


INTRODUCTION

Liu Yin (b1984, Guangzhou) lives and works in Hong Kong. After receiving her master‘s degree from
Guangzhou Academy of Fine Arts, in more than a decade’s time she has developed a subversive artistic
language that makes classic shojo manga faces — adorned with exaggerated, shiny eyes — on widely
circulated contemporary images; public figures from the academic, scientific and political worlds; and
pop culture characters or inanimate beings. At once concealing their initial expressions and revealing
deeply hidden characters — a true self that is arguably feminine or innocent — Liu reconstructs the
emotions, feelings and narrative structures manifest in complex events.

Before developing the signature painting style she is best known for today, Liu Yin showed interestin a
variety of forms and subjects. As early as in 2010, her project at the Observation Society in Guangzhou,
Reflections in the soup,includes paintings, sculptures, neon pieces, videos, writings and readymades.
The shojo manga also makes its first appearance in the exhibition — Liu in a casual gesture covers
the face of a plaster bust with a makeshift mask. Reflections in the soup demonstrates the artist’s
early interest in human emotions, social relations, ethics, dialectics between the authentic and the
manipulated, or between the real and the surreal. Liu Yin writes for the project: “Cannot see/ Untrue!/
No transparency/ Nor is itice/ It is a socket on the wall, apparently plastic/ fingers so nervous and are
numbed.”

The small paintings Liu Yin created around 2010 chiefly focus on the physicality of human bodies, and
are also concerned with theatricalised cruel acts such as cutting, beating and falling. She continues
complicating human bodies, gestures and narratives, and eventually in 2013 formally introduces into
her paintings the signature shdjo manga faces. The project Publica at the Arrow Factory Space, Beijing
in 2015 comprehensively demonstrates the maturation of Liu’s painting practice: she undoes the cold,
journalistic yet dramatic atmosphere in which figures and characters from political or social news are
caught, and then beautifies, modifies and edits the images, “offering another visual possibility beyond
our reality... Those who live in news images and advertisements have to — thanks to their situation,
identity or mission in reality — stage a certain anxiety, but | want to reduce them back to pure, simple
human beings, those who manage to transcend their reality, who may be easily embarrassed, shy, silly,
distracted or may suffer from ADD like a kid.” Also in this period, Liu has created for the independent
magazine Fongfo a series of covers that shows the artist's continued interest in whimsical, absurd
situations and apparently mundane scenes.

After moving to Hong Kong from Beijing, Liu shifts away from referencing images and events from
political or social contexts, focusing instead on producing faces for everyday situations, vegetables,

fruits, plants, flowers, climates and seasonal changes. She freely grafts naiveté and innocence onto
things while brooding over feelings, gender inequality and confrontational scenarios that are either
silent or aggressive. For the solo exhibition, Spring, at Kiang Malingue in 2023, Liu depicts, among
other natural beings, a number of emotionally charged roses that intimidate, cry, weep, and struggle in
the face of violent storms. The rose paintings evoke an idea of awakening that largely differs from its
Western counterpart, re-examining the meaning of shdjo manga aesthetic and the value of the mask fora
community or foranindividual. In Strawberry! Blueberry! Blackberry! and Mint!, Liujuxtaposes kawaii
elements with a stern mask that represents the affiliation between masculinity and truth, humorously
sabotaging the relationship between the female gaze and the petrifying Medusa narrative. The titular
painting from the exhibition Spring, on the other hand, considers as its subject an idyllic environment,
whose large eyes belong to the sky, the season, the atmosphere and the animistic. The pair of sizeable
eyes float in the scene, imprinting hollow traces between willow leaves. The painting modifies Liu’s
layering logic by revealing a face deeply hidden in the background, pondering the relationship between
life and spirit in a composition that reminds one of symbolist paintings or vanitas.

