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						In 2013 I curated an exhibition entitled ‘The Global Archive’ at Hanmi Gallery in Fitzrovia, London.1 By way of the exhibition, I wanted to pinpoint conceptually and articulate curatorially the idea of ‘the global archive’ as an organizing principle of knowledges and as a communicative medium of exchange. To this end, I sought out artistic practices that figured interestingly the archive (and the holy trinity of temporality – past, present, future) through global networks, global knowledge systems, and global information ecologies.

						This article concerns one of the works in that exhibition, and a tear it cleaved in the very fabric of the timespace continuum of the Internet as an archive, and as archival; or, rather, the minor juridical disturbance that that artwork provoked for the Internet as a global archive or ecology of images.

						The exhibition included work by four artists: on the Gallery’s ground floor we hung two embroidery works by Young In Hong, a South Korean artist interested in re-working historical documents within the conditions of the neoliberal contemporary. On the Gallery’s first floor we mounted an installation by Liverpudlian media artist Tom Corby (with Gavin Baily and Jonathan Mackenzie) of work re-deploying climate models data as ‘real time’ archives. On the Gallery’s second floor we screened a work by Shezad Dawood, a London-born artist-filmmaker of Indian and Pakistani descent, on location, community, science fiction, and archives or archaeologies of the future. On the Gallery’s fourth floor, the artist susan pui san lok, also London-born and of Chinese ancestry, installed a multidisciplinary work on notions of translation, diaspora, and, obliquely and perhaps inadvertently, the Internet as a global (creative commons) archive of searchability and distributability without end.2 

						susan pui san lok’s RoCH Fans (2013-) was the first in-progress staging of the project that became RoCH Fans & Legends, which is in turn relates to a larger project, ‘Our Ancestors,’ concerned with notions of history, heritage, and language. In the context of ‘The Global Archive,’ lok approached the exhibition concept through the mediatized translations of Jin Yong/Louis Cha’s wuxia novels known as The Condor Trilogy. From film and television to anime and comic books, the Trilogy’s periodical adaptations underscore its cultural impact across Asia and beyond. (Alongside Hong Kong and mainland Chinese productions, there are versions from Taiwan, Japan and Singapore, not to mention editions with fan-generated subtitles, fan-fiction extensions and fan-translations into English.) From bootleg videos tapes to digital formats and online streaming media sites, such changing modes and networks of spectatorship enable myriad linguistic and cultural encounters with wuxia.

						The mediatized translations together constitute a ‘global archive,’ yet the question of where and how this archive resides – as a site of storage, generation, transmission, and of the distribution of knowledge, as well as a place of authority and power, and as a provocation also – is a challenging one.

						It took days for lok to install the work on the fourth floor of Hanmi Gallery. This was lok, the artist as curator: making the work by installing the work; installing the work thereby making the work.3 On the windows, with a marker pen she drew the outline of a wing. On a wall, with a marker pen she wrote various English and Romanized translations of the second part of The Condor Trilogy, widely known as The Return of the Condor Heroes. On two of the other walls she hung scrolls of Google image search results relating to the Trilogy. (NB. These ‘search results’ are what this essay is all about; I will return to them before long.) She also screened the popular 1983 Hong Kong TV version of the second part of the Trilogy, while further versions could be seen in an online timeline of clips shared by fans. Near the centre of the room, she made origami eagles and placed them in a circle, offering ‘a kitsch rendering of a symbol of strength and heroism that resonates culturally beyond the wuxia tradition, and invokes translation as a folding process – with systematicity yet without sameness’.4 

						Site-specific and site-responsive, lok’s activity in the Gallery was practice-led research, in that the research into history, heritage, and language was embodied in and articulated by the artistic and curatorial work; and that the work came into being in the process of its realization.5 Practice – both artistic and curatorial practice – as inquiry, and methods of practice – both artistic and curatorial practice – as methods of inquiry. This is research as practice, as praxis even, in which such acts engage with, shape, and look to change the world.

						Research is always and already praxis. Etymologically, from the Old French, recercer, in its verb form ‘research’ is both ‘to search’ and ‘to search again.’ It is thus bursting with all of the instigating and reiterating that this implies. As a verb, research is ‘to roam while digging’ and ‘to look for with care,’ and what is stressed etymologically is the very act of searching and researching.6 (These are the reasons, I am sure, why so many practice-led PhD projects are archival.)7 

						It is lok’s ways of doing (research) that renders possible worlds imaginable. Her activity, her acts; her practice, as a practice; her labour, her sensibility; her choices and decisions; her compulsions, fixations, obsessions, and repetitions. It is her curiosity as a will, as the root of inquiry, as the desire to learn and know. It is curiosity as a modality of encounter driven by a will-to-learning and a will-to-knowing which also indicates the reasoning behind her very desire to be curious, linked as it is to a sense of wonder, the excitement of discovery and the pleasures and dangers therein. lok’s coming-to-know by way of her practice-led research becomes an invitation to further curiosity, wonder, thinking, and change. This is why curiosity, as Michel Foucault writes, ‘evokes “concern” . . . the care one takes for what exists and could exist.’8

						In her curiosity, lok is self-reflexive, self-conscious of her own subjectivity as an inescapable (and perhaps even welcome) starting point for research. She is aware of the extent to which this impacts upon her approach to and engagement with her visual, material, spatial, and textual cultures, her primary and secondary sources, her documents and archives, and the ‘theoretical’ questions that they might engender. Likewise, she is attentive to the challenges of how to make out and describe such encounters, and why it is so vital to attend to the specificities of such encounters in their singularity. For it is the distinctiveness of such interests which offer up narratives, and alternative structures of narrative, that tell us something interesting about the order (and disorder) of things, of our arrangement and re-arrangement of such documents, images, objects, and environments, of their relations to us, and thus of ours to the world. In all of this, latent questions, documents and archives, primary and secondary sources, visual, material, spatial, and textual cultures emerge.9 Such particular convergences are not determined in advance. They do not belong to anyone. They emerge as they come into being, as they take shape, and are enacted. Such particular convergences – lok’s RoCH Fans is such a convergence – are distinctively ‘institutive’.10 

						We might also like to note, following this etymological free-form one step further, that research (as an act of looking for with care) and curiosity (which evokes the care one takes for what exists and could exist) are both in turn tied to the etymology of curate, from the Latin, curatus, past participle of curare, ‘to take care of,’ which, interesting enough in and of itself, must also surely underpin and uphold the discourse of the idea of the exhibition as medium.

						lok’s installation at Hanmi Gallery featured, as I’ve noted, a series of prints (scrolls of Google image search results) that ‘reflect the specific and generic iconography of The Condor Trilogy, and its uneven, overlapping visual linguistic circuits of transmission and translation.’11 This is Google’s archive of The Condor Trilogy, as a repository, an inventory, a source and a resource from which to draw the archive’s authority and power as a provocation to transform, fictionalize, fabricate, re-enact, re-stage history differently. Such re-activating practices are similarly ‘institutive.’ It is, at the same time, lok’s archive, our archive, a collective archive made by us, owned by us. A collective (commons) archive, an open access archive. Such an act, a Google search, every Google search is, then, both ubiquity and experimentality par excellence: it is lok’s searching and re-searching; it is discriminate, it is unanticipated; she knows what she’s looking for, she just doesn’t know what she’ll come across or what form it will take.

						It is these prints, these scrolls of Google image search results, that interest me. Or, rather, if not the scrolls, then the Google image search results themselves. Or, in fact, the results of a Google image search per se. And it is an interest that was provoked by lok’s RoCH Fans itself as it made the transition from its first iteration on the fourth floor of Hanmi Gallery in 2013 to its second iteration which promised to be an image-led contribution to a themed issue of Journal of Visual Culture I was co-editing on archives.12 This was to be a further mediatized translation as the work made the transition from the gallery to the academic journal. But who knew that this transition (from three dimensions to two dimensions, from scroll to codex, from unfurling to turning) would also mark a passage from the relative autonomy of a semi-derelict exhibition space to the hyper-regulated exhibition space of a peer-reviewed academic journal in which the Internet, and the Internet as archive and archival, underwent a marked change: from a self-governing global (creative commons) archive of searchability and distributability without end to a networked regime of enclosure, control, and ownership.

						lok’s contribution to the themed issue of Journal of Visual Culture – an image-led presentation of the Google image search results – was completed and submitted to the production team at Sage, the journal’s publisher. Then silence. Then a distant rumble. I received an email from a very competent (and patient and reasonable and accommodating) senior production manager at Sage with whom I’ve worked for many years. She wrote that the publisher’s rights department felt that they weren’t able to find a way to publish the contribution because the ‘Google research thumb usage’ contravened UK copyright law, and even US copyright law where there exists the fair-use sub-category, ‘transformative use.’ That is to say, their concern was that the copyright holder of each and every image on each and every page of lok’s contribution could, in principle, exert their rights over each and every one of those images, which, given that the contribution was constituted wholly by these images, didn’t bode well for its prospects.

						An email exchange ensued. My position was that the rights team shouldn’t be thinking about the situation in terms of ‘Google search thumb usage.’ Instead, and rather than not being able to see ‘transformative use’ in each and thus all the images, it was both each page of the contribution and the contribution as a whole, the contribution as an art work, that evidenced the ‘transformative use.’13 And further, the images weren’t merely being used for an artwork, they were the artwork. And further still, neither the ‘original publication’ nor the ‘raw state’ of these downloads was relevant, and this is one of the operations of ‘transformative use’; what it does, shows, enacts. Ultimately, it is in the search that the work is constituted, by way of the search as such, and this is why it is distinguishable from the business of the copyright holders’ ownership of the images.

