yin Shan

Kung Chi Shing

Simon Birch

kS
Kwan Sheung Chi

ZWE
Wu Shanzhuan

-

HREMERAREASFLE - AMMTANEGAREH RN EE A MARIER OB
Note: All works by artists in the exhibifion are site-specific installations. Images shown here are
only artist sketches or details to give an indication of their concepts.
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FUNG MING CHIP

HEREHE  BxHHE8ER PASEEANE KSR LT NAMW D ERAHAE - A+
ERTH BAKI N ELNABRAERN > SEFASHLAME > BhmAl B8R —GREHF
B —HUR BRRTERELARRRELLEMHYANKETE - U BMAKES > TE
BHELAN > GEFEHEMCEAKRBARENEREEN G £HRME > THMURCHBENEK -
EBRBAXTASZME AN o) i ARMKAEN A RERAAKE -

SELF TAUGHT, Fung Ming Chip's decadeslong quest to extend the conceptual field of
Chinese calligraphy began with his initial work in the related art of sealcarving. Since the mid-
1990s, Fung’s analysis of and re-engagement with the structure and materiality of calligraphy
has led fo his creation of over one hundred new ‘script types’. Throughout, the nucleus of his
artmaking has been an exploration of the possibilities for expanding or reshaping the time-and-
space elements inherent in this unique art form that is at once visually progressive and literally
narrative. (As Fung Ming Chip has written, ‘Text is a prerequisite for calligraphy, and the quality
it imparts is time." In his works, the text is usually one of his own poems.) His works can be

found in public and private collections internationally.

METEFE  KMARNSGEIBRNE > EHRABTREEROEWL -
FRRAHFHANE > SHERERBERYE BEEXLAN. .
In unrolling @ Chinese handscroll, we can see only a small section at a time. It is within fime's
unfolding that we discover the changes existing inside the work.

The key element in calligraphy is time; my work is bringing you here, to this moment, to

encounter the '....... " of different voices.
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i b d T p= !; vk Sliver of Time (2008)
AT 2, L - S Mixed media installation:
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795 x 550cm (approx)
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LAM LAAM, JAFFA

TEETFRLNEAY AL SBRBEHE LR LE > URERKH R ALK
BEIEMHRUCAEE AYEHBEEEAE USRS HABSHRA/ BB > 47
BANBRERATENIE AARBHBENLBRAHE - hREUENBEABHES
BosURHHNOARETSAABENTRAE  RERENRTETESENER - — %%
AEK (TN XBERSL] > BREERZFRENEALSHANER —EX L5 0RME
K [H#EME ] (Tree Museum) ##  AEEHEFERAGEMER 554 RETHE#
NHRAMBE  EREFRRAY - BR - S6h% - BEW - Fh AFREA%EH-

JAFF LAM was born in Fujian province, China, and moved to Hong Kong with her family

in 1985. She received her BA and MFA degrees, and her Diploma in Education from The
Chinese University of Hong Kong in 1997, 1999 and 2000 respectively. Jaffa specializes

in site-specific work with sculpture installation — woodcarving mixed with alternative materials
such as water, light, plastic, soft materials and metal. Her work was selected for Hong Kong At
Biennial Exhibitions in 2005, 2003, 2001and 1996 respectively. She has shown her work

in exhibitions in Paris, Australia, Singapore and Macau. She has participated in numerous
infernational events, including the International Arfists” Workshop, Wasanii, Kenya, the Britto Arts
Trust, Bangladesh (2005), and SOFA (Sculpture Art Fair) in Chicago. Jaffa received the Asian
Cultural Council Fellowship in 2006 and the Urban Glass Visiting Attist Fellowship in New York
in 2007. She is cofounder and chair of The AR Association, a registered charity in Hong Kong

that aims fo initiate, stimulate and reinforce cultural exchange and public art exploration.

