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Moments between the 1960s to Today from Asia Art 
Archive’s Collection 
 
By Alan Chan, Artist and Art Educator 
 
 
Foreword 
To many people in Hong Kong, performance art might still be something very new or 
something they would have thought rather new to this place. On the contrary, 
performance art has actually taken root in Hong Kong from as early as 1960s. While this 
slide show/video makes no attempt to present a comprehensive history or theory of 
performance art in Hong Kong, it will give the audience a glimpse into several moments 
of performance art between the 1960s to 2000s through a selection of material from Asia 
Art Archive with the wish to show that, performance art, which is an art form popularised 
in the United States during the 1960s, has been localised and used by artists in Hong 
Kong, that this art form has been crucial for artists to express their pressing social and 
political demands and sentiment.  
 

I. 1960s–80s: Ephemerality  
 

 
Image: A picture of Kwok Mangho, Frog King in the exhibition The New Face of Hong Kong: Exhibition of Nine 

Contemporary Hong Kong Artists (香港新貌：香港當代藝術家九人展), 1996. Kwok Mangho Frog King Archive, 

Asia Art Archive.  
 

Kwok Mangho (郭孟浩), more commonly known as Frog King, is one of the earliest artists 
to engage in performance art in Hong Kong. He was born in 1947 in Guangdong and 
grew up in Hong Kong. From 1967–73, he studied art at the Grantham College of 
Education and the Extramural Studies Departments of Chinese University and University 

https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-frog-awakening-the-jumping-thoughts-1996/object/frog-awakening-the-jumping-thoughts-exhibition-view-20346
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of Hong Kong. Like many other artists of his generation, Frog King began his art practice 
in the 1960s with ink painting and calligraphy under the guidance of the influential Hong 
Kong ink artist Lui Shou Kwan. He is a prolific artist that produces works in a diverse range 
of medium that include painting, calligraphy, sculpture, installation and performance. 
Among all these he is most well-known today for his performance and installation with 
strong presence of his own persona, in which he is often seen dressed up in his iconic 
costume and interact with the audience. 

 
Image: Kwok Mangho, Fire Collage, layering burnt paper of various sizes, 1979. Kwok Mangho Frog King 

Archive, Asia Art Archive.  
 

 
Image: Experiment of burning garbage in early 1970s at Frog King's studio in Yuen Long. Part of the “Fire Art 

Studies” conducted by Frog King in the early 1970s. Kwok Mangho Frog King Archive, Asia Art Archive.  
 
One of the important elements of performance art, what makes this art form most distinct 
from the others is its ephemerality, i.e., its temporary presence as work of art. And traces 
of this sense of ephemerality can already be found in Frog King’s practice in the 1970s, in 
which he experimented with fire in the creation of painting and collage. Fire Collage 
(1979) is a piece of wall-based work that bears visual reminiscence to an abstract ink 
painting. Frog King produced this work by burning a stack of paper. The burnt and 
charred edges of the paper produced a tonal gradation similar to that of the gradated 
blending of ink on paper. Contrary to the conventional idea of art “making” where a work 
of art is produced or constructed by adding material, here Frog King produced a work 

https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-fire-paintings-fire-collages/sort/title-asc/object/fire-collage
https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-fire-art-studies-environmental-conceptual-works-1971-73/sort/title-asc/object/burning-experiment
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that involved an active process of physically reducing and consuming the material, and 
reminded us of the ephemerality of the work of art. 
 

 
Images: Performance delivered by Frog King, Five Move and Still Show, organised by First Institute of Art and 

Design, McAulay Studio, Hong Kong Arts Centre, 1979. Kwok Mangho Frog King Archive, Asia Art Archive. 
 
This brings us to the early performances by Frog King, such as the one he delivered at 
Five Move and Still Show organised by the First Institute of Art and Design at the McAulay 
Studio in the Hong Kong Arts Centre in 1979. In this performance, Frog King covered a 
piece of bread in spray paint and ate it in front from the audience. The performance 
demonstrated the interaction between objects, art objects, the body and the 
ephemerality of art. In the process, an ordinary object, i.e., the piece of bread, was 
transformed into an art object by being spray-painted, the performance then climaxed at 
the disappearance of this then not-so-ordinary object. 
 

