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FUREWURD by Jaron Lua

Willy Tay (b, 7974) was born in Singapore where he received academic
fraining as an oil painfer. Having graduated from LaSalle College of
the Arts in Singapore in 1994 with a Diploma in Fine Art (Painting), Tay
confinued his studies at the Royal Melbourne Institute of Technology
where he completed a Bachelor of Arts (Fine Art) in 1998 and a
Master of Arts (Fine Art) in 2004,

Tay views art as a reflective medium capable of interpreting cultural
and aesthetic narratives that shape collective understanding. His
paintings engage with the continuous layering of paint, drawing
on themes of societal reflection and visual tension. His latest works
explore the lack of singular narratives, offen focusing on antiquities
and historical events to reconstruct fragmented stories that bridge
the mundane with the magical, offering alternative perspectives and
an escape from reality.

Distance Resonance - Paintings by Willy Tay furthers the artist’'s
exploration of colonial histories and their enduring imprint on
contemporary Singapore. Inspired by archival photographs, historical
events, and recomposed visual fragments, Tay’s tfextured oil canvases
osclllate between memory and myth. His works transform static images
intfo sites of tension, where the colonial gaze is simultaneously revealed
and unsettled.

Tay’s works are largely enigmatic, resisting resolution yet reflecting
critically on how power and displacement influence our posfcolonial
present. Comprising equestrian figures, stoic monuments, and hushed
interiors, Tay’s dense compositions bear the weight of accumulated
histories. Collectively, these works probe how fragments of collective
memory are recontextualized in a postcolonial society that continues
to grapple with its hybrid cultural inheritance. The colonial gaze is
neither fully present nor absent, nostalgia reveals its fissures, and
belonging emerges as an ongoing negotiation,
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Beneath Tay’s historical inquiry lies a sensitivity to the city’'s rhythms
- its imposing architecture that interweaves remnants of empire
with postcolonial desire. Spanning works from 2022 to the present,
the exhibition frames Singapore as a migrant city shaped by the
continuous flow of people across its borders. This migrant condition
is less a demographic fact than an enduring temporal condition - a
mode of inhabiting fime with one foot In departfure and another in
arrival, In this context, the canvas functions as a threshold where
distance collapses info proximity and the act of looking becomes an
ethical encounter. The past becomes a living interlocuter, reshaping
perception, guiding ethical engagement, and sustaining the ongoing
work of seeing.

Central to this exhibition is Tay’s wide range of subject matter, including
still life, objects, interiors, landscapes, and recomposed photographic
snapshots. In Snowfall, a seemingly ordinary gathering of men becomes
charged with ambiguity. Their expressions of satisfaction hint at a
decision, in which its consequences remain unknown to the viewer.
Tay likens this scene to instances of snowfall: “just as snowflakes
gently fall and accumulate, the consequences of decisions can settle
upon us quietly, with their frue impact often becoming evident only
over time”,

The inspiration underlying Deity is the figure of Sir Arthur Cotton,
a British army officer worshipped as a demigod for his extensive
irrigation projects in Andhra Pradesh, India. As time goes on, this
colonial authority was perceived as a benefactor as opposed to an
infruder into indigenous lands. Reframed within a local context, Tay’s
rendering of the historical figure implies a subtle yet potent act of
narrative decolonization, where history is reclaimed through cultural
reinterpretation.

More recently, emerging archaeological findings and the
declassification of archival material have invited a myriad ways of
revisiting our histories, moving far beyond the narrative that began in
1819 with the arrival of Sir Stamford Raffles. Repackaged and retold
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captures this exact sentiment, of how history has always been, and
contfinues to be, repackaged and refold through the generations to
come. Here, Tay reminds his viewers of the urgent need to rethink and
realign new perspectives in key historical events,

In Distance Resonance, Tay affirms painting’s capacity fo mediate
between rupture and confinuity, positioning the canvas as a site
where fractures remain suspended in ambiguity. Across these works,
history is neither regarded in conclusive terms nor as a burden to
be overcome but rather a field of reverberations that influence the
present. Through deliberate and susftained acts of looking, viewers
are invited fo imagine ways of living within a postcolonial society
constantly haunted by the shadows of empire.

iPreciation warmly invites you to encounter Tay’s works in person—as
living sites of inquiry—where the impasse between inherited idenftity
and the everyday negotiations of the self may be felt, explored, and
reimagined.
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MESSAGE

It is a pleasure fo intfroduce Distance Resonance, the latest solo
exhibition by Willy Tay at iPreciation Singapore. Sharing a studio with
him, | am forfunate to have a frontf-row seat to the creative process
behind this body of work. | can see and understand how his work
is deeply intertwined with his love for music, anftiquities, history, and
popular culture.

