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HOLY MOSSES

Curatorial Statement

“Holy Mosses” is a group exhibtition of eight artists who identify as female or gender non-binary. The exhibition asks
a pivotal question: how do we give expression to a world where all genders thrive in freedom? Resisting essentialist
narratives, and cultural and biological determinism, this ensemble of artworks explores the non-binary fluidity of gender,
its expression across the amorphous expanse of organic nature, its ensuing mythological imagination and daydreaming

across cultures and peoples.

There are two ways to imagine a trans-gender world. One way is to arrive at a post-human planet queered by future
technologies. Another way is to rewrite our ancient herstory, revisiting the pre-human world in its biological diversity and
exuberant myths. Both routes are full of vivacious images, sensuous textures and roaming horizons stretching beyond our

current knowledge.

Let's start from one of the beginnings. Plants wear their reproductive organs prominently as flowers, who display their
male and female sexual organs concomitantly. All genders coexist and transpose in the same being, neither scorning nor

dominating the other. Their femininity and masculinity coproduce and collaborate seamlessly, ever since time immemorial.

Tracing the primordial and hard-to-categorize organism, So Wing Po creates an installation that articulates the cellular
view of underwater algae, visualizing the ancient genetics that influences observable sexual characteristics. Leelee Chan
erects towering sculptures made with industrial materials, resembling giant caterpillars capable of colorful evolution,
transformation and metamorphosis. Zhang Ruyi makes cement sculptures of various succulents and cacti, whose seductive
flowers are often the only green growing in the arid desert. Although showing just a fraction in the diversity of the botanical

and zoological world, they present a rainbow of gender differences and adaptability to the environment.

The fruits of their labour have magical qualities, containing erotic hormones and aphrodisiac juices, transmitting intersexual
prowess to their consumers. Using hair embroidery, Angela Su narrates a series of medieval French poetry that individually
praises and fetishizes females’ body organs. Pixy Liao poses with her boyfriend in a series of photographic self-portraits,
staging an intimate relationship where gender roles are playful, fungible and negotiable. Doris Wong satirizes gender
stereotypes in He She It and the nativity scene, and rethinks the age-old fallacies imbued in the gendered pronouns of the

Anglophonic Christendom.

Beneath the History and Science of men is the multiplicity of mythologies, alive with androgynous demigods and cross-
gender reveries. In a lyrically confessional video essay, WangShui relays the edicts of feng shui and creatures in The
Classic of Mountains and Seas, as their drone camera flies through the orifices in Hong Kong's residential buildings.
Victoria Sin performs in drag as they embody hyper-feminized characters, questioning processes of looking and desiring,

identifying and objectifying, speculating and marginalizing.
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Leelee Chan [EE[E



Leelee Chan (b. 1984, Hong Kong)

Receptor (2019) is inspired by the camouflaging capabilities of the peppered-moth caterpillars. The peppered moth is
a textbook example of Darwinian evolution through adaptation and natural selection. During the industrial revolution
in the 1800s, light-colored moths evolved into a darker color after the trees in their habitat were darkened by soot.
Now, due to rapid human changes to the environment, caterpillars could adapt even before they metamorphose into
moths. Strikingly, they can mimic the colour of the branches they inhabit even when “blindfolded”, ie without using
their eyes. Having evolved a mechanism to gain visual information about their surroundings, caterpillars can “see”
with their skin and alter their colors accordingly. Their skin becomes at once a site of perception and transformation

for tactile and visual data.

Receptor embodies Chan’s continuing exploration on the condition of co-existence between nature and human
inhabitants in post-industrial urban environment. In a fantastic hybridity of industrial materials, she imagined that
twigs and branches become metal columns reminiscent of the dense skyscrapers of Hong Kong, and the caterpillars
morph into multiple-directional rollers ("Omni-wheel"). Like the caterpillar's variegated ways of ‘'seeing’ and changing
color, these Omni-wheels evolved from a long lineage of wheels, dating back to the stone age, to move in all directions
in smooth-rolling motions. Omni-wheels have since been widely adapted in robotics, manufacturing and logistics to

improve productivity and efficiency.