						In the end, suddenly and inexplicably, the matter was resolved. While this incident might have apparently come to nothing, for me lok’s RoCH Fans functions in point of fact as a productive, fractious counter-dynamic through the flows of our épistémè of re-search’s late capitalist global algorithmic knowledge economy with its distinct operations of searchability and distributability. By way of its mediatized translation from the Gallery to the academic journal, and from RoCH Fans to RoCH Fans & Legends (Entries), lok’s work in highlighting the operations of our épistémè of re-search, becomes a provocation (or, perhaps, provokes a minor juridical disturbance for the Internet as a global archive or ecology of images) that compels us to:

						start from the premise that the protocols and processes of searching and searching again – that is to say, of research as praxis – are always and already incendiary 

						grasp that the power and authority of the global archive, and the Internet as archival, resides not in its content per se but rather in its operations of searchability and distributability 

						appreciate that the Internet as an archive, and as archival, as open, and of and for the commons, as site of possibility, is challenged by our contemporary distributive condition in which the needs of and tensions between the Internet, academic publishing, artistic practice, law, and conviviality clash irreconcilably

						worry away at the pressure points between academia, publishing, and the Internet (not least because there’s nothing unconditionally unrestricted, nor necessarily gratis or libre, about the future for Open Access) 

						know that in the freedom and control that dictates this ecology of images, we must keep to hand the devices in the toolbox of experimentality; utilize archives as sources and resources, and the archival as a tactic to locate and challenge the logic, the structure, and the nature/status of data, information, and knowledge in ways that might undermine from within the ambitions and operations of such systems and its networked cultures of accumulation, circulation and dissemination all in the service of multi-national, corporate capitalism’s global algorithmic knowledge economy 

						interrogate critically and to disruptive ends and means by which (and why) data and metadata are gathered, accumulated, aggregated and distributed 

						interrupt data and metadata’s logic, its rhythm, its ubiquity – as it creates, shapes and pervades the informational, the communicable, the environmental, the searchable, the distributable, the historical, the archival, and the knowable as they are constituted by data and metadata; grasp how datasets might function beyond their original location and purpose, and how their transformation by the utilization of languages visually and poetically might articulate an aesthetics of system-ness as criticality 

						conduct research that is made up entirely of the Internet as a living archive – of blog fragments, GPS locations, online photo-sharing communities, Google images, and so on – to render differently the creation, organization and presentation of data and metadata.

						In concluding, susan pui san lok’s RoCH Fans as practice-led research is a prototype of ‘experimentality.’ As etymology further tells us, ‘the experiment’ is the model for testing, trying, and experience-based knowledge, and while it might have its origins in science, it is of course hugely beneficial for thinking and generating new knowledge in art, design, and the humanities. By way of such experimentality, research as praxis is productive of new or different kinds of knowledge – for it is the experimental nature of art practice that produces particular kinds of new knowledge, that this new knowledge is articulated by that practice, and that it is conveyed and interpreted by its audiences. We must, then, be attentive to how it produces knowledge, produces new knowledge; and how its research utilizes (and invents its own) models and methodologies of the experiment as integral to its practice. Thus we need to be attentive to the kinds of knowledge that art and design practices produce, the ways in which they do so, and to what end. Here research is ‘embodied in’ and ‘articulated by way of’ art and design visually, materially, and spatially. The ‘experiment’ as methodology includes methods of/for the experiment such as: testing and trying, curiosity and speculation, investigation and inquiry, creativity and techné, process and practice, and risk and failure. lok’s RoCH Fans is a case study towards this nascent taxonomy, cartography, and morphology of experimentality.
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						After visiting RoCH Fans & Legends at QUAD it struck me that at its centre was a renegotiation, or maybe a series of renegotiations, with a story, Return of the Condor Heroes, that would be for many a familiar one, whilst at the same time for many others one that was new, strange and even exotic. My response to the exhibition and this existence on the cusp of the familiar and the new and the different and exotic was initially driven by the fact that RoCH Fans & Legends is centered on a sequel, or sequels, as the ‘return’ in the title suggests. As such it is something that, as its title suggests, sees the return of an established set of characters, the eponymous heroes, who bring an air of familiarity to both the exhibition and the story and adaptations that inspired it. Alongside this, like all sequels, Return of the Condor Heroes also offers its audience the suggestion of potential repeated pleasures, or, if one is lucky when it comes to things such as sequels, the possibility of something that even surpasses them. The fact that susan pui san lok has selected to focus on a sequel, in this instance to The Condor Heroes, works to bring to the fore ideas of reinvention within her RoCH Fans & Legends; here, a reformulation of existing ideas, stories and characters. This reinvention, recirculation and rearticulating of what is for some something they are already acquainted with is done in a manner that ultimately both offers and also potentially challenges the pleasures of the what might be familiar. This duality may emerge from an awareness of the condor heroes and their stories, the wuxia form and its conventions, or indeed the more radical aesthetic strategies of contemporary art. In all cases this revolves around RoCH Fans & Legends being constructed in a manner that foregrounds both the familiar and the strange. 

						In this short piece I want to consider these negotiations between the familiar and the strange. In doing so I will touch on how the sounds and images circulating within the exhibition space of RoCH Fans & Legends offers a version of the Return of the Condor Heroes that creates an imaginative re-presenting of its sounds and images that defamiliarises characters, events, and spectacle as well as, for those who are fans of the series, making the familiar and comfortable strange and discordant. Whilst based on previous cultural knowledge and experiences, in doing so the viewing positions of those in the exhibition may be very different. However, one result of the making-strange process is that those who know Return of the Condor Heroes may well have to work just as hard as those who do not, in order to decode what is in front and around them. This in turn clearly has the potential to edge those with prior experiences and knowledge of Return of the Condor Heroes towards a rethinking of their relationship with characters and events that they may initially consider themselves very familiar and even comfortable with. In RoCH Fans & Legends, whilst there is at the core of the exhibition a celebration of fandom, particularly in the form of the fan-derived subtitled versions of the television shows, it is never simply celebrated but made a dynamic and destabilising part of the artist’s presentation of elements of Return of the Condor Heroes. 

						For me, a major factor in this process is the way in which the exhibition is clearly in dialogue with a pre-existing set of texts including books, films and television series that make up the legends and myths of the Return of the Condor Heroes. Most of these media manifestations of the story and characters are united by the fact that they exist within the form of the wuxia genre. This is a popular style of story that is usually made up of historically set, martial arts driven, adventures. According to Stephen Teo (2009: 3), the term wuxia became ‘entrenched in the popular mind’ in the early 1920s following the serialisation of the novel Legend of the Strange Swordsman.1 Wuxia’s often repeated visual and narrative codes and conventions and its literary roots in serialisation have made the story of The Condor Heroes since their first appearance in The Condor Heroes in 1957 particularly suited to repeat telling. As noted, the stories were themselves serialised in print publications and this makes it particularly appropriate that they have also found a home in long form television drama, something that in terms of its expansive narrative structure is close to that earlier style of delivery format. The fact that the exhibition focuses on the Return of the Condor Heroes rather than the characters’ first appearance suggests that the artist has an interest not just in the mythical heroes but in their re-articulation and the continued circulation and development of the characters and the stories that surround them. 

						The position of the Return of the Condor Heroes as a popular, often-told story that has appeared in different mediums also offers a particular set of pleasures to audiences who through their consumption of these various incarnations of the story may be seen as transitioning from readers and viewers to fans. The Condor Trilogy is also a series of stories that have gained faithful and devoted fans, many of whom wish to keep the faith and spread the word. For some of these fans the text is almost sacrosanct. It seems to me that the exhibition deconstructs both their devotion and the texts themselves. By refusing the narrative coherence of mainstream narrative construction, RoCH Fans & Legends challenges the fan to adopt a new more flexible and even creative position. Here they may be able to reconstruct a new version of the story by reassembling (or choosing not to) the disconnected sounds and images in their imagination. Through this process the viewer may create another, personal, version of a return of the condor heroes. Through this process the detailed knowledge of and an enthusiasm for the various versions of the Return of the Condor Heroes that drives this fan culture is also something that is reflected upon in the exhibition. Again, this is most obvious through the inclusion of the fan-originated, subtitled versions of the stories that are used in the creation of the main triptych, called Trilogies, at the centre of RoCH Fans & Legends. Here, both fan and casual viewer are challenged to imaginatively process the dislocated images of wuxia staples such as flying swordsmen and swordswomen that hurtle across the screens of the exhibition’s central work into either something that resembles the original or something fresh and new. 

						The installation screens comprising Trilogies (2015), the work at the centre of RoCH Fans & Legends are filled with overlapping and disconnected sounds and images that create a distinctly unfamiliar version of the familiar. Within the gallery space this delivers a cacophony of sounds, many of which have a familiarity but shorn of their visual anchors it is difficult to easily process them generically. Amongst these aural elements the artist seems to have removed the spoken word, something that conventionally is at the front of a sound mix and that audiences use to establish their relationship with the unfolding action. The result is that within Trilogies, the viewer is presented with a series of of noises and sounds that are both generically familiar but which remain dislocated from the actions that occur across the three screens – their eyes scan for a link between what they are seeing and what they are hearing. Once again, this creates a collection of sounds and images that are at once both familiar and unfamiliar. The sounds and images of the form are present, even if often over-lapping and disconnected. These include: the clash of metal swords in the fight scenes; the opulent robes and swooshing sounds when characters fly through the air; the landscapes; the action. It is in the creation of these discordant moments through the juxtaposition of sound and image that familiar aspects of wuxia appear but the comforts of a conventional narrative, one that combines moving image and sound in an orthodox manner, is denied. However, even though there is a clear use of distanciation strategies based around a defamiliarising of the familiar, this does not mean that what remains at the centre of the RoCH Fans & Legends experience is not the pleasure of the spectacle provided by the wuxia. It would seem to me that the pleasures on offer within the spaces of RoCH Fans & Legends are many, but they are anything but conventional or indeed comfortable. Here the rewards of engagement are to the fore, with audiences being offered the opportunity to celebrate a visual and aural experience that denies an easy spectator position. 

						However, a fan’s relationship with the texts might throw such assertions into question. The versions used within RoCH Fans & Legends are those uploaded by fans, sometimes with their own subtitles added to widen the appeal of the series. For me, an interesting question arises as a result of this level of fandom; do these uber-fans who have invested so much in the ideas of the condor heroes know the television, film and written texts well enough to be able to themselves reconstruct or reassemble a Return of the Condor Heroes narrative whilst immersed in the installation? If so, they will be creating a version and an experience of RoCH Fans & Legends that is quite distinct from that experienced by viewers and visitors less familiar with the originals. 

						Here once again, familiarity and unfamiliarity, construction and deconstruction seem to circle each other within the space of RoCH Fans & Legends. It is this that makes the experience of the exhibition one that, even as someone familiar but not overly so with the original, one that constantly demands an active viewing that is a process of constructing something out of the fragments that the artist’s deconstruction offers.

						1 Stephen Teo, Chinese Martial Arts Cinema: The Wuxia Tradition (Edinburgh: Edinburgh University Press, 2009).
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						Amidst the flashes and clashes of British architecture, suburbia and Chinese martial arts and wuxia heroes of RoCH Fans & Legends, a new mode of nostalgia emerges.