Liu points out that, just like many in her generation, she enjoyed Japanese manga when she was little.
As a child she used to make manga-style drawings, and had to forfeit the hobby when she was sent
for academic art training. Artist Duan Jianyu observes that the foundation of Liu’s re-incorporation of
shojo manga elements in her painting practice in the last decade is the will to rebel. Duan: “the large
eyes are themselves functioning as a transcendence of reality (imagine making regular-size eyes here),
reminding us that the art of painting does not mean to represent or express reality or life. It views and
accommodates grown-ups’ greed, desires, wickedness and banality... Liu does not bluff; she shows her
rebel by breaking academic and commercial cliches. She does not please, does not woo. What could
we the painters possibly do for the genre today? Liu Yin is an example par excellence: paying no heed
of the trends, conveying new feelings, reflecting one’s true self.”

Liu's recent solo exhibitions include: Summer, Kiang Malingue, Hong Kong (2025); Spring, Kiang
Malingue, Hong Kong (2023); Publica, Arrow Factory, Beijing (2015); Liu Yin: Oh, Chinese Boy... Don’t
Be Ashamed..., Chinese Culture Center of San Francisco, San Francisco (2011); Reflections In the Soup,
Observation Society, Guangzhou (2010). Recent group exhibitions include: In the Labyrinth, Edouard
Malingue Gallery, Shanghai (2021); Folded Veil, Edouard Malingue Gallery, Hong Kong (2019); Full of
Periland Weirdness: Painting as a Universalism, M WOODS Museum, Beijing (2015); Berlin Studio, Import
Projects, Berlin, Germany (2014); Transience: Intractable Objects, Taikang Space, Beijing, China (2014);
Not in Fashion, Guangzhou Academy of Fine Arts, Guangzhou, China (2011).
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Kiang Malingue, Hong Kong
BEEER &8

11.7-13.9.2025



Kiang Malingue presents at its Hong Kong headquarters “Summer”, an exhibition of recent paintings and
works on paper by Liu Yin. The exhibition continues the artist’s exploration of nature that began with her 2023
exhibition “Spring”, revealing gentle and surging emotions in flowers, trees, fruits, seas and rocks.

More than adozen paintings on view at Kiang Malingue’s Sik On Street space are organized into three chapters.
Inthe first series of paintings, one sees a number of fruit-figures floating and frolicking in the waters: works such
as River #1(2025) reflect the artist’s interest in small bodies of water, such as rivers and streams, where traces
of life remain and constantly redefine the environment in which they are left—the natural elements found in the
waters interact with one another, adding another lively layer to the complex ecosystem of the flowing waters.
In these paintings, Liu continues to paint adorable shojo manga faces over flowers, leaves, and fruits, turning
them into sentient, sensitive beings. They are unapologetically emotional in the network of affect they form
with the environments, guiding the viewer’s gaze through compositions that deal with bodily concerns and
expressiveness. Another work in this chapter, Summer (2025), actively draws the viewer’s body into a verdant
landscape where joyful flowers emerge from a deep labyrinth of branches and leaves.

The large-scale painting Night Scene (2025), on view in the second part of the exhibition, depicts a peach tree
at night. Most of the tree’s branches are hidden in the dark, while the large fruits are totally shrouded in bright
light. Informed by Suzuki Harunobu'’s ukiyo-e, Liu replaces Suzuki’s figures strolling in gardens with peaches
that give solemn and thoughtful looks. Blue Moon (2025) is based on a watercolor created by Liuin 2023, which
depicts aloving moon resting above a pond of water lilies. A water lily in the pond turns its face away, reluctant
to embrace the moon’s cool yet tender light. The two works in this chapter focus on non-human beings who
reveal their loneliness at night, externalising a mental process through which connected and contradictory
feelings reconcile with one another.