BERHBREH R ENRELEFRRGA R AREMX BRI MNERA S X ?
EEHARBY F-MER (FEHNEM) > REEFLTRNER > #THBRER
Mo REEH—HENKN TRFER —GRAGESET > TRE TAMN LT - EE R H
do REBMEWA M XE > FRBORA - N LERMEHOOERLTER > HRY
etk BB 2 TEMRE] Sk [EHRONK] - AR REEERIIBLE —HART

Pty REMRIBHECBHRNESR > EMXABRRE S ZHAHE -

EEfREAEANERAE BT ROTHEASERER —BEHEAENRS > ARER
—EHEES PRGBS TEZEANER c KA LRBEEULRRIT - ERIMEFAR
HFHE - HEHKK -

BhEREMNTHEE -
My work is an extended project of a theme that has concemned me for a long time: What is the
artist's role in societye How great is the distance between artist and audience?

| never met Antonio Mak in person, but | was infrigued by him and his work after seeing
his 1995 refrospective exhibition catalogue. | believe artwork is the outcome of an artist's life,
and that to understand an artist, we must study not just his works, but his whole life. For this
project, | read as much about Anionio as | could, and interviewed people who were closest
io him. In this way | have attempted fo transform my position from that of Antonio’s audience/
fan to that of a friend. | will communicate with my audience, through an exchange of social
experience, refelling Antonio's own fable of ‘How to be a good man’ (one he used to tell to his
younger brother] and making 'halos’ for them on site. Inside the museum, I've created a dream-
like studio, merging Antonio's space with my space, combining fragments of imagination and
a few random facts. Facing the windows and the panorama of the harbour is a Hong Kong
artists dream. In such a sefting, it seems possible to

reawaken Antonio into the world again: it will be
easy fo meet him here in my dreams, and we will
| have a nice chat together.
i Hope he likes our studio.
iy EHZRBHEE 2008)
| RE:REBMTA

looking for Ah Mak in the Dream Studio (2008)

_| Mixed media installations, live art
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LEE MAN SANG

ERBFERR e 0 EZH%E - TURBERR > REEHGEG T LREEH - —
ANZFEEEANRE  E-MACEERLORERT TS - S EEAMBAE  FAAR
HURKHHAGEHREAEMREAEN > SHEOANLE  EHMUBE R RS AR TN
BXNEL  WETHEREN - 2 XA DR A BNAABHRANREELE > Y REATH
BEHERFAERRES - REMF > FXARERI - REBHEREED A K E A
FUMURLE -

LEE MAN SANG was born in a small Hakka village in the New Territories of Hong Kong.
At the age of 14 he moved to England, where he worked in his family's restaurant and studied
modern art. In 1992, Lee refurned to Hong Kong and set up an art studio in a 300+year-old
schoolhouse in his native village. He works primarily as a sculptor, using wood and other
natural materials to create both formalist and functional art, including musical instruments of

his own invention. Many of his recent sculptural works incorporate concepts derived from
traditional Chinese culture, such as the logographic form of Chinese characters. Lee is also
active as a performance artist and improvisational musician, collaborating with Hong Kong
artists working in various media to create performance events. In the last two years Lee has
lived a hermetic existence, focusing on assembling and working with found materials and

artefacts from his ancesfral village and creating hand-made objects and instruments.

RERANEN > EAHSL > CHEANERYE  ERAREUGRENNESE - FHHOEE R
o w0 — B S

Energy has weight, it has power, it radiates out, contained and enhanced within a sphere.
Antonio’s sculpture is like that, a radiating force at the centre of a circle.

# (2008)

RE - BEgM:

BEO AR FERT

#214x 214 Bk

Radiate (2008)

Mixed-media installation:

tree branches, paper, bronze sculpture,
antique table.

214 x 214cm (approx.)

29




LO YIN SHAN
FW X RYRET  BAB THEALT
LO YIN SHAN describes herself as an
'Image & fext hongkie now based in Beijing.’