Viewers are encouraged to touch the caterpillar-omni-wheels and take part in this multi-directional evolution.
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Receptor (willow-green) {ZARRENZS (MI#%) »

2019
Metal columns, metal plate, stainless steel hardware, wheels, clay, spray paint
37.1x217.5% 66.2cm

BT BB - NEMES W T BER
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Receptor (caterpillar-yellow) {ZIRRFIzs (EHB=H) )

2019
Metal columns, metal plate, stainless steel hardware, wheels, clay, spray paint
38 x 240 x 66.2 cm

BT BB - NEMES W T BER



Hourglass #1 {biR#1)
2019
Metal part, stainless steel hardware, wheels, seashells, concrete and pigment

B  AERES W BR AR5 8.8x14.2x 11.4cm
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Pixy Liao (b. 1979, Shanghai)

Pixy Liao's long-term and on-going photographic project, Experimental Relationship (2007- present], is a celebration
of the naturally unconventional relationship between the female artist and her partner Moro, a Japanese man who
is fives years her junior. In a series of photographic self-portraits, Pixy and Moro playfully subvert the conventions
of traditional gender dynamics, often presenting the couple in gender non-conforming positions. Liao stages scenes
that range from the intimate to the risqué, as she questions concepts of heteronormativity, gender roles, and the

codes of experimentation and collaboration in a relationship.

Evading the grand gestures of confrontational identity politics, Experimental Relationship suggests that the terms of
a relationship is rightly negotiated in the details of quotidian life. Liao’s humorous work titles are often structured like
instructions in how-to manuals, like Start your day with a good breakfast together (2009) and Homemade Sushi (2010),
which use gastronomic enjoyment as a metaphor for sexual pleasures. Other titles are like phrases from an intimate
exchange, uttered to the private ears of a lover. You don’t have to be a boy to be my boyfriend features Moro in the
same floral dress that Pixy wore, enacting a crossdressing play fantasy that is neither emasculating nor typecast. The
exchange of body fluids emerges as a most intimate form of non-verbal and biochemical communication, visualized

in the saliva sharing of Spit (2014) and the blood transfusion of We are connected (2015).

SR E (AN1979F » B)F)

PRENRIMBEIEER (BRMEAFR) (2007 - BIRHX2MRELMBFILRIFNERARH BRELZE
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Get a firm grasp of your man {ZEZEMERAIBA) 50 x 37.5 cm [image size]
2010 52 x 40 x 3.5 cm (frame size) 100 x 75 cm
C-Print Edition 4 of 5 Edition 2 of 3




You don't have to be a boy to be my boyfriend (BN EL T EBEE—HEER)
2010
C-Print

50 x 37.5 cm [image size]
52 x 40 x 3.5 cm (frame size)
Edition 2 of 5

100 x 75 cm
Edition 2 of 3



Spit {IE)
2014
C-Print

37.5 x50 cm [image size]
40 x 52 x 3.5 cm [frame size)
Edition 3 of 5

75 x 100 cm
Edition 2 of 3



Start your day with a good breakfast together { A —#8317A R EBIAIRAI—K)
2009

C-Print

150 x 200 cm [image size]
Edition 1 of 1



Victoria Sin s,



Victoria Sin (b. 1991, Toronto)

Drag is not merely the wearing of the clothing of the opposite gender (crossdressing), a formalist
definition that inadvertently affirms the stringent binarism of gender. For Victoria Sin, whose
preferred pronoun is “they/them”, drag is rather a purposeful embodiment of gender identities which
are idealized, referential, performative and reflexive. Sin enlists technologies of representation to
create fragmentary experiences of sexuality, and to question the systems of looking and desiring, and

the principles of pleasure.