The two diptychs on the third floor of the Sik On Street space tell the most intense narratives. Waves (2024-
2025) features looming huge waves with many faces—a reminder of the inseparable nature of non-human
spirits from their environments, and a celebration of the radical potential of emotions to multiply and reinforce
themselves. Another large-scale painting, Rocks (2025), also depicts a magnificent seascape, this time
focusing on a pair of formidable rocks in the sea. These majestic guardians, tenacious and reticent, could be
working with or against the water spirits in Waves, and forms an immediate connection with the viewer by
projecting their unwavering gazes forward. Pertaining to confrontation, struggle, alliance, and kinship—the
swirlin the foreground of the painting, once again informed by iconic ukiyo-e imagery, is Liu’s symbol of intense
emotion—the paintings highlight the significance of emotivity and unfaltering resistance.
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Summer

(2

2025

Acrylicon canvas
mHEARE
200x230cm
78%x90%2in
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Installation view



Overlook

(¢=119)

2025

Acrylic on canvas
BERSE
140x100cm

55 x39 ¥sin







River #1

CRI7R #1)

2025

Acrylic on canvas
BERSE
150x200cm
59x78%in



River #2

CAro #2)

2025

Acrylic on canvas
HERSE
150x200cm
59x78%in
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Ice shaken cherry

@isz2:-279)

2025

Watercolor on paper

ARASIKF

Unframed: 24 x19cm; 9 %2 x7 V2in
Framed:33.5x28.7cm; 13 Yax 114 in



Installation view
BREIRG




Peaches

(IS

2025

Watercolor on paper

HAIKFE

Unframed: 24 x19cm; 9 %2 x 7 Y2in
Framed:33.5x28.7cm; 183 Yax 114 in
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Installation view
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Persimmon

(G

2025

Watercolor on paper

HAIKFE

Unframed:19x24 cm;7 Y2 x9V2in
Framed: 28.7 x33.5cm; 114 x 13 %in



Installation view
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Firefly

(& az)

2025

Acrylic on canvas
HERE
50x60cm
23%x19%in






Cautious

(E1%)

2024 -2025
Acrylic on canvas
mEAE
80x100cm
317%2x39%in
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A pear

(&L

2025

Watercolor on paper

HAIKF

Unframed: 24 x19cm; 9 %2 x 7 V2in
Framed:33.5x28.7cm; 13 Yax 114 in



Yellow daisies

(§==¢::2))

2025

Watercolor on paper

HAIKFE

Unframed: 19 x 24 cm;7 ¥2x 9 Y2in
Framed: 28.7 x 33.5cm; 114 x 134 in
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Installation view
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Pears

(&)

2025

Watercolor on paper

HAIKFE

Unframed: 19 x 24 cm;7 ¥2x 9 Y2in
Framed: 28.7 x33.5cm; 114 x 13 Y4 in



Blue Moon
(BEEAR)
2025

Acrylicon canvas
mEAE

168 x200cm

66 s x 78 %4in






Ice shaken cherry

CKEEET)

2025

Watercolor and adhesive sticker on paper
ARAIKFZFNALAR

Unframed: 24 x19cm; 9 Y2 x 7 V2in
Framed:33.5x28.7cm; 132 x 11%in



Installation view
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Raging rose
(IER BB
2024 -2025

Acrylicon canvas
mHEARE
60x80cm

23 % x31%2in
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Quarreling plum and peach
(MZREVFRFAFBETH

2025

Watercolor on paper

A IKF

Unframed:19x24 cm; 7 Y2x 9 2in
Framed: 28.7 x33.5cm; 114 x 13 %in
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Rocks
(E=¥=))
2025
Acrylicon canvas

mHEAE

230x406cm; 90 V2x 159 7sin
230x203cm; 90 Y2 x 79 7s in each panel
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Installation view



Waves
GEIRY
2025
Acrylicon canvas

mHEARE

230x392cm; 90 ¥2x 154 ¥sin
230x196.cm; 90 Y2 x 77 Vs in each panel




Liu Yin presents new works featuring “the peaches” as protagonists with exaggerated expressions
reminiscent of shojo manga. Despite the intense, straightforward emotional atmosphere, the narrative
within the paintings remains obscure, beckoning the viewer to further imagine and unravel. In Hot Spring
(2024), the loversin a tender embrace under a cherry blossom tree are captured with evasive looks, while
A Peach (2024) conjures a space of mutual gaze where the boundaries between internal/external and
human/nonhuman relationships become blurred. In Peaches (2024), a piece featuring roses, the viewer is
allowed only to see parts of the image, never the whole. Liu adopts the naturalistic, realist still life painting
language of Chardin, while confronting the logic of objective representation in the peaches’ look of reverie
typically found in shojo manga. These two visual systems, originally from drastically different contexts,
coexistin the artist’s life experiences, allowing their potential conflict to unfold into a new possibility.