     
Images: Gau Doy Lum, McAulay Studio, Hong Kong Arts Centre, 1980. Kwok Mangho Frog King Archive, Asia 

Art Archive. 
 

Gau Doy Lum (膠袋臨), which stands for “Plastic Bag Happening”, was another 
performance by Frog King that took place over four days at the McAulay Studio at the 
Hong Kong Arts Centre in 1980. According to him, it was an “action conceptual 
impromptu performance”. And it took place just before Frog King left for New York. The 
programme consisted of live performance and auctions of the artist's works, various 
experimentations of plastic bags were also undertaken with the audience participation. 
The performance was one of the early cases of participatory work in Hong Kong. 
 

https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-performance-in-five-move-and-still-show-1979/object/performance-delivered-at-five-move-and-still-show-18699
https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-gau-doy-lum-1980/object/gau-doy-lum-15470
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Image: Poster of Gau Doy Lum, McAulay Studio, Hong Kong Arts Centre, 1980. Kwok Mangho Frog King 

Archive, Asia Art Archive. 
 

The concept of “Gau Doy Lum” derives from “Hark Bun Lum” (客賓臨/Happening), which is 
a Cantonese phonetic translation of the English term “happening”. The Chinese 
translation by Frog King also implies the idea of the arrival of guests and visitors, that the 
audience is an important catalyst in the process of creation. Notice in this poster of the 
1980 performance, the second point reads “the audience will perform for Kwok”. What 
Frog King did with performance was to give it a localised transformation. For him 
performance art is something participatory and embodies the viewers.  
 

  
Image: Installation presented outside Kwok Gallery, 1983. Kwok Mangho Frog King Archive, Asia Art Archive. 
 

 
Image: Frog King’s performance during the opening of the exhibition Works on Wall, Kwok Gallery, 1983. 

Kwok Mangho Frog King Archive, Asia Art Archive. 

https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-gau-doy-lum-1980/object/gau-doy-lum-poster-18687
https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-kwok-gallery-new-york/object/installation-presented-outside-kwok-gallery
https://aaa.org.hk/en/collection/search/archive/kwok-mangho-frog-king-archive-1983-works-on-wall/sort/title-asc/object/self-spinning
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Frog King went to New York in 1980 to pursue studies at The Art Students League. He 
stayed in the United States until 1995. During this time, he founded the Kwok Gallery in 
Little Italy of New York City. It served as his studio and residence where he displayed 
installation and staged performance as well as inviting other artists to do so. Between 
1982 and 1992, Frog King was part of the Epoxy Art Group that consists of six Hong Kong 
artists based in New York City, which included Eric Chan, Chung Kang Lok, Ming Fay, 
Jerry Kwan and Bing Lee. Using Kwok Gallery as their base, the group created 
performance and installation works as well as produced experimental mixed media works 
with Xerox photocopy machines. 
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II. 1980s: Collaborative Practices and Alternative Space 
 

1. Paintings by Choi Yan Chi and Works of Art in Dialogue with Poetry and Dance 
(Poems by Leung Ping Kwan, Dance by Sunny Pang) (1986) 

 

       
Image: Exhibition ephemera of Paintings by Choi Yan Chi and Works of Art in Dialogue with Poetry and Dance 

(Poems by Leung Ping Kwan, Dance by Sunny Pang), University of Hong Kong, 1986. Asia Art Archive’s 
Collection. 

 
The 1980s saw many artists took part in interdisciplinary collaborative exhibitions and 
projects with cultural practitioners from the areas of dance and theatre. Many of them, 
especially those of the younger generation who were educated overseas, returned to 
Hong Kong with different artistic concerns from the precedent generation of artists who 
had been preoccupied with Chinese ink art. 
 

These artists, such as Choi Yan Chi (蔡仞姿 b. 1949), who was trained at School of the Art 

Institute of Chicago, and Josh Hon (韓偉康 b.1954), who was trained at Pacific Lutheran 
University in Washington, were well-versed in the artistic languages of modern art from 
the United States because of their education background. They were interested in 
exploring new ways of exhibition with installation and site-specific work. This new interest, 
coupled with the condition at the time that the performing arts received more public 
funding compared to art, had incentivised these artists to collaborate on projects with 
performing arts practitioners to realise their creative works. 
 