The sprawling video installation highlights the centrality of moving image and sound in drag
performances. Tell me everything you saw, and what you think it means (2018) shows a body that
carries femininity seductively posturing in context, confined in a screen, lying atop luxurious satin, fur
and smoky air. Almost motionless and object-like, the perfect facade of the body is forcibly called into
question, as the voiceover relentlessly implores the viewer to look at her, and perhaps look behind her
screen. On the other hand, Illocutionary Utterances (2018) focuses on the vocalization of words, the
speech act. The close-up video features a set of lips that are enunciating and quivering, though their
movement is not in-sync with the voiceover. The disjunction in the signification of meaning and words

becomes a metonymy for the confusion of gender signifiers at large, ending with "I am not a woman.”

Fun Bag (2015) presents four balloons stuffed in a plastic bag, resembling a curvy torso with bustling
breasts. This alludes the use of prosthetic silicone breast plates by drag queens, and at large the age
of bionic enhancement of the human body where body forms are no longer dictated by genetic and
biological predisposition. The balloons slowly deflate throughout the exhibition, hinting at the sagging

reality of human bodies in duration.

Slippery, fatty and tender (2019) and She has let you see behind her screen (2018) are facial wipes
used by the artist to remove their makeup after each drag performances. The facial wipes retain the
unique traces of these painted face, and become at once documentary evidence, mnemonic device, and

shamanic paraphernalia.

BEE (4£R19914F  2Hm%)
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Fun Bag {Bi/D>E&)
2015 33x43x23cm
Inflated balloons, carrier bag, coat hanger ZE5RRBK ~ BB - K42 Edition of 3 + 2 AP



Slippery, fatty and tender {BEREZ)
2019 20.5x 17.5 [image sizel
Makeup on face wipe {bikfEIALA 33.5x30.5 x 6.5 [frame size]



Click here to view video

Passwrord: lookather

Tell me everything you saw, and what you think it means
2018
HD single channel video, BBSBE =B #E , 538" Edition 2 of 5 + 2AP



Click here to view video

Passwrord: andso

Illocutionary Utterances
2018
HD single channel video, BE4E R ES#RAR, 554" Edition 2 of 5 + 2AP



So Wing Po & sk



So Wing Po (b. 1985, Hong Kong]

Algae have been notoriously hard to classify in the Apollonianism of scientific taxonomy. Photosynthetic, they are
neither plants, animals or fungi. So Wing Po creates mixed media installations that articulate the cellular view of

underwater algae, visualizing the ancient genetics that influences observable sexual characteristics.

Some float freely, some sink. Some like it hot, some like it cold, and some like it dry. Some are single- celled, while
some colonize. Some have sex, while some divide or fragment to grow new individuals. Some even survive from
primitive ages and live amongst us. The profound diversity in algae is full of oddities and curiosity. To crack the
genetic code where they stock up enormous data is but a step in apprehending the origin of the rainbow of diversity.

Have a hard time to define them! They are the snapshots of multicellular evolution that culminates in our own.

BFKE (4R 1985F  FB)

WATAM  EREREABUNSESEEPEIE - EMEREASER  BREAREY  FAR2E8Y B
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HAHTTDT No.1
2019

Reversal film, magnifier, Led spotlight, liquid vessel, reflective screen, swing arm, steel leg
BRTERER © LedgTRE ~ REEAFR - WEIIE - 18 - 40N 38 x50 x 165 cm







(Installation view)
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Angela Su (b. Hong Kong]

Blasons anatomiques du corps féminin is a series of old French poems that fetishizes the female body, which
celebrates and at the same time scorns individual female body parts. The artist selected excerpts from 6 of these
poems - blason of the hair, the eye, the mouth, the breast, buttock and the foot - and embroidered the original French

texts with hair. The effect is at once seductive and repulsive.