— Text by TAO ART

Symbiotic Longing
HEEE

TAO ART, Taipei, Taiwan
TAOART &1k &7

277-2192024



Installation view B E 315

Image courtesy of TAO ART, photo by Chen You-Wei
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Hot Spring
CRE)

2024

Acrylic on canvas
mE AR
170x200cm




APeach

(IS

2024

Acrylic on canvas
HERR
80x100cm




Peaches

(CISD
2024
Acrylic on canvas

mEAE
80x100cm




Art Basel Hong Kong 2024
EEREMEBTERET2024

Booth 1C11, Kiang Malingue, Hong Kong
1ICHERND BESE &8

26.4-304.2024
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Photo by: Wong Pak Hang
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Wisdom Time Il
(EE R
2024

Acrylic on canvas
HEARE

170 x200 cm






Monkey Stealing Peaches
CHEFfaivk)

2024

Acrylic on canvas

HEARE

200 x 300 cm (2 panels)
200 x 150 cm each panel
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Queuing Peaches
CBERRRIBK)

2024

Acrylic on canvas
mERE
150x200cm



In the Rain
(TErH)

2024

Acrylic on canvas
HERE

150 x200cm



In the Storm
(R

2024

Acrylic on canvas
HEARE
179.5x200cm



A Rose

(FxER)

2023

Watercolor on paper
H|AIKF

Work fEfaR ~F:19x 24 cm
Framed 254 R <1:29x33.8cm




Blue Moon

(EEAD

2023

Watercolor on paper

A IKF

Work fEfaR~F:19x 24 cm
Framed $£#& R ~1:29x33.8cm




Plums, Orchid, Bamboo, Chrysanths
IR CITI(FD

2023

Watercolor on paper

A IKF

Work S EfmR ~F:19 x 24 cmeach
Framed 4854 R ~1: 29 x 33.8 cmeach




Yuan Fang, Yirui Jia, Liu Yin, Homer Shew
FiE B—Im RE BBER

Kiang Malingue, Hong Kong
BEEER &8

12.7.2023 -25.8.2023
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Photo by: Wong Pak Hang
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Wisdom Time
(BLERR)
2023

Acrylic on canvas

mEAE
179.5x200cm






Peaches Below the Willows

CHTREIBEF)
2023

Watercolor on paper

4R A K

Work fEGaR~1:19x 24 cm
Framed #ZEHER ~1:28.5x33.5¢cm



Boating Peaches
CEMZ k)
2023

Watercolor on paper

A IKF

Work fEmaR ~:19x 24 cm
Framed #EHER ~1:28.5x33.5¢cm







Two little peanuts
(MFE/INEED
2023

Acrylic on canvas
MmE AR
179.5x208.5¢cm



Installation view [R EIR15

Photo by: Wong Pak Hang
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Peaches

(BkF)
2023

Watercolor on paper

A IKFE

Work EmR ~1:19x 24 cm
Framed #Z1ER ~1:28.5x33.5cm
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Kiang Malingue, Hong Kong
EEEm &8

25.2.2023-14.2023



Kiang Malingue presents Liu Yin's solo exhibition “Spring” at its Tin Wan gallery space in Hong Kong,
featuring a series of paintings and watercolours created in the past two years. Known for developing a
painting practice that puts Shojo manga-inspired cute faces on public figures in academic or political
fields, pop culture characters and inanimate objects, Liu reveals and reshapes the emotional and narrative
structures that operate within complex events. The theme of “Spring” casually alludes to Botticelli's
masterpiece, presenting a series of landscapes and still lifes that add large, crystalline eyes and adorable
faces to flowers, plants, fruits and skulls. The recent artworks further the artist’s interest in transforming
the mundane, revealing the subversive potential of female gaze, and the surging tide of emotion that
corresponds to the complexities of our time.

