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Bin Wai Kin: Thank you for coming.
Today we're going to talk about how we
use our work to realise worlds that we
want to be part of, realise bodies that
we want to live in, and realise our future
selves before we know who that even is. I
want to say thanks to Jam for agreeing to
speak with me.

Planningtorock: Thank you for
inviting me. It's so nice to be here.

SWK: Jam's work has been really
inspirational to me since I was a young
adult, so it's great to be able to share
our work in this way now. We're going to
structure today by sharing some clips of
our work that we have both agreed speak
to each other, and then we're going to
discuss those clips and where we were
when we made them, how we feel about
them now, and what their relationship
is. We're going to o straight into it: the
first two clips that we're going to play are
Doorway by Planningtorock, and /t's
Always You, my work.

[Doorway by Planningtorock, and
It's Always You by Sin Wai Kin]

P: They're so hot! Oh my god! I love boy
bands so much.

SWK: That's one thing that we spoke
about first when we got together and were
deciding what the topic of this conversa-

tion was going to be. We were like, yeah,
of course, there's a real commonality in
being trans and being nonbinary in a
world where that's just not the reality. But
there is also this secret agenda of making
ourselves look hot...

P: Not so secret, though, right?

SWK: But I think that's also part of
it, because in a world that can't see your
hotness, you have o make it for yourself.

I think that is really also why I made a
boy band. Because for so much of my life,
people just could not see masculinity

in me at all. It was literally laughable to
people when I told them, ‘I actually do
see myself as masculine’. So, this was me
doing it so much that nobody could say
anything anymore.

P: I completely relate to that. For me,
Doorway and making the person in
Doorway was about me feeling very alone,
not seeing myself in the world, and before
transitioning also just not even seeing
myself and not having myself in the world.
Creating the person in Doorway was kind
of ... they're like an angel for me. They’re
like, ‘T'm here to help you become yourself,
to be who you should be, who you are.
Come with me’. So, undeniably hot. Also
ageless, timeless somehow, almost like
a moving statue in that sense. It's quite
amazing to see now, because Doorway
is over 10 years old, and it still has such a
strong impact on me. I'm still so grateful

for that person in that video. I see them
and I still find them really beautiful, and
they still guide me a lot.

SWK: Yeah, I think there's a lot of
parallels in the videos. There are things
like, we're both using prosthetics, we're
both using mirroring. Just the fact that
the track is called Doorway, I think
similarly, /t's Always You was a little bit
of a gateway for me and my practice and
this opening out, not only for my practice
but also for myself.

P: Doorway was definitely quite
literally a moment for me to go beyond
something, to enter into something, and a
moment where both myself and my music
understood what making music was for
me and its purpose. The lyrics are like, ‘T
know my feelings under my skin’, and I
wrote those very quickly, just following the
feeling of them. When I was making the
clip, Ifilmed it with a high-speed camera
because I wanted it to be dreamy, so slow
that it had this undeniability somehow.

SWK: I also shot /t's Always You
in double-time, which is a music video
technique — you're lip-syncing super
fast so that you can put everything in
slo-mo later — and it has this really
dreamy quality and effect. But I think
that so much of making those characters
was the creation of some kind of future
self. I have a friend who, after watching
those works, was like, every one of these

characters is actually just you, in different
moments — like, this is you when you're
mad at me, this is you when you're drunk!
They could see all of these different parts
of me, but I had not read that at all into the
work. There was something about making
that work and making these characters
and making the boy band that was almost
like I knew something before, or my work
knew something before I knew it. That was
before I had started taking hormones or
medically transitioning, and I wasn't really
sure if that was something I was going
to do at the time, but I knew that what I
really wanted to do in my practice was to
embody masculinity in this really playful,
but also very serious way.

P: I completely relate to that, this thing
of your work almost being out before
you, and following that example. It's like
testing, seeing, creating yourself in front
of yourself to help you go forward, but the
playfulness is the best part of it. If I look at
the video, I can see some of the prosthetics
sticking out a little bit. It was made of
theatre putty, and it was very hot and the
lights meant it kept melting and slipping,
and it was really messy, but I quite like
that you see that it's actually made, like
because I'm literally making Jam, and
that was part of the making.