In the accompanying video The Sewing Machine, the female body is again fetishized but in a very different manner. The
video examines the role of the female body as a laborer, a consumer, an object and a machine. It features a footage
of New York underground filmmaker Richard Kern's short film Sewing Circle {1991], in which Kembra Pfahler happily
had her genital sewn shut, hence masochistically denying herself bodily pleasures, and rejecting the ‘conventional’

female body.

Both the video and the hair embroideries examine the female body through the act of sewing, from a training of
submission to the subversive act of body modification. Pfahler’'s brave act of defiance, however, was inevitably
hijacked by our consumer culture, stripping it from all its subversion, turning her body into yet another object fit for

the consumer’s desire.

Rt (EREE)

i

{Blasons anatomiques du corps féminin) &— RF| P AERFR, ELFmEHEE  BTEx  TER
LB EEERMA - EMRBEHREP A NEFEEEEE BB BE - ILE BRANWENILD - WEE
ZRBEHFTFAIEBREX » WEBEFEATSAMIE ©

b=1Uq

TEFEMI VSRR (The Sewing Machine) (2016)F » LM S EBBEWRKE - BHNABARR - ZEK
BELMESBERSEE HEE - WRIKENAE - HEPEANMTERRIEA Richard Kern 1?
1991 FRWAIE R (Sewing Circle) MIFEL » EH Kembra Pfahler IRHES T BCHAEER » BER
R T BEMREZS  RHIEBERN TEHN, XI5

HAREERNIRBIBEBENSERE  ENRERNBFRYBRBERE-—TARTAMNEE - A&
M > Pfahler BB RIIT R A AT B R MR BB BE XL H 5 - HEAMEREE R  FESEEL
BB HE RN -



Blason of the Hair {82 185%)
2016
Hair embroidery on silk BBE2RIAH 76 x 56 cm



Blason of the lips (B2 E:%)
2016
Hair embroidery on silk BBE2RIAH 76 x 56 cm



)

Blason of the beautiful breast {f9:2 %8

2016

76 x 56 cm

Hair embroidery on silk BBE2RIAH
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WangShui

In the single-channel video installation From Its Mouth Came a River of High-End Residential Appliances (2018)
traveling drone shots slowly approach gaping holes in some of the recognizable residential buildings of Hong Kong's
southside. Called "dragon gates,” these holes are said to be designed as passages for dragons to fly from the
mountains to the sea, sustaining the proper flow of energy between the natural and built environment. In the video,
the camera traces the dragon’s path, shifting the viewer’'s mobility from space to screen. With increasing proximity, the
gates themselves function as both window and frame, echoing the shape of the screen. Locating these dragon gates
as portals for formal and ideological therianthropy (shapeshifting) in the work, the artist embarks on a sprawling
and confessional reverie on mythology, kingship, feng shui, monsters and deities of the mountains and the seas, and

mulberry trees.

FKk

EEAFRGERE (OFaE—TMNSEREAR)Y (2018) @ MIAKEBFEET B EEER/AREN
FEEEMIR - BLIURWMES "B L > RELLERERNENEE  EEARENABEEREL
BHFEENEENE - HET  BEEERENRE  HEEMNBSMREZREREIRR - B2 B

CEFIBEAEEONTEER  WERSHTR - SELEMELATNLIMEBEB ENARSE (1)
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Click here to view video

Passwrord: WSFromltsMouth

From Its Mouth Came a River of High-End Residential Appliances {##'E0HiRH T SiEEZT)
2017-2018
HD single channel video, 84838 = E8#%&, 13'00" (on loop) Edition 3 of 3 + 2AP
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Wong Wai Yin (b.1981, Hong Kong]

He, She, It [2019] are three series of acrylic and watercolor drawings, executed in an aesthetic reminiscent of vintage
posters from the 1950s. Self-explanatory, He, She, It respectively represent clichés about the male, female and
neutral genders. Wong uses ready-made clip art stencils to depict blank faces interspersed with catchy slogans,
turning the iconography on its head and into a tool for satire, caricature and parody. The display methods of these
three series are also meaningful: He is framed and proudly hung on the wall, She stands in an upright open rack to

be perused, while It lays on a poster rack on the floor, indifferent to the viewers’ gaze.

