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relation to our physical environment and, more generally, the human relation  

to nature. The Here and There: Re-imagining Hong Kong Landscapes exhibition 

is therefore timely in its focus on Hong Kong landscapes. Featuring six artists 

who have engaged with landscape and place in their artistic practices, the 

exhibition explores the accumulated meanings and values attached to selected  

places in Hong Kong and the intimate relationships and emotive bonds between 

people, landscapes, artistic geographical imagination, and sense of place. 

Through various media, such as paintings, ceramics, sculpture, moving images, 

and sound, the artworks not only reveal the artists’ personal landscape 

experiences and encounters but also express various relations between the 

artists and Hong Kong landscapes.

The exhibition curator, Ting Wing Yan, Vivian, adopts Tim Ingold’s 

“dwelling perspective” 3  that treats landscape as a continuing and dynamic 

interaction between humans and the environment and as the intersection 

of histories, memories, and narratives of place, human activity, and the 

environment. 4  From this perspective, the curated works explore how 

landscape encounters enable contemporary artistic practice and elicit the 

imagination of places. From her extensive research on Hong Kong landscapes, 

Ting settled on six sites, namely, Victoria Peak, Pok Fu Lam, the Mountains 

of Kowloon, Yuen Long, the peripheral islands, and the Hong Kong Island 

cityscape, that have long been ascribed historical and cultural value and 

have dominated the travel discourse of Hong Kong since the nineteenth 

century. 5  To extend the spatial and temporal dimensions of the artists’ 

landscape imagination, Ting also built an archive on Hong Kong landscapes 

and provided the artists with archival research support. The selected sites 

are from throughout Hong Kong and have all served as significant visual 

representations of the city, embedded in the memories and narratives of the 

communities that live or once lived in Hong Kong. For instance, Victoria Peak 

was a symbolic icon in the colonial narrative of the Pearl of the Orient, and the 

Lion Rock amidst the Mountains of Kowloon has been a landmark signifying 

the hardworking spirit of Hong Kong people since the 1970s. Therefore, 

presenting the six sets of artwork that respond to these sites together in 

expertly curated spaces, both the physical exhibition space and the printed 

space of the catalogue, is to condense to a certain extent the multilayered 

history and culture of the city while unravelling and refreshing the complex 

representations and imaginations of Hong Kong landscapes. It provides 

an impetus and opportunity for reflecting on the multiple dimensions of 

landscape and visual arts.

On 10 August 2021 my flight landed in Hong Kong, ending the long 

separation from my family imposed by the global pandemic. My first sighting 

of Hong Kong was a stunning vista of numerous small islands and mountains 

stretching along the horizon, a picturesque landscape painting framed by 

the plane’s window. This beautiful yet ordinary landscape triggered complex 

sentiments and a tugging sense of home. fig 1  Its beauty and my emotional 

response to it recalled the words of J. B. Jackson: “it is only when we begin 

to participate emotionally in a landscape that its uniqueness and beauty are 

revealed to us.” 1  The view I saw is unchanged from that described in “What 

One Sees First,” the first chapter of Hong Kong in Picture and Story published 

in 1953. 2  Although that view has been enjoyed by millions of travellers since 

Hong Kong became a tourist destination in the first half of the twentieth century, 

my mixed feelings and sense of homecoming were unique and individual, 

interwoven with my memories, history, stories, and experiences. This unique 

experience led me to contemplate how landscapes can interact and  

communicate with us, and how complex bodily and mental experiences of 

landscapes shape our perceptions, representations, and imaginations of 

landscapes to create a sense of place. 

The recent global pandemic has placed unprecedented restrictions  

on human mobility, as travel bans have limited activities to within well-defined 

borders. However, these constraints have fostered the cultivation of place 

awareness as we walk around our neighbourhoods or visit nearby scenic 

locations. This change has offered us the time and space to explore with new 

attentiveness the familiar but unique sites that are part of our everyday life, 

to develop an affective bond with local scenic sites, and to reflect upon our 

fig 1 　A view of Hong Kong



Place is a key component in this exhibition and in the study of 

landscape, in which it refers to “an open and yet bounded realm within which 

the things of the world can appear and within which events can ‘take place.’” 

11  Yi-Fu Tuan maintains that place

has a history and meaning. Place incarnates the experiences and 

aspirations of a people. Place is not only a fact to be explained in 

the broader frame of space, but it is also a reality to be clarified and 

understood from the perspectives of the people who have given it 

meaning. . . . Place [is] rooted in the past and growing into a future. 12

Our histories, memories, and identities are inseparable from and intricately 

tied to the places we live. 13  As stories and landmarks are “inscribed” on 

a place, it can acquire a “personality” and define the culture of the people 

who live there. 14  Looking closely at Hong Kong’s historical narratives, it 

is not hard to find examples of physical environments being humanised and 

embedded in human stories: barren rock, the Riviera of the Orient, Sung 

Wong Tai (Terrace of the Song Emperor), Lion Rock, etc. Of these terms and 

places, Sung Wong Tai provides an especially good demonstration of how a 

particular physical environment acquires meaning and sacredness over time. 

