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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.




