Cultivating the Land, 1991
(I5&E1 i)

fabric, paper, rice, wood

okt 4K, oK. KER

Accompanying this installation is a story, which recalls how
my parents stood up to the neighbors who plotted against
us when we moved into a non-Chinese neighborhood in
East Vancouver in 1969. It is a story about tolerance and
hope in the face of adversity. Now, decades later, these
same neighbors bring vegetables from their garden to our
family while my mother shares her knowledge of herbal
medicine with them.

EHEEHEE—ERE, SEARBE1969FHRMRER
SERBPI—EIFEALER, FRBNERTHEIIHE
E, 15, £+FBRE, EEMEDSEEENRKEERK
iz, TRAIEIRAIEA RIS EMAIEEERG.



Bienvenue/Welcome, 1992
(FHEER)

tissue paper, wax, wire

A, B, &BR

This was a one-day guerilla installation to protest the
cancellation of an outdoor exhibition in Montréal intended
to commemorate various ethnic communities’ contribution
to the City’s 250th anniversary. The pseudo chairs were
left in the Sun Yat Sen Park in Montréal’s Chinatown for one
day. Each chair contained one character culminating in the
phrase “A<FZE K" which translates to “please don't be so
polite” or “make yourself at home”.

Ee—HAP—XHNEBNKE, BENE—ELISKS
T ERATFFHNE2S50BFERINFINEBREGERRE. &
LB FRNEREESENEREAGNF LB AR T —
X, gRgFLER—EF, Ex—8 "FTHER"  BE
RIE "FE, BER, GEBECHKE—K" .




Well Wishers, 1992
(FBEBA)

Photo-Letraset, towels, bowls, cups

HEENRGAR. BM. BE. BT

The work explores the psyche of immigrant workers

during the 1900s. Drawing from the Chinese concept of
mianze that teaches the practice of saving face to avoid
embarrassment or humiliation while upholding integrity
when confronting one’s oppressors. The installation imitates
the bathhouses of times past where immigrant workers
would gather to share their stories of hardship and racial
inequalities.

The photograph of the Chinese Empire Association (1900)
was sourced from the Vancouver Public Library Archives
(#26691).

EH R 1900FRABEIANOCENEREETHEIARN [
Bl 8, EESBRERNRSER, RiFERENEE
F, UMREF [BF] . ZKERRTBRREENNES: B
RIAREE—&E, HEMFEENSREFENERNFFAE
=2

ERTFHNFEFTEBEREREA (1900F) RERSFER
HEZEEZEE #26691.




Blessings, 1995
(&)

cheese cloth, plaster objects, cups, bamboo, incense

Wi, AaBEYMEH. BN T &

This work commemorates the passing of my sister Ching
Yee g#{&% who was given up for adoption at birth because
of the preference for a male heir in my family. Informed

by heartache and trauma, Blessings sheds light on the
problematic gender bias in Chinese culture that privileges
males over females. Sadly, due to China’s one-child policy
between 1979 and 2015, sixty percent of the babies
adopted by foreign parents were unwanted girls.

EHERERR T ESHRAKFENEH, t—HEMRBR
BEREBHEAAMKERE. (RRE) BTG RE
B, BT PEXUPEERNEBSEZIENRR. A&
RAE, HRPEE1979FE2015FBRBEFTECR,
AN R BT ERIE R 60% R AZEIDHI L .




The Cage Maker, 1997
(FERIE)

metal cages, lights, photo transfers on fabric

SEHT. 1%, BERAENNGEE

This installation explores the psychological residue and
internalized trauma of forced immigration and migration
when Hong Kong (my birthplace) was returned to China in
1997. This work was presented as part of Pomelo Project’s
Cities at the End of Time - Hong Kong 1997.

EHEER T1997FFE (L EN) ERFEEE
fERRAWEBEBEHEEFMEMAVOIEREENANERIG. &ME
m Pomelo Project By (FFE#RAERIH—&E1997) BiS
R,




TREASURE Il, 2025
(2= 1)

digital print on vinyl
CIGEEEFTED

Lansdowne Station (Canada Line)

REUL (INEXER)

TREASURE Il'is a new iteration of the original work,
featuring two photographs of a vivid blue sky with billowing
clouds, which frame a black-and-white detail from the
classical Chinese landscape painting Buddhist Temples
amid Autumn Mountains by an unidentified artist (circa
fourteenth and fifteenth century). In this version, the
Chinese character = is inserted into the painting so that it
floats above a misty, mountainous backdrop. TREASURE Il
seeks to honour two important pillars of Chinese culture:
the paintings of times past and the precious elders of the
present day. As the popular saying goes, Zxx—&WNE—
=, which translates as “Having an elder in the family is like
having a treasure.”