Documented as the temporary palace of the last Song emperor, Sung Wong 

Tai was visited frequently by and formed an emotional bond with the Qing 

loyalists in exile in Hong Kong in the early twentieth century. They extolled 

the boulder and its surroundings as the most important historical site in the 

city, celebrating it in classical poetry and painting. 15  These activities and 

texts established the boulder at the site and its surroundings as “the symbol 

of the renewed recognition of Hong Kong’s place” 16  and ascribed value, 

personality, and “spirit” to the site, which had become a sacred place for 

the Chinese elite living in Hong Kong. Similarly, the places presented in the 

exhibition carry accumulated histories and experiences and are imbued with 

the values and emotional weight of communities that have encountered Hong 

Kong landscapes and continue to shape and be shaped by them.

Sense of place, rooted in the field of humanistic geography, refers to 

how humans experience, respond to, and perceive places. In his discussion of 

the human attachment to the physical environment, Yi-Fu Tuan points out that 

humans develop cognitive understandings of a place through their senses, by 

direct or indirect experience, and through concrete and abstract knowledge. 

Over a certain period, the accumulated experiences are interwoven with 

This essay deals with the interactions between artistic practice and  

the physical environment and with the process of landscape experience, 

imagination, and representation. Despite the long history of scholarly interest 

in the correlation between visual arts and landscape, in the West and in 

China, most of the academic discussion is focused on visual representations 

of landscapes rather than on the process of representation. This is unfortunate 

because insights into this process are valuable for advancing our understanding 

of artists’ sensibilities towards their artistic media, the physical environment, 

and their personal landscape experiences and subjective sense of place. 

Drawing inspiration from recent theoretical works on landscapes, this paper 

acknowledges environmental agency and treats landscape encounters as 

multisensorial bodily experiences in and with a physical place, whether a 

natural or urban environment, and landscapes as social products with complex 

histories infused with multilayered symbolic and cultural meanings. 6  This 

rich conception of landscape considers geographical encounters whole-

body experiences and treats landscape not merely as a cultural image or a 

revelation of social power but also as a material object and the embodiment of 

personal and collective identity and sense of place. 7  

LANDSCAPE AND SENSE OF PLACELANDSCAPE AND SENSE OF PLACE

The term “landscape” as used in this paper merits some explanation.  

In the European tradition, “landscape” refers to real places and the representation 

of those places in various media, encompassing their historical, temporal, 

spatial, and aesthetic aspects. The term “landscape” was first used in the 

Netherlands (landschap in Dutch) in the sixteenth century, when landscape 

painting emerged as an independent genre. The word carries the meaning of 

shaping or forming the earth, reflecting not only a given physical environment 

but also a created environment, the material intervention of humans in the 

land. 8  Recently, the idea of landscape has been explored by scholars from 

various disciplines and various theories have been devised and approaches 

adopted to advance our understanding of the relations between people, 

histories, cultures, and the physical environment. Acknowledging both 

intangibility and material agency, scholars have read landscapes as complex 

social constructions and cultural expressions that are embedded with 

symbolic meanings and as performative and in the process of becoming. 9  

Landscape, thus refers to both a mode of presentation or representation and 

what is presented or represented, thus embodying a view of and a relationship 

to a place. 10  These inspiring approaches offer us new perspectives to 

understand representations of landscape in art. 



experiences, and interactions with the sites and with personal and collective 

memories, thus embodying a temporal, historical, sociocultural, and spatial 

view of Hong Kong landscapes that evokes a full sense of place. 

MULTISENSORIAL LANDSCAPE EXPERIENCEMULTISENSORIAL LANDSCAPE EXPERIENCE

Acknowledging that a place comprises not only its physical aspects 

but also the sights, sounds, and smells that endow it with personality and 

ambience, this section examines each artist’s multisensorial landscape 

experience, particularly how the places were actively felt through various 

sensuous experiences such as walking, boating, viewing, touching, smelling 

of the natural or man-made landscapes and spaces, through which sense 

and value were created and communicated. The fieldwork undertaken by 

the artists at the sites and the interviews of the artists that delved into their 

journeys and the particular experiences and thoughts that their encounters 

with these places yielded are important components of this exhibition. From 

this we can glimpse the artists’ subjective experiences in actual places, from 

iconic landmarks to peripheral islands, from lived places to quarantine hotel.

Excellent examples of how the artists sensed places differently, 

yielding different data and memories, are Wong Chun Hei, Stephen and Leung 

Ka Yin, Joey’s fieldwork at Lugard Road for encountering the Mountains of 

Kowloon and Victoria Peak. Following the conventional practice of open-air 

painting in the European landscape painting tradition, Wong Chun Hei, 

Stephen a committed and sustained practitioner of open-air sketching, began 

his sketching journey a decade ago by visiting hiking trails selected from 

guidebooks. Following the artistic path taken by his admired predecessors, 

such as John Constable, Wong sought inspiration directly from real 

landscapes. He has since visited many hiking destinations in Hong Kong, 

such as Ma On Shan, Lion Rock, Tai Mo Shan, the MacLehose Trail, Pat Sin 

Leng, etc., some of which are part of the Mountains of Kowloon, which are a 

natural topographical boundary separating the Kowloon peninsula from the 

New Territories. For this project, Wong chose to research and experience the 

mountains from the standard viewpoint adopted in old photographs by viewing 

the mountain ranges from Lugard Road on Victoria Peak rather than strolling 

among the Mountains of Kowloon. From Lugard Road, a comprehensive 

and panoramic view of the Mountains of Kowloon can be captured from a 

distance. Wong visited Lugard Road twice to see the current mountain views 

after studying archival images of the site dating from the 1860s to the 1950s. 