Wong Wai Yin continues the sequestration of the genders as a form of critique in Our description of the world is too
coarse. [2019]). Recalling the birth story of Jesus Christ, the artist acquires three sets of nativity scene figurines, and
rearranges the setting according to the genders of the participants. The result shows the bias of gender representation
in the Biblical narrative, that despite the painstaking labor Mary has just endured, the nativity party belongs to the

men.
Beneath the levity of superficial binary gendering, the works prompt self-reflection and trigger unwitting identification,

which might ultimately arrive at a deeper truth about genders. We might yet see that gendered behavior and prejudice

are tautologies perpetuated by our own conscious and unconscious participation in it.

EEW (4AR19814F » FiF)

fib) ~ o) ~ (e (2019) BR=EEBRNKEEZ(ERT,EZL2EKZEABEI A +ERMNE

WAREERTAL - () ~ (a) ~ (E) DAIEETRERBM S WEMBREENRERS - EEHEMAR
RV ERRREEEZAMEIL > AERGHEEBNRE  EMHESREE,  f2BmAaR &R T
B - BZERINERGETNEAERSE © (i) USEBREWSAMBEERL - () FUE—BEBIN

FRRRRT LHFARE M (E) RIEMALIREH —EERRL  HBEIANWRKESNR -

EE (HABEHANBAEEAEEY o) (2019) BEELIMRIREREFEL—EHATLN - RIEERAREE
HENHE - BMEXBE_ENHRALEZIHNESR  TRREFNENERHE Y BR - ERERPEL
MEPNEIREXGFENRRE - EEESBANDRRNCE Y RENDHR  BSRREENSENRNRS

FEXRE TR CET BEFREAHFEBRRE  WHRESTBHNRE - RENEFRENR LR
MERERNERE - HMANERE > MATANRERRARMUREEFNESIMWB2HEETN—BE
ERE -



Our description of the world is indeed too coarse. {F It R AEERERET )
2016
Mixed media installation, Set of 3 SEAENEEE » —# 3 #f 32 x 20 x 40 cm each



When they
qrow beardys,
it means that
they want ‘o
be romeone
else.

He (ft)
2019
Mixed media installation JERENES

Artwork size: 83 x 63 cm
Framed size: 90 x 70.3 x 3.3 cm



She {ith)
2019

Mixed media installation JERENEE

120x 61 x 190 cm



It {e)
2019
Mixed media installation JERENEE

96.5x 60.9 x83.8cm



No One To Talk To
2019
Acrylic and watercolor on paper BB MKFEL 92.9 x 68.5 cm



Computer SAYS NO
2019
Acrylic and watercolor on paper ¥BBF KK FARA 92.5x68.5cm



Zhang Ruyi R4



Zhang Ruyi (b.1985, Shanghai)

Dysmorphic cacti made out of concrete spawn on a tiled pedestal, petrified as a plant specimen. Individual Plant
carries forward the artist’s interest in how natural objects are disciplined by their larger environment. The seductive
flowers of cacti and succulents are often the only green growing in the scorched desert, their nectre drawing
pollinators and feeders from miles away, an oasis in a wasteland sustaining an ecology of its own. Their roots often

dig deep into the arid soil, absorbing moisture from the ancient riverbeds underground.

Zhang delineates her clinical gaze on architecture and the city by abstracting and re-positing the geometric
construction of this natural object. In Individual Plant - 19, Zhang grafts electric wire into the now concrete of the

plant, demonstration the harsh, deeply intrusive infiltration of industry upon nature.