The centrepiece of the exhibition is Wind, alarge-scale painting rendering a group scene of rose-figures,
along with a number of smaller rose portraits. This series of rose-figures depicts difficult situations of
conflict: unlike the other works in the exhibition which make direct use of cheerful springtime colours
and portray the tranquil existence of organic life forms, Liu’s roses unleash intense, aggressive emotions:
fury, sadness, cries and struggles in the midst of grim storms. The fragile, bodiless rose-figures are
overwhelmed, petals falling, swaying in the darkness of the dramatic scenes. Liu’s depiction evokes an
“awakening” thatis afar cry fromits Western political counterpart, re-examining the aesthetic and political
values of Shojo manga and the significance of masquerade on collective and individual levels.

Marked by the two “kissing roses” paintings is the other end of the emotional spectrum of the “Spring”
exhibition, allowing the rose-lovers to face each other, closing their restless eyes — both the profile of a
face and the closure of eyes arerelatively rare in Liu's art, creating a tension with the romantic atmosphere.
The quirky Bananas and the idyllic Two Pears are queer yet familiar, depicting the reality of the post-
human conditionin a seemingly light-hearted manner. Strawberry! Blueberry! Blackberry! and Mint!is
inspired not only by the famous Bocca della Verita, but also by a replica of it somewhere in Japan, used
as a backdrop for fashion photography. In Liu’s painting, elements that are “girlish” in visual and sensual
terms are juxtaposed with the solid mask that represents the association between masculinity and truth,
renewing the age-old link between the female gaze and Medusa’s narrative in a humorous way. Skull and
the exhibition’s eponymous Spring complement each other by presenting a highly theatrical contrast: the
former is the only painting in the exhibition that adds large, kawaii eyes to an existing face, effectively filling
holes; the tension between reality and fantasy, between the horrific and the lovely, is particularly evident in
this butterfly-filled landscape. The features in Spring on the other hand, do not belong to a single, tangible
thing, but to the sky, the springtime, the atmosphere or to the soul. These sizeable eyes flutter past, leaving
uncannily deep, hollow marks between the swaying branches. It reverses the layering structure of Liu’s
composition and, by unravelling what is in the foreground, reveals an inner gaze, depicting the relationship
between life and spirit in a manner akin to symbolic paintings and vanitas.
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Acrylic on canvas
WmE A
168.5x2054cm




Bananas

(&%)
2022
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Kissing Roses
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Acrylic on canvas
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Acrylic on canvas
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Where Jellyfish Come From
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Antenna Space, Shanghai, China
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Antenna Space presents the group exhibition “Where Jellyfish Come From*, co-curated by Ad Minoliti and
Antenna Space, featuring the following artists: Ad Minoliti, Li Shuang, and Liu Yin.

Text | Vince Dang

1

Marcel Proust makes the jellyfish miraculously present in “Sodom and Gomorrah®, conflating it with the orchid
and arranging a chance encounter on the beach between the solitary queer as the invert and the languishing
stranded jellyfish. This contamination and juxtaposition of imagery create a moment of mutual recognition,
where a counter-intuitive, remote homology begins to diffuse between the very distinct species. The deadly
and sterile jellyfish pity themselves, alluding to the pervasive tragedies in the community — impotent intimacy,
deficient joy, and failed commitment.