As usual, Wong’s eyes and hands worked together to sketch the ephemeral 

personal memories to cultivate personal landscapes of memory and a 

profound sense of place. 17  In the complex process of forming of sense of 

place, space and time play crucial roles. Places with accumulated meanings 

and a distinctive personality and spirit tend to carry a weight that attracts 

people, particularly artists, poets, and writers. For example, Mount Huang was 

a site for the cultivation of a considerable number of talented painters in the 

Ming and Qing dynasties; John Constable was affected by his native region 

of East Anglia; and Victoria Peak and Sung Wong Tai drew the attention of 

many of the writers and artists who fled to Hong Kong from mainland China 

in the post-war period. These painters and writers expressed their emotional 

attachment and attitudes toward the places that anchored their artistic works, 

portraying their personal relationship to these special places while conveying 

their distinctive ambience and character. Time is another dimension of sense 

of place. Our perceptions of and bonds with a place change over time, while 

our experience and knowledge expand and the environment is transformed. 

The past is continually reinterpreted and redefined in the present. Victoria 

Peak and Pok Fu Lam, for example, dominated the narrative and visual 

culture of Hong Kong in the early colonial period. Deployed by the colonial 

government as representative images of Hong Kong, these places were used 

to underpin the constructive development and progress brought by Britain. 

More recently, Lion Rock has replaced Victoria Peak as the representative 

landscape icon of Hong Kong, having been extolled as a symbol of the values  

embraced by the people. As time went by, certain places have gained prominence 

over others due to new meanings were generated and ascribed to them.

This place-based exhibition captures and conveys senses of place 

through the perspectives of six artists. The artworks provide an entry point to 

contemplate the sense of place and invite us to look at Hong Kong landscapes 

through the lens of landscape, place, and time. As encapsulated in its title, 

Here and There, the exhibition unfolds the spatiotemporal dimension of 

landscape, in which “Here” is also now, so it is a point in both space and 

time, and “There” is also then, a physical place distant in time, both past 

and future. The places presented in the exhibition are sites of yearning, 

memory, and knowledge; they are special places for the artists, curator, and 

visitors. Through conducting fieldwork at the sites and reading the historical 

documents archived by the curator, the artists came to a better knowledge 

and sense of the places and developed special bonds. As such, the artworks 

featured in the exhibition are not mere representations of the sites but 

rather expressions and revelations of the artists’ perceptions, multisensory 



Kowloon to Hong Kong Island through the Cross-Harbour Tunnel. Unlike 

Wong Chun Hei, Stephen, who was drawn specifically to the topographical 

structure of landscape, Leung was fascinated by the material objects and 

historical remains on Victoria Peak, such as the balustrades along the winding 

Lugard Road, dilapidated building, and the wildflowers that she describes 

as “witnesses” of the place’s history and changes. fig 3  From Victoria Peak, 

Leung gazed down at Victoria Harbour, a formerly panoramic view now obscured 

by rapid urbanisation. The smells, sounds, and sights that she experienced on 

her journeys were translated into the storyline and fantastical images in Outline 

of the Peak, Victoria’s Small Size Girdle, and Hi Lugard, such as flowers floating 

on the skyline and nose-shaped ornamental streetlamp bases, Victoria Peak 

and Victoria Harbour, iconic landmarks in the narrative of Hong Kong since the 

colonial period, became feminised protagonists in Leung’s narration. From the 

artist’s multisensorial bodily experience emerges images of a peak shrunk to a 

decorative scholar’s rock fenced by sinuous and fancy balustrades and Victoria 

Harbour squeezed and flanked by a plethora of skyscrapers. 

If Victoria Peak and the Mountains of Kowloon are deemed the centre 

of Hong Kong, both in terms of geography and ideology, the small islands at 

the periphery have long been overlooked in Hong Kong’s artistic and cultural 

discourse. There are 263 islands in Hong Kong, but most are rarely mentioned 

in official documents and few have drawn the attention of artists. Many of the 

islands are uninhabited and are not named in Google Maps, only identified 

by their coordinates. However, they are a part of the oldest physical environs 

of the city and home to volcanic rock formed over one hundred million years 

ago. Koon Wai Bong was affected by the sense of loneliness and the unique 

geological character arising from the remoteness and inaccessibility of these 

fig 3 　Wildflowers at Lugard Road. Courtesy of Leung Ka Yin, Joey

and changing views from Lugard Road, recording transient impressions and 

arresting moments from his journeys and revealing the distilled essence of the 

landscapes that caught his attention. fig 2  Although the sketches from these 

trips seem irrelevant to the Kowloon Mountain Ranges as a subject, they serve 

as private notes that document the bodily movements and spatiotemporal 

experience of Wong’s journeys, revealing the artist’s interests with the 

landscape experience. The sketches show the contours of crags, boulders, 

peaks, and clumps of trees as seen by Wong, which differs from Leung Ka Yin, 

Joey’s microscopic view of Lugard Road (described next). For Wong Chun Hei, 

Stephen, viewing the Mountains of Kowloon evoked memories of his immersive 

experiences on hiking trips to Tai Mo Shan, Ma On Shan, and Lion Rock. He 

knows the mountain ranges from numerous angles, having encountered the 

spaces encompassed by their silhouette not only from distant viewing but also 

from ascending and descending their ridges on foot. 