Willy’s canvases are dynamic and ever-changing. Through his rhythmic
approach to painting, he creates a visual ftension that mirrors the
complexities of our society. In this new body of work, he is drawn to
antfiquarian objects and historical fragments, reconstructing them to
explore the inferplay between the past and the present. He merges
the mundane with the magical, offering us a much-needed escape
from the everyday.

In Distance Resonance, Willy invites us tfo explore the space between
the known and the unknown. He employs iconic imagery and personal
curiosities to create a visual friction that demands our attention. We
are invited to marvel at these fabricated perspectives, where the
familiar is infused with the mythical. Ultimately, these works provide a
deep insight into our collective human experience.

Dr. Vincent Leow
— 5 March 2026

Dr. Vincent Leow . 1961) is a visual artist and educator known for his use of mixed media to
inferrogate the role of the artist and art-making in contemporary socilety. He graduated from LASALLE
College of the Arts in 1987 and completed his Doctorate in Fine Art at RMIT in 2005, A cultural medallion
holder, his works have been acquired by the National Gallery Singapore, Singapore Art Museum, and
Fukuoka Art Museum. Some prominent solo exhibitions include Tags & Treats: Works by Vincent Leow
at Singapore Art Museum (2010); Andy’s Pranks & Swimming Lessons at Xin Bejing Gallery, China
(2007) and Vincent Leow: Recent Paintings, United States (1991). Vincent also represented Singapore on
international platforms such as the Singapore Pavilion of the 62nd Venice Biennale (2007).
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ARTIST STATEMENT

My practice begins with the ordinary: sfil life arrangements,
domestic objects, architectural interiors, landscapes, and fragments
of photographs collected over time. These materials form a visuadl
vocabulary that | confinually rearrange, recombine, and reimagine.
Through this process, familiar elements become unstable—shifting
between recognifion and esfrangement—and open up questions about
fransformation, cultural memory, and the ways readlity is consfructed
through images.

Fragments play a central role in my work. I'm drawn to how a partial
view, a cropped detail, or a displaced object can generate new
narratives. When the everyday is placed in dialogue with the uncanny,
or when the present is layered over the past, meaning becomes
fluid rather than fixed. | aim to create images that resist singular
interpretation, inviting viewers to navigate the fension between what
is known and what is suggested. This tension—between the mundane
and the mythical, the literal and the imagined—creates a space
where viewers can project their own memories, associations, and
uncertainties.

My interest in fragmentation is also shaped by the environment
| come from. Having lived in Singapore, a migrant city defined by
rapid development and layered histories, | am constantly aware of
how places—and the people within them—are in a state of contfinual
remaking. The city’s landscape is marked by erasure and renewal,
where traces of the past coexist uneasily with the demands of the
present. This dynamic informs my exploration of what getfs carried
forward, what is forgotten, and how cultural identity is negotiated in
spaces shaped by movement, displacement, and reinvention.

Historical memory, in this contfext, becomes both a resource and a site
of tension. | revisit it through a contemporary lens, considering how
colonial legacies and inherited structures continue to shape our sense
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of belonging and self-understanding. My work often reflects on the
quiet persistence of these influences—how fthey linger in architecture,
language, and collective imagination, even when they are not explicitly
acknowledged.

Ultimately, my practice is an attempt to hold these complexities in
visual form. By assembling fragments info new constellations, | explore
how images can both reveal and obscure, anchor and unsettle. The
works become propositions rather than conclusions—open-ended
spaces where viewers can encounter the familiar anew, and where
the act of looking becomes a way of rethinking how we remember,
inhabit, and construct the worlds around us.

Willy Tay
— March 2026
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INTERVIEW WITH THE ARTIST

The following conversation took place on March 17, 2026.

JARON: Good morning, Wily. Thank you so much for doing this
interview with me. | am going to ask you some questions about your
upcoming exhibition in April, Distance Resonance. Maybe we can get
started with some of your early influences and practice. You were
formally frained in oll painting at LaSelle and RMIT. Were there any
particular painters, artistic movements or traditions that shaped your
early approach to painting? Do the traces of these early influences
still remain to this day?

WILLY: During my days in school, | was quite influenced by this painter
called Kandinsky, Wassily Kandinsky. Because | was captured by his
handling of how he uses colors and how colors can form certain
shapes to look like nature. So | was quite influenced by his talent, And
subsequently, another artist that influenced me quite heavily was
Wilem de Kooning. He's part of the abstract expressionist movement
back in the States. Then there was also this arfist called Cy Twombly.
| have been quite heavily influenced by him as wel. These are the
three main artists that influenced how | view and paint my works,

JARON: That's interesting to hear. Do these early influences sfil
influence your practice today?