BRANTE (£R19854 » £38)

BAORRENEAIAZEFHENEE EAREDER - (—K) THEMRERERDUAZERR
BEEARNER - (UAZNZRABEDNOBAERBERRRNPRPE—NEEED - ERNIEERSI
TREESTNEHENERE B EEFSEFEEBNTERNEN - EFNRIBKERALZENLTIE

P30T B AR PR RMIKG -

RMBBBEMKMCAEFBREERYNEARE  RRETHHEREHTHAFER - £ (—HK—-2)

(2018) B RICEBRBEZOREDT - BRT IR EHREAREMARZINENBE -



Individual Plant—13 {—#k—13)
2018
Concrete, pigment, ceramic tiles, wood panel, metal JEL B4 « B « AR« B 48.5x30x 20 cm



Individual Plant—29 {—#%k—29)
2019
Concrete, ceramic tiles, wood panel, metal B+ « £ « KiR « &8 60 x 21 x 20 cm



Individual Plant—2 {—#—2)
2018
Concrete, ceramic tiles, electric wires B+ + & « B

17x30x 20 cm
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Leelee Chan (b. 1984, Hong Kong)

Leelee Chan creates sculptures that reflect her experience with the extreme urbanisation in Hong Kong. They are
almost always comprised of dumpster detritus, household ephemera, and mundane objects from her daily life not
generally considered memorable or worth preserving. Chan’s process-based approach embraces unexpected forms

that generate a new living entity driven by their own internal logic — poetic, idiosyncratic, and universally intimate.

Her work was exhibited internationally including Tai Kwun Contemporary (Hong Kong), Ullens Centre for Contemporary
Art Dunes (Beidaihe, China), Capsule Shanghai Gallery (Shanghai, China), Downs & Ross [New York, USAJ, Artemis
Project Space (York, UK], Flux Factory [New York, USAJ, Parallel Art Space (New York, USAJ, Sol Koffler Gallery
(Providence, USA). Her recent work was covered by Frieze, Art Forum, Mousse Magazine, Art Asia Pacific, South

China Morning Post and included in the M+ Museum collection in Hong Kong.

Chan currently lives and works in Hong Kong.

FEEER] (4R 19844 » Hi)

BREE[RI Y MEZE (F dn R B OB R h L MV B B E L EMEER - RMWBEERFREHAELEEP KA/
EBESESHARFHNIREE « KEMGMNTDAER - UERBRNISNAMF L EERTN - —&EH
MERNEBREMITERRNIRE ——EEFE - BEUEMLEM -

BANERSNESEL » BREKEEREMNE (%) ~ucca WEENME (L&A FE) ~ BEEE (
8 BB ) ~ Downs & Ross (AAY * EE ) ~ Artemis ETEIZEME (K% » EE ) ~ Flux Factory ZER (A4
4y EE) - Parallel ZBiFZER (MK EB) - Sol Koffler B (BBE @ £H) - BRAERIINE R Fireze

FESS © BTERIE » Moussefiat » DABMMAMBEERRPTL - TMMAETEM-BYENE R 2T -

RERRNEBEEN I -



Pixy Liao (b. 1979, Shanghai)

Liao is a multidisciplinary artist whose practice covers photography, installation and performance. Liao is known for
her staged photography, where she poses with her boyfriend-turned-muse, Moro. Her works challenge the traditional

gender roles in heterosexual couples, humorously revealing the multitude of ways to be together.

In 2019, Liao had a major solo exhibition at the Rencontres d'Arles in Arles, France. Liao has also participated in
exhibitions and performances in institutions internationally, including the UCCA Center for Contemporary Art (Beijing,
China); He Xiangning Art Museum (Shenzhen, Chinal; the Museum of Sex (New York, USA); Asia Society (Houston,

USAJ; Open Eye Gallery (Liverpool, UKJ; and Firstdraft Gallery (Sydney, Australial.

Liao currently lives and works in New York.
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Victoria Sin (b. 1991, Toronto)

Victoria Sin is an artist using speculative fiction within performance, moving image, writing, and print to interrupt
normative processes of desire, identification, and objectification. Sin uses drag as a practice of purposeful embodiment
questioning the reification and ascription of ideal images within technologies of representation and systems of
looking. Drawing from close personal encounters of looking and wanting, their work presents heavily constructed

fantasy narratives on the often unsettling experience of the physical within the social body.