E—E (REEMB) HERAE
F-RBAFAZE -
MERTHEFHMHET - RETHR?
RERF R —FACEK -
vHHk > BT —HE -

A EEEHEHE > RA—RE>
SHAARETEEE -

[iRe R I Y €
—EEERNEERE RETTH -

looking for m
in the name of
mystery, memory & ma

first encounter of heaven & hell

digging into the bottom of sky

after 15 years of disappearance
a mirror of void
inside the body of a running book

— B EXF HH (2008)

BEEM

B #1258 K

When the feet go looking for the body (2008)
Mixed-media installation

125¢m (H) (approx)



KUNG CHI SHING

HBRBUARE —ANCEREBIERTELEFAS [£TF) - AT — AN 205
o REBAKSLETLABAE GTHERT) - GHE) « (KEHT) A (ME) - 54
CREYASEEEEARBAEEL  FHERE(BLTERD) - (HAEHA) » (KK
X6) #1 (Blue Silence / Fish Dreams) ° #fi+ %% > B KB FF & LA%E - B RAEfEHE
WHRS > AEENBIAELRTTLENTHYE  ARERNFLEN -

KUNG CHI SHING is active both as a composer and performer in Hong Kong and
internationally. He is known particularly for his work in the music and performance group ‘The
Box', which he cofounded with Peter Suart in 1987. As an individual composer he has written
extensively for modern dance and theatre productions, as well as creating his own music
theatre works.

In his music, Kung focuses on experimentation with different formats that include pop,
classical and improvisational music and theatre art, and through the exploration of the
unconventional sound possibilities of different acoustic and electronic instruments.

Kung's recordings on CD include Destiny Travels Limited and Blue Silence/Fish Dreams, the
compilation BOX GO HOME and THE BOX : FULL FATHOM FIVE .

430 /NEF R R
ERERABONERAAER > REH1951 219045 MG AN T LA B ES ;s REEHMN
REMHER  BARKE (—LEMHPE) HEmHER#s S8BT EXRRAEN T
BRRTBAE A o

T A#E : [RAHEE ! REEOY  BRRCEL XA TEREZ? | EH8
HERBAEREEL -

430 hours : a short history of the world
In this soundscape i combine musical and verbal soundbites from each year between 1951-
1994, spoken voices of the people who knew Antonio, and of my father (a non-art person)
remembering his experience of the world during that period. All these elements are interwoven
with the music gestures i have created.

I do not existl | am an illusion! But | am here anyway, and what am | going fo do with

that knowledge?” i don't know who said that, but it somehow expresses the essential thoughts
behind the work.

430/NEF AR % (2008)

FEERE C ¥E A KRE

430 hours: a short history of the world (2008)
Soundscape installation: recorded sound, live music, video
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MON BIRCH

i J& % 3% # % # % % Simon Birch & — AL Ab 4 RENE A K AE 2 - DL 2018 AR R
BENEERELR - BBRARESEANERBEBAE T ALHEMBELRE AR RAB IR
BFEMNEMAGEY - BRERXREXREENRORAB S > MRBANEBARANE
PHER-BELARNAG  MNERTFEERRBALN  REAGSNBES > TYHBRESL
B MMl RREL A AERRE KRV BELERRTHREHY
KERREMEFHHNEF o it = FF W45 %Sovereign T M £ 47 2 1 3+ oy X B # (Manfred
Schoeni Award) ° Simon 7£ # 3 — 45 B 7 3 v 3 5 7% % 47 £ Bt & &% 10 Chancery Lane Gallery#
fTHEE -

Q
9

SIMON BIRCH is best known for his strong paintings incorporating his disfinct vision of
urban culture in Asia. Born in the United Kingdom, Simon has been based in Hong Kong since
1997. Simon recently completed his MFA with the Royal Melbourne Institute of Technology,
and was awarded the Louis Vuitton Asian Art Prize in 2007 for a painting that combined
the distinct traits that define his work. These traits include energy, exemplified by both the
brushwork and the subjects in the paintings, and the recurring themes of transition. Amongst
awards voted by members of the public, Simon Birch won the 2004 Manfred Schoeni Award,
part of the Sovereign Art Competition. In recent years Simon has increasingly worked with
video, often creating videobased installations related to, or incorporating his paintings.