SWK: Absolutely. I remember shooting
It's Always You and that latex bodysuit,
which I put on and then I'm just somebody
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Sin Wai Kin, /t's Always You,
2021. Courtesy of the artist
and Blindspot Gallery.
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Sin Wai Kin Dreaming the
End, 2023. Courtesy of
the artist and Fondazione
Memmo, Rome.
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else, immediately, but also after however
many takes we did in it, it was just like
leaking from inside!

P: Worth it, worth it.

SWK: It's like a grotesqueness in the
making of the thing and the becoming
ofit.

P: Totally, almost a silliness. Some-
times it would just slide up and then I'd
have putty all over my face, but the end
result was epic.

SWK: Yeah, definitely, and it's a totally
different experience watching it. The thing
1think about drag and costuming and
make-up is that it's a kind of embodied
speculative fiction. It's this play, but it's
also serious. It's something that, evenif I
can't really know something in my body
yet, in some part of my mind I can know
that it's something that I want to move
towards and in this kind of fantasy space,
just go forit.

P: At the time of using the prosthetic I
really wanted to explore the gender of my
face, so extending the brow was one way
todoit.

SWK: Okay, I think maybe we should
move on to the second clips. We're going
to play Misogyny Drop Dead by Jam
[Planningtorock], and my work, /llocu-
tionary Utterances.

[Misogyny Drop Dead by Planning-
‘torock, and /llocutionary Utterances by Sin
Wai Kin]

P:1t's so good to see these videos. I
think it's important to also add that we
both edit our own work. So, I work with
cinematographers but then I edit and do

all the post-production, and Wai Kin also
does the same, so we have these really
close relationships.

SWK: I don't do all of the post-produc-
tion, I don't do the CGI for most works.
usually work with VFX artists, a colourist,
a sound mixer, but yeah, I think for sure
that the editing is where you see the work
come into itself. I really wanted to talk
about language, because that was what
really struck me looking at these two
clips, pairing them together. It's so weird
to watch /llocutionary Utterances now
because it's a little bit older and you know
we're talking about your work knowing
something before you know it, and I'm
looking at it like ‘Oh my god, I can hardly
watch it’. lllocutionary utterances are
speech acts that do something at the same
time as saying something so, for example,
if you say ‘I promise you such and such’,
or ‘T order you to do such and such’, or as
Idescribe in the film, say ‘It's a girl’ or
‘It's a boy’ when somebody is born, or ‘I
now pronounce you man and wife’, these
are speech acts that are not only saying
something but things that are doing at the
same time. I think this is really the way
that language functions, it's like language
carries with it — especially English — all
of the ideologies and the histories of power
that it's been shaped with, so I really
wanted to think about speech acts and
enact my own illocutionary speech act at
the end of that work.

P: If you're familiar with my work I did
an album called W, which I'm very proud
of, but I found it very frustrating because
it felt like a lot of people didn't understand

much of what it was about, so I decided to
be much more direct, and so tracks like
Patriarchy, Over and Out and Misogyny
Drop Dead were part of that. I would love
to do a track called Trans Misogyny Drop
Dead, but this was over ten years ago and
I'was still learning about intersectionality.
The reaction to that track was incredible
— some people thought I was making fun
of a very serious topic, but I just wanted to
be very clear, very direct. I just thought,
‘Okay what do I'want from patriarchy? I
would like it just to fuck off!” It was really
fun to do that, and to use the mouth like
that as well — I knew that I wanted to be
present in the video, but I didn’t want it

to be about me, per se. It was a lot of fun
to work that out, how you can make a clip
that’s not particularly about a person but
that has this really strong presence. I
think that for me, both the clips are very
connected on that level.

SWK: Definitely. My work always
comes from an extremely personal space
informed by personal experience, but one
of the cornerstones of my practice is the
idea that ‘the more personal the more
universal’, which is something that
read on a notecard in Octavia E. Butler's
archives at the Huntington Library in
LA You have to find ways to abstract your
personal experience in your work so that it
is something that people can project their
own experiences onto.

P: It's quite a challenge, so it feels
good if you can find a way to deal with
something that is discriminatory and
have an opinion on it, but also do
something creative with it at the same

time, something playful. I thought it was
absolutely hilarious, like ‘misogyny drop
dead’, and so sometimes approaching it
from that perspective is a really efficient
way to face it.