One of such examples was the long-titled exhibition Paintings by Choi Yan Chi and Works 
of Art in Dialogue with Poetry and Dance (Poems by Leung Ping Kwan, Dance by Sunny 
Pang) that took place at University of Hong Kong in 1986.  
 
 

https://aaa.org.hk/en/collection/search/library/paintings-by-choi-yan-chi-and-works-of-art-in-dialogue-with-poetry-and-dance-poems-by-leung-ping-kwan-dance-by-sunny-pang/search/keywords:choi-yan-chi/page/1
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Image: An album of documentation of the exhibition Paintings by Choi Yan Chi and Works of Art in Dialogue 
with Poetry and Dance (Poems by Leung Ping Kwan, Dance by Sunny Pang), University of Hong Kong, 1986. 

Courtesy of the Ha Family. Ha Bik Chuen Archive, Asia Art Archive.   
 
This is one of two photo albums from Ha Bik Chuen Archive that documented the 
exhibition. The artist Choi Yan Chi, who is a pioneer of installation art in Hong Kong, is 
pictured here next to her works speaking to journalists or visitors. During the 1980s and 
1990s, Choi collaborated with the City Contemporary Dance Company and Zuni 
Icosahedron, a major theatre company in Hong Kong, in various dance and theatre 
productions. 
 

 
Image: An album of documentation of the exhibition Paintings by Choi Yan Chi and Works of Art in Dialogue 
with Poetry and Dance (Poems by Leung Ping Kwan, Dance by Sunny Pang), University of Hong Kong, 1986. 

Courtesy of the Ha Family. Ha Bik Chuen Archive, Asia Art Archive.   
 
The choreographer Sunny Pang Kam Yiu, who had been trained and practiced in Tokyo 
and New York before returning to Hong Kong, is pictured here performing among the 
works of Choi Yan Chi. Pang worked as a resident choreographer at the City 
Contemporary Dance Company from 1983 to 1987, and frequently collaborated with 
artists both inside and beyond the dance theatre.  
 

https://aaa.org.hk/en/collection/search/archive/ha-bik-chuen-archive-1986-paintings-by-choi-yan-chi-and-works-of-art-in-dialogue-with-poetry-and-dance-poems-by-leung-ping-kwan-dance-by-sunny-pang/object/choi-yan-chi-paintings-in-dialogue-86-86
https://aaa.org.hk/en/collection/search/archive/ha-bik-chuen-archive-1986-paintings-by-choi-yan-chi-and-works-of-art-in-dialogue-with-poetry-and-dance-poems-by-leung-ping-kwan-dance-by-sunny-pang/object/choi-yan-chi-paintings-in-dialogue-86-86
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Image: An album of documentation of the exhibition Paintings by Choi Yan Chi and Works of Art in Dialogue 
with Poetry and Dance (Poems by Leung Ping Kwan, Dance by Sunny Pang), University of Hong Kong, 1986. 

Courtesy of the Ha Family. Ha Bik Chuen Archive, Asia Art Archive.   
 
Leung Ping Kwan was an important poet in Hong Kong and took part in many 
interdisciplinary collaborations in the 1980s. He is seen here taking a picture with Ha Bik 
Chuen, who documented this exhibition. 
 
 

2. Out of Context (1987) 
 

 
Image: Exhibition ephemera of Out of Context, Kennedy Road, Hong Kong, 1987. Out of Context Research 

Project, Asia Art Archive’s Collection.  
 

https://aaa.org.hk/en/collection/search/archive/ha-bik-chuen-archive-1986-paintings-by-choi-yan-chi-and-works-of-art-in-dialogue-with-poetry-and-dance-poems-by-leung-ping-kwan-dance-by-sunny-pang/object/choi-yan-chi-paintings-in-dialogue-86-86
https://aaa.org.hk/en/collection/search/archive/out-of-context-research-project-exhibition-ephemera/object/out-of-context-181807
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Image: Photo documentation of Out of Context, 1987. Courtesy of Ricky Yeung Sau Churk, 1987. Out of 

Context Research Project, Asia Art Archive.  
 