WILLY: | think now when | do my works, it is not so much of taking
reference from those artists that have previously influenced me.
If there are traces of those styles or color, it's probably already
ingrained, So it wasn’t on my mind when | do my work to base my
reference on them.

JARON: And would you say your practice evolved over time?

WILLY: You can say evolved. But if there are fraces, probably you
know where it's coming from.
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JARON: So the upcoming exhibition features your works from 2022 to
the current day. Could you also share a bit more about what makes
this exhibition slightly different from your previous ones? For example,
the group show, Refrain, in 2024,

WILLY: Okay. So let’s start with how this work arrived. It's been in the
production for a very long time. My last solo show was in 2014 | think,
which is iIn a way quite different from my previous show, which was in
2009, 2007 thereabout. The one in 2007 was very abstract, 2014
was like a fransition between the figurative and the abstract. So, the
present works now are in a more figurative styling. If you were to look
at it from a retrospective view, it has developed quite vastly.

JARON: Not just the thematic style, but the subject matter | see is
also quite different.

WILLY: Yes, it's very different.
Somehow, along the way,
there are certain things I'm
inferested in, and | want to
portray them. The old style
was not quite adequate
enough. So | basically need
tfo rethink what is the best
way fo convey what | want
tfo say or what | have in mind.

An Inward Dialogue -

Untitled No.8
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JARON: A key focus in Distance Resonance revolves around the
idea of Singapore being a postcolonial migrant city-state in which
our demographic is ever-shifting. Were there any particular moments
or personal encounters that sparked this continuing intferest of yours
over the years?

WILLY: In 2004, | was in China. Ever since then, | was traveling
between China and Singapore. So it started to get me thinking: what
does it mean to be a Singaporean? Because most of the time when
I'm in China, I'm surrounded by my local friends. And being the only
Singaporean there, | start to question what exactly constifutes my
identity ? Because in China, even though | look Chinese, the way of
thinking, the culture, the way of living itself, it’s vastly different. So it
got me thinking, being Chinese, we are still so different. That was the
starting point of this series of work,

JARON: So you're more interested in the
themes of identity and belonging, inspired
by your own personal encounters and
your experiences in China. For Distance
Resonance, you also drew on mulfiple,
often subtle references to figures of colonial
authority. So for example, Sir Stamford
Raffles being the most notable one. Was it
particularly difficult to work with archives
as a primary source material? Since they
offen claim to be objective historical fruth,
already ingrained in us: while painting is
very subjective depending on the artist’s
taste, their style, their aesthetic, and their
philosophies.

WILLY: | think working with archives, photographs and images, I'm
looking at certain elements that can be used for me to convey what |
have in mind. By using those elements, faken out of their context and
having them placed into my new fabricated context, it's like giving
them a new identity while still retaining their basic, original elements.
That creates a tension either visually, or conceptually, that is more
inferesting for me.
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JARON: And where do you source your archival material? Do you
encounter any difficulties accessing archives and taking them out of
context?

WILLY: One basic source of reference is the Singapore archives. Apart
from that | will just scroll the internet for old pictures of Singapore, if
not, Southeast Asia. Actually, there are plenty of resources online.
There are pictures of daily photos of people, maybe in the 1800s or
early 1990s going about their daily lives. There was never a lack of
resources. That’s not a problem.

JARON: You've mentioned that when you work in your studio you
are looking at the works over a longer period of time. Throughout
this period, as and when you feel a source of inspiration, you either
add or remove something from the canvas. You're also thinking more
about your artistic process or the conceptual strategies that you
employed for this exhibition. Are there any recurring motifs, symbols or
compositional strategies that you repeatedly find yourself returning to
in this body of work? For example, the image of Sir Stamford Raffles
as this colonial authority that came to Singapore in 1819. Maybe you
can share a bit more about why you were interested in his figure?

Study 2
BE=

WILLY: The choice of subject matter is really conscious for me. If there
is a recurrence of a subject matter it's most likely deliberate. It has
to do with my working habits. | will always focus on one thing. And
somehow | always feel that there might be certain ofher elements
that | might have forgoften. So | will look back and fry fo see if there
is anything that | can make use of or if there is anything that I've left
out. That period could be maybe one or two years later, This is how
I work.
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JARON: Across all your works, your use of light texture and
layering strikes me as being very unique. What conceptual
function do you think these techniques serve in your works?

WILLY: | ke the visual that seems fo be very fextured but if you
look at the painting up close, physically, it's not texfured. | like the
contradiction, that confrast.