SWK: With lllocutionary Utterances,
I was really struggling to say things
that I felt were true in the context that
Twas in, and so had this really absurd
lip sync over the top of a more serious
voiceover that feels like you can tell that
the character is trying to say something,
but you can't hear. That character and
that makeup was my first drag character,
and it was really about trying fo unpick
my relationship with Western femininity
to try to figure out what had been given to
me, what things I had been socialised to
want and to say about myself, and what I
actually wanted. I think that coming back
to the use of language, I want to also talk
about pronouns. When I started to use
nonbinary pronouns for other people was
when I started to really be able to conceive
of people that I knew without gender, and
that's when I knew that that's what I was,
and that's how powerful language is.

P: Lieel like if the term ‘nonbinary’
had been around twenty years ago it
would have been great. It's taken me a
long time to get to where I am, and that’s
also because of language and because of
pronouns. 1 wrote a track called Beyond
Binary Binds which was the beginning
of my understanding that I had I didn't
connect to this notion of binary gender,
but then it would take another five years,



Winter 2023

The Toe Rag, 2023

The Toe Rag

2/

and you don't want, and what you might
also unconsciously be doing that doesn't
belong to you.

P: We talk a lot about grief in our
work, and in that sense saying goodbye
to parts of ourselves and letting go, and
that being a big part of the work.

and when the term nonbinary came, I was
like, ‘it's brilliant, I love it!" I'm such a
they/them.

SWK: We were talking about our
work being direct or subtle, and I think
these works are a lot more direct in their
messages than some others, but there's
a tension because sometimes you're
not really able to be direct because
you're just not given the language to
describe your experience. I think that's
something that I'm still struggling with
in my work and use of language.

P: I wonder if that’s something to do
with the different fields that we operate
in? Having said that, though, when I
have been more direct, it's interesting
who it scares. [ remember when I
released Doorway there were some
people who were like, ‘T had to stop it
halfway through, I found it so scary!’,
whereas a lot of my queer and trans
friends were like, ‘This is so funny, you
look so beautiful, you look so hot in it’.

SWHK: Yeah, it's interesting like when
you choose to be more direct or when
you choose to be more yourself in your
work, who decides to go away and who
decides to come closer? I think this work
really lies in contrast to /t's Always You,
to the boy band. This work was really in
a period of my life and my practice where
T was trying to unpick what wasn’t mine.
Creating fantasy realities and creating
alternative realities — one thing is to
create worlds that you want to move
towards, and another is to kind of be
able to create a different perspective to
look back at yourself more clearly with
and understand what it is that you want
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SWK: I think that's a good segue into
the last two clips that we're going to
play, which are The Breaks by Planning-
torock, and an excerpt from my recent
film, Dreaming the End.

[The Breaks by Planningtorock, and
Dreaming the End by Sin Wai Kin]

SWK: In both of those clips I think
that there's an acknowledgement of
previous selves, and also a recognition
of change. Maybe you want to say
something about your relationship with
the kid who was in the video with you?

P:1think Victor represented a sort of
amini-me, a child-me. It was going back
and almost holding like the child version
of myself. But also, because Victor
looked like me now, then, it was almost
like...that T already knew I was trans
when I was a child. This video definitely
was about that, even though at the time
it wasn't as conscious. But this is what
this video's purpose and the song was —
helping me learn that, and also letting
go of all the projected versions of me.
When I look back, it's almost like I was
made into a character, and I've become
less of a character and more myself the
older I've got. The people in these clips
actually are me becoming more myself,
and they’re showing me how to be ‘me’.
It always makes me cry a little bit, The
Breaks, because the way I move in it is
like I'm really fighting for my life. It feels
really emotional.

SWHK: It felt very emotional to watch
it. It's hard to walk around in the world
as a trans person. Watching The Breaks

I'think yes, [ am sensitive! I do break
easily. I wrote the birth of a character
into Dreaming the End — the birth

of The Storyteller. They look like I

used to look when I presented as more
feminine. I wanted to show them being
born into the world and really trying to
understand who they are with the tools
that they were given at that moment and
to have some compassion for mysel, as
somebody who did what they could with
the tools that they were given.

P: It's like a massive self-acknowl-
edgement in that sense. I love that clip.
The whole video is amazing, but I really
love the way you do your voice. We've
talked a lot about what we do with our
voices and what our voices are for us,
and I've worked a lot with pitching my
voice; T would say that pitching my voice
back in 2011 was the first time that I
actually met myself. I really heard my
voice and I really heard myself — my
authentic self — for the first time,
although I don't believe in authenticity.
Just to contradict myself there. It's
something that you work with a lot in a
really cool way, t0o.