						The galleries are enveloped by screens filled with blurred images and figures flying through spaces, both desaturated and oversaturated. Against the dark interior walls of the first gallery, a hypnotic handwritten spiral of wuxia film titles draw us into the flat, repetitive characters stretching out into what seems to be an infinite loop of words confined to an avian shape. The flatness is perceivable and palpable, recurring through the gallery space. An eight-metre long vitrine sits quietly and inconspicuously alongside a projection wall, housing a visual chronology of printed frames that blur past, present and future, shrouded by the surrounding bright white light that simultaneously envelopes, warms and digests it into the moving images that are floating across the screen above it. 

						Looking up, we are taken into, and move swiftly through footage of ‘side shadows and back alleys’,1 cobbled streets, bricked walls and solemn scenes of British suburbia, to smoke and levitating warriors, Chinese lanterns and characters against the background of buildings and streets, all this while the bright white moat of the vitrine stands as a physical and metaphorical barrier, separating us from the clash of swords and modernisms. Through the rapid collage of scenes and images, the distorted colours around the edges of objects, buildings and contours of faces serve to further extend this sense of distance and duality of worlds as we are engulfed in visual alterations.

						Scenes of suburbia are transmuted, reshaped and reconstructed into an ironically deconstructive work of inherited memories, personal, cultural, national and global. The flurry of images and light distort time and space, creating a dense visual and cultural cacophony of familiar yet distinct caricatures, both visual and cultural, from two seemingly distinct cultures all wrapped up tightly in a space. The only other physical presence in the room serves to create a third dimension through the contrasting solidity of the vitrine and its images and the additional dimension of the ephemeral wall text, in its layered capacity of containing the solid prints of the otherwise transient images flashing before our eyes. The modern is and has indeed developed into the ‘off-modern’, which Svetlana Bohm defines as ‘offer[ing] a critique of both the modern fascination with newness and the no-less-modern reinvention of tradition.’2 Our sense of direction and time is altered, deterred and flipped on its back; the cultures of ‘East’ and ‘West’ no longer remain as a simple binary. 

						Rather, we are thrown into a displacement. Memories of wuxia films, from childhood or adulthood, now unfold against the backdrop of brutalist buildings; drapes of robes floating across rare blue British skies. The multiple diasporas are attempting to ‘make sense of the impossibility of homecoming.’3  Through the vitrine and against the wall, the combination of static prints and moving image clips carry both the lightness and weight of cultural contexts and baggage across disparate scenes of modernity. Their dissipated narrative threads produce physical and emotional disconnections. Diasporas disperse and collide in a collective inability to identify directions of travel and sentiments of rootedness.

						The second room seems to lunge at the opportunity to encapsulate and seal us into the space. Here, three screens present simultaneous scenes from various wuxia television adaptations, a collection of five thousand edits spanning thirty years extracted in chunks and then ever so abruptly sliced together in a weave of the past and distant. Candles in bedroom chambers, peonies by the mountain, warriors somersaulting before imperial gates, sword fights in waterfalls and leaping characters in the skies, everything is happening all at once and not at all. Nostos, the return home, is instant, upon viewing scenes that are familiar, unfamiliar, and familiar in its unfamiliarity. Nostos immediately takes over in an almost suffocating manner, some for the very scenes and spaces depicted, some for the couch and the cathode ray tube television on which these scenes were first encountered, some for the past and nothing more. And then algia, longing, sweeps in immediately to eliminate and displace these memories as we are forced to a corner of deep yearning. This time, however, the longing no longer attaches itself to a memory. The flashing of the moving images across all three screens disorientates so fully. Algia in lok’s work is algia for algia. We are accosted on the sofas and beanbags before the envelope of screens, longing for nostalgia. The diaspora is so heavily displaced and forgotten in our new postmodernity, the longing has lost its roots and we return to entfremdung.4

						Throughout the twentieth century, television screens have rapidly and increasingly made their way into our rhythms and memories. While scientists, developers, and inventors have sought to anticipate how advances in technology would aid and alter the every day in mostly economic terms, the individual and social entfremdung that were to follow has arguably been unanticipated and forgotten, altering our sense of time and space and eventually, nostalgia – ‘it is the medium that shapes and controls the scale and form of human association and [in]action.’ Sitting before the three large screens that appear to span floor to ceiling, RoCH Fans & Legends brings with it a visual and social complexity that tugs at and problematizes notions of diaspora. The flashing and clashing scenes of martial arts duels and the serene fields and mountains against which they are set do not necessarily belong to a personal nostos. Buried in the beanbags on the gallery floor, the moving images produce an intoxicating algia for a nostos that may exist in a linear chronology, albeit an imagined chronology, or in an entirely distant space that is carried by a similarly distant context of culture. 

						The diaspora that is swept along the clips of wuxia hence becomes one that is rootless in nostos, a global diaspora that is alienated in our experiences of technology and its alteration of our experiences of time. Across the pair of gallery spaces, the accumulation of permutations of physical and mental disconnections is echoed in and emphasized by the geographical and contextual disconnections between still frames and edits. RoCH Fans & Legends’ re-playing of media, medium-specificity, hypnotising sequences, and its juxtaposition and layering of the weights of cultures, carries with it a primarily disorienting complexity that fades into a subtle and eventual acknowledgement. It reminds, recalls and attempts to recalibrate the (post)modern condition of homelessness, the missing nostos that accompanies us all.

						1  Svetlana Boym, ‘Nostalgia and Its Discontents’, The Hedgehog Review (2009), 9.

						2 Boym, 9.

						3 Boym, 9.

						4 Entfremdung, what Marx termed alienation born out of the Industrial Revolution, resultant from working and living in a stratified society.

						5 Marshall Mcluhan, ‘The Extensions of Man – The Medium is the Message’, Understanding Media (1964), 2.
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						I have been aware of wuxia since my early childhood, and I loosely followed a televised series of this genre (I can’t remember which one) when traveling in Guangdong in the mid-1990s. I am an admirer of Crouching Tiger, Hidden Dragon (2000), Lee Ang’s breathtaking crossover film that introduced wuxia to Western audiences, Zhang Yimou’s heroic Hero (2002), and even Wong Kar-wai’s enigmatic and arguably post-wuxia film Ashes of Time (1994)—all part of this genre. But I did not know who Jin Yong was until I became familiar with susan pui san lok’s RoCH Fans and Legends project, and I was only marginally aware of his influence on wuxia as a transnational cultural phenomenon. The fantastical stories of swordsmanship and heroism in these films and projects stir up a sense of unease, a self-consciousness that reflects a discomfort with depictions of a classical China that I know so little about. 

						Wuxia exposes an anxiety about my own Chineseness. I feel vulnerable to being called out as ignorant of the history that these books, comics, television, and films are at times loosely based upon but that nevertheless represent a culture I have a presumed yet unrequited relationship with. Having been born in Hong Kong in the 1960s, I had a claim on an identity that was not yet the norm, as the majority of the population there in the 1960s had been born elsewhere. We identified as part of the dominant culture even if we were second-class citizens next to the British. 

						My family moved away a year after the 1967 riots and in most ways left Hong Kong behind. Canada had just opened its immigration to the larger world. This was a country where, since its founding in 1867 as a nation, the White Canada movement in British Columbia had fomented racism and influenced government policies to disenfranchise and shut out Asians. We arrived only two decades after the repeal of the Chinese Exclusion Act, which had a lineage dating back to 1885 that began with the Chinese Head Taxes designed to discourage and then eventually prohibit Chinese immigration to Canada. 

						The Vancouver I grew up in was dominantly WASP (White Anglo-Saxon Protestant), and the ruling class was not dissimilar to that of Hong Kong. But the most significant difference was corporeal; I remember the rupture that my body experienced after moving to this part of the world. I felt physically different, with a visceral sense of loss. Perhaps it was the confrontation with a dominant culture that we could no longer identify with. In Vancouver we had become racialized. Our bodies were no longer normal; they had become different, Sinicized, Chinese-ified. Certainly we knew we were Chinese, but in Hong Kong that was seen as ‘natural’—it was the ‘foreigners’, the gwai lo, who were not. However, like all presumptions based on ethnicity, this perception was inadequate and overly simplistic, sometimes making invisible those who were neither Chinese nor colonizers, such as the many Indians and Filipinos who also called Hong Kong home. 

						We were part of the first wave specifically of Hong Kongers migrating to Canada—previous migrants came from Taishan and Zhongshan counties years before—and now there are about 500,000 of us, mostly in Vancouver and Toronto. The second and much larger wave took place after the signing of the Sino-British Joint Declaration that sealed the eventual return of Hong Kong to Chinese sovereignty. Conversely, Hong Kong has the highest concentration of Canadian citizens in Asia, with approximately 300,000 Canadian citizens of all ethnicities living there. 

						Our new world was big, exciting, and full of strangeness. It both expanded and contracted, resulting in our stretching and molding to the new environment and unfolding culture while finding commonality, opportunity, and comfort food in the former cultural, ethnic, and economic ghetto of Chinatown, where the non-whites had historically been relegated to live and do business (with the indigenous peoples removed to reservation lands). And even though it was Chinatown where my mother worked, my father had many business dealings, and my sister and I went to daycare; we weren’t an immediate fit with the lo wah kiu (老華橋—older overseas Chinese). These older immigrants spoke different dialects, and there were regional and cultural differences that needed to be negotiated if you were a newcomer from Hong Kong. 

						Nevertheless, we managed to maintain a sense of Hong Kong culture. One of the customs that we tried to maintain was afternoon tea, a British tradition that had become a Hong Kong standard, along with Ovaltine, Horlicks, yin-yang tea (half tea, half coffee), and hot Coca-Cola (perhaps not so British). Our family would search for places that served proper tea, and, as a treat, would go to the top of the Hotel Vancouver where my parents would be served tea with milk on ornate trays and my sister and I would have hot chocolate poured steaming hot out of fine silver teapots. 

						When my parents would occasionally come across a story in the news or through friends about someone or some occurrence in Hong Kong, they often remarked wistfully about how life might have been if they had stayed there. These moments were an embarrassment to me. I was again reminded of our difference, how we didn’t quite fit and probably never could. And I knew that Hong Kong, because it continued to grow and develop while my relationship to it grew more distant with each passing year, became even more foreign than the Vancouver I was becoming increasingly shaped by. I refused to identify with those who kept up with the film, television, and music from Hong Kong because I needed to do the same where I thought I needed to belong. 