(= 11) (2025) 2RIEER LAOFIRA, MAIRRPESF
BENRFZNNENERIREEPEESRLIKE (KLETE)D /Y
EHARS (UtNE+AHLE, (FEAE) . EEERSH, Z
F [E] wEREEAR, FEFREBFENLESTRZHP. (
2% 1) EEEFENAFRIMASEERE: SRHNLIKEREE
REANBHRE. ENAERR: [RE—E, WIE—H] .



Nature Morte/Still Life Ill, 2025
(BT 1)

everyday objects, Styrofoam structures, powder foam

BEYE. BRERERE. BiRER

Originally presented in La Tour of the Chinese Classical
Garden in the Jardin botanique de Montréal, this site-
specific installation contained two components:

(1) everyday objects and furniture covered with turf,

and (2) a soundtrack of my father humming music in the
background. This work explores the commodification and
consumption of culture by investing a public space in the
Chinese Garden with the private and personal.

B EGREERVESSNEEYRNFE S EEMZ
kPEE, gamERSs: (1) BEMRNBEEEERNR
B, (2) RRBPESEFIFZHHBNELE. ESHFRERTE
—{E Bl B MR 2 H = A FERFIFAAFDE AR EEEY) 2R 4R

A MUCHERARKRMAREHCEE.




Yellow Apparel, 2008
(= AREF)

fabric, metal fixtures, photographs, furniture

Rl EBEH

Both an installation and a performance, a unique line of
clothing called Yellow Apparel is displayed in a mock
showroom, as well as presented during a live fashion show
at the opening reception. Yellow Apparel examines the
underpinnings of post-colonial orientalism and how this
revival is marketed, disseminated, and consumed using
convenient vehicles like fashion and fashion photography.
By employing the look of the 1960s, this line of clothing re-
appropriates the appropriated and plays with the intricacies
of acculturation as a part of our everyday.

(Yellow Apparel) HEI T RERRSERNIRIE, UKHE

Z2aME AR RS EE S EF RN RITHH. EEF0H
KRHELLUZEREE, ZRXIFEB1960FEREN, &
TR RN TR, SXERE. BEWHEREMEE
BEEEEN—EDEIR,




Sing Juk Sing Il, 2018
(F, 177D

video, 9:14 min.
Filmmaker/Editor: Marlene Millar
Co-Editor: Mary Sui Yee Wong
FE, 995147

i /5048

EteEuEs . =EinfE

This short video captures the essence of a live-streaming
performance between Mary Sui Yee Wong and Vancouver—
based musician Master Toa Wong presented in 2010 as part
of Moments at Center A and Oboro Gallery.

Invoking her childhood fantasy of becoming a pop star
despite a fear of singing, Wong worked with her father to
create a piece about the complexities of intergenerational
communication, acculturation, and hybridization. The title is
a play on the expression “juk sing” [fTF]; a term that refers
to Chinese diaspora who straddle Western and Eastern
cultures. By combining the word F+ with f7Ft, a more
hopeful term is created.

EERERRIE Y 2 RENETESEREH AR 201054
Centre A 1 Oboro Gallery £y {(Moments) REFIRIZ
HREFRENBERK,

metiﬁﬁﬁgmﬁﬁwl%m&%mﬁﬁémﬂm,i”

RBMEERUE T —HRIRMAEREE. XHUBEENRBEHIE
ﬁ&mﬁmoﬁmFEETﬂL%Tfﬁﬂ]—]%%%éﬁ,
EIR EERRALDNXUZEBNEIMEA. FmERS [F] & [
7] EERkK, AlT—([EEEFERKRIFER.



Gold Mountain, 2025
(&1

ready-made maquette, gold leaf

video documentation of performance, 15 min.
RRRE., €58
RIGRERE, 1508

Responding to the violent anti-Asian sentiment (during and
after the pandemic) that struck the life and breath out of
Chinese communities across North America, this artwork
explores the visual currency of systemic racism driven

by a neoliberal economy. A time-based performance by
the artist and accompanying video revisits the danger

and destruction experienced by members of the Asian
community.

EHERERETY (FeRBHENZE) BT REAERE
PIEEAMEBNERNOREEBE, R THFBEEE
TR RN AREREREREERE LRERERTE,
BE—IZENEMENREREMIEER, AMEREFREERT
moEfLAERL B TR ERCHERNES. -



Documents from left to right

Véronique Rodriguez, « Les contraintes de I'atelier, » Les ateliers s’exposent 2001, Dossier
les ateliers d’artistes, Vie des arts, no. 186, Spring 2002, n.p.

Henry Tsang and Scott Toguri McFarlane, cur., City at the end of time: Hong Kong 1997,
Pomelo Projects, 1997, pp. 28-29.