SWK: Yeah, absolutely. Voice mod-
ulation really started coming into my
work when I began working with more
masculine characters, and it's some-
thing that I o constantly now. When I
started making films, I was using the
voice that I had at the time, which I was
often told was a very feminine voice.
That was the tool that I had, and I had to
use the kind of projections of femininity
that came with my voice, to use that tool
in service of the meaning of my work.
But at a certain point, I realised that it
didn't feel right anymore. It's interesting
also as somebody whose voice — the
pitch of my voice — is actually changing
in real time. Within Dreaming the End,
some of the vocals are from before my
voice started changing, some of them
are while it's changing, and then there
are all the different voice modulations
that happen in the film electronically.
Before your voice sounds like that, you
kind of want to know what my voice can
sound like. I mean, of course, it doesn't
sound like that because it sounds very
electronic, but to hear your voice in a
lower pitch, you also start to change
your intonation, the rhythm of your
voice, the melody of your voice. Talking
about authenticity, the voice is often
thought of as a source of authenticity,
think about like the Little Mermaid
or whatever, like your ‘true self’, the
vibrations coming from your body,
literally. But what I learned when I

started working with a speech therapist
was that your voice is as constructed

as anything else; where your voice sits
in your mouth and your throat and your
body is something that you learn how to
do. Of course, the melody of your voice,
whether your voice goes up and down,
which typically feminine voices do, or
whether it's more monotone, which is
something that typically men's voices
do, is something that you learn. Also,
your vocal cords are muscles; if you
exercise your muscles to make your
voice sit lower, it will affect the pitch

of your voice. It's another thing that is
socialised, constructed, that is taken for
granted.

P: Like you say, it's socialised completely.
My voice has changed quite a lot over the
years — I can't sing as high as I used to be
able to, and I can sing a lot lower.

SWK: Going back to an idea of
authenticity and breaking from that,
one of the binaries I'm trying to really
confront in my practice is the binary
of performance and authenticity, and
the fact that authenticity is often just a
well-rehearsed performance, a per-
formance you don't realise that you're
doing anymore because it has become
automatic.

Audience questions:

Question 1: Thank you for sharing your
art with us. T heard you say the word
‘direct’ a lot. You have great faith in its
power, I feel. I wonder what you think
about exaggeration?

P: Exaggeration? Oh, I love exagger-
ation. I'm all about expanding, always,
maximal rather than minimal.

SWK: 1 use drag in my work, so I love
to exaggerate. Parody and extremes are a
great way to hold up a magnifying glass to
something, and to really look at it in a less
serious way. It invites, as we were talking
about, a space of play. But also, when you
blow something up, you can really look at
it in a different way.

Q1: Does it make it more direct or less
direct?

P: I think it can be both. Ifit's
really expanded it can be more
visible, but I think it opens things
up as well. That’s why I like to use
a lot of humour in my stuff, even
though not everybody knows that
it's humour. It's a safe space to talk
about things.

SWK: I think it's a case-by-case
thing. But for me, the exaggeration,
this pushing of something into
afantasy land, gives me another
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Planningtorock, The
Breaks, 2013. Music
video. Courtesy
of the artist.
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Sin Wai Kin, Act I Part 3
Illocutionary Utterances,
2018. Courtesy of the artist
and Soft Opening, London.
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perspective to look back at an everyday,
less exaggerated thing in a new way so
that I can pick it apart.

Question 2: There's a really interest-
ing idea that you developed that you can
discover or rediscover your identity by
making pieces of art. But there's also the
paradoxical aspect that when you create
a piece of art, you in a sense also fix your
identity. Do you think that by creating a
piece of art and by discovering your future
identity, your future self will be stuck to
this past identity?

SWK: I was saying I found it quite
difficult to see the second clip of my work
because I really see who I was and where
I'was at that time. As somebody who
makes lots of characters and then films
them, those works exist forever, hopefully.
You’re kind of memorialising a person that
you were who you won't always be. But I
don't know, I think that I just have to live
with that. I hope that in the future I'm
something that I can't even imagine now.

P: I'm transitioning right now and
sometimes it's hard to see myself in past
videos because it was a difficult time, as
Twasn't really aware or in contact with-
my transness. You have to build on it and
accept the limitations of the language that
you had at the time, and embrace the fact
that your work evolves. So yeah, it's a work
in progress, [ guess.