Sin's performances and works were shown in international exhibitions and programmes, including “Age of You"
(MOCA, Toronto, Canada, 2019); "La vie des chose”, MOMENTA biennale de limage (Montreal, Canada, 2019); "Kiss
My Genders” (Hayward Gallery, London, UK, 2019]); "Meetings on Art”, the 58th Venice Biennale (Venice, ltaly, 2019J;
“Rising up in the infinite sky”, Sophia Al-Maria: BCE (Whitechapel Gallery, London, UK, 2019); "Do Disturb” (Palais de
Tokyo, Paris, France, 2019); "PLANTSEX, General Ecology” (Serpentine Galleries, London, UK, 2019]); "DRAG" (Hayward
Gallery, London, UK, 2018); "The sky as an image, an image as a net” (Serpentine Park Nights, London, UK, 2018J;
“Swinging Out Over the Earth” (Whitechapel Gallery, London, UK, 2018]; “Indifferent Idols” (Taipei Contemporary Art
Center, Taipei, 2018); “"We Share the Same Tears” (Whitechapel Gallery, London, UK, 2018); “Glitch Feminism” (ICA,
London, UK, 2017]); "TATE EXCHANGE: GENDER TALKS" (Tate Modern, London, UK, 2017).

Sin currently lives and works in London.
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So Wing Po (b. 1985, Hong Kong)

Born in 1985 in Hong Kong, Wing Po So graduated with a B.F.A from the Sam Fox School of Design and Visual Arts,
Washington University in Saint Louis in 2007, and with an M.F.A. from the Chinese University of Hong Kong in 2012
Born into a family of Chinese medicine doctors, So grew up surrounded by medicinal ingredients, transforming them
into raw materials for playthings and eventually artworks. Seeing that traditional Chinese medicine originates in
observation, sensitivity and imagination towards nature, So applies the same theory of knowledge in her investigation

of forms, materiality, metaphysics and relationality.

So had a solo exhibition at Tai Kwun Contemporary, Hong Kong, titled "Six-part Practice” (2018). Her work has also
been widely exhibited in group shows, including “Ghost Walk” (Hong Kong Fringe Club, Hong Kong, 2015); “Sound of
Image: Exploring the Links between Audio Description and Visual Art” (Hong Kong Cattle Depot Artist Village, Hong
Kong, 2013]; “"Seesaw- MA Fine Arts Graduation Show" (Chinese University of Hong Kong, Hong Kong, 2012); "Black
Market” (Wan Chai Gresson Street, Hong Kong, 2012); "Detour 2012: Hawkerama II” (Wan Chai Police Station, Hong
Kong, 2012); “Market Forces” (Osage Gallery, Hong Kong, 2012); "Exhibition of Books Saint Louis Artist's Guild",
Missouri, USA (2007). She also published an artist book in 2018, titled "From Space to Space: An Illustrated Guide to

an Infinite Something”.

Wing Po So currently lives and works in Hong Kong.
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Angela Su (b. Hong Kong])

Angela Su received a degree in biochemistry in Canada before pursuing visual arts. Su’s works investigate the
perception and imagery of the body, through metamorphosis, hybridity and transformation. Her pseudo-scientific
drawings often combine the precision of scientific sketches with a mythical aesthetics, challenging the audience’s
visual sensation of the pleasure of pain. Her research-based projects include drawing, video, performative and

installation works that focus on the interrelations between our state of being and scientific technology.

In 2019, Suwas commissioned by Wellcome Trust to present a commission project in “Contagious Cities: Far Away, Too
Close” at Tai Kwun, Hong Kong. She has also participated in exhibitions in museums and institutions internationally,
including the 17th Biennale of Sydney, Australia; the 2nd Shenzhen Biennale of Architecture and Urbanism, China;
National Museum of Modern and Contemporary Art, Seoul, Korea; Academy of Fine Arts Vienna , Austria; CAFA Art
Museum, China; Saatchi Gallery, UK; and He Xiangning Art Museum, China. In 2013, she published an artist novel

Berty, and in 2017, a science fiction anthology Dark Fluid where she uses sci-fi as a method for social critique.