Alice Ming Wei Jim, “(be)longing,” Fuse Magazine, vol. 20, no. 4, pp. 38-39, exhibition
review.

Mary Sui Yee Wong, Washang, as part of La demeure, Optica, September 13-October 13,
2002, exhibition card.

Mary Sui Yee Wong, “Curator’s Notes,” (be)longing, Optica, 1998, pp. 6-7.
Mary Sui Yee Wong, (be)longing, Optica, 1997, press release.

Sylvie Fortin, “Mary Sui Yee Wong, Observatoire 4, Montréal, May 6-27,” Parachute, issue
80, October-December 1995, pp. 58-59, exhibition review.

Anne Morasse, « Fenétres sur jardin, » Espace Sculpture, issue 49, Fall 1999, pp. 34-5,
exhibition review.

Mary Sui Yee Wong, The Cage Maker, Helen Pitt Gallery, February 11-March 1, 1997,
exhibition card.

Mary Sui Yee Wong, Innocent Betrayal, Niagra Artists Company, May 9-June 20, 1998,
exhibition card.

Différences et sites, La Centrale Galerie Powerhouse, 1992, brochure, n.p.

Tea House, un salon présentant le travail d’artistes chinois-es canadien-ne-s, in
collaboration with Optica, April 27, 1997, exhibition card.

Mary Sui Yee Wong, She Takes His Bed, Galerie 101, April 10-May 9, 1997, exhibition card.

Karen Tam, cur., Who’s Chinatown? Examining Chinatown Gazes in Art, Archives, and
Collections, Griffin Projects, 2021, brochure.



Documents from left to right

“HGA Scholarship Recipients for 2002,” Shuttle, Spindle & Dye Pot, vol. 33, no. 4, issue 32,
fall 2002, 18-19.

Sylvie Fortin, cur., The Space Between Two, Saidye Bronfman Centre des arts, July
6-August 31, 1995, exhibition card.

Sylvie Fortin, “Locating Subjectivity or the Construal of Agency,” The Space between Two,
Saidye Bronfman Centre des arts, 1995, brochure, n.p.

Mary Sui Yee Wong, “Small World,” MFA Studio Arts-Maitrise en arts plastiques, brochure,
pp. 24-25.

Mary Sui Yee Wong, Nature Morte, Jardin de Chine du Jardin botanique de Montréal, July
29-August 29, 1999, exhibition card.

Rebecca Duclos, “Mary Wong and the Burden of Semiotics,” Rearranging Desires: Curating
the ‘Other’ Within, FOFA Gallery, October 6-31, 2008, pp. 38-39.

Mary Sui Yee Wong, For the Best, Observatoire 4, May 6-27, 1995, exhibition card.
Line Blouin, Mary Sui-Yee Wong, Mariela Borello, articule, 1991, exhibition card.
Mary Sui Yee Wong, Not for Sale, as part of Dust on the Road, 2001, postcard.

Asie Montréal, Rencontres interculturelles 2001, Centre de Créativité / Les salles de Gesu,
January 31- February 28, 2001, festival invitation.

Fashion, 84™ Anglo-American Conference of Historians, University of London, School
of Advanced Study, Institute of Historical Research, July 2-3, 2015, p. 6-7, conference
schedule.

Mary Sui Yee Wong, Ghosts, 1995, in The Edge, Harbourfront Lofts, Alexander and Gore,
brochure, n.p.

Harbour Magazine of Art and Everyday Life, vol. 2, no. 4, Fall 1993, pp. 16-17.
Mary Sui Yee Wong, Sing Juk Sing, Oboro and Centre A, May 15, 2010, brochure.

Alice Min Wai Jim, “Fashioning Race, Gender, and Desire,” Desire Change: Contemporary
Feminist Art in Canada, McGill-Queens University Press & Mentoring Artists for Women'’s
Art, pp. 86-87.



Documents from left to right

Henry Tsang and Scott Toguri McFarlane, cur., City at the end of time: Hong Kong 1997,
Pomelo Projects, 1997.

City at the end of time: Hong Kong 1997, 1997, programming brochure.

Monika Kin Gagnon, Other conundrums: race, culture, and Canadian art, Arsenal Pulp
Press, Artspeak Gallery, and Kamloops Art Gallery, 2000.

Shauna Beharry, “Senses, Knowledge, and Conflict of Interpretations: Mary Sui Yee Wong's
She Takes His Bed,” Subject to Representation: Essays on the politics of representation,
Galerie 101, 2000, pp. 37-46.

Mary Sui Yee Wong, “Double Happiness, Observatoire 4, May 6-27, 1995,"
Parallélogramme, vol. 20, no. 4, 1995, p. 53.

“Pacific Canada: beyond the 49th parallel,” Amerasia Journal, UCLA Asian American
Studies Center Press, vol. 33, no. 2, 2007.