An important example of interdisciplinary collaborative exhibition was the exhibition Out 
of Context. It was a self-organised exhibition that took place over a weekend in October 
1987, three years after the signing of the Sino–British Joint Declaration. The exhibition was 
held at a now-demolished building on 15 Kennedy Road, Hong Kong, which at the time 
was also the home-studio for artists Antonio Mak Hin Yeung and Josh Hon. The exhibition 
involved twenty-one artists, artist groups, and other cultural practitioners, such as Choi 
Yan Chi, Ricky Yeung Sau Churk, Sunny Pang as well as the Epoxy Art Group, which Frog 
King was part of. It was organised in response to the lack of institutional support for their 
art practices. 
 

   
Images: Photo documentation of Ricky Yeung Sau Churk’s performance Man and Cage in the exhibition Out 

of Context, 1987. Courtesy of Ricky Yeung Sau Churk. Out of Context Research Project, Asia Art Archive.  
 
This is the performance Man and Cage by Ricky Yeung Sau Churk, in which he covered 
himself in red paint and chained himself in a bamboo cage over two days. Over the 
opening evening, Yeung crawled in the cage and screamed at the visitors around the 
cage.  
 

https://aaa.org.hk/en/collection/search/archive/out-of-context-research-project-exhibition-documentation/sort/title-asc/object/out-of-context-set-of-13-photographs-13
https://aaa.org.hk/en/collection/search/archive/out-of-context-research-project-exhibition-documentation/sort/title-asc/object/man-and-cage-set-of-27-photographs-27
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Image: Contact sheets documenting the exhibition Out of Context, Kennedy Road, Hong Kong, 1987. 

Courtesy of the Ha Family. Ha Bik Chuen Archive, Asia Art Archive.  
 

This is a contact sheet from the Ha Bik Chuen Archive that documented the subsequent 
unexpected intervention of the performance by the social activists Mok Chiu Yu and Yuen 
Che Hung, who unchained and dragged Yeung out of the cage. In an interview in 2017 
with AAA, Yeung recalled Mak shouting at the on-looking audience as he was being 
dragged out, “You capitalists! You see! This is the person you exploit every day!”  
 

 
Image: Screenshot from interview with Sunny Pang Kam Yiu. Out of Context Research Project, Asia Art Archive. 

 
The choreographer Sunny Pang also performed in the exhibition. No documentation of it 
exists, but he recounted the event in an interview we conducted in 2017. According to 
him, he improvised a performance on site and was dancing through a crowd of visitors on 
the staircase. Fung Man Yee, one of the participating artists of the show, intervened his 
performance by confronting him with a mirror. 
 
Many practitioners associated with the City Contemporary Dance Company (CCDC), such 
as Sunny Pang, Tommy Wong, Jim Shum, participated in the exhibition. And during the 
1980s, the CCDC actually ran a gallery, and many young artists held exhibitions there. 
Therefore, in the 1980s, on the one hand artists were displaying work outside regular 
exhibition spaces such as Hong Kong Arts Centre and Hong Kong City Hall, and on the 
other hand dancers were also venturing beyond their own regular dance theatre. The 
emergence of performance was thus also accompanied by the rise of collaborative 
practices and alternative spaces.  

https://aaa.org.hk/en/collection/search/archive/ha-bik-chuen-archive-1987/object/no-110-out-of-context9-october-1987-no-110-9-october-1987
https://aaa.org.hk/en/collection/search/archive/out-of-context-research-project-interview-11441/sort/title-asc/object/interview-sunny-pang
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3. Object-act-ivities (1989) 

 

 
 Image: Screenshot from event documentation of Object-act-ivities. Courtesy of Choi Yan Chi. Out of Context 

Research Project, Asia Art Archive. 
 
This interdisciplinary collaborative practice came into a political turn towards the end of 
the 1980s. Object-act-ivities was a collaborative performance that took place at the 
Sheung Wan Civic Centre in July 1989. It was initiated by Leung Ping Kwan, Yau Ching 
and Choi Yan Chi, and involved practitioners from art, literature, and dance such as Mui 

Cheuk Yin (梅卓燕), Leung Man-tao (梁文道), and Kung Chi Shing (龔志成).  
 

In the Chinese title of the performance, the word “東西” carry the double meaning of 

“East-West” and “Objects”. The performance was originally planned as an interdisciplinary 
project to question the hackneyed and cliché view of Hong Kong art and culture as “East-
meet-West”. However, the eruption of the student democratic movement in Beijing and 
the subsequent crackdown of it in Tiananmen Square on 4 June disrupted the original 
plan. According to Choi Yan Chi, the performance was thus transformed into a “mourning 
space”, so that participants and audience alike could freely express their suppressed 
sentiments. 
 