JARON: Yes, | completely agree with you. We have to get very close
fo the painting to see the layers, experiencing these physical works
is obviously very different from when you view it in the catalogue.
I'm also curious, what you fthink of this ferm historical memory or
collective memory, as it offen refers to how individuals remember or
forget events of the past. Do you see your paintings as an avenue
of sorts that facilitates the viewers’ reflection or dialogue about their
identity, belonging or Singapore’s colonial history ?

WILLY: | think in order for the viewer to get inferested in their origins
requires them to be of a cerfain age. If the audience is younger,
that is not going fo inferest them. The older you are, the more you
think that looking back at your heritage, finding out your identity,
is important compared to maybe fwenty years ago when it doesn’t
really cross your mind. | think it’s important for us fo move forward with
a good knowledge of what has happened in our history. Without that
knowledge, it's not quite possible for me to move forward because
you can’t really shake off that baggage.

JARON: | agree.

WILLY: You can’t say, “today | will start brand new.” Because whatever
happened, where you come from, it's always with you even if you
shift or move to a new place. This is also a real-life experience for me
because when I'm in China, most of the fime my local friends were
very curious about how Singapore has a very short history compared
to theirs. They always ask me how | feel a sense of belonging tfo
that place (i.e. Singapore). It just seems like our span of history is
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so short in comparison to theirs. Theirs is maybe a thousand years
affer so many dynasties or political events. Our history is like an infant
in comparison. It set me to think that we do need to look into it no
matter how short our history is in order for us fo have a conversation
in depth. So | looked info where | come from, the identity and why we
are so different despite being of the same race.

JARON: Your comparison of Singapore and China is a very stark
contrast, When we think about fthe colonial administration in
Singapore, it's actually not too long ago. What you mentioned earlier
- of baggage, cultural nostalgia - all this still follows us., We inherit what
the colonial authority has passed fo us. So if you want your viewers
fo fake away just one insight or one experience from fthis whole
exhibition, what would you like it to be?

WILLY: | think first and foremost they have to be interested in the
works visually. Affer which they can think in depth on why certfain
images are there, why certain subject matters are being placed in
the paintings. Because this is something that | can’t do with more
abstract styling. If | went back to my previous style | don't think |
can fully engage the viewers in that sense. They probably will think,
“Oh, this is a thoroughly pleasing painting, but what else is there?”
Simply because the subject matter is not obvious enough for them to
understand, But at the same time, it need not be so redlistic - again
this is a preference of styling - but as long as they can identify cerfain
subject matter I'm attempting to portray, | think that is good enough
for me.
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JARON: That's interesting to hear. For your future exhibitions, are
there any new directions or technical experimentations that you are
interested In exploring moving forward?

WILLY: For me, the recent development is sfill at the very beginning.
It's still at its initial stage. | would like to explore and then see how | can
use another material or medium, something other than the traditional
paint on canvas, to convey what | want to say. | might be exploring
other techniques like weaving or the sculptural medium.

JARON: Yeah, so far the main medium you use is oil on canvas.
That remains consistent throughout what we've been able fo see.
I think it's interesting to look info other mediums and see how you
can franslate this interest of yours, that is, history info a new format
for future exhibitions. So, that’s all for the interview. | think we've
discussed quite a bit about your motivation, your inspiration, and also
your thought process throughout. Thank you for your fime,

WILLY: Thank you.
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Figure Head presents an early version of the “Deity” figure, exploring the
idea of symbolic leadership. Willy Tay questions whether figures of authority
truly guide or merely serve as representations, highlighting the gap between
appearance and reality. The work invites reflection on how influence is often
tied to perception rather than actual displays of power.

Figure Head

2022

50x70cm

Acrylic, Oil and Oil Sticks
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Among the stars depicts an imagined orchid, serving as
a metaphor for hybrid identity and cultural belonging.
Willy Tay offers an intimate and personal reflection on
how identity evolves across generations, especially in the
context of migrant families. The orchid, both familiar yet
foreign, captures the sense of existing between places,
offering a quiet meditation on one’s identity as fluid and
ever-changing.

Among the stars
2024

70x50cm

Acrylic, Oil and Oil Sticks
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Inspired by Sir Arthur Cotton—a British officer later revered as a
demigod for his irrigation works in Andhra Pradesh—Deity reflects
shifting perceptions of colonial authority from intruder to benefactor.
Reframed in a local context, Tay’s portrayal suggests a quiet act of
narrative decolonisation, reclaiming history through cultural
reinterpretation. The work explores how power and legacy are shaped
over time, revealing history as subjective rather than fixed.