Recent exhibitions include a major multi media show at the Nanyang Academy of Fine Arts

in Singapore and a solo show af the 10 Chancery Lane Gallery in his hometown, Hong Kong.

one hundred five zero (2008) (detail)
Video installation, oil on canvas paintings, action, HKD100 bills

BAEM  HBEE - wE 1A A¥ —EAYE



( ERREHERHAR —EBLARROTLT o
Ggﬁﬁ%%%@%&&%*ﬁﬁﬁ~ﬁ%%ﬁ’@ﬁﬁi%WEﬁ%ﬁ%%%AﬁﬁTo
KEAUBRN > BRECEHEGRRAT > BHHEL -

TE ST G AME B E R B X0 T > LR Ak o

MEERSNABE ! HAR > BRLE -
KOBERAAB B CREERNERAGEAY T8 T -

Rl FEERSTRGEM=ZELHTL ART  HATHRESIRKE -
REFEM=ETHMP > JE—B > BBl RERATEEREN T RERE —HEM -

TR EMEEERHEL > BEEAMBNRES > DEERRAN > RAWE > AR~
KEHHIE o BHMTREMAALES > M ERAMTERB B R > EHRA -

BEREERS > e EMREEMER > REMLEHRMLN > EFHE > IH—HhEH - ¥
HAAAMAGEY > B ERA—REBAEEN - AAKBGEHEIR K REEDHAE -
WRAAHGREEMAERZES - RBEEFHABR - ZAH - TR - FLEARBREATRAR
PR % o

BB BREAR RFLREEREAR AED  AERTAENER -

This exhibition has been a series of frustrations.

My original plan was to have a live tiger in the middle of the space, this was refused by the

decision makers in the museum.

Then | tried for a horse, less likely to eat people, refused again.

Then just a film of the tiger projected on the outside of the building; not allowed either.

A film of the tiger inside the space; no budget.

The budget I'm given is HK$30,000. The film would cost $200,000.

So then | planned to burn the HK$30k cash in the middle of the space; no, that's a fire hazard.

Even taking the $30k to Macau and putting it all on the roulette table and filming the process

was in question.

Our art museum is overseen by people who freat it in the same regard as any other
government facility, whether a library or a public foilet. There's a lot of rules. Art is not about
rules and our art museum should reflect that. But it doesn't.

What would Antonio have done? | imagine the same thing I've done, not give up but find a
way. Find a way to make art with or without anyone's help. Because he, like |, believed in his
practice with a passion. If you're serious about your art, you'll adapt, innovate and overcome.
Money and rules are never a deciding factor.

Wherever you are, Antonio, | hope you like the art | made for you, for me and for all the

people who view it.
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KWAN SHEUNG CHI

—NNFEARER  —AANENIERTXALENE - —FERERKL [HABHF
AT] c—ZE-% [MYEFACER| AEATEEIERESBNERE Y - FENEHAEHP
CEE MHEEEE] c —EECABEATATXARENS UM LERXELER o =
FEWERAA LHRAFELE - SRR BHERY REAELE —HER (R » (X
) BAE [EREREER05] - MHERAHERRENETRY - —FENF—F—H
WAREZENTERECHFALER -

IN 1980 Kwan Sheung Chi was born in Hong Kong. In 1999 he entered the Fine Arts
Department of The Chinese University of Hong Kong. In 2000 he was named the ‘King of Hong
Kong New Atists’. In 2002 'Kwan Sheung Chi Touring Series Exhibitions, Hong Kong' was
exhibited and toured in 10 major exhibition venues in Hong Kong. Within the same year, the
Hong Kong Arts Centre presented ‘A Retrospective of Kwan Sheung Chi'. In 2003 he graduated
with "third-honors’ bachelor degree from the Fine Arts Department of The Chinese University of
Hong Kong. From 2004 he became a ninetofiver in Central. In 2005 he helped his mother,
Tsang Yinthung, to create her first artwork, Teapoy. Later Teapoy was included in the Hong Kong
Art Biennial 2005, as a selected entry. His artworks haven't been widely exhibited around the
world. On Tst January 2008, he determined not to sell any of his artworks for 3 years.