Question 3: 1 feel like there's such a
fixed image of what drag is or what drag
kings do, and it's so freeing to see how you
use it. I'm wondering how you started and
if it was always part of your art, orif it was
separate from your practice before?

SWK: For a long time, drag was not
part of my art practice because I was so
aware of how by bringing it into cis, hetero
spaces it could be fetishised or exoticised.
I'waited until I had a filmmaking practice
where I'was able to narrate the experience
of looking at these images at the same
time as presenting them. That's when I
felt comiortable enough to bring it in.

Question 4: Do you think that as you
become more comfortable in yourself,
you'll have less drive to become these
fantasy characters, or do you think that
will always stay forever?

SWK: I hope one day I'm like, I have
reached my final form, I don't need to do
this anymore, I retire! No, no, I don't,
actually, I really hope that never happens.

P: Yeah, I hope. We still want to be
hot. As long as I want to be hot, there will
always be fantasy.

SWK: At the pinnacle of the foot of a
mountain, there will always be more hot
mountains to climb!

Question 5: 1 think one of the themes
that comes out in your work a lot alongside
identity is this idea of multiplicity o
circularity, that self and other is also a
false binary. When you think about the
content of reality, to what extent does
community, other people, or interre-
lationships in the world feed into your
practice — like, everything we've seen has
looked primarily at the camera looking at
yourselves. But I feel like you are talking
about more than just personal narratives.

SWK: As I mentioned before, 1
really think the more personal the more
universal, and in all seriousness regarding
the last question, I think that the work will
never be done because we will never be
able to unpick all of the ways that we are
socialised to create binaries and separate
ourselves from the world when actually,
the binary of self and other is false, the
binary of individual and context is false, of
performance and authenticity, of fantasy
and reality, nature and nurture. Humans
are the only animals that completely
construct the environment in which our
brain is shaped and grows, so we will
never know the depths to which we are

d. I hope to just unpick

the beginning, but I still have no idea

P
it until well, I mean, I don't think I'll ever
reach the bottom. I think that's an endless
project.

P: 1 made Doorway together with my
friend Gigi, who is also trans, and we've
been friends for a very long time. We had a
really special moment with the experience
of building the prosthetic together, and
we were both transitioning. It's definitely
not isolated — it's very much together
with friends who totally understand, thank
goodness.

Question 6: I was wondering about
the way you construct sound, the editing
process, and where the sounds come from,
like the synth elements.

SWK: I work on almost all of my
soundtracks. For /t's Always You, 1
found a heartbeat on YouTube, then I
used a mix of electronic instruments
on Ableton and sampled the intros to
NSYNC songs, which you can hear a
little bit, in a kind of spooky way. I work
with music producers sometimes, and a
sound mixer to refine everything. But I
edit almost all my films myself — I think
it's a really important part of the artistic
process. There's all of the pre-produc-
tion, and then the actual shoot. There's
a broadening out of the process until
you're shooting with a crew of 10 or 20

what it will look and feel like because

you can write something down or draw a
picture, but to actually have the thing fully
realised...It always surprises me.

Question 7: What's next? Do you have
any inspirations that you are happy to
share with us?

P: I'm working on a new record, which
is really fun.

SWK: Iam currently working on
something that will be finished next year
for an exhibition in Stockholm at a space
called Accelerator, opening in October.

1 am scripting a science fiction sitcom
using the idea that time is not absolute

— theories from general relativity and
quantum entanglement to think about
the fact that everybody has their own
experience of time, and using that as a
metaphor for everybody having individual
experiences of reality that coexist.

Question 8: I have a question about
the relationship between lip-syncing
and temporality. I'm a scholar looking at
drag and I have my drag practice too. In
lip sync and in drag, you're sometimes
performing dead people's voices and
sometimes living people's voices — there's
a sense of ‘dragging’ the past into the
present through the act of lip sync. But
then I look at your work and think the act

people, or sometimes it's also just me.
Then afterwards you go back into this
dark room and it's just you again, and
you're just chipping away at this thing.
It's like sculpting. You have a general
shape and then you refine it and refine
it and refine it, until you start seeing
the work really become itself. I often
will record the voiceover or the vocals
beforehand and then lip sync to them
on set, which is really useful, especially
when I'm being two characters in
dialogue. I remember somebody telling
me that this was the opposite way that
most filmmakers usually work.