Deity

2022

86x146cm

Acrylic, Oil and Oil Sticks

36



37

Arriving in Toa Payoh
2025

183x102cm

Acrylic, Oil and Oil Sticks

Inspired by early explorers, Willy Tay’s Arriving in Toa Payoh shifts the focus from conquest and wealth to human emotions like curiosity,
ambition, and uncertainty. A self-portrait-like figure of the artist rendered in Mongolian attire conveys displacement and a search for
identity. Referencing Toa Payoh’s transformation from swamp to urban estate, the work parallels physical and inner journeys, inviting
viewers to reflect on what drives exploration and how identity is shaped through it.
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Half told story reflects on how we often see only part of a story. Focusing
on a tree trunk rather than its leaves, fruits, or roots, Willy Tay highlights
what is typically overlooked. The tree trunk symbolizes structure and
support, reminding viewers that our understanding is often incomplete
and inviting reflection on what might be missing from the

narratives we often encounter.

Half told story

2025

50x70cm

Acrylic, Oil and Oil Sticks
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Working deity extends Willy Tay’s exploration of the “Deity” figure, now
aged and rendered ambiguously with multiple faces symbolic of gods

and goddesses. It questions whether the figure is divine, authoritative, or
symbolic, reflecting how power and belief evolve over time. By presenting a
human, imperfect deity, Tay invites viewers to consider how societies create,
reinterpret, and ascribe meaning to figures of authority.

Working deity

2025

50x70cm

Acrylic, Oil and Oil Sticks
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On hindsight is the artist’s reflection on looking back, inspired by the views we
often see through a car’s rear window. The rocking horse symbolizes motion
without progress, echoing how we can feel active yet constantly remain in stasis
emotionally and historically. Willy Tay explores how the past is always behind us,
shaping our understanding and perspective through hindsight.

On hindsight

2025

91x102cm

Acrylic, Oil and Oil Sticks
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For when is time spent depicts a grand

royal tomb, symbolizing power and legacy yet
reminding us of mortality. Willy Tay contrasts
human ambition with life’s impermanence, inviting
reflection on how we spend our time and whether
what we leave behind truly endures.

R i 1 ' : - | For when is time spent
' 2024
77x76cm

Acrylic, Oil and Oil Sticks
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Snowfall

2025

104x39cm

Acrylic, Oil and Oil Sticks

Snowfall depicts a quiet gathering with an underlying sense of ambiguity. The
figures appear content, yet the consequences of their decisions remain uncer-
tain. Willy Tay likens this to snowfall—gentle but cumulative—highlighting
how small choices can have lasting impact. The work reflects on the unseen
weight of decisions and the slow unfolding of outcomes, capturing a calm
moment before any consequences emerge.
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Still time explores the concepts of time and finality, juxtaposing the sense of an
ending with the possibility that time continues on in spite of an ending. Willy
Tay creates a subtle tension between certainty and possibility, inviting reflection
on how we experience time during moments of uncertainty or transition. The
work captures the emotional and psychological perception of time,

rather than its measurable passage.

Still time

2025

45.5x45.5cm

Acrylic, Oil and Oil Sticks
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Limbo until then captures a liminal state of being where an individual is neither settled nor lost.
Willy Tay reflects on feeling suspended between places, identities, and life stages. While uncertain
at times, this state of existence also holds a quiet comfort, with a surreal atmosphere that implies
detachment from time. The work invites reflection, highlighting the value of pausing and the
experience of navigating identity without clear resolution.

Limbo until then
2024

76x102cm

Acrylic, Oil and Oil Sticks
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Quiet and introspective, Missing friends reflects on how our relationships evolve with age.
Social circles shrink through distance and shifting priorities, capturing a sense of absence
balanced by acceptance. Willy Tay invites viewers to reflect on connection, loss, and the
emotional spaces left behind over time.

Missing friends

2024

84x52cm

Acrylic, Oil and Oil Sticks
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Black and White references Singapore’s colonial era “black and white” houses as symbols
of heritage and hierarchy. Though admired for their charm, they reflect colonial power
structures, where larger, elevated homes were often reserved for elites. Willy Tay uses this
imagery to question how these values persist, urging viewers to look beyond aesthetics and
consider the deeper social and political histories embedded in architecture.

Black and White
2024

121x167cm

Acrylic, Oil, and Oil Sticks
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Uncharted reimagines Queen Elizabeth IT's 1972 visit to Toa Payoh as a surreal,
staged scene, where the work’s backdrop prompts viewers to question what lies
behind the curtain. Positioned atop a small boat, her white gown contrasts with
a deep pink backdrop resembling both high-rise flats and theatrical drapery. The
reflective water and dreamlike setting transform the historical moment into a
poetic meditation on memory and spectacle.