FEAEMEECHE (EE] BM:
REUEFAA (85 BMAEE R (2008)
RECRGHEM [#5] M- B 3EE

Ask the Hong Kong Museum of Art fo borrow

“Iron Horse" barriers

I want to collect all of the “lron Horse” barriers in Hong
Kong here (2008)

Mixed-media installation:

Police ('iron horse’) barriers, plexiglass mirrors




ERBE RetBansnin s BB Ransmis—  AtER—F “BEL" EEHER
WHEABABHE A TH 40N E B8 BEETLHN  RASBEASREANE
WRBEMES  MEsERERANERBHRE - R LHGEA “UEBBR” WKE  UFEIA
BHAR (KEE) 8T - ANAFRRENAR - MERBERHN > EEBFABALETHT
THECER-REREEHPE NS ASZ AR TRMNE RN BTN ARER > BR
RBTX  EREARERMAL - BN EZRELE (BBRH  £AFEAM) (1998-2000) &
BRI 4 R(1995) - —EENFEK > BRENERBMEREHE -

WU SHANZHUAN was born in Zhoushan, China. Graduated from the Zhejiang Academy
of Fine Arts, China in 1986. One of China's more notorious conceptual artists, he is known
for his installations, writings, and action art performances that have a strong undercurrent of
social and political critique. In the early 1990s he lived and worked in Iceland, later moving
fo Germany, and graduated from the Hochschule fir bildene Kinste, Hamburg in 1995 In
the mid-1980s Wu started to create his seminal conceptual series Today No Water and in
1990 his Red Humour International series. VWu's works have been exhibited in many maijor
international group and solo exhibitions in Europe, North America and Asia, including 'Inside
Out: New Chinese Art' (1998-2000) and the Venice Biennale (1995). In summer 2008 Wu
Shanzhuan was honoured with a maijor retrospective exhibition of his works at the Guangzhou

Museum of Art, Guangdong, China.

Sometimes, when i have nothing to do, i make a statement.

B RALH. . EHHEF T #(1990-91)
BAEA > 280x 140 B X

But Still Red......How to Do Nothing (1990:91)
Mixed media, 280 x 140cm




UTREKERA (FREHH) BHRE
EHTHARE THESNG L

LEAT L R B R b
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1983 ©

LAANEEHERE - B> —ERN\FL
AREEFI0:21> ATA (2) ) 1977

3EF—1HE > FH —EEXNEFAA
NEFF12: 36 CETN/RERER)
1974-82

LAAEERAER (HEEEME)
MUONPFBEE —EEANFAALEFF
12: 25 (BREA L) > 1988 °

SAANEEHER Tk > —EEN\FL
ANELEF11:30 CGRRIEAE (Z)) >
1975193

6.EHEAEMEREMABLAE > FH >
“EENFEAAWEB LT 00>
(CRHE(—)) -

Some sample images of in-situ
photographs taken by collectors for
"looking for Antonio Mak” adjunct show

1. The Court Garden, 1/F, Taipei Fine
Arts Museum, Taipei, 8 October 2008,
12:20pm, Untitled, 1983

2. living room, private residence, Hong
Kong, 6 September 2008, 10:21am,
Walking figure Il, 1977 .

3. Studio in Wanchai, Hong Kong, 6
September 2008, 12:36pm, Inside-out/
front back left right, 1974-82.

4. South facing window sill in the den,
private residence, Monroe, New York, 7
September 2008, 12:25pm, Staircase on
man, 1988.