P: But when you're making things
yourself, you're so dependent on being
inspired by the stuff you're making.
Also, it's so unpredictable, I don't know
how people do it with mood boards. I
just start stuff and then I'm like, oh,
that's really interesting, let's follow
that. I tried once to do a mood board,
and we didn't do anything like that. It
was a waste of time. Just because it’s so
much about just feeling.

SWK: Definitely. But I do a lot of
storyboarding and a lot of scripting,
and actually, the work is usually pretty
much exactly the way that I laid out at

of lip sync to me seems to be invested in
a sense of futurity and becoming, and so
Iwas wondering if you had any thoughts
about the relationship between lip sync
and temporality in your work.

SWK: Yeah, absolutely — I think also
just about performance in general and
temporality. As you say, often you are
embodying voices of people who are
dead or just people who are not those
people anymore. You're embodying a
time. I think there's melancholy in a
Iot of drag performances, especially
performing femininities. But definitely,
I'think lip-syncing is really a technology
of embodiment — when you can lip-sync
as the voice that is not coming from
your body, it seems to people like you
have become that voice. Thinking again
about voice as a site of authenticity, if
you can make it seem like that voice is
coming from you, then you can really
fool people into a fantasy that could be
from the past or the future. I'm also
thinking about Cantonese and Peking
Opera, where the door to the stage
is called the Ghost Gate, because as
you pass through the gates, you become
these people who are often long dead,
oryou embody a spirit. I think it's really

important for me to also show my work in
lots of different contexts because, for ex-
ample, the way that a work that examines
the construction of Western femininity is
going to be received is going to be totally
different in London than it is in Hong
Kong. There's a lot that is not immediately
understood about my work in Western
contexts, things like Chinese mythologies
or philosophy that I'm working with, or
references from Cantonese and Peking
opera, or just a perspective of whiteness
and Western narratives and values being a
construction that is imposed.

It's time to get a drink. I think we're
going to go to the martini bar! -
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Dreaming of Me
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Its Always You Catouts, 2021 (installation view,
Blindspot Gallery presentation at Frieze London, 2021},
set of 4, UV cured ink on foatnex, dimensions variable.
Courtesy the artistand Blindspot Gallery, London

November 2022
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Textby Courtney Malick
PortraitbySouth Ho

“The name is the guest of the sub-
stance” This seminal line comes early
onin the recentvideo work of Canadian
artistSin Wai Kin, 4 Dream of Whokness
in Parts (2021). As traditional bamboo
music wafts within the scene, we hear
these words as a voice-over recited by
the artist, and their image, dolled up in
a dramatic look that lays somewhere
between drag and kabuki, appears
on screen in a number of highly con-
structed countenances. Mirroring this
inherent sentiment of guest and host,
which permeates so much of artistic
and cultural discourse, we first see the
protagonist of this tale doubling in on
themselves, with the exception of one
version’s vivid eye makeup being green
and the other’s blue. With the classic
political symbol of a chess board po-
sitioned directly between them, they
sit, almost entirely indistinguishable
from one another, in full glam; dark
banged wigs, satiny off-white fitted
blazers with massive plastic busts and
pinkish nips pushing the lapels almost
into their armpitsas danglyrhinestone
chokersdrip into their prosthetic cleav-
age, matching knee-length skirts and
massive bridal-inspired stilt-like plat-
forms teetering on theiredgesbeneath
crossed legs. Appearing like twins
gazing atonce toward each other and
yet knowingly heedful of the camera’s
ever-intrusive lens, they barely move,
apathetic and completely contrived. It
isclear from the onsetthat these char-
acters are existing in a decorative and
ulterior microcosm, and yvet their god,
so to speak, is the almost automated
sound of the voice looming large from
whatfeels like some all-knowing place
far above them. These twing' move-
ments and subtle facialexpressions are
guided bythe introspective musings of
this overarching spoken narrative.

The more this overlord spoutsout
existentially crafted phrases that inti-
mate the vast expanse of time and the
perpetualconstruction and crumbling
of societies, cultures, families, the
more elaborate, environmental and
symbolic the face of the protagonist
becomes. With a sky-scape sprawling
from ear to ear that encompasses im-
agery of the sun, the stars, plants, the
sea, and the land, they morph from
the initial sultry drag twins into some-
thing of a hermaphroditic, robotic
deity. Amidst this shape-shifting, the
idea of names arises again and again
throughoutthe work's fragmented, ob-
jective kind of storytelling, With each
mention of what something is called,
or was once called, or the divisions
that names draw around abstractions

Cura, 2022

of conceptual agreements, Sin Wai Kin
alludes to the reality that now, almost
athird of the way into the 21st century,
we see language changing, as technol-
ogies seep deeper and deeper into our
!ives, minds and even our actual bod-
ies.

