
Cultivating the Land, 1991
《培養土地》

fabric, paper, rice, wood

布料、紙、米、木頭

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. 

這件裝置伴隨著一個故事，讓人回想起1969年我們搬進溫
哥華東部的一個非華人社區時，我的父母如何反抗鄰居的排
擠。如今，幾十年過去，這些鄰居會將花園裡的蔬菜送到我
們家，而我的母親則與他們分享她的草藥知識。



Bienvenue/Welcome, 1992			 
《不用客氣》	 	 	 	 	

tissue paper, wax, wire

薄紙、蠟、金屬線

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 “不用客氣” which translates to “please don’t be so 
polite” or “make yourself at home”.	

這是一組為期一天的遊擊式裝置，旨在抗議一個紀念各族裔
社區對蒙特利爾250週年貢獻的戶外展覽被取消的決定。這
些形似椅子的裝置在蒙特利爾唐人街的中山公園內陳列了一
天，每張椅子上呈現一個字，連成一句“不用客氣”，意在
表達“不必拘謹，請隨意，就像在自己家裡一樣”。 



Well Wishers, 1992			 
《希望的人》	 	 	 	

Photo-Letraset, towels, bowls, cups

轉印貼紙、毛巾、碗、杯子	 						    

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).

這件探討1900年代移民工人心理的作品借鑒了中國人的「
面子」觀念，即在面對壓迫時保持尊嚴，同時避免尷尬或羞
辱，以保存「面子」。該裝置模擬了過去澡堂內的場景：移
民工人聚集在一起，分享他們經歷的艱辛和種族不平等的故
事。 

作品中的中華帝國協會的檔案照片（1900年）來自溫哥華公
共圖書館檔案館 #26691。



Blessings, 1995			
《潔儀》	 	 	 	 	 	

cheese cloth, plaster objects, cups, bamboo, incense	

紗布、石膏物件、杯子、竹子、香

					   

This work commemorates the passing of my sister Ching 
Yee 靜儀 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.

這件作品是為了紀念我妹妹靜儀的過世，她一出生就因為家
裡偏愛男性繼承人而被遺棄。《祝福》以心痛和創傷為靈
感，揭示了中國文化中存在的重男輕女的性別偏見。令人遺
憾的是，由於中國在1979年至2015年間的獨生子女政策，
外國父母收養的嬰兒中60%是不受歡迎的女孩。



The Cage Maker, 1997		
《籠創客》		 	 	 	

metal cages, lights, photo transfers on fabric

金屬籠子、燈光、帶有照片轉印的布料

						    

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.

這件裝置探討了1997年香港（我的出生地）回歸中國時當地
居民因被迫移居或移遷所造成的心理殘留和內在創傷。本作
品 Pomelo Project 的《時間終結的城市—香港1997》聯合
展出。 



TREASURE II, 2025					   
《珍宝 II》	 	 	 	 	 	

digital print on vinyl

乙烯基數碼打印

Lansdowne Station (Canada Line)

天車站（加拿大線）

TREASURE II 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 宝 is inserted into the painting so that it 
floats above a misty, mountainous backdrop. TREASURE II 
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, 家有一老如有一
宝, which translates as “Having an elder in the family is like 
having a treasure.”

《珍宝 II》（2025）是原作基礎上的新版本，兩側照片中生動蔚
藍的天空和汹湧的雲彩環繞着中國傳統山水畫《秋山蕭寺圖》的
黑白細節（約十四至十五世紀，作者不詳）。在這個版本中，漢
字 「寶」被置於畫面右側，漂浮於雲霧繚繞的山巒背景之中。《
珍宝 II》旨在向中國文化中的兩大支柱致敬：古代的山水畫與當
代令人尊敬的長者。正如俗語所說：「家有一老，如有一寶」。



Nature Morte/Still Life III, 2025			 
《自然死亡 III》	 	  	 	  

everyday objects, Styrofoam structures, powder foam

日常物件、泡沫塑料結構、泡沫塑料

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.

這件特定場域裝置最初在蒙特利爾植物園的中國古典園林之
旅中展出，包含兩個部分：（1）日常物品和覆蓋著草皮的家
俱，（2）我父親在背景中哼著曲調的配樂。這件作品透過在
一個中國園林的公共空間內陳列私人和個人的相關物品來探
討文化的商品化現象和公眾對文化的消費。



Yellow Apparel, 2008			
《黃服飾》 		 	 	 	

fabric, metal fixtures, photographs, furniture

布料、金屬配件

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》探討了後殖民東方主義的根源，以及其
是如何運用時尚和時尚攝影等便利的媒介來行銷、傳播和被
大眾消費以達到復興。該系列採用1960年代的造型風格，重
新詮釋曾被挪用的文化元素，將文化適應、同化的複雜性作
為日常生活的一部分體現。



Sing Juk Sing II, 2018		
《升，竹升》	

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

影片，9分14秒  
導演/剪輯 
聯合剪輯：黃瑞儀

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” [竹升]; a term that refers 
to Chinese diaspora who straddle Western and Eastern 
cultures. By combining the word 升 with 竹升, a more 
hopeful term is created.  

這段短片捕捉了黃瑞儀和溫哥華音樂家黃韜大師於2010年在 
Centre A 和 Oboro Gallery 舉辦的《Moments》展覽中現場
直播表演的精彩片段。  

藉由喚起童年時期害怕唱歌卻又渴望成為流行歌星的幻想，黃韜
與父親合作創作了一件關於代際溝通、文化適應與文化混合的複
雜性的作品。作品標題巧妙地運用了「竹升」一詞的雙關含義，
它原 遊走於東西方文化之間的海外華人。作品通過將「升」與「
竹升」結合起來， 組成了一個更具希望意味的詞彙。



Gold Mountain, 2025		
《金山》 	 	 	 	 	

ready-made maquette, gold leaf

video documentation of performance, 15 min.

現成模型、金箔 
現場表演錄像，15分鐘

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. 

這件作品回應了（新冠疫情期間和之後）席捲了原本生機勃
勃的北美華人社區的暴戾的反亞裔情緒，探討了由新自由主
義經濟體制驅動的系統性種族主義在視覺上的傳播與影響。
通過一場具時間性的表演及隨附的影像，本作品重新審視了
亞裔社群成員所經歷的危機與創傷。-
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