Leung Ka Yin, Joey also visited Lugard Road, but her visits yielded very  

different inspirations and impressions. She was impressed by the floral 

fragrances and murmuring sounds of strangers’ conversations. Leung took 

one of the slower ways to get up to Lugard Road, embarking on the Number 

15 bus and ascending Victoria Peak from Exchange Square, which allowed 

her to glimpse and record the changing vistas along the route, such as the 

succession of old buildings. She saw a comprehensive view of the Peak from 

within, ranging from the physical context surrounding the Peak to the flora 

and plants humbly adorning Lugard Road. Having felt alienated from Victoria 

Peak before joining the project, particularly from her encounters with tourist 

shops reminding her that the place is for sightseeing, she remembered that 

the only way she had encountered the Peak was from a bus travelling from 

fig 2 　Making sketches at Lugard Road. Courtesy of Wong Chun Hei, Stephen



times and used the rubbing technique, an ancient method for reproducing 

engravings, to copy the surfaces of the granite structures that were produced 

and carved by anonymous builders in the nineteenth century. fig 5  Using 

graphite to transfer the texture of the granite surfaces, Wong bent her body 

and used her hands to feel them while doing the rubbings. These rubbings, 

like calligraphy, reveal the bodily movements of the builders as they chiselled 

the granite paths, revealing their untold stories and serving as the only 

evidence of their contribution to Hong Kong. Fascinated by the stories told by 

historical objects, Wong was moved by the granite paths and felt connected 

to the rhythms crystalised in the rubbings. The tactile qualities of the granite 

surfaces became the primary memory of the site embedded in Undercurrent, 

to which they were consciously and unconsciously transferred. Tactility was 

an important element of the encounter and is essential to Undercurrent, 

exemplifying the artist’s sensitivity to physicality and materiality in landscape 

experiences and ceramic art. 

Ho Yuen Leung lives on the farmland in Yuen Long that is the subject 

of his work. While living on a private farm for the past four years, Ho has been 

experimenting with organic farming and exploring art creation in everyday life. 

His works can be regarded as the embodiment of his intimate encounters with 

the farmland. For Ho, nature is an approach, elemental force, and inspiration 

for the arts. Through extensive and dynamic interactions with the farmland, he 

has experienced and observed the life cycles of the natural world, witnessing 

how vegetables and plants grow and survive everyday adversities. Using a 

fig 5 　Rubbings of the granite 
structures of Pok Fu Lam

islands. Deliberately remaining off the islands, Koon organised four boat 

trips to study fifty-five islands stretching from the east to the west of Hong 

Kong. fig 4  Unlike the other artists, who trod on the sites, Koon viewed the 

topographical features by drifting around the islands on a small fishing boat. 

Intriguingly, this detachment and the related speculation caused vision to 

be the strongest sense through which the scene communicated, allowing 

the artist to obtain a fresh and immediate aesthetic response to the islands. 

Sketches made with brush and ink served as the primary memory for From 

Here to Timbuktu, but Koon also reminisced about the varied weather, smells, 

and choppiness encountered on his tours, turning temporal and spatial 

memories imbued with nuanced sentiment and feelings into visuals. Using 

monochrome ink on semi-transparent silks bound into albums, the artist 

sequenced the scenes according to the sea routes, with each album focusing 

on a particular travel and viewing experience. By varying vantage points and 

horizons, whether fixed or shifting, Koon recounts his personal experience in 

his work and animates the scenes with temporal depth through the format of 

the albums, calling to mind Husserl’s statement that “every experience has its 

own horizon.”

Joining Koon on his boat trips around the islands, Wong Lai Ching, 

Fiona was fascinated by the pristine and dazzling seas. These boat trips 

are wedded with the sensory experiences of her field trips to Pok Fu Lam 

Reservoir in her work titled Undercurrent. Wong visited Pok Fu Lam several 

times and viewed the site from various vantage points. She also consulted 

relevant historical archives and closely studied the historical remains that 

caught her attention, such as the granite columns and pathways built over the 

water conduits between 1876 and 1877. She walked the granite pathways many 

fig 4 　Boat trip to Ninepin Group



fig 7 　

artist was forced to stay in a quarantine hotel for three weeks and experienced 

the city from inside a sealed hotel room. Finding that the quarantine hotel 

setting resembled that of the New Capital City, the familiar atmosphere led 

Lam to revisit the travel videos that he created at the New Capital City in 

2015. Lam is the only artist in the exhibition who experienced the city from the 

confines of a hotel room. Limited by the physical space and quarantine rules, 

he watched trivial everyday activities around the clock from the windows of 

his hotel room. Lam’s room was on the fifth floor, from where he could see 

and hear the hustle and bustle of Chun Yueng Street, as well as the opposite 

residential buildings that stage colourful stories of the residents who live  

there. fig 7  This unprecedented experience is condensed into The Present is  

a Foreign Country, which shows the close yet distant relationship between the 

artist and his beloved city. The video captures the artist’s fingers “dancing” to 

the love song You are the Only One in My Heart on the window that separates 

him from the outside world. The first-person perspective of the video 

expresses the intense love generated by homesickness. Home is so close  

yet so far.