5. living room, private residence, Hong
Kong, 6 September 2008, 11:30am,
Identity and difference I, 1975 1 93.

6. Fine Art Team office, Hong Kong Art
School, Hong Kong, 4 September 2008,
7pm, Twine .



KEA CURATOR

LR

BEIRAKBAREMRTESHERNEFXERY > KRB XMRARE
WERFRHARTORE - RELERREUFTALEROREER > LB
HEH - RABEBREFIANE (AICA) FAIEEER -

Valerie C. Doran
Valerie C. Doran is a Hong Kong-based curator, critic, writer and translator spe-

cializing in the field of Chinese art, with a special interest in crossultural currents
and comparative art theory. In the last few years she has focussed increasingly
on exploring the possibilities for developing innovative approaches to curatorship
within a Hong Kong context. Valerie is currently vice-president of the International
Association of Art Critics (AICA), Hong Kong chapter.

B{E/N4 COLLABORATORS

EEE FERGH
REFEAFELRYERE R Z E o ¥ E SirRichard Eyre * Phylida Lloyd
Trevor Nunn * Robert Lepage X Peter Gabriel & f£

Christopher Johns Sound Design

Christopher is Head of the Department of Entertainment Design and Technology
of the Hong Kong Academy for Performing Arts. An internationally acclaimed
sound designer and engineer, he has worked wih Sir Richard Eyre, Phylida Lloyd,
Trevor Nunn, Robert lepage and Peter Gabriel.

Bk &

AATARELREARHABICEN - RRAFBFLRARGA > YARRE
AR WAERER AR TH > LERE - R EFF - ARAE - FEKR
MEERHE SERBERY -

Leo Cheung Llighting Design

leo is Senior Lecturer in lighting Design at the Hong Kong Academy for

Performing Arts. He is one of Asia’s most prolific lighting designers and has
worked extensively in theatre, dance and multrmedia productions in Asia and

internationally, winning numerous awards for his designs.

EEHHHEERLIL  antonio mak's reality and illusions

HRERNEXEY R and my light and shadows

3 i like this

rEf right here

DL—HBEHEA X%  coming into an encounter and then pulling away

MEHEFMENEE  and somewhere in the space between clarity and obscurity

HHEMWEL - o noked didlog

FHRH

¥ light illuminates the contours of face and limbs
and i say fo you

—ENRBEEWHR  all of this is, all of this exists

£ the sound of myriad interior voices

&4 now captured, now lost

Rty AL like light

REEFAGTEEHE  ond shadow

REFRRENHKS
BRE A follow the source of light to the object
fu® & sigh in amazement

in surprise
ERENFEERLES ot the mostery and beauty of the creator
EHE savour each defail in this journey of light
% see the world that it reveals, and that is utterly elusive
EYAENAERXE s thatyou
ek LRk
FHEFRRARLT
R
IR
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Mak Kwok-fai Technical Manager

Mak Kwokai is a Lecturer in Theatre Lighting Design at the Hong Kong
Academy for Performing Arts. He works extensively doing professional lighting
design for performance groups and major commercial events.

BAOHRB > BRAHR . mEHAENTHE  BLERREWATRN XK
AR

harmonic incompatibility; illusive reflections; static motions; experiencing an
extraordinary encounter with surrealistic reality. ..

BRIKE ok 3t R
FIE  RARBEHKEIHEE -

Amum Chan Design Consultant
Amum is a craftsman, designer and freeance theatre technician.

WS 5
FHE > EAREEMM - Bl T RREMAE > BHATENAN Y
b BEep SRl TN

Louisa Chan Exhibition Manager

Seen here without a face, but not at all faceless. A freelancer in visual arfs,
but not limited to. Lucky enough to have worked on interesting projects with
interesting people.

B 5

BIRBAREMEE > RAAREFAL S (AICA) FALERE -
Irene Ngan  Project Manager

Irene Ngan is an independent curator, arts manager and currently
the Secretary of the International Association of Art Critics (AICA),
Hong Kong chapter.