The performance took place over three days and involved installation, poetry and 
improvised performance, and the audience were welcomed to involve themselves and 
interact with the performers.  
 

https://aaa.org.hk/en/collection/search/archive/out-of-context-research-project-choi-yanchi/object/event-documentation-of-object-act-ivities
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Images: Screenshot from event documentation of Object-act-ivities. Courtesy of Choi Yan Chi. Out of Context 

Research Project, Asia Art Archive. 
 
From the video documentation, a performer wrapped in bandage was seen attempting to detach 
him/herself from the wall, but repeatedly the bandage on his or her body was stapled back onto 
the wall by a fellow performer; another dancer was performing in a dress with poetry printed on it, 
various installation and objects such as electric fans and furniture were arranged across the space 
and the audience were moving around among the performers.  
 
What one can see from this example is that, in the 1980s, performance art in Hong Kong was an 
artistic form that made possible the collaboration between multiple artists and practitioners. It even 
opened up the boundary of the work itself and involved participation of the audience. Here, 
Object-act-ivities was also a key example of performance art being a powerful medium for 
practitioners to collect and express multiple voices on political issues. 
 
 
  

https://aaa.org.hk/en/collection/search/archive/out-of-context-research-project-choi-yanchi/object/event-documentation-of-object-act-ivities
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III. 1990s – 2000s: Performance and Protests 
 

1. Pan Xinglei Incident (1996) 
 

 
Image: Clipping from Apple Daily, published on 17 September 1996, on Pan Xinglei's performance work Red 

Action. Courtesy of Apple Daily and the Ha Family. Ha Bik Chuen Archive, Asia Art Archive.   
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Image: Clipping from Oriental Daily, published on 10 October 1996, on Pan Xinglei's performance work Red 

Action. Courtesy of Oriental Daily and the Ha Family. Ha Bik Chuen Archive, Asia Art Archive. 

 
Following the signing of the Sino–British Joint Declaration in 1984, which sealed the 
eventual handover of Hong Kong to China in 1997, the 1980s and 1990s was a period of 
uncertainty. In the 1990s, performance art became a medium used by artists to express 
and raise questions about the colonial history and the post-handover future of Hong Kong.  
 
One example was the performance by the artist Pan Xinglei in 1996, what has also been 
regarded as the controversial “Pan Xinglei Incident”, just less than a year before the 
handover of Hong Kong in 1997. Pan was born in Beijing in 1969. In 1992, he graduated 
from the Central Institute of Fine Art in China and thereafter settled in Hong Kong. In the 
afternoon of 16th September 1996, Pan climbed up the bronze Statue of Queen Victoria 
in Victoria Park in Causeway Bay, pouring red paint all over it as well as over himself, and 
smashed the head of the statue with a hammer, squashing its nose and part of the face. 
Pan, who was covered in red paint then stayed on the scene and handed out leaflets to 
passer-by and journalists. The leaflets read, “From today on, one of the oldest statues in 
Hong Kong—the Queen Victoria Statue—cease to exist. If it is repaired in the future, I will 
take it out again with no hesitation.” The police were called to the scene and Pan was 
arrested. He was later sentenced to imprisonment for twenty-eight days on criminal 
damage.  
 
The event sparked heated discussions among the public, art writers and cultural 
commentators. In the 1990s of Hong Kong, performance was still an unfamiliar art form to 
the public and media.  
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Image: An article on Pan Xinglei’s Red Action written by the art critic Lau Shang Yang. Ming Pao, published on 

20 September 1996. Courtesy of Ming Pao and the Ha Family. Ha Bik Chuen Archive, Asia Art Archive. 
 
And since Pan was born in Beijing and settled in Hong Kong in 1992, some commentators 
swiftly criticised his action as superficial political vandalism and connected the protest-
driven performance of Pan with the iconoclasm of the Red Guard of China during the 
Cultural Revolution in the 1950s and 1960s. 
 