						Within this environment, I refused to attend Chinese school and thereby maintained my illiteracy in Chinese, something I was strangely proud of at the time and later came to regret. My resistance was rooted less in defiance and more in shame. I was somewhat surprised that my parents did not press me to attend; perhaps they sensed my unease. I lost much of my Cantonese speaking ability; what I retained came forth in a strange, placeless accent. I began to pronounce my surname incorrectly, for the sake of those who weren’t familiar with its romanization, but really for my own sake, so I wouldn’t attract more attention to myself. I didn’t want to feel any more vulnerable than I already was. 

						Like many others from Hong Kong, I found that my relationship with China was unclear and unsettled. Whenever someone conflated Hong Kong with China, I was adamant that the two were completely different, that my Hong Kong was the British Hong Kong—even if I wasn’t proud of it, at least it wasn’t Hong Kong, China. Since 1997, Hong Kong has maintained its separate identity as a Special Administrative Region, but, yes, it is indeed now part of China. And that is a China different from Taiwan, which also claims to be China. The political violence and instability of the 1960s caused by factions in Hong Kong supporting the two Chinas has caused many since to identify with neither, resulting in families like mine emigrating in large numbers to Anglophone countries abroad. 

						So when I encounter a wuxia fiction or film, an ingrained ambivalence overcomes me. I can identify with the escapism it offers, the action, the pathos of the heroes fighting for justice against the system. I can see parallels with cinematic tropes such as fantasy, historical period pieces, Western cowboy films, and martial arts gung fu flicks. I can appreciate the subtexts of the struggle of Hong Kong and China’s colonial and anti-colonial past. But what makes wuxia popular to the overseas Chinese causes me to cringe. The nostalgic representation of an idealized Chinese past, however ensconced in unjust power relations, reflects a homogeneity of Chinese tradition and history that belies my experiences and beliefs. What exacerbates this condition is the nag of inauthenticity that I am not Chinese enough to understand or appreciate the specificities referred to in these melodramas. I am caught in the liminal space of knowing some but not enough, the discomfiting state of having just enough familiarity that the stories and references cannot be consumed or desired as purely exotic, and perhaps worst of all, conjures up the challenge to be more Chinese than I am willing to be. How is it that wuxia can summon such anxiety? 
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						Wuxia is a unique facet of Chinese culture that should receive more attention than it currently earns. Cinematically, the wuxia genre is the pioneering and inaugural genre of Chinese martial arts cinema. Despite its emphasis on supernaturalism and fantastic premises, which was at odds with the modern-scientific ideals of The May Fourth Movement in the early twentieth century, silent wuxia films in Shanghai were immensely popular in the 1920s and their emphasis on the notion of ‘xia’ (俠; chivalry) laid a solid foundation for the new wuxia epics of King Hu and Zhang Che that came several decades later in the 1960s.1 Culturally, Louis Cha’s (Jin Yong’s) wuxia novels have proven a major source of literary cultivation for Chinese people both home and abroad since the mid-1950s, when Cha published his first novel Romance of Book and Sword as a Hong Kong newspaper serial. In spite of its format as popular entertainment and pulp distribution platform, there was no compromise in the quality of writing. Reflected in the rise of ‘Jinology’ (金學研究) since the 1990s, Cha’s novels have enjoyed a very high status in Chinese literature and continue to function as a major source of cultural nourishment for Chinese readers up to the present day. Geographically, the impact of wuxia reaches far beyond Hong Kong. Wuxia novels, films, television adaptations have been key sources of national identification for diasporic Chinese all over the world. 

						With the phenomenal success of Ang Lee’s Crouching Tiger, Hidden Dragon (2000) and Zhang Yimou’s Hero (2002), wuxia has become a familiar genre in global cinema. However, Western understanding of the genre and related academic discussion tends to be limited to cinematic contexts. Especially in English-language critical writings, wuxia has hardly been explored in other mediums such as novels and television adaptions, nor does it appear to have been the source of inspiration for contemporary artwork. Addessing this epistemological and representational discrepancy, susan pui san lok’s RoCH Fans and Legends (hereafter RoCH) offers an alternative perspective of wuxia through an artistic synthesis of cinematic texts and television adaptations, and an experimental moving image installation practice. Transcending visual pleasures demarcated by Hollywood aesthetics, lok reflects upon a number of key issues of wuxia discourse – the constant traversing between fantasy and reality, its remediations in different mediums from mechanical to digital reproduction, and questions of authenticity, transnational fandom, Chinese diaspora, and translation. Space does not permit discussion of all these crucial issues. Three important dimensions of RoCH will be discussed here – the ontology of the wuxia genre, the importance of televisual adaptations (as opposed to to cinematic) in the development of wuxia literacy and spectatorship, and the invocation of Hito Steyerl’s idea of ‘poor image’ as a resistance to the increasing popularity of the digital manipulation of wuxia cinema.2 

						First, The Condor Trilogy serves as a portal helping people traverse from the mundane modern everyday routine to the fantastic ancient world of jianghu (江湖; ‘rivers and lakes’) full of possibilities and adventures. Despite its primary form(s) as mass entertainment, the literary roots of wuxia novels, films, and television adaptions provide readers ample space for imaginative elaboration and multiple interpretations. In contrast with critical theory’s claim of passive reading in mass culture, Louis Cha’s intellectually stimulating and intertextually complex wuxia sagas embody what Roland Barthes calls ‘writerly text’,3 requiring active diegesis in the viewing process. This active engagement is key to reimagining one’s position in a (post)modern world where fantasy is either institutionally suppressed in everyday living or monopolized by Hollywood actions without subjective engagement. The introduction of the Jin Yong universe to Western contexts is subversive in the sense that chivalrous adventures and the aesthetic amplification of movements become a critique of modern reason and realism.

						Wuxia fantasy is best exemplified by its supernatural amplification of martial arts skills – gravity-defying lightness and weightless leaps, palm and sword aura (the semi-fictive names of Jin Yong’s martial arts techniques). Surrounding an audience with three large-scale screens, Trilogies (2015) is the central work in RoCH. The work condenses 400 hours of fantastical movements from thirteen different versions of the trilogy into 195 minutes. Enhanced by slow-motion and constructive editing, the phantasmagorical, aesthetic movements of wuxia heroes offer a critique of modern reason and logic. The gravity-defying leaps and somersaults not only evoke an expansion of imagination, they also remind viewers of the instinctive, kinaesestic movements of human beings in nature, which have been suppressed in modern times after the Enlightenment. Unburdened by logic and rationality, wuxia heroes and heroines in Jin Yong novels reside in and develop their incredible kung fu skills from nature – a magnificent realm of rivers and lakes. This helps us to reconsider the place of imagination in everyday life and the necessity of incorporating fantasy into modernity. Trailers (2015), which functions as a prelude to Trilogies, further enhances the dialogic relationship between reality and fantasy. Drawing materials from twenty adaptations, it is a montage of the mythic and the mundane, interweaving title sequences, trailers, theme songs and publicity shots from various trilogies with contemporary Google streetviews. It is an invitation to active engagement rather than passive viewing commonly expected in (commercial) trailers. The skewed panning of camera in the Google streetviews, which has a surrealist quality, parallels the fantastical movements of the heroes, pointing to an unlikely traversing of the fictional and the real across time and space. The juxtaposition of sound effects with the everyday, mundane space enlivens the homogeneity of modern experience. The different localities of repetitive streetviews seem to sharply contrast the topographies of the fantastical wuxia world, yet these suburban scenes also conceal and reveal fleeting glimpses of dragons and empires. The (de/re)contextualization of the wuxia motif allows people to see these surroundings with new eyes, and perhaps better perceive the enduring cultural myths inhabiting the everyday.

						Secondly, the work offers a more comprehensive understanding of the wuxia ethos by incorporating non-canonical adaptions and representations inaccessible to most English-speaking audiences. Despite the popularity of wuxia blockbusters in recent years, the genre largely remains an orientalist and mythological visual spectacle that lacks profound implications for everyday living. RoCH effects a deliberate return to other ‘origins’ before the predominance of the (self)-orientalizing wuxia narratives permeating transnational cinema. It challenges the hegemony of the cinematic medium and reconstructs a fuller picture through a whole repertoire of platforms, from audio-visual montage of television adaptions to fragmented collage of images available on the Internet. This recollection of the neglected and the absent not only undermines the predominance of the cinematic in transcultural understandings of wuxia, but also reduces the discrepancy in literacy and spectatorship concerning the appreciation of the genre from Western points of view.

						As a counterpoint to an intangible cinematic encounter, RoCH Fan (2015) is a collection of still images in tangible concertina form, reminiscent of the kind of traditional martial arts learning guide featured in many of Jin Yong’s novels. This reflects the literary origin of the wuxia fantasy, long before the advent and predominance of transnational cinematic co-productions. This return to the past through an extended physical form reminds both Chinese and western audiences of the diversity, complexity, and length of the wuxia history – not only in films, but also television adaptations, and most importantly, literature. Despite its limited selection of forty five stills from various versions of The Condor Trilogy, the length of the work (eight metres long, or a three and a half storeys high) suggests an embodiment of the long history of the genre, and urges a comprehensive understanding of it. The reverse or obverse sequence (depending on the viewer’s perspective), consists of a parallel selection of streetviews. Presented side by side in glass vitrine, on the one hand, it suggests that the mundane present is so strong that it resists fantasy and the possibility of escape. On the other hand, it creates an extended time / space for viewers to contemplate the potential assimilation of the two. Its synchronized zigzag movement hints at compatibility rather than resistance and the possibility of traversing from one dimension to another, as if reality and fantasy are two sides of the same coin.

						Thirdly, the retro quality of the images and videos shown in RoCH offers a critique of the prevailing pristine digital production of martial arts cinema, and increasingly cinematic, high-budget television. The use of ‘poor images’ such as blurred, out of focus clips of somersaults and leaps, suggest an alternative aesthetic paradigm that explores the beauty and endless possibilities of human physical performance. Resisting the increasingly flawless digital bodies and spectacles of martial arts cinema, RoCH reinstates the ‘authenticity’ of traditional martial arts filmmaking by highlighting corporeal performance and reminding audience of the risks involved in the traditional martial arts cinema.4 Despite the genre’s intimate connection to technological manipulation, such as wirework and constructive editing, the ‘poor image’ also reminds us of the analogue bodies of earlier wuxia stuntmen and women. In other words, the fantastical actions are not meant to be an end in itself. Through a return to the past, RoCH reiterates wuxia’s ethos since its conception that is not solely based on state-of-the-art visual spectacles, but also on traditional filmmaking practices that emphasize physical training and human performance.