Su currently lives and works in Hong Kong.
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WangShui

WangShuiis a New York-based studio that uses moving images, installation, and architecture to explore contemporary

notions of desire. The work often restages image technologies to locateintimacy, autonomy, and sanctuary.

WangShui has exhibited and screened work internationally at venues including the JULIA STOSCHEK COLLECTION,

New York Film Festival, Venice Architecture Biennale, SculptureCenter, EMPAC, and The Shed. WangShui's work is in

the permanent collection of The Whitney Museum of American Art.
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Wong Wai Yin (b. 1981, Hong Kong]

Wong Wai Yin graduated from the Chinese University of Hong Kong in 2004, and obtained her Master of Fine Art
at the University of Leeds, UK, in 2005. Wong experiments with a variety of media, such as painting, sculpture,
collage, installations and photography. Her work is about autobiographical experience, episodic memory and playful

intervention with art history.

Wong's selected solo shows include "Without trying.” at Spring Workshop (Hong Kong, 2016); “From Waong Wai
Yin's Collection to the Hong Kong Art Archive” at Asia Art Archive (Hong Kong, 2011); and “L'Ecume des choses -
Uart de Wong Wai Yin" at Observation Society (Guangzhou, 2009]). Her works have been presented in museums and
institutions internationally, including Para/Site Art Space (Hong Kong, 2015); Osage Kwun Tong (Hong Kong, 2013);
M+ (Hong Kong, 2012); Collectors House (the Netherlands, 2011); Taipei Biennial (Taipei, 2010), OCT Contemporary
Art Terminal (Shenzhen, 2010); International Studio & Curatorial Program (New York, 2009); Chinese Art Centre
(Manchester, 2009]); Worksound (Portland, 2008), Hong Kong Museum of Art (Hong Kong, 2007); and MoCA Shanghai

(Shanghai, 2007). Wong is one of the co-founders of the Observation Society in Guangzhou.

Wong currently lives and works in Hong Kong.
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Zhang Ruyi (b. 1985, Shanghai)

Zhang Ruyi (b.1985, Shanghai) works predominantly in abstract drawing, painting, sculpture and installation. In her
practice, sculpture occupies a unique space mediating artifacts, industrial experience and urbanism. Zhang's artistic
practice is centered on the undisclosed relationship between ego consciousness, physical space, and mundane
experience. By withholding certain “slices” of time and information of the material employed, the artist is able to

capture, replicate, compress, condense or fabricate the materialization of emotions.

Zhang's work has been presented by Pilar Corrias (London, 2018), K11 Art Foundation (Hong Kong, 2018}, Rockbund
Art Museum (Shanghai, 2018], Sadie Coles HQ (London, 2017], Ullens Center for Contemporary Art (Beijing, 2017),
Cass Sculpture Foundation (Chichester, 2016), Sifang Art Museum (Nanjing, 2016, chi K11 art museum (Shanghai,
2016}, Shanghai 21st Century Minsheng Art Museum (Shanghai, 2015), etc. Zhang is the recipient of Prix YISHU 8
Chine 2017 and the participant of the 2017 Glenfiddich Artists in Residence Programme, now in studio residency

hosted by Pro Helvetia, Swiss Arts Council at Villa Strauli, Winterthur.

Zhang currently lives and works in Shanghai.
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- Blindspot
Gallery
15/F, Po Chai Industrial Building, 28 Wong Chuk Hang Road, Wong Chuk Hang, Hong Kong

T+852 2517 6238 | info@blindspotgallery.com | www.blindspotgallery.com
Opening hours: Tue - Sat, 10am - 6pm; closed on public holidays