Ekphrastic writing provokes a metaphorical game of paraphrase, andin Eve Kosovsky Sedgwick’s view,endless
interpretation ‘opens gaping conceptual abysses'’.(1) This empty, unread, or unreadable sea may be where the
jellyfish came from. Choosing to transform its cells into juvenile polyps when it suffers trauma and attaches
itself to the bottom of the water like a stem, the jellyfish continues to cycle through a particular life history of
“lellyfish-planula larva-polyps-jellyfish”, waiting to be repaired and reborn in a second childhood in the form of
reverse aging. The misplaced growth history of the queer coincides with such a mechanism; if queer childhood
isinvaded by discipline, shame, and rejection, the expectation of adulthood is a kind of redemption, a vision, and
courage to start anew.

Inspired by theimage and living condition of the jellyfish to the queer experience, this exhibition revolves around
the current practice of three artists who seek to find ghostly figures inhabiting each other’s interpretations and
subtle connections. The exhibition space is expanded by heterogeneous images and vocabularies, from which
specific strategies against thematization emerge: using fragmented and non-sexual reproductive signifier asa
method; building an open-ended Aesthetic Interpretation of queerness in the contagious chain of metonymy;
to empower an untimely moment, to relieve the anxiety of insincerity.

2

We are amid a new queer particularism, with recent feminist and queer theories attempting to analyze the
Anthropocene in blue humanity approaches. The peculiar creatures of the archival ocean are seen as a
transit point between natural aesthetics and epistemology. For example, coral polyps' reef-building process
is associated with the sensory method of communal crafting; Karen Barad describes dinoflagellates at the
boundaries of flora and fauna as both killers and ‘queer creatures’. Moreover, the umbrella-shaped Medusa
jellyfish, extending stinging tentacles from edges, with its obscene lack of form and incommunicative sterility,
enables various slippery or venomous connections.

Theintroductionofbroad connectionsandbizarre theoriesthroughtheirabsence plungesjellyfishintocontexts
of surprising inaccuracy, such as fairy tales in which unrelated images joined together. However, similar to the
dangerous features of the jellyfish, fairy tales are often seen as a spell of parental power over children: on the
one hand, they bind children to an innocent nature and exempt them from sexuality; on the other hand, they
place them in the fate of heterosexual reproduction, to be consumed as pornographic objects. Furthermore,
this disciplining and deceiving indulges in a generally toxic atmosphere that celebrates adult intelligence and
blindly reverences the knowledge system when children’s experiences are frivolous and correctable.

The jellyfish’'s wanderings between power structures offer a vision of the childhood state: not appearing as a
specific character, evolvingatexture that cannot be tied tomelodramaandis challenging to captureinlanguage,
constantly squeezing out water and scum through an orifice (anus, to be precise) that gradually deflects any
concretedescription of itself. Continuing the path of the jellyfish, standing on the edge of agency andintellectual
superiority to re-examine fun, stupidity, and clumsiness, the fairy tale described in this exhibition has nothing to
do with the plot. Rewriting means severing the original narrative connection of the images, turning the gaze to
the images that are juxtaposed by the fairy tale itself rather than attempting to generalize them, in other words,
“touch feeling, don’'t know it”.(2)

3

Both dangerous and fragile, prone to injury but able to withstand it; with precocity but forced to experience late
maturity; drifting in clusters but unable to communicate with each other; they never realize their own beauty
- what makes such a queer experience? Or, what are the material, the causation, and the jellyfish’s vehicle?
Faced with these unanswered questions, we try to portray them femininely.

Thereisnosolidfigure of ajellyfishin the exhibition. However, like those continual flashbacks in a story, obscured
by a sweet ending, the jellyfish implicitly hints at the reason for its presence.

Inthe very moment as the ending and the beginning, it tries to retain everything, but inadvertently strangles the
answer; the transparent torso dissolves in the liquid, while those scattered stinging cells still tirelessly inject
poison; it is powerless to intervene, only to let the taint spread and erode repeatedly. The jellyfish waved its
phantasmagoric dress and made its appearance time and again, only to dissipate in every wet fairy tale.