RE-IMAGINATION AND REPRESENTATIONRE-IMAGINATION AND REPRESENTATION

Multisensory experiences wedded with personal histories and preferences 

and the stories and histories of the places they visited and observed shaped 

the artists’ imaginations and geographical representations. In his discussion 

of the representation of landscape in art, Edward Casey maintains that the 

artistic representation of a place is a process through which the artist creates 

an artwork, a material form, and a sign of place. This representation is an 

A view of the quarantine hotel. 
Courtesy of Lam Tung Pang

creative strategy that was environmentally friendly from the concept to the 

selection of materials and exhibition, the artist used branches pruned from 

trees and tree debris from the 2018 Typhoon Mangkhut for his work titled  

All Beings of Sprouts. He enlivened the branches by roughing out vivid and 

organic forms using a chainsaw, chisels, a mallet, and knives, revealing the 

intimate bonds between his art, nature, his studio, and his farmland. fig 6  

The biodegradable wood chips generated from his carving fell on and merged 

with the earth to serve as organic mulch to improve and nourish the soil where 

he grows vegetables. Thus, the artist did not disturb the life cycle of the trees, 

and in return, the farmland produces food to nourish him.

Ho Yuen Leung and Lam Tung Pang demonstrate two extremely 

different ways of experiencing places. Whereas Ho’s work was embedded 

in his experiences working the land at home on his farm, Lam encountered 

the cityscape of North Point from a sealed quarantine hotel room. Shifting 

between the dual identities of tourist and local, Lam Tung Pang has been 

contemplating his relationship with his identity since the launch of the 

Curiosity Box Series in 2013. The project lasted for three years and presented 

in three phases in New York, San Francisco and Hong Kong respectively. 

Entitled Curiosity Box (Hong Kong): The Hometown Tourist, the third phase 

was launched in Hong Kong in 2015. Lam staged himself in the New Capital 

City hotel in Wan Chai and spent five weeks adjusting his internal viewpoint on 

his hometown by lodging in a space tailor-made for tourists. After returning 

to Hong Kong from a short trip to the United States in the autumn of 2021, the 

fig 6 　Ho Yuen Leung’s studio in 
Yuen Long.



as cheese rings and candies. As indicated from the names Victor and Ria, 

they embrace different views on Victoria’s body shape. The harbour forms a 

fashionable corset that shapes and squeezes the girl’s torso and serves as a 

reminder of what it means to be beautiful in our society. Using the struggles 

of body slimming as a metaphor for land reclamation, Leung invites the viewer 

to enter her fantastical world and to contemplate Victoria Harbour from the 

protagonist’s perspective. Land reclamation has been carried out along the 

coasts of Victoria Harbour since the late nineteenth century, shaping its 

coastline. The artist’s imagination was fuelled by the harbour’s unique history 

and her sensory experience of the site. Framed in a Chinese-style vertical 

scroll with an inscription, Leung proffers an exceptional vertical composition 

and representation of the harbour that differs from the stereotypical horizontal 

panoramic views of it. The inscription details Victoria’s conflicting views on 

body slimming. Leung used a wide variety of materials, including Chinese ink, 

acrylic colour, coloured pencils, and drawing pens, to portray a harmonious 

and relaxing yet awkward atmosphere. Femininity and rhythms are created 

by fluid and graceful lines and transparent and subtle colouring. Through 

her unique artistic language, the places are humanised and bestowed with 

personality and ambience. Whereas Victoria’s Small Size Girdle portrays 

no topographic features of Victoria Harbour, Outline of the Peak retains the 

recognisable features of Victoria Peak, its silhouette, and metonymic signs, 

such as Lugard Road, the Peak Tram route, and Peak Tower, although they 

are twisted in her fantastical depiction. Although the renowned balustrades 

along Lugard Road have been dismantled and renewed many times, the route 

and shape of the road remains unchanged, which shaped Leung’s perception 

of the iconic site. The sinuous path is represented by the lines of parted hair 

and the shape of a flowerbed. Colourful round shape trees are painted to 

decorate the curvy hair of the peak. The vivid nuanced colours of the leaves 

suggest changes over the seasons. The shape and colours of the trees evoke 

the hydrangeas which used to be seen on and a distinguishing feature of the 

peak, being recognised as the city flower of Hong Kong in the early twentieth 

century. Although Leung could not have seen the flowers during her visit, 

her use of hydrangea-like trees brings the past into the present. Lion Rock 

is depicted in the background and connected to Victoria Peak by a beautiful 

meadow where a reclining lion is enjoying a cup of bubble tea. The interplay 

between the classical and modern iconographic traditions deepens the 

temporal dimensions of the landscape. The reclining lion and Victoria recall 

the classic reclining nudes in the European tradition, such as Ingres’s Grande 

Odalisque, while the decorative tile of the flowerbed presents the stereotypical 

articulation of the place and of the artist’s relationship to it and “a perceived 

object, a material object in its own right that has taken the place of something 

else material”. 18  Bringing the materiality of the artwork itself back into the 

discussion of representation, Casey underscores the double conception of  

representation in art: a painting is both a “semiological entity” signifying 

the represented content and subject and a perceived material object to be 

experienced by the beholder. 19  He coined the term “topopoetry” (the poetry 

of place) to distinguish a topographic depiction of a place from its artistic 

representation, which transforms the represented place from “fact into truth” 

and from “accurate portrait into imaginative painting,” bringing the viewer 

into the work itself and inviting the viewer to contemplate, participate, imagine 

and identify with the place. 20  In this regard, the artworks presented in this 

exhibition are topopoetic representations of the locations in various material 

forms according to the artists’ choices of primary themes, subjects, and media. 