Uncharted
2023
91x73cm

Acrylic and Oil on Canvas
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On occasion away from home reflects the artist’s frequent travel, capturing the sense
of being away yet not fully belonging anywhere. The work conveys quiet detachment,
presenting “home” as an abstract concept shaped by memory and feeling rather than a

physical place that one inhabits.

On occasion away from home
2024

30.5x30.5cm

Acrylic, Oil and Oil Sticks
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Inspired by a backpack advertisement, Trekker considers adventure and exploration
as commercialized ideals. The exaggerated waterfall that dominates the work’s
composition creates a surreal and staged atmosphere, prompting viewers to
question whether we truly discover new places or follow curated images. Willy Tay
reflects on how the media shapes our expectations of travel, nature, and experience.

Trekker

2023

102x168cm

Acrylic, Oil and Qil Sticks
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Inspired by a faint wine stain on the carpet, After the initial cleaning serves as a
metaphor for memory and the past. Willy Tay reflects on how experiences leave
lasting traces that shape us, even as we try to forget. The work offers a quiet
meditation on memory, consequence, and the passage of time.

After the initial cleaning
2024

30x48cm

Acrylic, Oil and Qil Sticks

&

4
|
]

64



65

Tropical Lion presents a lion resting
across raised wooden planks in a murky,
swamp-like environment. The work takes
on a skeptical view of the “Lion City’,

a misnomer given the absence of lions
in the region, yet reflects how people
continue to live with and make the best
out of it. Despite the unstable,
fragmented footing and sombre
surroundings, the animal appears calm
and at ease, suggesting quiet resilience
and a broader human tendency toward
perseverance in uncertain conditions.

Tropical Lion
2022
102x122cm

Acrylic and Oil on Canvas
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Butterfly effect explores how small pieces of information can reshape entire narratives.
Inspired by the recent declassification of the Albatross file, Willy Tay reflects on how

a single discovery can alter our understanding of the past. The painting highlights
that truth is often based on incomplete information and encourages viewers to stay
open-minded, recognising history’s complexity and the unpredictable impact of
seemingly minor details.

Butterfly effect

2025

158x237cm

Acrylic, Oil and Oil Sticks
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Willy Tay describes folklore as “a skull with a jawbone,” symbolising how stories are
constructed from fragments of the past. The skull in Folklore reminds us of our eventual
mortality and the passage of time, while myths and cultural narratives persist and evolve as
they are passed down across generations. The work reflects on how stories shape identity
and collective memory; inviting viewers to consider what we inherit and choose to carry

forward.

Folklore

2025

45.5x45.5cm

Acrylic, Oil and Oil Sticks
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Mirage of memories
2024
158x237cm

Mirage of memories is an exploration of revisiting and reworking the past. Shaped by ongoing Acrylic, Oil and Oil Sticks

revision, it suggests that memories and histories are very much fluid, always shifting like a mirage
with perspective. The layered process reflects how understanding evolves over time, while a sense
of release emerges in letting go of perfect resolution, inviting viewers to consider that meaning is
never fixed.

72



Playing possum began with a dead crow, but
Willy Tay questions whether it is truly dead or is
it merely “playing dead” The work explores
ambiguity and the instability of meaning,
showing how appearances can often be quite
misleading. Willy Tay invites viewers to question
our assumptions and accept that not everything
might always have a clear, definite answer.

Playing possum
2023

84x52cm

Acrylic, Oil and Oil Sticks
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Promise examines how historical narratives are constructed, with the title alluding to a
declaration or pledge of sorts. Referencing Singapore’s founding by Sir Stamford Raffles,
Willy Tay questions the idea of crediting a nation’s success to a single figure alone. The work
invites viewers to consider exactly which stories get told, what is omitted, and encourages a
more nuanced understanding of history and identity informed by multiple perspectives.

Promise

2023

80x60cm

Acrylic, Oil and Oil Sticks
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Repackaged and retold explores the
ever-changing nature of history. Willy Tay
reflects on how narratives are repackaged
across generations, reshaping meaning

and highlighting the fluidity of historical
accounts. The work encourages viewers to
question established accounts, often taken to
be objective, and recognize that
understanding the past requires ongoing
reinterpretation.

Repackaged and retold
2024

158x237cm

Acrylic, Oil and Oil Sticks
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To see references the familiar image of Sir Stamford Raffles and attends to the figure’s
gaze. Willy Tay invites viewers to consider the visions that have shaped history and

the future Raffles might have possibly had ever since his arrival on Singapore’s shores.

The work underscores how perspective influences what we accept as objective truth,
reflecting on how history is often seen through the eyes of a few.