References:

1) Eve Sedgewick Kosovsky, Epistemology of the Closet, University of California Press, 1990, P220

2) Acomment by Rebekah Sheldon on Robyn Wiegman's Eve’s Triangles, or Queer Studies Beside ltself, Queer
Universal, E-flux Journal, Issue #73,2016
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At Home
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2021

Acrylic on canvas
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Snow White in A Coma,Falling
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2021

Acrylic on canvas
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Snow White Tripped on the Ground while Escaping
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Acrylic on canvas
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Acrylic on canvas
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Acrylic on canvas
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The White Rabbit and Alice
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Acrylic on canvas
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MINE PROJECT (now MOU PROJECTS) presents “Dream (Is) land!,” a group exhibition featuring four artists
Tap Chan, Liu Yin, Amy Tong, and Wu Jiaru. Curated by Michael Guo, this exhibition brings together their artistic
ideas and practices to explore the ambiguous relationship between dreams, reality, and the present.

Lord of the Flies, a novel published in England in 1954, tells a story of a group of children who drifted to a
deserted island due to a shipwreck. At first, the children were at a loss, but they then went together to ask for
help. Due to the thought of their potential desires, they killed each other until the island itself burnt. The island is
used as a metaphor of a miniature utopian world, but it is doomed because of the conflict between the different
perceptions of an “ideal life.”

The COVID-19 pandemic in 2020 led to a temporary disconnection between human and society. Nintendo
game Animal Crossing became a popular choice of many people during the period of isolation. In the game, the
player appears on a deserted island entertained with activities such as, fishing, socializing, and meditating. A
long period of isolation during lockdown allows the player to unconsciously immerse themselves in the game
for days. This is a reconstruction of the private realm triggered by the contemporary media, within a short
period of time, it has formed a society dominated of the collective will. From many angles, the island in the game
is a habitat carrying the subconscious about the ideal world, and there seems to be an internal connection
between the island and a dream. Sigmund Freud regards one of the functions of dreams is “to satisfy one’s
unfulfilled wishes.” In contrast, Carl Jung regards dreams as a “spiritual compensation mechanism.” Therefore,
the theme of “dream” is being compared to a system of self-regulation and the process of self-construction.

Over the past year, both technology and news have allowed us to reverse the day and night, blurring the
boundary of “truth.” For artists, creationis usually a process of discovering personal thoughts and social issues.
This process is often accompanied by romantic logic, just like building an island, it completes levels with no
specificimages. Itis also a process of clarifying personal thoughts and social issues. The four artists we invited
all reside on the island of Hong Kong but are all building an individual “island” of parallel time and space.

We often create personalities in our subconscious minds, just like the girl named Madeleine created by Liu Yin.
Madeleine, an image drawn from popular culture, roams freely through the fantasy world and virtual historical
scenes. Inthe seemingly glamorous and cheerful freeze-frame scenes, Madeleine has anew body and identity,
breaking through various restrictions to create an experience that belongs just to her. Nevertheless, behind the
animated depictions, there is challenge and ridicule to the traditional patriarchal society.
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Madeleine at the sea
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Acrylic on paper
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Folded Veil
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Edouard Malingue Gallery, Hong Kong
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Folded Veilbringstogether six artists around an exploration of how gestures can conceal reality. Focusing
primarily on works on paper and an installation, this exhibition prompts one to consider what compels
us to make markings, produce symbols, and the intimacies that follow from each encounter. By bringing
together the work of Lai Chih-Sheng (b. 1971, Taipei), Kong Chun Hei (b. 1987, Hong Kong), Zhang Ruyi (b.
1985, Shanghai), Liu Yin (b.1984, Guangzhou), Fabien Mérelle (b.1981, France) and Ester Fleckner (b. 1983,
Denmark), Folded Veil presents an array of approaches, each reflecting metaphysical mental realities
that are often subdued or go unnoticed. As such, viewers are led to question prescribed notions of the
quality and meaning of materials, and in this subversion probed to contemplate a diversity of existences.