While the Siri-like voice thatmulls
over details as minute as a slick of oil
across the cheek of a potential lover,
and asbroad and mundane as a met-
aphor merging the clear broth of a
bowl of pho filled with taught-skinned
dumplings witha landscape of rippling
seas and pointy-peaked mountains,
their focus on questions of language
becomes all the more central At the
same time, the visages and scenarios
that we find our protagonist meander-
ing within—which include eating the
aforementioned, lofty bowl of noodles,
traipsing through manicured forests
while talking to animated trunks of
ancient trees, and perfectly posing
bare-plastic-breasted in a cinched
corset facing away from a dark and
undulating sea—are only obliquely
associated with the poetic ideals that
the diaristic voice from above brings
up for consideration and then just as
suddenlylaysback down, moving on to
the nextobservation.

This isn’t, of course, the first time
that awork of video art has exaggerat-
ed the disconnect between its imag-
ery and its verbal narrative. However,
in this instance, the slippage between
the two feels particularly apt, as the
top bracket of what we think of as the
youngest generation of adults;, millen-
nials, approach middle age, and at the
same time we see those making up the
nextcohort—Gen-Z—ratherdrastical-
ly moving toward a far more visualized
way of communicating. Iconography
like “tap-back™ responses in smart-
phone texting platforms, emojis and
memojis (that actually mimic in real
time the facial expressions of the user
through animated and customizable
virtual “masks™) have become notonly
standard modes of correspondence
both in private and public forums, but
beyond that, video clips, filters and
lifted and manipulated imagery has
replaced, in large part, full sentences
{or any sentences at all for that matter)
in much of the most prevalent content
creation leading media today like Tik-
Tok, Instagram, Reels, etc. These newer
kinds of outputs allow for a baseline
of expressions that lack details or in-
dividualization. On one hand, we ¢an
see this as a positive in that it resists
the perpetuation of the kinds of bina-
rybarriers that can breed conflict and
bias, asseems to be much of the under-
lying crux that 8in WaiKin's work teas-
esout.On the other hand, however, the

universality of this all-encompassing
new shorthand also leads to a general-
ized opacity that bypasses often criti-
cal, underlying information.

In thissense, it's not just that the
workiscompellingvisually—asitmost
certainly is, with its vibrant, over-the-
top aesthetic that incorporates such
fantastical characters—but, more-
over, that it reflects, whether purpose-
fully or not, a significant communica-
tive shift taking place that will surely
continue to shape and alter culture
and discourse going forward. One in
which moods, tones and vibes loom
larger and disseminate farther merely
by their inherent attachment to visu-
al icons-turned-stand-ins that act in
place of more nuanced attitudes and
fully formed opinions. When commu-
nications are slimmed down to essen-
tialsin thisway, it can make for greater
understanding, but whether or not an
interpretive reception can flourish or
might degrade over time, remains to
be seen. Its in that contextual limbo
that 8in Wai Kin’s works not only seem
to operate, butmoreimportantly, reso-
nate aswe wait to see.
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How BTS and Mirror help Hong Kong artist
represent nonbinary genders and fluidity of
existence

Boy bands including the K-pop and Canto-pop giants form the
central idea behind Sin Wai-kin’s new Hong Kong exhibition ‘It’s
Always You’ The non-binary artist plays four different male roles
in a fictional boy band, complete with music videos and life-size
cut-outs

Halfway through our interview, Sin Wai-kin says they might have played
Victoria Sin for the last time in summer 2020. Given that Victoria Sin happens
to be the English name of the non-binary artist, who prefers to be referred

to by the pronouns “they” and “their”, the statement suggests a deeper
transformation and is not merely an actor’s declaration of putting their most
beloved role to bed.

For someone who performs in drag within speculative fictional worlds,
“Victoria Sin” and “Sin Wai-kin” (Sin’s Chinese birth name, which is not
particularly male or female) have also been the artist’s main characters
embodying different gender and cultural ideals.