						To a large extent, RoCH is an intriguing work that addresses the discrepancy in literacy and spectatorship in a transcultural context. Despite the rising popularity of Chinese martial arts cinema, wuxia remains a signifier of ‘Otherness’ and a vehicle for the Orientalist myth-making. Rather than merely treating it as a way to escape from the homogeneity of modern experience or as a form of visual excitement, wuxia is able to offer much more, to promote cultivation in imagination, literacy, and philosophical thinking. RoCH urges audiences to seek the genre’s long tradition and lineages through the whole repertoire of representation – film, television adaptations, and especially, literature. As illustrated in Condor (2015), a wall drawing made up of the English language titles for various adaptations of the trilogy from 1958 to 2014, the focal point (the heart of the condor) is a (mis)translation of the wuxia motif. RoCH, therefore, complements existing discourses, addresses their discrepancies, and retrieves the ‘lost’ in translation.

						1  Stephen Teo, Chinese Martial Arts Cinema: The Wuxia Tradition (Edinburgh: Edinburgh University Press, 2009).

						2  Hito Steyerl, ‘In Defense of the Poor Image’, e-flux 10 (2009).

						3  Roland Barthes, The Pleasure of the Text (New York: Hill and Wang, 1975).

						4  Leon Hunt, Kung Fu Cult Masters: From Bruce Lee to Crouching Tiger (London: Wallflower Press, 2003).
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						Hong Kong’s film and television martial arts genres posit themselves around our exhilarated identification with bodies in movement, and, more specifically, fantasies of the transcendence of the limitations of the body’s materiality. Film critic David Bordwell has described their effect. He writes: ‘As you walk out of the best Hong Kong action movies you are charged up, you feel like you can do anything’, and goes on to conclude that such films can ‘infect even film professors, heavy with middle age and polemics [...] with the delusion that they can vault, grave and unflappable, over the cars parked outside the theater’.1 However, different action genres seem to entwine our bodies in such fantasies differently.

						It is often the ‘kung fu’ genre2 as it developed in its classic form during the 1970s that is most beloved by Western fans (and especially – to gender things – ‘fanboys’). Such fans fetishise the ‘authenticity’ of ‘grounded’ action, where cinematic effects are held subordinate to the portrayal of the physical skills of performers.3 Long takes and full-body shots are privileged over constructive editing, wires, trampolines or CGI. The muscular and usually emphatically masculine body that emerges is able to escape gravity’s hold on the flesh only through a power and skill produced through the disciplined physical training of both the character portrayed and also the star performing the role.

						However, the swordplay (or wuxia) genre offers a different aesthetic of corporeal transcendence. With roots in Shanghai’s silent cinema of the 1920s, this aesthetic is much older than that of the ‘kung fu’ variant discussed above.4 However, it is also the aesthetic that since the 1980s has come to dominate Asian box offices and television schedules, and that then rose to global prominence with blockbusters such as Crouching Tiger Hidden Dragon (Ang Lee, 1999) and Hero (Zhang Yimou, 2002). Contrasted to the kung fu film, swordplays typically present us a fantasy of the body’s weightlessness, exemplified in the depiction of the martial arts technique of qinggong (‘lightness skill’), using wires to allow actors and actresses to fly, spin and float seemingly effortlessly across the screen. Swordsmen – and swordswomen – can run across the surface of a lake creating no more than a few ripples; they traverse the city at rooftop rather than street level; they balance on a stalk of grass or the farthest and most insubstantial branch of a tree; rather than standing on the ground to fight, they take to the air and dive down at one another from the heights of a bamboo forest. If the kung fu body seems to work its alchemy of corporeal transcendence only through a plunge into the flesh, and through the triumph of muscles over their own materiality, the wuxia body seems to have been unchained from the effects of gravity altogether, becoming as insubstantial as a shadow or an image.5

						The question that intrigues me is how to understand these differences in terms of the responses of creators and audiences alike to their lived historical realities. Elsewhere, I have read the body in kung fu cinema, appearing as it did in the wake of the anti-colonial unrest of the late 1960s, as exhibiting aspects of the fantasies that Frantz Fanon diagnosed as haunting the colonized subject. This subject ‘dreams of muscular prowess […] action and aggression’ and their ‘muscles are always tensed […] ready at a moment’s notice to exchange the role of quarry for that of the hunter’.6 If the sense of powerlessness and constraint that motivate these compensatory dreams are not unique to the colonial subject but a more general feature of modern experience, then this might explain something of the enduring appeal of kung fu cinema. 

						Such an experience of powerlessness is not entirely irrelevant to the fantasies of lightness rather than muscularity that typify the swordplay. Fanon also discusses dreams where he spans rivers in a single stride or outpaces a ‘flood of motor cars’.7 Within the colonial situation, the common dream motif of flight takes on for Fanon a specific resonance as an image of emancipation and escape – and this may highlight a wider set of related meanings that it takes on elsewhere.8 In the oldest surviving Chinese martial arts film, Red Heroine (Wen Yimin, 1929) the titular character soars (super[wo]man-like) in the clouds, suspended on a wire, over a landscape in the tumult of civil war. The film is set in an unspecified past, but a viewer can hardly escape the echoes between the world it depicts and that of the Chinese politics of the day, as warlords and rival political factions fought for power, under the shadow of growing designs for colonial domination by surrounding international powers. The Red Heroine’s flight is a transcendence not only of the laws of gravity, but also those of history.

						What, though, are we to make of the return of the fantasy of weightless freedom in the late 1980s and 1990s, when swordplay and ‘wire-fu’ came once more to be a dominant form of martial arts fantasy in film and television? At this point, with its growing prosperity, and its prominent place in the global flows of money, goods, people and culture between Asia and the West, Hong Kong was feeling altogether less a colonial place, less what Fanon termed a ‘narrow world, strewn with prohibitions’.9 However, the return to Chinese governance in 1997 was looming, with all the uncertainty this seemed to bode. During the late twentieth century, many Hong Kong and diasporic Chinese, often in one form or another of exile or flight from Communist Party rule, had began to define themselves decreasingly through a simple identification with the lost motherland – or at the very least certainly with its political instantiation as an actual or desired nation-state. Hong Kong identity, perhaps especially in the run up to 1997, was increasingly articulated as separate from – and even opposed to – that of the mainland.10 For Hong Kong and other diasporic Chinese, identity was increasingly ambivalent, complex and ‘hybrid’, not only about attachment to origins, but also to the global networks in which they increasingly saw their modernity – and their future hopes – expressed.11 

						In this regard, there is something curiously paradoxical about the thematisation of identity in swordplay cinema and television. If ‘flight’ or escape from the gravity of history is at stake, this is nonetheless a flight into the (historical, Chinese) past. In this regard, the weightlessness of the xia (the swordsman or swordswoman who is protagonist of the wuxia story) is legible as a desire for escape from modernity, with all its contradictions – though such contradictions and conflicts often seem to reinscribe themselves at the heart of the wuxia story, projected into the mythical past. This is the case not least, perhaps, in the work of Jin Yong, probably the most influential novelist of the post-war wuxia genre, providing the source material for countless films and television serials.12 The xia in Jin Yong’s novels, is most often a wandering, rootless character, whose origins and identity are (initially at least) unclear to him- or her-self. In a longer cultural context, the term xia, in fact, is often taken as synonymous with youxia, which means, literally, ‘wandering swordsman’.13 The youxia traverses the ‘rivers and lakes’ (jianghu), a realm of martial artists that runs parallel to and provides and alternative geography for the mundane world in which ordinary people’s lives are tied down. The weightlessness of the youxia in motion, their mastery of qinggong, may seem an extension of this rootless, untethered existence, and of their detachment from those ties of official, statist politics and kinship that hold ordinary people within their orbit.14 

						Such a character may be emblematic of the experience of the diasporic, post-nationalist identity of much of the wuxia audience, not only in Hong Kong but in the transcontinental circuits of the Chinese diaspora, on and through which wuxia stories have circulated. Qinggong might thus be an apt image of weightlessness or drifting in diasporic identity with regards to origins –the xia as thistledown on the winds of history. It is also this same dematerialization of image and identity within the regime of globalisation, perhaps, that has drawn in an increasingly international fanbase, making the figure of the xia – and their location in a mythical past – appropriable to the fantasies of Western as well as Asian viewers. Just as the xia wanders the land, without regard to borders, so now do images of the xia.

						1  David Bordwell, ‘Aesthetics in Action: Kungfu, Gunplay, and Cinematic Expressivity’, in At Full Speed: Hong Kong Cinema in a Borderless World, edited by Esther M. Yau (Minneapolis: University of Minnesota Press, 2001), 73, 93.

						2 The term ‘kung fu’ offers problems for the writer or typographer (and the reader). Thoroughly naturalized into the English language, it’s hardly a foreign word requiring italics, yet its meaning often remains unclear and subject to the effects of (mis-)translation – a fact speaking of the kind of effects of global exchange which animate this article more broadly. Italics seem further inadequate to mark the simultaneous naturalization of the term and its residual foreignness – and so miss its consequent ambiguity – as they might suggest a simple word with a fixed meaning in another language. With the term ‘kung fu’, however, after its journey from East to West, are we speaking of martial arts (perhaps Chinese martial arts in particular), or of ‘skill’ more generally (as the word in its original sense more properly designates)? Or is this a word that refers us to the cinematic genre that brought the term into English usage? And if so, will the reader understand this as referring in general to films with martial arts in (or perhaps in particular Chinese films with martial arts in), or to a much more specific and historically located sub-genre of martial arts cinema? In this case it is the last that I intend, but scare quotes often seem to be necessary surrounding the word, marking and drawing attention to its semantic instability and complex provenance.

						3 See for example Leon Hunt, Kung Fu Cult Masters: From Bruce Lee to Crouching Tiger (New York: Columbia University Press, 2003).

						4 Stephen Teo, Chinese Martial Arts Cinema: The Wuxia Tradition (Edinburgh: Edinburgh University Press, 2009).

						5 Indeed, often the wuxia body, dressed, in contrast to the bare chests of kung fu, in billowing robes, seems reduced to the choreography of an almost empty costume, which it is the skill of the performer and the technicians in the wire-work rig to animate.

						6 Frantz Fanon, The Wretched of the Earth (London: Penguin, 2001), 40–41. See my essay ‘A “Narrow World, Strewn with Prohibitions”: Chang Cheh’s The Assassin and the 1967 Hong Kong Riots’, Asian Cinema, vol.26, no.1 (2015): 79–98. Accessed December 28, 2015, doi 10.1386/ac.26.1.79_1.