They reveal the symbols, characters, scenes, and historical materials that 

triggered the artists’ imagination. By encountering the places physically and 

historically, the artists established emotional connections to them. Their works 

not only visually represent real places; they also embody the artists’ personal 

or collective points of view as well as emotive bonds. Furthermore, some forms  

of expression in the visual vocabularies used by the artists show a greater 

richness in quality than others, suggesting what they consider most important 

in terms of subject, medium, and style, and revealing how they engaged 

aesthetically and emotionally with the landscapes. In this regard, the exhibition 

spaces, both the physical venue and the printed space of the catalogue, are 

also topopoetic representations in which the artworks are presented in a 

particular order and displayed in a bound and well-curated space, enabling 

viewers to embark on a multisensory journey to explore, experience and 

imagine the ambience of the represented places and the exhibition itself. 

Here and There begins with Victoria Peak, a popular tourist destination 

and widely circulated landscape image. Leung Ka Yin, Joey portrays the 

iconic landmarks of Victoria Peak and Victoria Harbour in Victoria’s Small Size 

Girdle, Outline of the Peak and Hi Lugard. An extraordinary narrator, Leung 

fantasticated the sites in her images and texts. Although the protagonists 

in Victoria’s Small Size Girdle and Outline of the [Victoria] Peak are both 

named Victoria in English, Leung titled the works using the different Chinese 

version, Taiping and Weidoliya. Victoria’s Small Size Girdle depicts Victor as 

a young girl with a cynical face and a split personality in conversation with 

herself, named Ria, and surrounded by screen-like skylines and snacks, such 



It is not surprising that the artist chose clay, a medium she excels in, to craft 

a response to the historical site. Undercurrent, made of Japanese fine black 

clay, was pinched and textured by handbuilding, the oldest pottery method, 

manifesting the material agency of both the water conduits and the artwork, 

through which the intimate relationships between the artist’s body and the 

clay and between tactility and vision are revealed. Wong harnessed the beauty 

and character of Japanese black clay, which is refined to retain details of 

the artists’ hand gestures, and transformed the imagined and invisible water 

running underneath the Pok Fu Lam water conduits into a long rectangular 

pottery slab. She carefully built the ceramic slab in a realistic manner while 

expressing her subjective sense of the site in the details. The tactility and 

delicacy distilled from the historical documents and vestiges of the historical 

site are embedded in the rhythmic rise and fall of the water slab’s surfaces. 

Selected quotations from historical texts printed with silver foil adhere humbly 

on the surfaces of the greyish black slab, as if history were embodied in and 

through the water and historical site. Wong imbued Undercurrent with her 

fascination with and imagination of the mutable form and symbolic meaning 

of water as well as the little-known history of the water conduits and stories of 

the builders, which have been overshadowed by the official narrative of Pok 

Fu Lam. Their humble contributions illuminate the city’s history as a flickering 

light radiating from the finely polished surface of the black ceramic slab. The 

most important of the historical documents, an 1860 recruitment notice for 

the construction of the water conduit, has been transformed into a ceramic 

work retaining the historical details and transporting the viewer to the 1860s. 

Wong has materialised her imagining of the water flowing underneath the 

Pok Fu Lam water conduit in clay, inviting viewers to ponder the place from 

a novel perspective by touching the clay slab, reading the texts, viewing the 

reflections of the ceramic water, and imagining the undercurrent.

With little official history, the remote islands tell their own story through 

geological structures formed in the early prehistoric period. Koon Wai Bong 

treats the islands as individuals with unique personalities and accentuates 

the beauty of the landscapes, celebrating its remoteness and untouched 

naturalness. From Here to Timbuktu comprises eight sets of islandscapes with 

fifty-nine scenes that place the islands in constructed spaces, both painterly 

and three-dimensional, with various spatiotemporal relations. The sequence 

of images creates a sense of moving images that foreground time and provide 

a sense of time and space. “Sai Kung Islets,” for example, presents ten small 

islands, including Tai Chau, Lap Sap Chau, and Yeung Chau, that have long 

panoramic view of Victoria Peak. The viewer would be surprised and amazed 

by the minute details hidden in the painting, such as the mushroom on the top 

of the Peak and a girl hidden behind the trees trimming and shaping the trees 

while scrutinising a tiny caterpillar. Making such discoveries allows the viewer 

to immerse in the fantasy and to imagine the iconic landmark through the 

artist’s eyes and enjoy the fantasy without noticing the passing of time.

Kowloon Mountain Ranges offers a panoramic view of the Mountains 

of Kowloon from Victoria Peak and captures the temporal flow of a single 

and static view in a triptych. Wong Chun Hei, Stephen took a photograph of 

the classic view of the Kowloon Peninsula and printed it on three canvases. 