Looking at Pan’s and the reaction to it from critics and the media, the incident was a 
complicated case of performance that touches upon the colonial history of Hong Kong 
and the uncertainty of the city’s autonomy after the handover in 1997. On the one hand, 
by defacing a colonial symbol, Pan’s action could be seen as signifying the erasure of the 
British colonial rule. While on the other hand, covering the statue in red paint could also 
be taken as hinting at the dawn of a new age of uncertainty, in which colonialism looms 
under a new colour.  
 
Other discussion ensued about what is permissible of art actions in a civil society. Is 
vandalism over heritage objects justifiable by being an art action? Is it an adequate way 
for art to intervene into political issue? Does the Statue of Queen Victoria, a public 
sculpture that is noticeably a symbol of the British colonial power, still have a place in 
Hong Kong after 1997? How should the society treat the statue after the handover, how to 

https://aaa.qi-cms.com/content/edit/cluster_id/1/version_id/1/node_id/1/type_id/1/id/207357/#/tab/content_view/subtab/subtab_main/
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weight the need to look beyond the British colonial time against the rightful respect to a 
heritage object? 
 
The Statue of Queen Victoria that Pan defaced was eventually cleaned and fixed and 
returned to its original metallic glory, the performance provoked a new wave of debate 
among art and cultural practitioners on how to treat the colonial history of Hong Kong. 
 
 

2. Performance Art and Protest in the 2000s 
 
In the 2000s, performance art in Hong Kong was increasingly employed by protestors and 
activism-minded artists as a way of protest, especially over issues on urban developments 
and rights to public spaces. Or rather, one can say that many protests had begun to be 
performed or taken the shape of performance.  
 

 
Image: Tsang Tak Ping and his friends meandering through Times Square plaza and reading books, as a 

response to the public space controversy over the mall. Courtesy of wen yau.  
 
One of such examples was the series of performance in the protest over the privatisation 
of public space in Times Square Plaza in Causeway Bay in 2008. The space in concern was 
the street level area of Times Square called the Open Piazza. The planning permission of 
Times Square in 1989 imposed the condition that its ground level be dedicated as a 
public open space. But concerns over the privatisation of this public space was raised 
after several incidents of its use by the public, such as entertainers who staged public 
performances, had been intervened or stopped by security officers of the estate. In 2008, 
the media also exposed that the property management had charged rent for the use of 
this space. This went beyond the regulation as originally stated in the planning document. 
According to the Deed of Dedication that regulates its development, it states that, “the 
owner of Times Square was allowed to charge organisations holding exhibitions or 
displays on the Area, but only for their use of water or electricity or related facilities and 
other services provided by the owner in respect of such exhibitions and displays.”1  

                                                 
1 https://www.info.gov.hk/gia/general/200803/05/P200803050152.htm 
 

https://www.info.gov.hk/gia/general/200803/05/P200803050152.htm
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Image: Documentation of artists holding a picnic at the Open Piazza of Times Square, Causeway Bay, 2008. 

Courtesy of Anthony Leung Po Shan. 
 
In response to that, art activists held a series of performance in the space during 2008 to 
protest against the privatisation of the public space. Among these actions included a 
picnic held at the Open Piazza by a group of artists that had been active in social activism, 
among them were Lee Kit, Anthony Leung Po Shan, Jeff Leung, Jaspar Lau and Luke 
Ching. The art critic and researcher, Anthony Leung Po Shan, who was one of the 
participants in the series of protests, produced a detailed timeline titled “Privatising Public 
Space: Times Square Incidents in Hong Kong” which is available on AAA website.  
 
For a more detailed account of the recent relationship between performance art and 
protest in Hong Kong, a shortlist, which is a short article written by the independent 
researcher wen yau is available on AAA website. The article gives an account of the 
historical context of artists engaging with activism in Hong Kong. Apart from the protest 
over the land use of Times Square in 2008, the article also discussed the involvement of 
performance art in other occasions of protests and civic movements, most notably in the 
2014 civil disobedience campaign Occupy Central With Love and Peace that advocated 
for a fair system of universal suffrage in Hong Kong. 
 
 

https://aaa.org.hk/en/ideas/ideas/privatising-public-space-times-square-incidents-in-hong-kong
https://aaa.org.hk/en/ideas/ideas/privatising-public-space-times-square-incidents-in-hong-kong
https://aaa.org.hk/en/ideas/ideas/shortlist-performing-the-protests