						7 Fanon, Wretched, 40.

						8 For more on the symbolism of flight in dreams – and their relation to themes of escape and freedom – see Wendy Gould, ‘Dreams about Flying: Dream Meanings Explained’ (an interview with Jeffrey Sumber), Huffington Post, July 13, 2011. Accessed December 28, 2015, http://www.huffingtonpost.com/2011/07/13/dreams-about-flying_n_891625.html.

						9 Fanon, Wretched, 29.

						10 Similarly, Taiwanese culture increasingly defined itself in relation to developing strains of Taiwanese nationalism, rather than claims to be the ‘true’ and legitimate rulers of a united China.

						 

						11 Sheldon Lu, quoting Aihwa Ong, writes: ‘The idea of a single national identity and loyalty to a nation-state is losing credibility among the people of Hong Kong and China for practical and political reasons. As a homo economicus in the age of transnational capitalism, mobile investment, flexible accumulation, and global postmodernity, the Chinese in diaspora renegotiates a flexible set of spatial, geographic, economic and cultural considerations in the identity formation process. As Aihwa Ong points out, “Such flexibility of options, whether financial, spatial, social, or legal, constantly destabilizes and even attenuates what it means to be Chinese. The shifting narratives rework global displacements and liminality into a self-inscribed alterity to the Western insistence on a single national identity”’. Sheldon Lu, ‘Filming Diaspora and Identity: Hong Kong and 1997’, in The Cinema of Hong Kong: History, Arts, Identity, edited by Poshek Fu and David Desser (Cambridge: Cambridge University Press, 2000), 285.

						12 For the influence of Jin Yong on the wuxia genre, and the way that the conflicts of modern Chinese history and the contradictions of modern (Hong Kong) Chinese identity are registered in his work, see John Hamm, Paper Swordsmen: Jin Yong and the Modern Chinese Martial Arts Novel (Honolulu: University of Hawai’i Press, 2006); Petrus Liu, Stateless Subjects: Chinese Martial Arts Literature and Postcolonial History (Honolulu: University of Hawai’i Press, 2011).

						13 In his classic study of the figures of the xia and the youxia in Chinese culture, James Liu has translated xia as ‘knight’ and youxia as ‘(Chinese) Knight Errant’, and discusses the interlinked history of the terms. As Liu notes, the translations are problematic in their transposition of a Chinese tradition onto a European one, with all the cultural specificity that this loses, not least with regards to the particular implications of aristocratic class that a knight entails (and which is largely lacking from the figure of the xia), and with regards to the rather different chivalric codes by which the European knight and the Chinese xia live. For this reason, I’ve preferred ‘swordsman’ here, though it’s also a rather poor translation. See James Liu, The Chinese Knight-Errant (Chicago: University of Chicago Press, 1967).

						 

						14 The xia as such a ‘stateless subject’ is, of course, implied within the title of Petrus Liu’s book of that name, (cited above) which is centrally posited around the idea of the Chinese martial arts novel as offering a mode of social organization independent of the state, and as offering a critique of nationalist-modernist positions that became dominant in early twentieth-century thought in the wake of the ‘May Fourth’ literary movement.
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						  Monochrome negative pans of still wuxia characters cut to scenes of the martial arts heroes in billowing robes leaping weightlessly across the screen, in the midst of combat with bare fist-on-flesh and sword-clanging sounds. But this is only for a few seconds because these fantastic scenes of wire-fu, revitalized as a dominant martial arts film and television genre since the 1980s, quickly switch to Google Street Views of Chinese restaurants and takeaways clearly not in Asia. A slight nausea affects me while watching these long-shot sequences, each repeated in rapid fire, yet of different flying bodies and far-flung places and in erratic order over the course of four minutes. 

						As part of UK-born and based artist susan pui san lok’s multifaceted RoCH Fans and Legends project, Trailers (2015), as its title suggests, is a sampling of cinema trailers and title sequences from around twenty different versions of The Condor Trilogy. Originally a new school wuxia epic by Jin Yong, a.k.a. Louis Cha, the trilogy was first published as a serial from 1957 to 1963 in three different Hong Kong newspapers.1 Since then, the influential classic has spawned over forty different film and television adaptations with multiple productions and co-productions from Hong Kong and mainland China to Taiwan, Japan, and Singapore. More recently, adaptations in video games and comic books as well as innumerable re-versions, dubs, and translations by wuxia fans have further enabled the global consumption of this popular culture genre. The trilogy’s fictional narrative is set against the backdrop of a series of wars of chivalry fought in the late Yuan dynasty (1271–1368) up to the establishment of the Ming dynasty (1368–1644). ‘RoCH’ is the popular acronym for Return of the Condor Heroes, the title of the trilogy’s second novel about the taboo romance between a wuxia master and her younger apprentice. 

						Undeniably lok’s RoCH Fans and Legends is enmeshed in economic and technological considerations about how cultural products are conceptualized, marketed, and distributed in the digital era. The worldwide phenomenon of remix has come to be identified as a contentious practice of recombining or reconfiguring pre-existing media content to fabricate a new work that ‘in whatever form or medium it takes place, is concerned with recordings.’2 A deeply research-based transmedia project, RoCH Fans and Legends wrestles with history as personal baggage and artistic material in its appropriation of already recorded, available sources attached to questions of political and cultural memories and identities. Available online, Trailers, for example, doubles unapologetically as the promotional vehicle for lok’s sixty five minute feature-length three-screen film, Trilogies (2015); it showcases, as trailers should, only the tantalizing moments when male and female xia (heroes) are executing gravity-defying qinggong stunts such as supernatural flying, scaling walls, or somersaulting over trees.3 

						The leap is paramount here: the freedom that comes with repeated lightness makes escaping the weight of history, or one’s past, thinkable. The leap occurs during any sort of transition between two different ways of life, crucially and decisively shaping and defining who we will become.

						Dating back to the thirteenth century and later appearing in 1920s Shanghai silent movies, wuxia’s popularity in British Hong Kong in the late fifties and sixties, and its resurgence since the 1980s has been widely attributed to the search for a Hong Kong identity beginning in the postwar years of social instability that culminated in the 1967 riots instigated by pro-communist protesters against British colonial rule, and the later anxiety around the imminent return of Hong Kong to Chinese rule in 1997. The concurrent rise of the Four Asian Tigers—Hong Kong, Singapore, South Korea, and Taiwan—during this period would see, in 2000, Taiwanese filmmaker Lee’s critically acclaimed Taiwanese-Chinese-Hong Kong-American co-produced martial arts film Crouching Tiger, Hidden Dragon become the highest-grossing foreign film in US history, boosting the product awareness of the wuxia ‘brand’ in general. 

						Dean Chan has linked the continued popularity of wuxia narratives and the genre’s uptake in particular by the games industry to China’s economic rise and new forms of Chinese economic nationalism explicitly cultivating culturally-specific digital content.4 In this context, one other kind of leap needs to be taken into account—that of the resulting transnational movement and circulation of not only people but also goods, capital, technologies, services, and ideas within the region and beyond. Strategies of selective repetition and visual mashups in Trailers negotiate the diasporic leap of wuxia as it migrates across time and space, generations and place-attachments, disquiet public spaces and private spheres. Chan notes: ‘Wuxia narratives delineate an imagined cultural China’; they ‘collectively support and substantiate particular fabulations about Chinese cultural identity ... as signs of Chineseness-as-difference.’5 

						II 

						  Genghis Khan loved his pearls. Just one pearl was worth a fortune, let alone a thousand of them. Born and raised in Mongolia, Guo Jing, his protégé, could shoot eagles out of the sky with single arrows with skills taught to him by martial arts experts of the Peach Blossom sect. He would, however, return a loyal and chivalrous hero to his own Han people defending the Song Empire against the Mongol campaigns. 

						In lok’s Trailers, the Google Street View panoramas culled from incessant Internet searches depict the most banal of mixed-use urban neighbourhoods, but the scenes are peculiar in that the eating establishments captured within them contain the words ‘empire’, ‘fortune’, and ‘peach’—words all found in popular classic names for Chinese restaurants. These visual cultural cues are what tie together the two seemingly disparate sets of intercut images; fictive period heroes from antiquity leap over Chinese restaurants in contemporary London ‘burbs as easily as they do imaginary cultural China. What keeps us grounded in reality, however, is nostalgia—clamorous claims to different reconstructed versions of authentic Chineseness manifested in pirated media and fortune cookies—the latter which actually originated in Japan in the late nineteenth century.6  

						From context and articulation to subject matter and conditions of production, the remix aesthetics of RoCH Fans and Legends exemplifies the trans-local experiences of wuxia that are inextricably tied to complex notions of belonging in Asian diasporas—floating, multiple, and unstable variations on a theme. The ‘floating life’ metaphor is commonly used in reference to the perilous route of the exilic, the refugee (boat people), or the pre-handover economic emigration of flexible citizens (yacht people) in Hong Kong, such as the family portrayed in Chinese-Australian Clara Law’s 1996 film Floating Life. In the case of Trailers, the metaphor—the cultural conditioning of drifting, connecting, hovering—can also be extended to a discussion of the relationship between wuxia and what Jean Duruz calls ‘floating food’—the mobility of foodscapes intimately connected to memories—in her study of micro-narratives of “Asian” food consumed in a North London kitchen.7 

						Duruz’s analysis of what she calls ‘floating food’ to complicate ‘conventional identity categories and their place-attachments’8 provides a useful premise for contextualizing the references made here to Chinese food. Both floating media, or mediated diasporic public spheres, and mobile food can be said to be embroiled in what Graham Huggan argues is the ‘constitutive split within the postcolonial, the entanglement of its ostensibly anti-imperial ideologies within a global economy that often manipulates them to neo-imperial ends’—without postcolonialism, which ‘concerns largely localized agencies of resistance,’ postcoloniality, which ‘refers to a global condition of cross-cultural symbolic exchange,’ exonerates voyeuristic consumption of the Other as exotic spectacle.9 This is the niche profitized on by a differentialist alterity industry built on the marketing and consumption of radical otherness. As Huggan notes, the discourse of the postcolonial exotic has become one of the main ways the booming alterity industry, until recently managed mostly by and for the West, processes cultural difference in a range of forms toward its commercialization.10

							

						III

						  It was not until 1996, with the founding of the Fantasia Film Festival in Montreal, that I truly came to a better understanding of what it meant to be Chinese through Hong Kong cinema, which, along with Japanese anime, were what the festival featured in its first few years, expanding only later to feature an international repertory of genre films. Those first two summers of the festival, I became a martial arts movie junkie. From rented videos to bootlegged copies and tapes circulated via friends of friends of friends, it was a way to finally get in touch with my cultural heritage as a Canadian-born Chinese, a CBC. The rest of the year, as a visible minority, wuxia was the visual motif and narrative trope for a version of diasporic Chineseness that had long meant a racial slur directed my way, but during the festival it—and being Chinese—was something ‘cool’. Later on would come the street-market VCDs, then DVD boxed sets, Bit Torrent and Netflix, as well as several generations of assorted playback devices. 