To see

2024

30x41cm

Acrylic, Oil and Qil Sticks
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Bored with what I once longed for begins with the artist’s failed attempt to keep
an orchid alive, evolving into a reflection on desire and disillusionment. What
we once long for can lose its meaning over time. The fading orchid becomes

a quiet symbol of shifting priorities and emotional distance, capturing how
attachment can turn into indifference and inviting viewers to reflect on why
certain desires once felt so important.

Bored with what i once longed for
2023

158x237cm

Acrylic, Oil and Oil Sticks
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Talking Heads reflects on the overload of information and perspectives
we encounter daily through mass media. The newscasters as depicted in
the work represent different individuals either repeating the same
narrative or presenting multiple, conflicting versions. Willy Tay examines
how multiple perspectives can blur truth, inviting viewers to question
how narratives are constructed and interpreted in contemporary society.

Talking Heads

2025

168x143cm

Acrylic, Oil and Oil Sticks

84



85

Embracing impasse
2026

300x100cm

Acrylic, Oil and Oil Sticks

Embracing impasse depicts opposing forces in a configuration of paralysis,
where tension and balance cancel out one another. Willy Tay uses this seeming
equilibrium to reflect on modern society, questioning whether progress is real or
stalled by internal contradictions. The work invites contemplation on resistance,
inertia, and the challenges of change.
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Inspired by an actual, rather disorienting, flight encounter, Overcast
captures uncertainty and suspended clarity where one remains close to
the destination yet are unable to see it. Willy Tay uses the overcast, surreal
moment as a metaphor for navigating life without any clear direction,
conveying calm tension and inviting reflection on moving forward amid
moments of ambiguity.

Overcast

2024

70x50cm

Acrylic, Oil and Oil Sticks
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Natural tendency of inertia

Natural tendency of inertia transforms the simple act of observing pigeons into a meditation 2023
on attention and perception. By slowing down, the ordinary reveals unexpected complexity, 158x237cm
highlighting inertia and our tendency to stay within familiar patterns. Willy Tay encourages

Acrylic, Oil and Oil Sticks
viewers to find meaning in the quiet, overlooked moments of our everyday life.
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Inspired by Zhuangzi’s butterfly dream, Alienation depicts a hazy landscape
interrupted by a small, hovering UFO, blurring the lines between reality and
imagination. The work’s muted tones and ambiguity evoke a sense of dislocation,
where the familiar feels strange. In line with the exhibition, the work reflects

on the tension between belonging and alienation, suggesting identity as a fluid,
uncertain state.

Alienation
2022
84.5x52cm

Acrylic and Oil on Canvas
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Willy Tay, born in Singapore 1974, graduated from LaSalle College of
the Arts in Singapore in 1994 with a Diploma in Fine Art (Painting). He
continued his studies at the Royal Melbourne Institute of Technology
where he completed his Bachelor of Arts (Fine Arf) in 1998 and a
Master of Arts (Fine Art) in 2004. With a dynamic artistic practice, Tay
has participated in prominent solo and group exhibitions in Singapore
and internationally. Notable exhibitions include the Impression Culture
and Art Festival in Wenjiang Art District of Chengdu, China in 2023,
“Do you believe in Angels?” at Equator Art Projects in Singapore and
Mo_Space in Manila, Philippines in 2014, “The Realm in the Mirror, the
Vision out of Image” at Jinji Lake Art Museum in Suzhou, China in
2013, and “Moments on white” at Osage Gallery in Hong Kong and
Singapore in 2007. His most recent group exhibition took place at
ART SG with iIPRECIATION in Singapore in 2025.
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WILLY TAY 5.7974 singapore)

Education

2004 | Masters of Arts (Fine Art), RMIT University, Melbourne 1998 | Bachelor of Arts
(Fine Art), RMIT University, Melbourne 1994 | Diploma in Fine Art (Painting), LaSalle
SIA College of the Arts, Singapore

Solo Exhibitions

2014 | Absence of Knowing, Equator Art Projects, Singapore 2005 | Still, PKW
Gallery, Singapore 2005 | An inward dialogue, ChengDu Painting Academy, China
2005 | An inward dialogue, Tankloft Art Center, Chongqing, China 2005 | Recent
works, Asian Art Options, Singapore 2004 | Landscape +, SooBin Gallery, Singapore