“AAZFNBEEEAEABN PO REAGRELHR  #RAXBEER
4 Rl CEE)  [RERRES > KABR BERRTH - REMRE
MAMBBE > KEH S ARERE] (2EH > 1992) -

| first met Anfonio Mak in 1992 when | was working at the Hong Kong Arts
Centre. | was impressed by the intensity and genuineness of his personality,
as well as by his creative passion. That same year Anfonio wrote a poem,
‘Sleeptalking’, that expresses these qualities so well: ‘To write is to think, | am
sleeping/making is acting, | am dreaming/watch with critical eyes, | am
drunk/juicy meat hard bone’ (Antonio Mak, 1992)

Ry AlEa)
ERBEMA - FRA - RWHA - ERELRYEA - ZBA - BA - KRR
—HXRMEA - EERBE =

Wilson Tsang  Booklet Designer

Wilson Tsong is a visual artist, musician, song writer, nonsense poet, amateur
dollmaker, cat lover, swimmer, father as well as a cheap beer drinker. His
favorite colors include black and white, and most things refractive.

33 A
FERH AR

Catherine Tai Booklet Designer
Graphic designer and illustrator

\
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f% 3. AFTERWORD
(BREFH) REASMBEHBIRRAKRES (MK - ¥ Z7WEREE 2 — S LE
BEREEHMRARUSNEE - AL RLH - BRRORBTAENERABRIERL  ERARENOE
FEEE —AHEREREET AU EERVGEEIATRA R HAMEr  TER - 85
REHEREHT WEEHS > RENRE TR EMEERE SRR DA RGHE > EFALERMAA
A BAEHRHEREER KM EMEARABTERFNS L > BARE - AR B ESHEX
REHBMNL THIH - AAREEEAFARELRWHHERG ROHEARE - REAARERBEES
AR REHBERRKEHSE > HREXHRAZERNAT - £ EERHEMMLRR O KA
REANBAEEBEHHEN > Y2AMBANBEHE > FLRARE - FARARLAZHARE - FiF 4
EAMEERMALEEL > G LT RN AR ROt FESNANT AR EEME > REK
PAZHPEANEER LR - RM T REE L EEHHEEER > DRHULRTEEE o 53 Meyer
Sound Laboratories, Inc. # 1 % # # % % 3 # & Doran Capital Partners % By % % Ik % ty R B35 7l - 2 4%
FIRYABBBEMUE LA N KA ERCRHNERE - RECFAREEY > REFRAREEERE
EREEHSEEIFAHAEE N RERNER CEEEREUESR c URBBRWENE - UABREHE
BHAE > MAHEWEERR -

REE ZRKREA

looking for Antonio Mak’ was initiated as a response fo the Hong Kong Museum of Art's proposal fo
independent curators to enter info an ‘Open Dialogue’. This dialogue has grown to encompass the voices,
falents and support of many people from the art world and beyond. | would like to extend my sincere thanks
to Mr Tang Hoi-chiu, Chief Curator of the Hong Kong Museum of Art; to Curator lvy lin, Assistant Curators
Mimi Cho, Cynthia Woo and Sandra Hu of the Modern Art Unit, and to Winnie Kwan, Alan Kong, Chloe
Lee, Barry Cheung and Ellen Ko of the Design Department, for their professionalism and good will in
confronting the unexpected challenges posed by this complex project. Some challenges were unprecedented
and thus unrealised, but we thank HKMA curatorial staff for their heroic efforts on our behalf. | also thank Eve
Tam for her support in the initial stages of this project. | have been blessed to work with Christopher Johns,
leo Cheung, and Mak Kwokai of the Department of Entertainment Design and Technology of the Hong
Kong Academy for Performing Arts, our collaborative partner in this project, and design consultant Amum
Chan, who have brought the presentation to a higher level. My sincerest thanks go out fo the collectors who
so generously have shared their works by Antonio Mak with the Hong Kong public, and allowed glimpses
of his art in their own private spaces by participation in our adjunct show. | am grateful to Mak Hin-ming,
Antonio’s brother, who contributed valuable archival material, and fo his generosity and that of Antonio's
friends and fellow artists in sharing their personal memories and insights. | thank Susan Fong for allowing
important works of Antonio Mak's to travel from the UK for this show. | thank our sponsors, Meyer Sound
Laboratories, Inc., for the advanced sound technology used in the exhibition, and Doran Capital Partners,
whose generosity made this exhibition booklet possible, and free to the public. The booklet design is the
result of the incredible energy and talent of Wilson Tsang and Catherine Tai. Last, but never least, | offer