						Despite the workings of late capitalism on postcoloniality, RoCH Fans and Legends suggests the popularity of wuxia never entirely resided in the realm of transnational consumption driven by the alterity industry. Rather, its travelling has also been tethered to diasporic leaps that have trans-local dimensions, such as the circulation and spatial interconnectedness of situated mobile actors as well as the way, as Duruz writes, ‘ “floating” food, as the mobility of memory and imagination for charting foodscapes of belonging and intimacy, allows new places for temporary anchorage and, perhaps, different forms of identity re-alignment.’11 The political economy of (mostly invisible and informal) networks of production and distribution of ‘foreign films’ link different Asian diasporic communities in their shared interest to consume affordable derivatives of the same images circulated as ‘poor images’, to use Hito Steyerl’s term, in the privacy of their homes, accompanied, of course, by ‘ethnic’ food, more authentic than in the home country, ‘available for diasporic digestion’, as Duruz puts it.12 This is not to say that the diasporic reconnections through these cultural practices are immune to what Lisa Lau defines as re-Orientalism, the perpetration of self-Orientalizing tendencies.13 They of course are not, but what is at issue here is how, to borrow from José Esteban Muñoz, there tends also to be a simultaneous pushback to dis-identify, to perform a re-circuitry;14 it just depends who is in the driver’s seat.

						‘To think difference and to think remix differently,’ David Gunkel notes that ‘mashups produce or deploy short circuits in the networks of popular culture by deliberately crossing two or more seemingly incompatible sources.’ Insofar as lok’s RoCH Fans and Legends project instrumentalizes Big Data (data sets so high in velocity, volume, and variety that they require advanced information technologies to process) its simultaneous searchability and disambiguation, to address the transnational consumption of wuxia, it also unexpectedly corrals a viewership toward a localized diasporic site of everyday practices and cultural consumption. Through the use of what are essentially grounded geospatial technologies of Google Street View, Trailers is not virtual tourism but an identity journey, one that is virtually pieced together from pre-existing sources that in their movements constantly dance with the alterity industry but at the same time resist it through considered selection and repetition. The transnational consumption of wuxia hinges upon the marked ambivalence to Asian alterity and the seemingly effortless ability of its cultural adaptations to circulate in global operating networks. In RoCH Fans and Legends, the lithe bodies of its leaping protagonists do not deny the effects of the gravity of the diasporic spaces they find themselves in; rather, they suggest innumerable, cyclical episodes of micro-narratives that more often than not short-circuit presumptions that world-making practices are so freely negotiable. 

						1  Beginning in the 1950s, new school wuxia (martial chivalry) literature published in Hong Kong rejuvenated the centuries-old genre through the practice of newspaper serialization. The distinction between the old school (jiupai—fiction published under the Republic of China regime from 1911 to 1949) and the new school (xinpai) conventionally denote regional and political differences rather than artistic differences between them. Stephen Teo, Chinese Martial Arts Cinema: The Wuxia Tradition (Edinburgh: Edinburgh University Press, 2009), 21–22, 86.

						2  David Gunkel, Of Remixology: Ethics and Aesthetics After Remix (Cambridge, MA: MIT Press, 2016), xxvii. 

						3  In contrast, lok’s Trilogies samples scenes from the actual films.

						4  Dean Chan, ‘Playing with Indexical Chineseness: The Transnational Cultural Politics of Wuxia in Digital Games’, EnterText 6, no. 1 (Autumn 2006), 182, https://www.brunel.ac.uk/__data/assets/pdf_file/0004/185908/ET61Wux7DChanED.pdf/.

						5  Chan, 182–83.

						6  Jennifer 8. Lee, The Fortune Cookie Chronicles: Adventures in the World of Chinese Food (New York: Twelve, 2008).

						7  Jean Duruz, “Floating Food: Eating ‘Asia’ in Kitchens of the Diaspora,” Emotion, Space and Society 3, no. 11 (2006), 45–49.

						8  Duruz, 48.

						9  Graham Huggan, The Postcolonial Exotic: Marketing the Margins (London and New York: Routledge, 2001), ix.

						 

						10  Huggan, 68.

						 

						11  Duruz, 48.

						 

						12  Duruz, 48.

						 

						13  See Lisa Lau, ‘Re-Orientalism: The Perpetration and Development of Orientalism by Orientals,’ Modern Asian Studies 43, no. 2 (2009), 571–90.

						 

						14  José Esteban Muñoz, Disidentifications: Queers Of Color and the Performance of Politics (Minneapolis: University of Minnesota Press, 1999), 31.

						 

						15  Gunkel, 156, 158, citing Slavoj Žižek, Parallax View (Cambridge, MA: MIT Press, 2006), ix. Gunkel draws from what Slavoj Žižek calls a ‘short circuit’ even though the latter never wrote about remix. 
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						I

						  單色靜止的武俠人物負片突然切入武林高手身著飄飄長袍 、輕盈飛躍螢屏的一幕，這正值一場搏鬥，伴著赤手相擊、刀劍鏗鏘的聲響。但是這一幕只延續了幾秒鐘，因為這些美妙絕倫的輕功場景——自上世紀八十年代以來以武打影片和電視劇的主流類型捲土重來，迅速切換到有中國餐館和外賣的谷歌街景的畫面上。看著這些長鏡頭序列，我突然有一陣暈眩。在四分鐘之內，這些長鏡頭以不規則的順序迅速重複著，出現了不同的飛翔中的身體和遙遠的地方。

						 

						作為出生並定居於英國的藝術家 susan pui san lok (駱 佩 珊) 多維度的《神雕迷和它的傳說》（RoCH Fans and Legends）項目，《預告片》（2015）—— 就如它的名字提示的那樣——收錄了大約二十多版不同的《射雕三部曲》的預告片和片頭。這《三部曲》原本是金庸（即查良鏞）的新派武俠史詩，最先於1957年到1963年間連載在三份不同的香港報紙上。 從那時起，這部頗具影響力的經典之作已經擁有超過四十部不同的電影及電視劇改編版本，由來自香港、大陸、台灣、日本和新加坡的製作或聯合製作完成。近期，電腦遊戲和漫畫的改編以及来自無數武俠迷們的新編、配音和翻譯進一步促進了对這一大众文化类型的全球消费。三部曲的虚构情節以从元代（1271-1368）末期到明朝建立期间的一系列战争为时代背景。“RoCH”是“神雕侠侣”的缩写，是三部曲中的第二部，关于一位武侠大师与她的年輕徒弟之間受禁忌的爱情故事。

						不可否認的是，lok的《神雕迷和它的傳說》試圖從經濟和技術層面考量文化產品是如何在電子時代被構思、銷售及傳播的。世界範圍內的重新合成（remix）現象已經被視為是一種富有爭議的實踐——對現存的媒體內容重組或改編成為新的作品“無論以何種形式或媒介，都與紀錄相關。” 作為一件以深入研究為基礎的跨媒介項目，《神雕迷和它的傳說》將歷史視為個人的精神包袱和藝術材料——挪用那些已經被紀錄下來的、可以搜集到的材料，並將它們依附在政治和文化記憶以及身份的議題之上。例如可在線觀看的《預告片》就毫不客氣地成為藝術家的長篇三屏電影《三部曲》（片長65分鐘，2015）的宣傳工具；它就像一部真正的預告片那樣，只展現了男女武俠在施展輕功絕技時讓人眼花繚亂的瞬間：例如超自然力的飛天、翻牆或翻筋斗穿梭於樹梢之間的場景。 

						II

						  在這裏，跳躍是非常重要的：來自不斷重複的輕盈飛躍的自由使逃離歷史的重量，亦或是個人的過去，變成是可以想像的事情。跳躍發生在兩種截然不同的生活之間的轉換中，對塑造和定義我們將成為什麼樣的人有著至關重要的決定作用。

						武俠題材可以回溯到十三世紀，並隨後出現在上世紀二十年代風靡於上海的默片中。武俠體裁流行於上世紀五十年代末及六十年代的英屬香港地區，在八十年代又再次復蘇，這樣的現象已被視作是對香港身份的一種探詢。對香港身份的探詢始於戰後社會的不穩定期，在由親共份子抗議英國殖民統治的六七暴動中達到頂峰，一直延續到後來1997年香港回歸中國前夕引起社會焦慮之時。在這段期間，亞洲四小龍——香港、新加坡、韓國和台灣同時崛起，恰逢2000年台灣電影導演李安的作品——由台灣、中國大陸、香港和美國聯合製作的廣受好評的功夫片《臥虎藏龍》成為美國歷史上最賣座的外語片，著總體上促進了“武俠片”這個“品牌”的產品意識。

						Dean Chan將武俠敘事的持續流行，特別是遊戲產業對這一體裁的吸收聯繫到中國經濟崛起及新形式的中國經濟民族主義以明確出產具有文化特性的數字內容的現象上。 在這樣的語境下，另一種飛躍也需要納入考量——即因此發生的、在地區內外的人員、商品、資本、技術、服務以及思想跨國界的流通和運動。《預告片》中選擇性的重複及視覺混搭的策略處理了“武俠”的流散性飛躍——在時空、代際和附屬地帶之間游移，打破公共空間和私人领域的安宁。Chan寫道：“武俠敘事”勾勒出一個想像中的文化中國”；他們共同支撐並證實著對中國文化身份的某些特定的虛構⋯⋯作為差異化的中國性的表徵。” 

						成吉思汗愛他的珍珠。僅一隻珍珠就價值連城，更何況是上千隻。他的門徒郭靖生長在蒙古，學習桃花派的武功，能用一只箭射落天空的鷹。然而，他將以一位忠誠狹義的英雄身份回到漢人中間，為宋王朝效命，抵抗蒙古的侵略。