The 30-year-old, who describes themselves as being assigned female at birth,
performed for years as Victoria Sin, a voluptuous, heavily made-up platinum
blonde vixen inspired by Marilyn Monroe and Jessica Rabbit. The artist, born in
Toronto to a Chinese father and Caucasian English mother, adopted the camp
femininity of drag queens and painted faces reminiscent of Chinese opera
characters as a way to question the socially constructed nature of gender, and
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the fluidity of identity.

But for the opening of “It’s Always You”, a solo exhibition at Hong Kong’s
Blindspot Gallery, Sin is sticking to being Sin Wai-kin.

It’s Always You is also a boy band “formed” by Sin playing four different male
roles. At Blindspot, you will see their music videos and life-size cut-outs.

The idea of using drag to explore Sin’s more masculine side came up during the
pandemic, which gave the artist time and space to think more about their art

practice.

“Since slipping out of Victoria, I realised that [the possibilities are] infinite,”
Sin says. “If drag is a process of undoing the binary of what is and what isn’t
me, and through that, working out various desires, then there is no end to it.
My work has been about undoing colonial ideas within femininity. I kind of
turned round and realised there was this whole unexplored world. What is

masculinity?”

Sin endured the three-week mandatory quarantine after flying into Hong Kong

from London, where they call home, to perform at the November 20 opening.

Sin appeared as “The Storyteller” at the opening, the “serious one” of the
fictional boy band who sometimes appears as a newsreader — to drive home the
point about representation versus truth — and whose expressions and gestures
invoke Aaron Kwok Fu-shing, one of the “Four Heavenly Kings” of Canto-pop
in the 1990s.
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Sin watched old Hong Kong movies for inspiration on how the band members
should act. For example, “The Universe”, who is more flamboyant than “The
Storyteller”, is inspired by Hong Kong movie stars Tony Leung Chiu-wai and

Leslie Cheung Kwok-wing.

But it is boy bands in general, from N’Sync to BTS and Mirror, that form the
central idea behind “It’s Always You”

Sin didn’t know about Mirror, Hong Kong’s recent boy band phenomenon
whose faces are currently plastered on billboards across the city, until Nick
Yu, the associate director of Blindspot Gallery, sent the artist a link to one of
the band’s music videos not long ago. Now Sin is completely obsessed with the
Canto-pop sensation.

““Together we reflect unlimited possibilities,”” Sin quotes from the band’s
Instagram. “Their IG profile description is just so perfect.”

At the same time, boy bands are perfect vehicles for thinking about how we all
fit into the rest of the community, Sin adds. “In a boy band, individuals come
together to form a whole, which is more than the sum of its parts.”
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The exhibition includes dual-screen displays that show the four characters
as a group as well as close-ups of each one. These images seem to ask: can
“you” as a person exist in a boy band where the individual’s every move is

choreographed so it fits within the group?

Sin’s transition from female to male characters is not just about shattering
the binary of genders, but a symbol of the fluidity of all existence in Taoist
philosophy, something the artist expands on in a work called A Dream of
Wholeness in Parts (2021) which invokes Chuang Tzu’s famous “Butterfly

Dream” that questions perception and reality.

The constant shifting between characters leaves one wondering where the
“real” Sin is. In person, the artist is soft-spoken and gives considered answers
after taking the time to consider each question. But is “The Artist Being
Interviewed” just another role?

“The fact that we are always in the process of transformation is alarming, but
it’s also really liberating,” Sin says. “Drawing a line around yourself and saying
‘this is where I feel comfortable’ — most people do that. But I find every time

I step out of that line, I’'m also redefining that line. And it is still me. Always

”»

me.

Each version of Sin is also a representation of our collective fantasy, hence the
title of the exhibition. And a series of works that are imprints of Sin’s make-up
on face wipes after drag performances attest to the many identities the artist

has embodied.
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“I mean, Jessica Rabbit was created by a group of men, who channelled all their
desires through this sultry, ultra-feminine character. It’s very interesting ... her
gestures, movements, her looks, when what happens in fantasy isn’t grounded
in a physical body.”

For now, however, Sin might have enough characters to explore. Who is Sin
behind the make-up and the drag? Perhaps they are the carrier of a myriad of

selves.

“It’s Always You”, Blindspot Gallery, 5/F, Po Chai Industrial Building, 28 Wong
Chuk Hang Road, Wong Chuk Hang, Tue-Sat, 10.30am-6.30pm. Until Jan 8, 2022.
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