Selected Group Exhibitions

2025 | Art SG 2025, Singapore 2025 | Refrain, Ipreciation Gallery, Singapore 2023 |
Impression Culture and Art Festival, Wendiang Art District, Chengdu, China 2017 |
Temporal relations, TYC Studio Gallery, Chengdu, China 2013 | Do you believe in
Angels, Equator Art Projects, Singapore & Mo_Space, Manila, Philippines 2013 |
Painting in Singapore, Equator Art Projects, Singapore 2012 | The Realm in the
Mirror, the Vision out of Image, Singapore Contemporary Art Exhibition, Jinji Lake
Art Museum, Suzhou, China 2011 | OH Open House/ OH post exhibition, Evil Empire
Gallery, Singapore 2007 | Ephemeral, PKW Gallery, Singapore 2007 | Moments
on white, Osage SOHO Gallery, Hong Kong 2007 | Painting in spite of... Project
Space, Singapore 2007 | 3rd GuiYang Biennial, Gui Zhou, China 2007 | Moments
on white, Osage Gallery, Singapore 2006 | ARTSingapore, Singapore 2005 | ...
and a partridge in a pear tree, Asian Art Options, Singapore 2005 | ARTSingapore,
Singapore 2005 | 500 & Below Show, PKW Gallery, Singapore 2004 | ASEAN
Art Awards 2004 Exhibition, National Art Gallery, Bangkok, Thailand 2004 | Work
in Progress, Earl Lu Gallery, Singapore 2003 | Philip Morris ASEAN Award, MITA
Building Atrium, Singapore 2003 | Concerted Spaces, Studio 106, Singapore 2003 |
The Big Small Show, Art Seasons Gallery, Singapore 2003 | Box Il, Plastic Kinetic
Worms, Singapore 2003 | Work in Progress, Earl Lu Gallery I, Singapore 2002 | Fable
of the Pelican, Art motion Gallery, Singapore 2002 | Round the World in Eight Ways
(Charity Auction), Hilton Hotel, Singapore 2001 | Nokia Singapore Art 2001, Sculpture
Square, Singapore 2001 | 20th UOB Painting of the Year, UOB Building, Singapore
1999 | Suria lll Group Show, Caldwell House Gallery, CHIUMES, Singapore 1998 |
All Must Go!, Group Exhibition, Substation Gallery, Singapore 1998 | Ao Tu, Group
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Exhibition, Earl Lu Gallery, Singapore 1997 | Moon and Star Show, Utopia Gallery,
Singapore 1996 | Singapore Red Ribbon Award, Suntec City Mall, Bugis Junction,
Substation Gallery, Singapore 1996 | Philip Morris ASEAN Art Awards, Takashimaya
Gallery, Singapore 1994 | Eclectic Group Exhibition, LaSalle Gallery, Singapore
1994 | Defense Art Exhibition, Marina Square Shopping Mall, Singapore

Teaching
2000-2001 | Multi Media Department (Digital Imaging), LaSalle SIA College of the
Arts

Performace
2005 | “Replenish”, Dance choreography by Mattew Hawkin(UK), Tankloft Art Center

Articles and Reviews

2007 | “AMatter of Time”, by Cyril Wong 2005 | “Lost Myth”, by Zhang Xiao Zhong, Lian
He Zao Bao 2005 | “Lost and reshaped myth”, by Zhai Yong Ming, An inward dialogue
2004 | “Artist and Exhibition”, by KK Goh, Lian He Zao Bao 2004 | “Turning Walls into
Art”, by Sujin Thomas, Streats 2003 | “Art of peeking pays off”, by Clarissa Oon, The
Straits Times 2002 | “Pictures in Another Time”, by lan Woo, Vehicle Contemporary
Visual Arts, Issue 08 2002 | “Fable of the Pelican”, by Milenko Prvacki, Exhibition
Catalogue 2001 | “Nokia Singapore Art”’, by Suhaila Sulaiman, The Straits Times
1996 | “Alumni group seeks directions in Chinese drama”, by Wong Chee Meng The
Straits Times 1996 | “Transitional Times”, by Rachel Farnay, Vogue Singapore

Awards

2003 | Philip Morris ASEAN Art Award, Jurors Choice 2001 20th UOB Painting of the
Year, Highly commended 2001 | 20th UOB Painting of the Year, Highly commended
1998 | Singapore Urban Art Competition, Commendation 1996 | Singapore Red
Ribbon Award ‘Art Against Aids’ Merit Prize 1996 | Philip Morris ASEAN Art Awards,
Honorable Mention 1994 | 1994 Defense Art Competition. Merit Award

Private Collections

Westin Hotel, Xiamen, China | Singapore Art Museum | DBS Bank, Singapore |
National Art Gallery, Bangkok, Thailand | Dr Brian Howard | Professor Howard
Hunter | Dr Woffles Wu | Mr Ong Kim Huat | Mr Ernst Chin
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