						在lok的《預告片》中，通過不斷地網絡檢索而選出的谷歌街景全景畫面，展現著最平常不過的混搭風格的城市街區，但畫面中的古怪之處是，其中吃飯的地方都包含著“帝國”、“旺財”和“桃花”等字眼——那些可以在中餐廳常常使用的經典名字中找到的字眼。這些視覺文化線索將两套相互切換的、看上去不同的镜头图像连接在一起；来自古代的、虚构的英雄飛躍到當代倫敦郊區的中餐館，就像他們飛躍在想像中的文化中國裡那樣簡單。將我們與現實維繫的是鄉愁——對真正的中國性不斷重構的、聝噪的斷言體現在了盜版文化和幸運甜餅上——後者實際源於十九世紀的日本。 

						從語境、銜接、體裁到製作條件，《神雕迷和它的傳說》的混合式美學是“武俠”跨地域經驗的例證，與對亞洲流散群體的歸屬感這一複雜的觀念密不可分——對一個主題的浮動的、多重的且不穩定的演變。“浮生”的比喻通常用來形容流亡者、難民（難民船階級）或在回歸大陸之前香港的經濟移民（游艇阶级）的冒險旅途，就如華裔澳大利亞導演羅卓瑤 Clara Law 1996年的電影《浮生》中描述的家庭那樣。就《預告片》來說，這個比喻——漂流、連結、徘徊的 文化條件——也可以延伸到武俠和琼 • 杜魯茲 Jean Duruz 稱為的“浮動的食物”的關係上。“浮動的食物”指食物的流動與記憶密切相關，這個概念在她對一間北倫敦廚房消費的“亞洲”食物的微型敘事的研究中被提出來。 

						杜魯茲對她稱為“浮動的食物”的分析複雜化了“傳統的身份歸類以及它們對地點的依賴” ，這是為在這裏提到中國飲食提供背景的有用前提。浮動的媒介， 或媒介化的流散性公共領域，以及流動的食物，都可以說是卷入了格雷厄姆 • 胡加姆 Graham Huggam 認為的“後殖民中構成性的分裂，在全球經濟中表面上反帝國主義意識形態的糾葛，卻常常被新帝國主義操縱”——沒有“關乎在地性反抗”的後殖民主義，以及“在全球化條件下跨文化的符號性的交流”的後殖民性， 免除了將“他者”視為異域景觀的偷窺式的消費。 這正是被強調差異性的異己產業 alterity industry 視為有利可圖的商機，基於對激進的他者的營銷和消費。正如胡加姆所稱，後殖民異域性的話語已經成為蓬勃發展的異己產業的主要路徑——通過商品化的一系列形式處理文化差異——直到最近都一直由西方、而且為西方操縱 。

						III

						  直到1996年，蒙特利爾Fantasia電影節成立，我才對通過香港電影塑造中國人形象意味著什麼有了更好的理解。這個電影節在初創的幾年裡，專門為香港電影和日本動畫影片舉辦，只是在後來才包括了國際範圍的各電影流派。在這個電影節的頭兩個夏天裡，我對武俠片上了癮。從租賃的碟片到非法販賣的盜版，還有通過朋友的朋友的朋友傳到我手中的錄影帶，這都成了我作為一位生於加拿大的華人與文化根源重新建立聯繫的方式。在那一年裡剩下的時光裡，作為明顯的少數派群體，武俠成為一種流散式的中國性視覺主題和敘事修辭，那種中國性長久以來對我一直是一種挑釁性的詆毀，但在電影節中，作為一名中國人卻成了一件很“酷”的事。後來，慢慢有了街市上賣的VCD和DVD套裝、Bit Torrent還有Netflix，以及很多代各式各樣的播放設備。

						除了晚期資本主義对后殖民性的作用之外， 《神雕迷和它的傳說》提醒著我們，武侠的流行从来没有只存在于由异己产业驱动下的跨国界消费领域中。相反，它的流传也与流散性的飛躍捆绑在一起，拥有跨地域的维度，例如那些移動的行動體的流通及空间的相关性，還有那種如杜魯茲所寫的、作為記憶和想像的流動性的“浮動”的食物，製作了以归属感和親密性為主題的食物景观图谱，它們創造新的地方作為短暂的停泊处，並或許允許著對身份不同形式的重新校准。” “外语片”的生产和分配网络（大多无形且非正式的）的政治经济将不同的亚洲流散式群体联系在一起，因為他们都感興趣消费同样图像的便宜派生品，以“坏图像”流通——借用黑特 • 史德耶爾的词汇，在他們自己的家中，当然要有比家乡的飯菜还要地道的“民族”菜餚相伴——“為流散式的消化而生”，就像杜魯茲说的那样。 這並不是說通過這些文化實踐實現的流散式的重連对Lisa Lau定義的“再東方主義”——所謂自我東方化趨勢的惡性是免疫的。 他們當然不是，但關鍵是如何同時存在一種去身份的傾向，表現為一種迴路； 就看掌控權在誰手上了。

						“重新思考差異和重新混合（remix），”大衛 • 貢克爾（David Gunkel）說道，“混搭通過特意跨越兩個或多個看上去並不匹配源頭，在流行文化的網絡裡造成短路。” lok的《神雕迷和它的傳說》 項目運用大數據（高速、豐富的大量的數據，需要高級信息技術來處理）的同時具有的可檢索性和解歧性（disambiguation），來討論對武俠的跨國境消費；它還在無意中建構了一種觀眾——一種當地的流散群體的日常行為和文化消費。通過運用在本質上是地理空間技術的谷歌街景，《預告片》並不是一趟虛擬的旅行，而是一場身份之旅，它將已有的素材虛擬地嫁接在一起，在它們的運

						動中不斷地與異己產業共舞，但同時又通過深思熟慮後的選擇和重複來反抗它。對武俠的跨境消費取決於對亞洲異己性所抱有的很明顯的矛盾情緒，以及看上去它對在全球網絡上流通毫不費力的文化適應力。在《神雕迷和它的傳說》中，飛躍的主人公們的柔軟的身體並不拒絕流散性空間施加的重力效果；反而，它們用無數的、循環的微小敘事，往往是短路的設想，設想著可以多麼自由地協商著創造世界的實踐。

						1  自上世紀五十年代起，在香港發表的新派武俠文學通過報紙連載的形式使這一具有幾個世紀歷史的文學類型重新流行起來。舊派武俠（從1911年到1949年間出版在中華民國的小說）和新派武俠之間的區別通常指的是地區和政治上的區別，而非藝術手法上的區別。

						2  David Gunkel, Of Remixology: Ethics and Aesthetics After Remix (Cambridge, MA: MIT Press, 2010), xxvii.

						3  相較之下，lok的《三部曲》取材原版影片的場景。

						4  Dean Chan, “Playing with Indexical Chineseness: The Transnational Cultural Politics of Wuxia in Digital Games, ” EnterText 6, no. 1 (Autumn 2006), 182, https://www.brunel.ac.uk/__data/assets/pdf_file/0004/185908/ET61Wux7DChanED.pdf/.

						5  同上，第182-183頁。

						6  Jennifer 8. Lee, The Fortune Cookie Chronicles: Adventures in the World of Chinese Food (New York: Twelve, 2008).

						7  Jean Duruz, “Floating Food: Eating ‘Asia’ in Kitchens of the Diaspora,” Emotion, Space and Society 3, no. 11 (2006), 45–49.

						8  同上，第48頁。

						9  Graham Huggam, The Postcolonial Exotic: Marketing the Margins (London and New York: Routledge, 2001), ix.

						10  同上，第68頁。

						11  Duruz，第48頁。

						12  同上

						13  見 Lisa Lau, “Re-Orientalism: The Perpetration and Development of Orientalism by Orientals,” Modern Asian Studies 43, no. 2 (2009), 571–90.

						14 José Esteban Muñoz, Disidentifications: Queers of Color and the Performance of Politics (Minneapolis: University of Minnesota Press, 1999), 31.

						15  Gunkel， 第156、 158頁， 引自 Slavoj Žižek, Parallax View (Cambridge, MA: MIT Press, 2006), ix. 貢克爾引用了齊澤克所稱謂的“短路”， 儘管後者從來沒有寫過“重新混合”（remix）。
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				ROCH FANS & LEGENDS

				RoCH Fans & Legends was commissioned by QUAD and the Centre For Chinese Contemporary Art (CFCCA), in partnership with Animate Projects and the University of Salford. RoCH Fans & Legends was supported using public funding by Arts Council England, with additional funding from Middlesex University and the University of Salford.

				RoCH Fans & Legends 

				Solo exhibition, 19 September—15 November 2015, QUAD, UK

				30 Years of CFCCA: susan pui san lok — RoCH Fans & Legends Solo exhibition, 3 June—3 July 2016, Centre for Chinese Contemporary Art, Manchester, UK

				Videotage 

				Screenings, Art Basel HK Crowdfunding Lab, HK, 24—26 March 2016

				62nd Oberhausen International Short Film Festival Screenings, Oberhausen, Germany, 5—10 May 2016

				Trilogies LIVE Screening with live sound collaborations HOME, Manchester, UK, 16 June 2016

				Viennale International Film Festival 

				Screening, Vienna, Austria, 20 October—2 November 2016

				Both Sides Now III — Final Frontiers 

				Videotage / Videoclub Screenings: British Council, HK; Boom Gallery, HK; Ray Art Centre, Shanghai; Minsheng Art Museum, Beijing; Woolloomooloo, Taiwan (5th Taiwan International Video Art Exhibition); Video Art For All (VAFA) International Video Festival 2016, Macau / UK; Fabrica, Brighton; Phoenix, Exeter; ICA, London; Phoenix, Leicester, 6 October —16 December 2016

			

		

		
			
				susan pui san lok is an artist, writer and researcher based in London. Her work ranges across installation, moving image, sound, performance and text, evolving out of interests in notions of nostalgia and aspiration, place and migration, translation and diaspora. Previous exhibitions include the 1st Asia Biennial & 5th Guangzhou Triennial, Guangdong Museum of Art (2015—16); Everything Flows (2012) commissioned by Film & Video Umbrella (FVU) and De La Warr Pavilion; Faster, Higher, commissioned by FVU and BFI Southbank Gallery, staged at MAI, Montréal Arts Interculturels (2014), Winchester Discovery Centre (2012), the Hatton Gallery at Newcastle University (2009), and BFI Southbank (2008). Other projects include DIY Ballroom/Live (2007—08), a Cornerhouse / BBC Bigger Picture national touring commission; and Golden (2005—ongoing), originally commissioned by Beaconsfield Gallery Vauxhall and the Centre for Chinese Contemporary Art. She is currently Associate Professor of Fine Art at Middlesex University and a Co-Investigator on the AHRC-funded research project Black Artists and Modernism. 
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