Differing from his previous works, in which the artist reconstructed the space 

and structure of places that he had visited, Kowloon Mountain Ranges was 

painted by referring directly to old photographs provided by the curator, one 

taken in 1864 and another in the 1950s. The photographs are what Veronica 

della Dora calls “travelling landscape-objects,” material representations of 

places that have their own social biography, having been circulated over time 

and being popular icons in the collective geographic imagination. 21  In the 

creation process, Wong was inevitably transported to the past through the 

photographs and his viewpoint was shaped by these travelling landscape-

objects. Interestingly, he reversed the order of past and present, bringing the 

past forward by painting it on a canvas printed with the 2022 photo. To restore 

the faded scenes of the iconic view, he used high chromatic colours to cover 

the current view of the mountain ranges. The bright blueish palette refreshes 

the old photographic views while flattening the rendition, and the abbreviated 

details of the scenes reinforce the painterly nature of the work and suggest the 

unrestorable and fading past. The three paintings portray the transformation of 

the Kowloon peninsula through rapid urbanisation.

Travelling landscape-objects, including historical records and pictures, 

combined with field experience aroused Wong Lai Ching, Fiona’s imagination 

regarding the history of Pok Fu Lam Reservoir. Imprinted in her memory 

were the glittering ripples and waves of the reservoir, which Wong says 

conjured Ma Yuan’s “Light Breeze at Dongting Lake.” Ma, a leading artist at 

the Southern Song court, used simple flowing lines to capture the delicacy 

of glittering waves in his acclaimed work Water Studies. The rainwater 

collected in the Reservoir supplied Victoria City in the nineteenth century and 

continues to serve the city. Wong describes the water conduits, made of clay, 

as “blood vessels” running through Victoria City to nourish the public. 22  



forms. Rice paddy fields were a metronomic sign of the New Territories in 

the travel discourse of the first half of the twentieth century. In the post-war 

period, however, urban development caused a huge loss of farmland, and 

the acreage of cultivated paddy fields in Hong Kong significantly decreased 

in the 1950s and 1960s. The history of Hong Kong farmland allows Ho to 

reckon with the manipulation of the food supply chain and food choices by 

capitalism, which distances us from our relationship with farmland. Among 

Hong Kong’s environmentally engaged artists, Ho Yuen Leung is one of the few 

who has reified his beliefs in his creative strategies and life. His works explore 

the complex entanglements of urbanisation, ecology, art, and nature, reminding 

us that cultural production can also have a devastating impact on ecosystems. 

Using his art-in-situ and minimal wood sculptures as a subtle commentary on 

environmental issues, Ho encourages us to rethink our imagination of ecology 

and nonhuman environmental agency. In Europe, sculpture has long been 

created for public spaces to serve as monuments to significant historical figures 

or events. Ho’s works, however, have been shown in public spaces without 

obvious political or social significance, such as a fishpond. Respecting the 

cycles of nature, he is familiar with the nature of various woods, particularly 

those available from trees in Hong Kong. For instance, the major material for his 

sculptures is Taiwanese Acacia, a species that grows rapidly but lives fifty to 

sixty years. Nature plays a prominent role in and exercises agency in his creative 

process, dictating the material used and even the final shapes of his sculptures. 

Therefore, it is not surprising that his sculpture repertoire is dominated by 

a seed-like form. Ho believes that artists should humble themselves, follow 

nature, and let beauty reveal itself organically from the material. His works are a 

coproduction of artist and nature. Bugs, wind, and rain have sculpted the wood 

over time, and the colour and material of the final work continues to evolve. 

Accordingly, showcasing his works in an exhibition space confines his creativity, 

which has always benefited from the dynamic and organic interactions between 

the artist, the work, and the natural environment. Nonetheless, a light woody 

fragrance radiates the aura of nature from the wooden sculptures which fills 

the exhibition space. All Beings of Sprouts represents the artist’s relation to 

and thoughts on the rice paddy field and visualises the process of growth with 

skilfully carved abstract shapes and lines. The calligraphy-like forceful lines 

evoke the resilience and strength of the natural world and the Hong Kong spirit.

From iconic landmarks and historic sites to peripheral islands and  

farmland, the artists have anchored their imagination to real places, 

appropriating past and present landscape experiences to fuel their artistic 

been overlooked by cartographers and travellers despite being situated on the 

Sai Kung Sea, which is a popular boating destination. Inscriptions provide the 

names of these islands, mostly of Chinese origin and collected from official 

and informal historical documents by the artist, alongside the latitude and 

longitude of each. The artist uses the coordinates to confer on each island a 

unique identity. Tai Chau, for instance, is not recorded on Google Maps but the 

coordinates help us to locate and identify it. The latitude and longitude inform us  

of another spatial relationship: that between the islands and the viewer. Naming 

is a way to confer identity on a person or object. If a name embodies the 

sociocultural history of a place, its topographical appearance defines its visual 

and physical identity. Confronting the unfamiliar scenery, Koon delineates 

the islands faithfully but mutes the background to bring the each island to 

the fore. The artist retains the recognisable topographical appearances of 

the little-known islands to bestow visual identities on them. “Po Toi Islands” 

presents a round trip of the site, with twelve continuous views of Po Toi, Castle 

Rock, Beaufort Island, Sung Kong’s Reefs, and more. Allusive brushwork 

has been used to depict the topographic textures of the sites. For instance, 

Castle Rock is rendered in Ni Zan’s sketchy manner, with dry and abbreviated 

brushstrokes, revealing how the tradition of alluding ancient master’s painting 

style interacts with the artist’s imagination of places. By adjusting the horizon 

and the position of the inscription and varying the ink-wash of the changing 

sky on each page, the artist has visualised and animated his travel experience, 

inviting the viewer to join the trip and experience the complex landscape. 