Liu Yin's darkly humoured images reflect upon our ever-growing complacent approach to media
consumption. The work exhibited, Stephen’s fantasy (2015) displays Liu’s approach of sourcing and
altering found images. Liu changes what we see through imposing heavily stylised, fantastical, manga-
style eyes and backgrounds to these found images, bringing to light the falsity of the image as the bearer
of truth in our current age of fast-paced media.
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Stephen’s fantasy
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2015

Pencil, watercolor, acrylic on paper
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Arrow Factory presents “Publica,” a series of new paintings by artist Liu Yin. An evolving, time-based
project, works for “Publica” are created and displayed in the storefront in progression over the duration
of this exhibition. The title “Publica” comes from a news dispatch reporting on a public official at an
international gathering. The photo accompanying the article featured atable placard picturedin the corner
of the image that was cropped to read “publica”. Each of Liu’s new compositions uses up-to-date media
images found in news or entertainment reports and filter them through her cartoon-like sensibility. Her
irreverentimages reinterpret public moments, disarm the “adult” subject and revelin the oversimplification
of current events. Liu's works explore an idiosyncratic reinterpretation of the mediascape and a willful
misunderstanding of popular culture in an attempt to neutralize its influence.
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Pencil and acrylic on paper
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Pencil and acrylic on paper
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A Peach
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Acrylic on canvas
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A Peach
(¢>19)
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Acrylic on canvas
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Acrylic on canvas
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Worms

(z2)
2020

Acrylic on canvas
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594 x49.9cm
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The Sun
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2020

Acrylic on canvas
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Moon Night

(B®&)
2020

Acrylic on canvas
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104.5x65cm



A man in white
(BREF)
2020

Acrylic on canvas
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52x60cm




Carrot

(SREERD)
2020

Acrylic on canvas
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Potatoes
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Acrylic on canvas
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Egg Stars
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2020

Acrylic on canvas
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Two warriors
2015

Pencil, watercolor, acrylic on paper
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Kiang | Malingue | Liu Yin

EEER

kiangmalingue.com

Born 1984 in Guangzhou, China
Currently works and lives in Hong Kong

Education

2010 Graduated from Guangzhou Academy of Fine Arts, China

Residencies

2014
Berlin Studio, Import Projects, Berlin, Germany

2008

“(Anti) Realism”, Norrkopings Konsthall, Sweden

“In search of the red dragon” - Artists residency programme, Wrexham Print Center & Carmarthen Trinity College,
Wales, United Kingdom

Solo Exhibitions and Projects

2025
“‘Summer”, Kiang Malingue, Hong Kong

2023
“Spring”, Kiang Malingue, Hong Kong

2015
“Publica”, Arrow Factory, Beijing, China

201
“Liu Yin: Oh, Chinese Boy... Don't Be Ashamed...”, Chinese Culture Center, San Francisco, United States

2010
“Reflections in the soup”, Observation Society, Guangzhou, China
Group Exhibitions

2024
“Symbiotic Longing”, TAO ART, Taipei, Taiwan

2023
Meta Media Art Festival, Tai Koo Li Qiantan, Shanghai, China
“Yuan Fang, Yirui Jia, Liu Yin, Homer Shew*, Kiang Malingue, Hong Kong

2022
“Dream (Is) land!”, MINE PROJECT, Hong Kong
“Where Jellyfish Come From”, Antenna Space, Shanghai, China

2019
“Folded Veil”, Edouard Malingue Gallery, Hong Kong
Condo Shanghai, ANTENNA SPACE, Shanghai, China

2017
“Now is the summer of our discontent...”, BANK, Shanghai, China

2015
“Hazy Winter”, Canton Gallery, Guangzhou, China
“Full of Peril and Weirdness”: Painting as a Universalism, M WOODS Museum, Beijing, China

2014

“Stone, Wood and Paradise Syndrome”, 1933 Contemporary Gallery, Shanghai, China
Berlin Studio, Import Projects, Berlin, Germany

“Transience: Intractable Objects”, TAIKANG SPACE, Beijing, China

2011
“Similarity and Difference” - Guangzhou/Macau Contemporary Art Exhibition, Ox warehouse, Macau
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