my deepest gratitude to exhibition and project managers Louisa Chan and Irene Ngan, who have not

only worked firelessly to make this vision a reality, but greatly contributed to it. And I thank the artists in this
exhibifion, who have shown us the true value of dialogue, in the creative power of their responses.

Valerie C. Doran, Guest Curator

We would like to gratefully acknowledge # & s Rea# -

Ms. Hilary Binks Ms. Catherine Lau #l# 4%+ Ms. Tang Ying Chi 8% %4 +

Mr. John Boynton Mr. John Lee 2 M3 %4 Ms. Katie de Tilly

Mr. Chan Hungyue B ¥ %4 Mr. Leong Ka Tai #% & %4 Mrs. Janjri Trivedi

Mr. George Chang B4 5. %4 Mr. Leung Kin Yuen $f#i# %4 Mr. Shodhan Trivedi

Ms. Hazel Chiu # 8 # %+ Ms. Winnie Leung Mr. Bruno van der Burg

Mr. Almond Chu %4 # %4 Ms. Grace Ling Mr. Wong Chun Wing Fir# %4
Mr. Pietro Doran Ms. Loretta Lo M # &% + Mr. Wong Kee Chee ## % %4
Ms. Susan Fong 7 #l &% + Mr. Robert Loh FEAU# %4 Mr. Wong Kee Kwan # #2.45 %4
Mr. Raymond Fung /6 % % 4 Mr. John McMahon Ms. Wong Lai Ching, Fiona ¥ & # % +
Mr. Roger Garcia Mr. Mak Hin-ming # 84 %4 Mr. Yank Wong #1-i% %4

Ms. Michelle Garnaut Mr. Michael Ng &% %4 Ms. Maggie Wu

Ms. Lianne Hackett Ms. Rebecca Ng % %+ Ms. Margaret Yao

Mr. Nigel Hackett Mr. Tony Ng S 8L8¢ 4 Mr. Douglas Young # %4 54

Mr. David Ho 73R8 % 4 Mr. Michael Nock Alisan Fine Arts % # &8 # i

Mr. Oscar Ho 1783 4 Ms. Sally Pemberton Ethnic Art & Culture Ltd.

Ms. Lingling Huang ¥ B % % + Mr. Noel Rands RAEEA XA RAF

Mrs. Hui Poon Yee Man ##% X%+  Mr. Christian Rhomberg Hong Kong Heritage Museum

Mr. Dennis Ip ¥# f %4 Mr. Clive Rigby FAX By

Dr. Kan Tai-keung #i#3 #4 + Mr. James Robinson University Museum and Art Gallery,
Ms. Elizabeth Knight Ms. Sin Yuen % # % + The Hong Kong University of Hong Kong
Ms. Danielle Ko &% # %+ Mr. Vish Sowani FhAR X RN

Ms. Chiara Kung Ms. Fiona Stewart Verolux Company Ltd.

Ms. Lai Mei Lin # %% &+ Ms. Caroline Surawati

Dr. Victor Lai % ¥ # 1§+ Ms. Eve Tam #% %+

With special thanks to 4§ fl % # :

Sino Group f&fu%H Hanart T Z Gallery %% ¥ 10 Chancery Lane Gallery
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