Koon mentally revisited the site several times through his memories of the 

multisensory travel experience, the sketches and photographs from his 

boating trips, and the archival research on the official and unofficial histories 

of the Po Toi Islands to create his textual and pictorial depictions of the island 

group. The inscriptions, written in the style of a travelogue, explain the names, 

describe the geographical features, and recount the history and pertinent 

local lore of each place, thus playing a crucial role in the re-presentation and 

re-imagination of the scenes. The artist combines physical travels, scattered 

islands, times and Chinese landscape aesthetic with his personal imprint in an 

album format. The albums were installed on tables, and displayed throughout 

the exhibition space, and the work has a cartographical effect that allows the 

audience to actively view the pieces by wandering around. As the pages are 

turned, the scenes are animated and the viewer is transported to the islands.

Displayed along with From Here to Timbuktu in the exhibition space, 

All Beings of Sprouts presents a set of wood sculptures in abstract curvilinear 



THE LOVE OF PLACETHE LOVE OF PLACE

In his seminal book Topophilia (literally, the love of place), Yi-Fu Tuan 

explores the relationship between human beings and the environment 

from a humanistic geography perspective, emphasising the affective ties 

and emotional relationships between people, individually or collectively, 

and the places to which they are attached. 24  Here and There offers us 

the opportunity to participate in the artists’ journeys to revisit Hong Kong 

landscapes which serve as archives of its rich history and memories, raising 

the questions of what Hong Kong landscapes mean to us, and how shared 

or personal landscape experiences and notions of the past, the present and 

the future of the place define identity and create sense of place. Delving into 

the artists’ personal perceptions and intimate experiences with these places 

as well as their creation processes reveals the deep relationships in their 

attachments to, emotional anchorage in, and love of the city. While historical 

documents preserve relevant facts and stories of Hong Kong, the artworks 

presented in this exhibition express the artists’ sentiment, personal landscape 

perceptions, and emotive bonds towards the city, eliciting topopoetic 

imaginations of the place.  Through dynamic interactions with the multisensory 

artworks, spaces, and texts presented in the exhibition venue and in this 

catalogue, we can sense and gain a sense of the represented places and 

create our own personal landscape experiences and memories. The artworks 

are like time portals and dynamic vehicles that transcend space and time as 

they move in different spaces and places: the artists’ studio, the exhibition 

venue, the catalogue, and so on. For viewers and readers, they transport there  

to here and then to now.
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imaginations. The Present is a Foreign Country, however, could be read 

as a representation and imagination of the relationship between the artist 

and Hong Kong as home rather than a specific site. Weaving together three 

videos, two from 2015 and one from 2022, to fabricate a new narrative, The 

Present is a Foreign Country is installed in a room marked with a timeline and 

set with a screen and a wooden partition. The partition painted with a giant 

figure and fragmented images and texts which reveals the artist’s thoughts on 

the work.  The partition divides the exhibition space into the inner and outer 

worlds. The viewer would be able to gaze the artist’s private space through 

a small window located at the chest of the giant figure. The timeline adds a 

temporal dimension to the exhibition space, contextualising the narrative. 

Starting in 2022 and going back to 2015, visitors encounter the artist’s inner 

world through about 14 minutes 11 seconds of video with 10-second intervals. 

Each year carries a different meaning and weight for each viewer. Thus, these 

numbers mean differently to the viewer. Personal memories and collective 

history are blended with the multilayered images and narrative created by 

Lam Tung Pang to form a new and individual spiritual journey. Viewing the 

2015 videos in 2022 generates new meanings and interpretations. Ironically, 

Lam’s feeling towards his hometown generated by his constructed tourist 

perspective of 2015 has become real. Since 2019, many people have left the 

city and joined the diaspora, leaving many to claim that the city is not what 

it used to be. The artist names the work The Present is a Foreign Country, a 

word play and idea borrowed from David Lowenthal’s The Past is a Foreign 

Country, which reveals his mixed emotions about his hometown. The Present 

is a Foreign Country offers multiple layers of fragmentary, blending, shifting, 

real, and fabricated travel experiences that transcend time and space. Sound 

is a crucial medium for the artist in this work, with layers of space and time 

added through street sounds and a love song. From wandering to scenic spots 

to following and dialoguing with Michael Rogge’s 1949 video and from an 

audio-visualscape of the inner and outer worlds of the New Capital City Hotel 

on the Hennessy Road on July 1 to a poetic love letter composed during a 

global pandemic, Lam invites the viewer to contemplate their relationship with 

Hong Kong, home, memory, and identity through a constructed space filled 

with moving images and sounds from his memories and experiences. Time 

is a crucial element in the work, connecting the vagaries of memory with the 

past, present, and future. Lam’s narration of time and space creates a world in 

which, to echo Mikhail Bakhtin’s notion of the chronotope, “time thickens, as 

it were, takes on flesh, becomes artistically visible; likewise, space becomes 

charged and responsive to the movements of time, plot, and history.” 23  
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